Student Number:     1911524                                                                                              

Course: MFA Fine Art and Contemporary Dialogues

Module: Confirmative Praxis

Module Number: M7X02024


Assignment Title: Confirmative Praxis, Major Project 

Expected Word Count: 5000

Actual Word Count: 

Date: 


Contents:

Image List				Page 3
Essay					Page 4
Images					Page 21
Reference List				Page 31









Image List:
Fig. 1: Guatemalan Textiles, Guatemal Diamonds II, photographer Sharon Hudson 
https://fineartamerica.com/featured/guatemalan-textile-photographs-guatemalan-diamonds-ii-sharon-hudson.html 
Fig. 2: The Cows Horn
Fig. 3 Clay and Ink Venus 2022
Fig. 4 Venus of Willendorf circa 25,000 BP, Naturhistorisches Museum, Vienna, Oolitic limestone

Fig. 5 -8 Venus figurines from Europe and the steppes of Russia (38,000 to 14,000 BP or Before Present). (A) Venus of Dolni Vestonice, Czech, 26,000 BP. (B) Venus of Savignano, Italy, 24,000‐23,000 BP. (C) Venus of Zaraysk, Russia, 19,000 BP. (D) Venus of Abri Pataud, France, 21,000 BP. 



Confirmative Praxis Report

Introduction
A report on ceremony and the arts in relation to the archetypes of woman, and the natural world.  
My art practice explores the boundaries of fine art and the low art and craft of traditional woman’s work, and arts participation, in the context of ceremony. My practice considers the relationship between woman and the natural world in an age where capitalist globalisation has created a divide between humans and nature.
Multiple indigenous cultural beliefs and pre- Abrahamic spiritual beliefs consider the earth as female, woman, Goddess, mother and acknowledge this understanding as paramount to wellbeing. Relationship to this archetypal feminine is therefore synonymous with relationship to the natural world. This is apparent in the objectification and exploitation of the planet in our globalised culture which is treated as a commodity to be controlled and consumed. This same exploitation mirrors the treatment of women in their societal and cultural roles. Humans are fundamentally an animal species with the ability to think and express theoretical concepts which other species cannot, as such humans are not set apart from nature despite appearance. Human woman and the natural world, one is microcosm the other macrocosm but the two are intrinsically linked in holistic relationship. 
Ceremony and ritual are an example of the theoretical and mythological narrative capabilities of humans and historically incorporate multi-disciplinary arts, embodiment, and connection with nature. This arts engagement, embodiment, and connection with nature in combination with the social structure of ceremony or ritual may be deeply therapeutic both with one’s inner world and with one’s relationship to the natural world.

Aims
I pose the discontinuation of the patriarchal canon and explore themes of equality through reflection and imagery that seeks life affirming restoration of the feminine, deep ecology and connection to the natural world. I aim to make work that offers the viewer or participant that exploration in a visual and tangible way through a series of ceremonial objects, a series of images celebrating the vitality of woman and connection with earth, and a participatory arts aspect inclusive of the wider community. The entire body of work addresses the rise and restoration of woman to equality and land sovereignty in a counterbalance to outmoded patriarchal constructs. Many of these constructs are cultural, deeply ingrained behaviours and belief systems in our society that are generational and cyclic in nature. I evidence that the arts are an effective catalyst for societal change and for health and wellbeing. 
With a background in holistic health therapies, I have approached this work in a holistic way recognising that all things are interconnected and not compartmentalised as separated subject matters. In seeking the reimagining and discontinuation of existing structures the work does not seek to sublimate the masculine in any way but to honour the feminine in rising to equality and rearrangement. 
I propose an authentic re-wilding process, restorative of health and wellbeing, may be facilitated through engagement with the arts and with ceremony. This body of work seeks the possibility of that re-wilding process, de-colonialism through wisdom from indigenous peoples and thinking systems, ceremonial interaction, and a move towards sustainable arts practice using natural and recycled materials. Arts facilitation allows participation, connection, creation, and a slowing down and dropping in that engages the body mind connection i.e., embodiment and I therefore propose using visual imagery and participatory arts engagement through ceremony as a vehicle for this. 
I believe ceremony and deep ecology is a way to repair both the existential crisis caused by internal disassociation of the self and the objectification of woman and the existential crisis of disassociation from the natural world. 
Research Processes
Conceptually
My enquiry method for this body of work is largely ‘practice as research’ based and my physical making and painting processes have supported my thinking processes throughout. ‘The relationship between art and knowledge, in particular research, practice and alternative modes of logic and knowing also pertain to pedagogic approaches variously understood as experiential, action, or problem-based learning. Moreover, methods adapted in studio-based research often correspond’ (with this, and) ‘have specific application for the refinement and extension of such pedagogies’. (Barrett and Bolt, p3).
The dynamic model of practice as research, is one of cognitive reflective thinking, affective emotional intelligence and concerns in shaping practice, and values of moral and political functions. Tacit knowledge, that is knowledge that is embodied or a skill that is ‘developed and applied in practice… intuitively’ and knowledge that is gained through an ‘experiential approach’ (Kolb 1984) starting from one’s own lived experience and personal reactions. The process of action and intentional reflection ‘demonstrating a unity between problem, context and solution’ (Barrett &Bolt, p4&5). I feel this myself intuitively that it is only through the doing and making that my practice is developed, and it is the continual reflective process that allows the work to take form and meaning.
In ‘Identifying the Performative Research Paradigm’ three schematic paradigms are represented; Quantative ‘activity’; Qualitative ‘all forms of social enquiry that rely on non-numeric data in the form of words’; Performative, other ‘forms of symbolic data’. These include material forms of practice, still and moving images, music, sound, live action, and digital code. It is this area of performative research that the arts inherently lie. 
Within my explorative praxis I researched archetypal woman and Goddess forms and in further development within my confirmative praxis, I research woman, Goddess, and ceremony in indigenous and non-Abrahamic cultures and in relationship with the natural world.  In both archaeological historical examples and contemporary examples of arts in ceremony and ritual multi-disciplinary arts are central, frequently incorporating aspects of dance, movement, music, song, spoken word and dramatic performance. Ceremonial objects are also common in multiple cultures. Within my work I have used the making of ceremonial objects as a reflective research practice, and it is within the intuitive action and reflection process described by Barrett and Bolt that I have engaged with the theoretical concepts the work represents. 
Practically
Central to my practice is the use of traditional hand making, sewing and painting processes that use slow, physical, natural methods that are not technological. These may later be digitised as images for submission and display on a website for example, however the making itself, is one of a physical, tangible, embodied and present process and this is key to me practice. I have combined knowledge of established and traditional techniques with new developments and materials and increasingly seek to make my practice sustainable through the use of natural products and recycled or repurposed items using. To this end I have started the making of ceremonial items using natural objects of significance.
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The cow’s horn is related to the concept of ‘the call’ and it is this ‘call’ to ceremony that this object embodies. The horn is also closely aligned with cornucopia and abundance. The slow rhythmic wrapping process is meditative and time consuming. The threads transform the natural item into the ceremonial item and imbue significance. There is a need for care and observation of the patterns, twists, knots, and method of connections between threads and a challenge presented by the natural organic shape and curvature of the object. The feel of the horn is altered by the wrapping, and it feels more substantial and textured with the layers of threads. The colour palette of the threads is inspired by Guatemalan colours in textile designs. This piece took around eight hours to complete. Thought processes related to the making of the horn are a call to ceremony, answering ones calling, answering the call of the earth, noticing the connections between layers and between generations, treating abundance with reverence and care. 

Muscato writes of the history of Guatemalan textiles of Mayan heritage as ‘pinnacles of artistic achievement.’ Whilst many Mayan cultural forms were destroyed by Spanish colonialism weaving remained. Muscato theorises this was due to the Spanish focus upon Mexico, a convenient way to ‘identify the Maya within a colonial society that practiced racial hierarchies’ and a lack of recognition ‘of the traditional symbols within these textiles that served as a form of cultural continuity and preserved Mayan traditions’ (Guatemalan Textiles History, 2016).

The ‘Venus’, Archetypal Woman Figurine
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The archetypal woman figurine is made from air drying clay using hand building slab techniques and is hand painted with blended green and yellow inks, a palette symbolic of regeneration, spring and life force. These inks are easily absorbed into the dried material and give a matt saturated finish. The figurine represents archetypal woman and goddess and references the tradition of the Venus figurine in a generic new age neo-pagan shape derived from earlier archaeological representations, such as the Venuses of Willendorf, Dolini Vestonice Czeck, Savignano Italy, Zaraysk Russia and Abri Pataud France. Thought processes related to the act of making the figurine are around embodiment, being real as a woman and not an object, having personality and autonomy, the right to be of equal stature with the masculine whilst retaining the essence of the feminine without sublimation or apology, having direction within the world and the right to ‘take up space’ in the world (the theme of international women’s day 2020) and to ‘break the bias,’ the theme of IWD 2022.
[image: ] 
The stags’ antlers are related to the concept of regeneration. Decorated with gold paint to represent the ‘precious’ object and then gold paint carved through to reveal bone in spirals that signify regenerative life-force, and the natural world are more precious than gold. Thought processes during the act of making included exploration around regeneration, restoration, rebalance, rearrangement and the meaning of equality and worth both personally and globally. The secondary meaning of the antlers is to represent the male aspect and to honour this alongside the feminine in equal balance, neither one sublimated to the other. There are further meanings of spirals and patterns in indigenous cultures.
The flower headdress, traditionally an adornment of the Goddess or within ceremony as beauty and representing the beauty and abundance of the earth and closely connected to fertility frequently associated with weddings and maying. Woven on willow hoop and made with dried flowers preserving the summer blossoms.  The woven hoop and the drying and tying process of the flowers is slow. It takes two weeks to dry flowers and a crown of this size needs several bunches. Only certain flowers are suited to this drying process with stems that lend themselves to weaving and tying in once dried. The making process involved several weeks of reflection upon relationship, fertility, preserving, conserving, emotions, love and the meaning of connection. 
The weaving of the wheel of the year and four directions upon the willow hoop using recycled wool inherited from my friends mother who passed away and willow from my garden. Representing the four races or colours of mankind in unity, the four directions together in balance and the interconnectedness of all life on earth. Made in reflection of our place in relation to the natural world. Recycled textiles, traditional womens work.
A series of women in landscapes in mixed media forms making use of upcycled or recycled canvases and frames, recycled textiles, traditional paints and art materials and natural paints and materials in a blended approach towards a more sustainable practice.
Three landscapes are hand painted with ink through recycled lace to give a landscape impression and collaged. The figures of woman within them are taken from the silhouette of a Venus statue which I consider to be representative of archetypal woman. One of these silhouettes is cut from recycled wrapping paper and I particularly like the animals designed on the paper showing within her body. The other two are also hand painted ink through lace with watercolour and collaged in layers.
Upcycling of frames and canvases
Natural dyeing processes and results, natural metals for mordants, complexities of buying natural materials in search of sustainable practice
Batik djanting tool and results
Seeking indigenous culture and understanding without appropriation. Authenticity. 
Landscape and the natural materials belonging to it to a place and connecting it. Deeper cycles of time (than the digital)
A participation aspect through central piece, bunting…

Feelings about the work. 
I feel like the work is an attempt to move towards a closer relationship with the earth and a more equal relationship between male and female. I feel that the work should either be participatory through ceremony and/or arts engagement or cause the viewer to question traditional cultural hierarchical power structures and their effect on the natural world. Better still reawaken something ancient in the viewer that knows better, call it deep knowing or intuition of the natural forces that predates these ridiculous structures.

I feel that the work should facilitate a shift in thinking to a more solution focussed sustainable way of being in relationship with the natural world through more organic systems thinking. Achievable not through depressing or fear-based images of the current climate although this may have its place but through joyful and uplifting images that assist dopamine and mindset (reference sand talk and world health organisation also ‘joy as an act of resistance’)

Expressive arts, thought provoking, convey a sense of depth, deep stirring of connection and understanding / joy through union with creativity (God i.e. good orderly direction, artists way) A simpler way quote… life organises itself…
Hidden and deeper meaning in pattern. Pattern is so significant because systems thinking is essentially pattern whether linear, hierarchical, circular, spiral or woven in invisible ways of meaning. 

I chose this practice because the two things I care about the most are the natural environment and its exploitation and inequality towards women and their exploitation. The further things that concern me such as war, oppression and the mental health crisis are largely caused by and fundamentally linked to these two things by the systems and structures of control in globalised patriarchal culture.

This practice is a way to explore these ideas things and to open the conversation around change and changing the system to one based on visual and emotionally intelligent language rooted in the feminine.

Through this practice I can act and think intergenerationally using deep ecology 7th generation principles. This cyclic intergenerational thinking is a way to connect with ancestors and descendants, to foster personal responsibility and accountability to one another and to our descendants and to reconnect with deep time (sand talk). Deep time is the time of the earth.

The internet of the fourth industrial revolution exemplifies lack of accountability and anonymity with maximum exploitation and minimal regulation.



Introduce Themes Key Visual Research and Artists 
Who when where
Artists using batik patterns in indigenous world art
Quilt makers contemporary historical crafts and heritage
Ana Mendieta
Venus Boticelli
Tracey Emmin
Craftivism
Cave Art, ancestral animals/humans
Song lines in the landscape, standing stones and traditional landscape artsists, song examples
If not a gallery, where? Participation
Embroidery and collage
Goddess figurines, fertility, life givers, inter-relational
Loss of the natural seeking of the spiritual, imitation of the natural synthetically, dangerously not the same.
Spirit, animism, a call to ceremony, back to nature, re-cognition, re-connection, subverting gallery space or conforming, TUrning
   
Crocheted urchin/octopus
Ceremony art, elements, unifying principles
Literature and Cultural Texts
How is Theory relevant to practice …. Applies to my practice because … 
Archetypes
Carl Jung – Archetypes, collective unconscious, mythopoetic imagination the space that contains the archetypes. Animus (male) and anima (female) united to find a full sense of self or individuation. Significance of images for example the tower and their greater meaning in the psyche.
An archetype is a psychic prototype or form within the collective unconscious which allows ordering of perceptions into meaningful patterns. All of us inherit the same archetypes, the same invisible patterns build into the structure of the human psyche. Examples include the hero, the divine child, the great mother. These archetypes appear in myths, dreams, folk lore, fairytales, visions, narratives in the arts and philosophies. Consciousness itself is organised by archetypal forms and foundations.  
Throughout my work I have regularly drawn upon the anecdotal aural tradition stories of Claissa Pinkola Estes book Women Who Run With The Wolves. These stories embody many of the concepts of archetypal woman, Goddess and often convey morality or meaning. 
Nature and Us, A History Through Art, BBC documentary
Art as a record of of our world and across time documenting how we’ve felt about nature, chronicled attempts to subdue it and its fragitlity. We are part of it, and it of us, inseparable. Our ancient ancestors invested the natural world with magic and power but we then started to separate ourselves from nature and tried to control it in apower struggle still playing out today. Nature by out definition is elusive ‘everything we haven’t made, out there’ hills, streams, animals and the human is somehow separate from that. In the past we were part of and at the mercy of natural forces and our ancestors struggled for survival. 
Interviewing an elder male member of the Sami community, the indigenous people of the European Arctic … ‘When you are out in cold weather nature tames you. These are my ancestors mountains, so I feel I belong to these lands. When you have made a fire your thoughts travel far. You hear the sounds of nature, the birds chirping and everything, it’s special. When you feel you belong somewhere, the mountains become your home. You know them. You know every stone. If there is bad weather I just need to see one stone and I know exactly where I am. The tundra is your teacher, the frozen tundra teaches you, the silence teaches you something.’ Later singing and talking about reindeer and living with them inland in Winter and coastally in summer, ‘ two hundred years after I’m gone they shall know my herding paths… I have a sacred mountain where I go, that’s my church. This is our ancestors sacred rock (shine where stories are told in aural tradition)’.
Prehistoric humans depended on reindeer for food, clothing, tools made from antlers and bones and containers made from stomachs and bladders.In hunter gatehrere societies perceived intelligence in other animals and hw they behave to them and reverence. Spiritual energy and power Animism, spirit in wind river, animals, trees, interconnected. Anthropormorphic animistic figures fusing qualities. Agriculture changed the landscape and we as a species began to see it as a commodity, changed how we materially saw the world, a psychological shift. We began to organise nature, to cultivate. There is representation of farming in tombs in Egypt, Nile. Cities and settlementsof the Maya in the juingles in Guatemala worshipped agricultural maize or corn Gods and hierarchial society anthropocentric with human creator demarcate the landscape, wild nature into food, textiles and components. Shackled to the land but freed from the natural world, locked inand vulnerable to weather conditions. Cultural collapse of civilisations. Today we are disconnected entirely by agriculture from nature, indeed we frequently think of agriculture as nature! Climate change, we are subject to the same forces, water and resources. Controlled it / more at its mercy.
Most major religions. Hinduism has nature deities Durgha, Vishnu birds art, cosmic order and reincarnation. Infinity multiple arms. Ghangha goddess river Ghangee philospophical concept liberates the soul and unites with the divine mother/crocodile lotus nectar interdependence to nature, integral part, water purity holy feet of Vistrum central to purification practices. Buddhism, Dowism, peaceful balance, humans part of nature. Nature worhip. Greeks, natural phenomena gods/goddesses zeus, sky rules over others, Thor lightning, Gaia Earth Flowers, celebrating bodies and human forms, nature worship human worship. Christianity, single male god made in his image, patriarchal a world order that os deeply hierarchical. Sun god, helios? Judao Christiantradition eden plants flowers animals humans to look after it ‘subdue it and have dominion over every moving thing’ in Genesis places above. The separation rift is markedly here.Adam and Eve expelled not to reurn, the parable of a species in paradise who spoil it.
Quote Sapiens… 
Maria Sevilla Nevillam woman leading scientific expedition published natural history and botanical art in 1705 showing entire ecosystems.

3rd Wave Feminism 
Equality a rising up of the feminine into alignment with masculine, not a su over one another. Quote carl jung animus/anima archetypes.
Iconography, the reading and interpretation of images through a mode of inquiry for analysis of images, contextualises the meaning of images around woman and the natural world.
Judith Butler’s theoristation of performed sexuality ‘concerned to denaturalise taken for granted social practices’ (Greyson& Rose 2000, p 434) firstly has reshaped geographers understanding of identities, bodies and their spatialities. Second her notion of performativity has been recast to theorise the concept of space. Thirdly, her work has influenced critical geographers engagement with non-rpresentational theory. Fourth her conceptualisation fo performativity has upset feminist methodological debates about reflexivity and positionality. In ‘Gender Trouble’ Butler challenges the assumptions that masculine and feminine gender identities inevitably correspond with ‘male’ and ‘female’ bodies… she argues that the two sexes themselves are social constructions. …Butler theorises them as a performance interrogating the category of woman as the subject of feminism, questioning de Beauvoir’s maxim that one is not born a woman but becomes one’ (p65, 66 Hubbard, Kitchin, Valentine)     
“Men act and women appear. Men look at women. Women watch themselves being looked at. This determines not only most relations between men and women but also the relation of women to themselves. The surveyor of woman in herself is male: the surveyed female. Thus she turns herself into an object and most particularly an object of vision, a sight’ (p47, Ways of Seeing, Berger).
The Second Sex Simone de Beuvoir which introduces woman as ‘the other’ in relation to man and examines the constructed stereotypes of controlled woman in the patriarchal system; the virgin, mother or sexualised object and the purity with which the patriarchy associates the ‘eternal feminine’ in a non-realistic way void of subjectivity for example ‘Snow White’.

The Subversive Stitch, Rozika Parker is about
Is relevant to my practice much of my work is sewn textiles, textiles were traditionally womens work and now I use textiles to convey narratives about women
Feminist theory ‘stitch ‘ conjoins both matter and ideological context’ google books
P55 ‘The church did however become increasingly antagonistic towards the midwives because their presence allied the virgin too closely with earthly woman. A woman was eligible for worship only once she was set apart from her sex’ Parker

Place and Space
Pierre Bourdieu on the importance of praxis ‘theory of practice’ claims his work ‘transcends the dualism between explanations that attribute social change and social reproduction to certain overarching structures’… ‘He draws on existentialism to emphasise the importance of practical action and existence (praxis) in understanding the human individual whilst rejecting the highly conscious subjective elements of Sartre’s existentialism (which sees authentic existence as an act of self-creation)’… ‘At the same time Bourdieu’s work has affinities with American pragmatism in his social conception of mind and agency and emphasis on the body as a site of socially instilled habit. This response to the dualisms of objectivism and subjectivism is Bourdieu’s ‘theory of practice’. This is an idea of everyday ongoing practical activities, articulated through bodies, that contain prior cultural dispositions’ (p61, Hubbard, Kitchin and Valentine).  
In ‘The Field of Applied Art’ Bourdieu writes of habitus, the way we approach the world and encounter things, our histories, education, class, occupation, gender as embodied in us as an integral part of behaviour and predisposition. He writes of  the ‘field of cultural production’ as a striated system of social positions occupied by individuals or institutions, a system of forces in negotiation with one another. He writes of the ‘feel for the game’ as feeling comfortable and at home, knowing what is expected in these social structures and interactions of the field. It is this cultural field to which Barrett and Bolt refer considering practice as research ‘Bourdieu argues that tacit knowledge and the alternative knowledge of practice underpins all discovery; and yet it is often overlooked because it is subsumed into the rational logic of discursive accounts of artistic production’ (Barrett 2003). Bourdieu then situates art practice within the cultural filed of production as an essential form of research.
Position of woman in society, community, landscape, globally
Place and space theories
As Thrift 2003 contends, ‘one thing that does seem to be widely agreed is that place is included with embodiment. The humanistic use of methods that evoke the multi-sensory  experience of place (its visual aural tactile elements,  as well as its smells and tastes) provides one means by which the bodily geography of place has been evoked, though the relationship between the human body and highly meaningful places is often more complex than even these methods can reveal. Indeed being ‘in place’ involves a range of cognitive (mental) and physical (corporeal) performances that are constantly evolving as people encounter space (p 6, Hubbard, Kitching, Valentine). 
Globalisation
Use dispose culture globalisation industrialisation vs repair and cherish culture, local community, change through returning/restoring constructs and living in greater alignment and partnership with nature. Environment and relationship ie relate relationship.
Fals Borda

Nicolas Bourriaud’s Relational Aesthetics 1998 looks at the possibility of relational art (art that takes as its theoretical horizon the sphere of human interaction and its social context, rather than the assertion of an autonomous and private symbolic space) as testimony to the radical upheaval in aesthetic , cultural and political objectives brought about by modern art (Bishop, 2006, p 160) This human interaction and social context is essential for wellbeing and is inherent both in participatory arts and ceremony. It sits in juxtaposition as a counterbalance to the fourth wave of industrial revolution we currently experience as simulacra.
The Precession of Simulacra, Baudrillard
Key text regarding contemporary technology and the disassociation caused by simulacra. Baudrillard explains that the inner world of the subject, subjectivity becomes the object in hyper reality thus losing a sense of the self and inner world attached to the virtual world, a state of disassociation. 
Capitalism, production, Fragmented deconstruction, hypersensitivity
Applies to my practice because it is a key postmodern text to understanding the contemporary Western World. The essay argues that the subject is fragmented and decentred in hyper-reality and becomes an object to be consumed by the public.
I argue that nowhere is this more relevant than social media, gaming and virtual realities of any kind including the use of pornography or any kind of virtual interaction or simulacra. These simulacra frequently perpetuate the objectification of woman, as do plot narratives on television and in movies and advertising. 
The dissociative state of hyperreality experienced through contemporary technology and the internet is exacerbating the separation between the Western world and nature and indigenous roots and thinking. Our own indigenous roots and nature are so far removed from us it has become a chasm. It exacerbates globalisation and supports the misogynistic patriarchal system. The loss of self and subjectification caused through these technologies might be considered to be an existential wound or a wound of the soul/spirit and there is evidence linking lack of contact with the natural world and reality through these same simulacra and technologies and the current mental health epidemic. Site reference here…both women and men and mental health in relation to these technologies. Mental health and objectification.
Psychology and objectification, viewing as a commodity woman/environment 

Evidence pen is mightier than the keyboard Pamela Muller at prinston research supporting findings that handwriting enhances critical thinking. Norwegian school of science, similar research cerebellum regulates stress, hand eye coordination, information processing,  engaging hand eye coordination reduces stress in the body and helps thinking on a higher critical level, experience of time is altered, slower, deeper encoding level. Similar to arts. Evidence
Handwriting engages hand eye coordination (using the cerebellum) which reduces stress in the body and enhances critical thinking. Experience of time is altered and slower and learning takes place at a deeper encoding level.

Research by Pamella Muller at Princeton, The Pen is mightier than the keyboard and similar research by the Norwegian School of Science.
Embodiment
Simulacra vs embodiment
Embodiment though participation
Colonialism and impact on the Indigenous peoples
Germain Greer – aboriginal – white priviledge
Natives Akala
Sandtalk – meanings of images and craft as a thinking process, indigenous thinking systems are holistic not insular this links to arts council creative nature microcosm macrocosm all interrelated food transport energy
I believe the intuitive reflective research process described by Barrett and Bolt also describes the making process of ceremonial objects within indigenous cultures, in that the physical items represent the concepts they embody.
WHO evidence
Existential crisis
Nietzche, God is dead we desire God, existential suffering. Arts in health quote about spirituality.
Ecology and Arts in Health
Ecology including practice of Deep ecology (ceremony and workshop facilitation), wellness vs sickness of western globalisation and arts in health research including current research by the Arts Coucil Wales and natural resources project creative nature attended. 
Objectives of government legislation ‘future generations act’ carbon neutral in cultural organisations by 2030, 8 years away
Implementing Sustainable Practice
Recycled textiles and sustainable practice
Slow calming immersive processes similarities between arts engagement and ceremony

Self expression in ceremony or through arts engagement as a tool of health and wellbeing
Where are the gaps/limitations – what else could you have done?
To approach a holistic concept is by nature too big because it recognises that all aspects are interconnected, and it cannot all be covered by this work. It opens a dialogue, questions thinking patterns but offers no definitive solution. The human desire for a comfortable life is still there and we cannot go backwards, only go forwards in a better way by changing our behaviour and our initially our thinking from grass roots level up. Those in power or reaping the rewards of corruption are entrenched in the systems of control that desperately need changing. These conglomerates, corporations and corrupt governments put profit before planet or people and it is hard to maintain optimistic with those systems and with the discordance of war over resources perpetuated by them. 
Maslow’s hierarchy of needs states that…
Can we reconnect our own indigenous heritage and thinking by learning from other indigenous wisdom keepers and cultures and sysnthesising these with our own inner knowing, landscape connection and remaining historical evidence. For example history of fabric in wales is largely wool…Can we learn from indigenous populations without direct appropriation or misuse or capitalising ‘skewing’ it to own ends or outcome. Can change occur from the inside out through infiltration of these structures or will they simply absorb and corrupt those who try. Is it conforming in denial?
The only way to effect change quietly from the outside by living an alternative and showing this as possible. Example of communities living sustainably. In truth this likely means making compromises because reality is how it is and most of us are no longer separate from these global systems, none of us. 
Action Plan
Series of images depicting ceremonial dance and art forms, using recycled/upcycled frames and textiles where possible that tell stories or have meaning embedded within them through a pattern or narration. The meaning o objects of worship / of nature. Joyful expression in arts engagement as part of ceremony.
Ceremonial objects of ritual and the ritual process of making them through slow traditional methods and processes.
The slowing down, deep time cycles, feminine.
Participation in some way to make… invitation to sit with the fire (candle), mandala. Possibly a quilt…of natural landscape
Eucalyptus leaves or white sage, smudging, connection with place.
Cave, birth
Practice, themes, how is the theory relevant to my practice
Where can the practice develop / future endeavours
Thorhetically Practically Digitally
Arts health wellbeing
Ecology
Policy changes
Digital awareness and detox – re-education. Movement for policy changes regarding the use of technologies to be supportive of mental health, emotional health, physical health and not destructive of it. Also for greater digital responsibility and accountability whilst preserving free speech still accountable for what you say and to who removes hiding behind anonymity.
Technology and the impact upon relationships, societal and familial 
A search for re-inventing, re-claiming, re-storing our own indigenous thinking. 
Thinking is more than knowledge because it is continuous moment to moment and not fixed to any given past time.

Practically as arts engagement workshops in context of deep ecology and ceremony
If I had the chance to redo the practice it would look 
Tidier and less experimental more uniform and consistent
Problematic writing this before the work
I would have started with indigenous ways of thinking/seeing rather than developing to that
Examined colonialism more
Remained rooted in feminist theories and the search for equality
Healing divide, solution focussed, life skills, natural remedies, local landscape, water etc
Recognise the challenge personally – This work calls me to change how I live personally. The biggest challenge is to walk the talk and do what I know to be right, to live by principle. How to live in the modern world without being in denial of reality i.e. to be present.
End with quote Joanna Macy…
. 

Conclusion or Summary
Summarise what you’ve discussed, theory, what I’ve already written.
No new information here but room for ‘synthesis in terms of setting down the broad generalisations arising from the discussion of the process and outcomes or results of the studio enquiry.’ (p200, Barrett and Bolt, 2019)
Presents generalisations that validate or qualify the thesis statement or hypothesis – these are at a broader level than those made in the discussion section. The generalisations and conclusions must relate to aims, objectives and questions posed at the outset of the project;
Points out the implications of the enquiry for theory and practice. Such implications are more speculative or far reaching than those discussed previously and may extend beyond the field of creative arts; (policy…and management)
Reiterates the value and significance of the project and of creative arts research methodologies and their capacity to reveal new knowledge;
Makes recommendations or indicates direction for future work;
In some cases the conclusion may also point out the limitations of the research process.
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