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This paper is m support of the thesis exhibition by Charmaine Laboucane 

entitled Whism Into Words. It describes rny quest for voice and the shiggle 

with silence and amiety in terms of féminist art and féminist writings. The work 

is descri'bed m terms of textuai reading using the concepts of SIZ and intertext 

from d e r  R o l d  Barthes and the "Open Work" fiom Umberto Eco. It 

descriis the works of this installsition in t e m  of viewer response and 

interpretations. The work is exaniined as an interplay of the 

autobiographicaî, memory, and text. 
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WhisDers Into words 

Introduction 

When I t b k  of ttse work I have asSembled for my thesis exhib'iog 1 r e a b  that 

ail the work is connected t o g e -  Siowty this body of work has emerged, displayiog a 

similady of concepts, mnteKtual ideas and themes. 1 see this work as a collection of 

meniones, expiences and idas taken h m  my own cumulative experiences. 

The We of W b  the &'bition and this thesis support paper idkate the major 

themes. Whisuers Into W d  reférs to the human condition of tbe experknce of memory 

and voice. As memory shiffs it is vMd in places and absent in others. These memones are 

~ a n d ~ a n d a r e t h e n m e t a m o r p h o s e d U i t o w o r d s b u t ~ a s  

dent whispers. These themes gmdy satume the work thai make up my thesis exhi'b'ion 

dIexamieetheminthispaper. 

The fLaction ofthis tbesis support paper is to disçuss the form and content of the 

work, to outline certain relaîionsbips individual pieces have with egch other, and to speak 

of the relationship between the artist and viewer. This paper also dows readers certain 

access to knowledge of the influential &ors thas have challenged parbcular asQects of 

my thinkiag and af&cted eiements of the exhibition. 

la Chapter One of this paper 1 trriice certain events of my life d conuect them to 

my 'toice" and examine how tadrilf-voiœ bas affécted my growth "Silencen and 

"voice" can be deepiy connecced, and nry silence has been a bama to my inteilectual anci 

artistic development. With the heip of wnter Carol Becker and the book Women's Wavs 

of Knowing, I was abte to begin on the r d  to self-enlighmnent and Ullder- standing. 
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in Chapter Two of th& paper 1 examine ceitain bdhmces on my art and artistic 

development. Text, artists' books and specific artists like Davi Ded Hompson, Mary KeUy 

and Faith Ringgold are examined and relatecl to my work in the exhiion. 

The set up ofthe UistaUation is disamed in Cbapter Three. The exhi ion  is 

organized into tbfee rooms. Each room is @en two names, one d i  tbe location 

within the @ery, and the second aame is a titk that I fd captures the meaning of a c h  

room. Aiso in this chapter, I will disaiss bow 1 hope the work within the exhibition 

rdects  i b t i t y ,  memory and thought, also drawing reférence ffom Indian artisc Sutapa 

Biswas anâ poet Charies Baudelaire. 

The works C m f i  Me Wiih Worak 4 a m, and N(Presented in the Southwest 

room - Tihe S r @ ï  Sin) and Cdkcting Mernories.. . (Resented in tbe Southeast r o m  - 
Deep InWior) use a m o n  of ta6, object snd imgcry to express theh meaning 

and ssand as m e t a p h  for hurnan thought and memory. These pieces refiect my iritemt 

in text and off' starting and finishiag poiuîs to the entire &'bition by sunwnding the 

central room (The h e p  I i r i cw)  wbich contains 250 fhma filted with a multitude of 

imagery, r e p f e s d q  the bulk of the work that I have created since my time in the MFA 

program. 

of human existence that 1 am trying to convey: The W n  - open to anyone to 

experienœ but sekiom widérstood; 7b S e d  Betrig - tbe real persou, ümiîed to onty 

a few people, usually f â d y  and close friends; and The Deep Interior - the place inside 

oursehres where we retreat when we need solitude, the piace tbat can oniy n d y  exist in 

our âmms, the u b a ! e  place of underssanding and cornfort. 



Retracinp: the Past 

To be creative one neecls to fkel the conficience to recreate the worid 
fiom scratch.' 

For some regson, 1 think it's sigdcant for me to remember wbst 1 was me 

growi~g up, and when 1 try to recall w h  1 was iike duMg my begbhg years of 

and the many things 1 do rernember have been related to me by o t k  people's 

recoUecti011~. By recognizing what 1 was k e  during tbis time, I feel thet 1 might corne to 

a betîer understamüng of who it is thst I am today. 1 fed thot it's importaai to Lnow this 

so I can undenand myseifas an artist. 

The stories we teii ourseIves about who we are - the hdfkemembered 
e v ~ t s a a d p h w h i c h s h e p e w L m s - a r e t h e m m o a w h i d i  
we build up a sense of M. Re-worlOng wbat has alrePdy happeaed we 
also give it airrent meaning. for history h a y s  reprrseats the presmt as 
much as the past.) 

' C. Stcedman, Landsape fbr a Gcxni Womni (Lordon: Vigo, 19û6), p. 5, as cited in 
Rosanary w o n ,  An Insimate Distance: Wornen Amsts Md The Bodv (London: 
Routiedge, 1996)' p. 1 72. 
Michele Murray, "Creating OneselfFrom Scratch," in Janet Stanburg's The Writer on 

Her Work (New York: Norton, 1980)' as ciid in Caroi Becker, &mes of C o d o n :  
Essavs on Art Institutions. Gender. and M e t y  (Albany: State of New York Press, 
i9%), p. 216. 
Bettetton, p. 173. 



transf~rnaediatot~~WhenIthinkbsdEtowhcnIwssyoung. I d t h a t r h h o u g h I  

was iaaediaiy shy, 1 was aiso happy, piayM, ad 1 had an W o u s  laugh. When I &ed 

mymothaifIhdsbownanyabüibieshartwheiiIwrsyaung,shetoid~shenmr 

srw anythnig ûeyoad tbat of a noimal child cnating the world around ber witb the 

ewcmess of stick figures, but one story she tdls stands out in my mind. it is a story of 

how I o t ~ e  created drawings on my bedroom w d .  

Although I'm sure my works were misterpieces, thy intiirltaf my motber. As 1 

nmember through photognphs, my bed was p s k û  up agakt one wd, so 1 had to 

ciim&betweentbewallandbedtogetatmysurface. I ~ h a v e t h g h î ô y h i d i n g m y  

mations bdMd my bed 1 wwldn't get cought, for what could not be seen was not reaUy 

there. C m e d y ,  Idon't Iw~wwhy Itihtheaadto IiidetbemriaiJ. 

Ofcourse my motha always found the drawirigs, ad unfonmately, as compdled 

asIwastodrawoothstwaü, theacnialityofmynrStmajorpUmshmmtquic~ccased 

that d v e  endeavo~t~ 1 did not draw on the Wall again, and fiom uiat pomt on, my 

creative output returned to wloring books and comtndon paper. 

As the years moved dong I neglected my neative drive untü it was h s t  

compktdy ensed fiom memory. If1 was to find a co~l~equenœ to my finit major 

spantring, I might assume that t had causeû my indiftéreiice to art during my preteen 

years. Then, at thirteen, my anistic ambition emerged once again. At this age I had rw, 

trainhg and was uneduaed in art so 1 wmmîm&d on aqiing mopkable images. As 

I entered into my late teens, 1 was stül hym8 to draw the things around me, but at this 

point, art was or@ for recreaîion. I didn't b o w  what 1 was trying to say. in aid, 1 didn't 

know art offéred me a diance at a ckarvoice at di. Thenat the age oftwenty, I 
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embaked on obtainhg my u d r g d u t e  d m .  Half way through my second year of 

university, and aftet d debatq 1 decided to take art as rny major. At this point 1 

aiiowed myselfto take the first step to mate. During this period iny work was c d  

and obvious. 1 guickiy learned that there was more to ppoducing art than behg able 30 

draw." University ofl[éred me a place to expand and grow. aot only my creative side. but 

it also ofliered me a cbaiace to explore personai identity. 

One mi@ woader why I should relate sucb st- to my tbesis support pqer, 

but in many ways, 1 feel that tbe prwicus events in my Iife have foreseea certain aspects 

of the exbi't>ition. In the exhiitim I bave tried to recrerite feelings of discovery, memory, 

i n t d  and mernai voices, as I believe tbe seasch for the autommous seIfmust iachide 

aii aspects of one's Me. The need fbr gukrhg mernories, however fia%memed and 

obscure!, has become an i m p o i t a ~  aspect ofmy CtC8tiVc process. 

Recently, while enroiied in the MFA program, 1 experienced an awakening. I 

realized art is mt jus about capftiring abjects, but a way of bwing, discovering and 

maniring. I discoveted thai through nry art 1 have a voice that speaks to anyone wfio 

aues to liseen. For me, that is enough. 1 mate art for reasons 1 can't atways explain, but 

when done it creates a strength within, a pwer  to remain &hst in my b e k h  and 

opinions. We create the t h g s  that are important to us for various tessons, and creativity 

can be a very powerfiil tod. For me, this creativity is not ody about power but also 

abut the abiiity to brhg a thaught, impression or beIief into rd@. 1 want to mate 

work with substantive grwnd and symbolic ûuth. 1 want to use this cre&ity so my 

m e  can be heard, 

The quest fbr one's voie  can be very significant and na voice is Slent. "It is the 

symbolic substance of human l&, there is aiways at its origin a cry and in its end a 



We, I fel the wed to be heard, and 1 believe that b g u q e  is important hause t 

r m i a i n s m t h e h o f d ~ .  

hiring the fint year of my MFA prognm and whik on an excbange with the 

Royal College of Art in M o n ,  I kgan w&hg m a journal. 1 was not wntny with 

inîdons of infonniiig an audience about wbo I was, mr WU I trying to tùd sslvation 1 

wasmttryingtoenbanceiayIiteraryslaUs,oordidIÊeeltbeaecdto~rdmythou~ 

for posterity. 1 wrate in a journal as a way to remember thgs as they hppmed and aot 

how 1 thought they sbouid k. I wrote sirnply for mys& as a way to ocaipy the. For 

me, it was simply an outpouring of non-vabal p h g e ,  and while there, 1 begm to 

nalize the importance of words md presedy, as my exhl ion  WU mest, 1 am stiu 

W r e ,  what I'U c d  my pnart existence, 1 kmew I had a voice but outside I was 

mute. Aithough I didn't fa1 my words were wonhy, 1 didn't wmt to remain silent; 1 feh 

the importance of devdophg my own voie. Voicelessness can be descni i  as never 

The voice1essness 1 am de~cfi%hg is pre~etlfed in Women's Ways of KROwing.' 

Voiceless people are unaware of their inteilectuaî capbiities, and t k y  view ali others 

' Roland Barthes, Tbe Rustle of laiipiiape. mm. Richard Howard (New York: Hiil and 
Wang, 19%). p. 182. 

Mary Field WenLy, et al. d: Tbe Develo~meot of SelE. 
Voice. anci Mind (New York: BasicBooks, Inc., 1986). p. 18. 
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It is [the voice] a metaphor that can apply to many aspects of women's 
atpenence and developmeat. in descr i i i  tbeir lives, women cornmon- 
ly tatked about voice a d  silence: speakuig up, speakmg out, behg 
silenccd, not behg heard, words as weapons, having no worâs, Iisten- 
ing to be head, and so on, m an endless var ie  of colMOtati- all bav- 
hg to do with sense of mid, self-worth, and fkd@ of isolatim fiom 
or comiection to others? 

As Belenky describcs, the "voicen is more than an "nwdemic shorthaad"' for behg 

heard, it is a metaphor used to depict "iiitellechial and ethical development, and the 

development of voice, niind and setf are iatrinsicaliy i~tertwined."~ It is a very strange 

s d o n  to reaiize you are voiceless, and during my time in the MFA program 1 began to 

heard. I'm not sure i f1  w d d  have come to understand the importance of one's "voice" 

with or without the help of art, because 1 doubt tbat art and the act of nndmg one's o m  

words are iirain9dy connectai, but I n e e u  to 6nd a way to express myseü, so 1 

turned inward and f d  expression thraugh art. 1 found that art offéred me a way to 

deveiop my voice as 1 hadn't been able ta do before. I started to use text in my last year 

of University for a vmiety reasons, but mainiy because 1 found traditionai pidure making 

lacking because 1 was not able to communicate intimateiy with my viewers. At this point, 

it made sense to me to turn to words. 1 introduced text to my work because it Onered me 

a ceriah amount of W o m .  1 also liked the way the surfaces k k e d  by aciding h i b a r  

ünes of &kence that could easily be identifiexi by viewers. By tusning to text in my art 1 

was able to find a unique and authentic p k e  in which to express myself. But vocaliPng 

- - -  - -p. -- 

Bdenky, et al. P. 18. 
' Belenky, et al. P. 18. 
"eîenky, et al. P. 18. 
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to be heard and "seeing* to udmtand are very Maeat. In art, optic comprehensïon 

encourages the viewer to look at an object h m  a suitaMe distance. u V d  

understanding rquires the cycs to "see," and the ear quires a c o d o n  between the 

object and the subject iu order to gain uaberstaading. Ttnrs, "speakgig and lisiening 

becorne depeadent on dialogue d mteraction.* 1 had to distinguisb betwan my need 

for undemadng and my desire for voice, but I was a b  interested in hdhg certain 

With the desire to understand and the need to be heard I began to féel anxious. 1 

mved understanding. I needed change. C wanted to 6nd a place witbin Society as a 

person w i ~ ~  malres art, but the amiety I feit prevented me fiom expressing myself with 

Carol Becker writes in her book Zones of Cordention, 

This d u r e  does not eauiurage women to develop an autonomous 
ego, so it often becomes difkah for women to withstand tbe bouts 
of anxieîy that accompany acts of assertiou fie acpressing aager, ask- 
mg for whaî one needs, taking the necessary tirne, space, and energy 
fôr one's own dardopment, or pu- one's work to capacity - no 
matter what it taka Io 

1 began to r& that 8I1Xiety is just as debilitathg as voiceiessnes~~ The ri@ 

amount of arvciety can motivate* too little can leave the person unprotected, and too 

much anxiety an leave tbe pmm too ahid to express themselves. As W o l  Becker 

writes in Zones ofcontention, women have been conditioned ikom b i  to put the needs 

of others Wore themsdves. Wben this happas, dong with "aband~rmreat-anxiety,"~~ the 

Bel«iky? et al. P. 18. 
'O Becker, p. 214-215. 

"Abandonment-anxiely" leaves the person f&g the loss of love fiom their children, 
t'amily, fia peers, CO-workers, corrmnumty and mates, and they m y  even fear of 
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ego is then in danm h m  the superego, "that part of the selfthat accuses the self of aot 

living up to some obligation deemed essedd."'2 Ifone's ego is devahied, that person 

ofien tends to exhibit signs of voiceiessness, uiaderestimating th& own skills, potentiais 

and talents. As 1 bcgan to do researcb for this tbesis support paper 1 became aware tbat 

me 1 wuid oniy begk to reaüze their efIeets on my Ke. 

As 1 r d  Women's Wavs of Knowing 1 beceme fasçinated with what B d d y  

descri'bed as the 6ve stages of knowing. The frve types of knowing are described as: 

3. Subjeçtive KnowMge- A peispeaive fiom which buth and knowie&e are conceived 
ofas persOaa private, ad subjectiveiy imowu or mhiited. 

These five ways of b w i n g  are not Gxed or only applied to wo- They am abstnict 

and suggestive categories in which one cm ex- and coritemplate the fémuiine 

i d e .  Wenky notes that these stages are by no means "sciedïc" descriptions of ai i  

wornea, but more generalUations as  types of women th can exist. 

When 1 Fead these five stages 1 was shocked to fuxl that at certainîimes in my Life 

1 have Men imo one category (silence) more than any of tk athers, yet at the same tirne, 

loshg these people to a. Becker, p. 2 15 
12Becicer, p. 215. 
I3 Beiaky, et at. P. 15. 
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1 was able to reaiize that parts of me existed m ail categaies. 1 have descfi'bed my pre-art 

mistence as beiug dominated by %oialesslessn and amiety- I mw r d h  these 

characterizatio~~~ are mereiy renderings that 1 have afkcied fbr myself,s to justifL 

and q i a i n  previous actioiis and inability at aqnessi011. I use tkse idaüzati011~ merely 

as guides, piaces to start examining thùigs about mysetfthat I inight not bave realized 

otherwise. 

As 1 continue to grow I am b e g h i q  to r e a k  that tbese five stages plot an 

avenue of self-exploraîion and pefsistence that ahws women to analyse the hmworks 

of logic, ideatity, and dknowledge. Wtien I 6rst began to ex& Beknky's ways of 

knowiag 1 was able to position myself at cettain stages, a d  1 begm to realize that 

perhaps 1 wasn't fûnctioning in rny fûlîest capaciîy, that there were tniths of myselfthat 

had yet to be f d .  

When 1 sat down to m e r  the "tnithsn b u t  my myself and my art i staxted by 

&ng questions. I f d  tbat each answer was only repiaced by dm questions. Instead 

of becoming ûussated, 1 let each question &el the creative process. 1 knew that 1 couid 

6nd what 1 was looking for once the work was complete. With each new work, 

something 6om a distance w d  appear and o v e  tirne, this image would bcmme 

clearer, untü 1 reaüzed that by worlang in this way, 1 was creating a path for myself: not a 

single path, but a road filled with so many branches that my head spun fiom lack of 

biowing which direction to t&e. It opened up so many poss i i es  that 1 fowd myself 

wo- instincnially, and witbout bhieprints ofany kind i was able to fùhy appreciate 

the kind of imagery 1 pulled fkom rnyseif 1 was searching fOt the %himate truth," but 1 

siowiy began to realize tbat "truth" is an ongoiag proces. 
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Searchg fm "tnithn kgan to open up parts of me, i ensbled me to take contro1 

over my art. 1 bcgan to allow mysdfhedom to work, without t k h g .  At fim it was 

âifEcuh fW me to accept the work that emerged fiom my .subcotlSCious. 1 fdt unsure of 

ts sisnifiance and usehkw. I bad aiways th@t it was kst to plan out evnyuiiag 

is as importaat as Lnowlsdge leamed f?om o h  dows for a aew way of thinkuig."14 

I tbinlr the fesr of a a q t h g  intuitive work as king valid is a characteristic of my 

youth, end it hs oaly been within my last year of the MFA pmgrarn drat a aew way of 

thinlong bas emerged. I have come to understand tbat at times my intuitive iastincts are 



Chmter Two 

Influences 

The Use of Text as a Language 

My words are dry and rsspy, the nsidue of somethiag fkom which 
aU the nourisûment has been sucked and now I must get rid of what's 
M." 

She never did snd aeva d d  put worûs together, out of her own 
M. I6 

At times 1 Mt 1 was so fiin of words that 1 d d n ' t  speak., that there was no place 

for thewordstogobutpwroutsideofmehbufttsd waves. Ibecamesoobsessed 

with the use of text thlt my work was lost Ui ail the noise. But 1 ais0 felt my work was 

silent, so 1 begaa to think that it had to be somahing else. 1 f o d  that I wasn't h W N I l g  

fkom my words but I ârowning fiom my voicelessaess. ûnce ibis voicelessness abated my 

work begm to evolve. 

As Roland Barthes stated "speech is imversible; that is i ts htality. What has been 

said GUUKI~ k unsaid."" 1 styted using texi in my work beEause 1 haû a fear of my voice. 

drowning with rny words. I was no longer ahid  of my voice. 1 d d n ' t  stop t a k g .  

l5 David bk, Recital of the Doq (New York: Gruve Press, 1993), p. 4 1. 
l6 George Eliot, Middlemafch (New York: Penguia Books, 1985, originally piblished 
1871-72) as cited in Mary Field ûelenky, et al. Women's Wavs of Knowing p. 3 5. 
l7 Birthes, p. 76. 



Reading Text 

Man does not exist prior to language, either as a species or as an 

Writing already invdves intention, interpretatim and(mis)unda- 
standing, in shorî, it inscn'bes a relation h e e n  human subjects. 
The bodr sets out a relatioaship between author and reauier, the 
letter between sencl* and read~r.'~ 

Roland Barthes describes a mamer of resding where the reacier is fined wi th  

many of their owu iuterptetations and ideas. He d s  this openuess SlZ. Ttiir type of 

author writes that what the author mites is les  important. (ïhis idea is not exclusive 

only to authors but it appties to artists as well.) "The author is regarded as the exteniai 

owner of his work, and the rest of his readers, as simple ~suEnictuanes."~ 21 

Writer Umberto Eco descnbes a similar reading to Barthes, in bis book The Open 

Work. For Eco, the "open-worK' offkm a "muititude of intentions, a phiraiity of - 
meanings, and above di, a wide variety of dinerent ways of king undastood and 

appreciated."" As Eco believes, art provokes incomplete arperiences, and with these 

experiences, the viewer estabiishes a necd for completion. 

l8 Roiand EWk, The Rustle of lanmiaae, tram. Richard Howard (New York: Hill and 
Wang, 1986), p. 13. 
l9 Philippi, p. 18. 
ao The word usutkt means the "kgal ri& of using and enjoying the ûuit or p r o h  of 
something bel- to e n o k ,  tk nght to use or enjoy something. The term 
usuîhctuaries is one imving the use or enjoyment of somethmg." Wehîers dictionary 
(uiteniet) 
21 Barthes, p. 53. 

Umberto Eco, The Omri W o S  traas. by Anna Cancogni with h o .  by David Robey, 
(United Kingdom: Hutchinsori R d i s ,  1989), p. 8. 



Eco states that traditional (classicai) art is unambiguous, while modeni 

(contemporary) art's ambiguous naiure Uicréases the viewers' need for iaformation. 

Classicai art "could give rise to various mponses, but its nature was such as to 

c h a d  those responses in a particular che~t ion ."~~  So in classicai art there is ody one 

way of undersîanding while wntemporary art encourages an open-endedness, thereby 

able to reach a wider audieace with a wider range of iriterpremtions, poss ih i i  and 

The concept of the open work, tex& and inîerîext play important d e s  in how 

readers urterpret what tbey read. As sîated by Kathryn L. McKelvey in her MFA tbesis 

support paper Distance Over The: 

Integral to the concept of tex2 and interted4 is a particular method of 
reading. Barthes conceives of conventional reading as a consumer activity 
and the conventional work as a product for consurnption. However, the 

texi demands a different reader, one who is wiiiing to interpret beyond tbe 

conventions of the written page? 

It cm be argued then that these concepts of S E ,  text and intmexts are the on& 

ways to read. Outside tbese concepts, "the literary work would very simply be 

imperwptiile, just k e  the word or speech of an unknown language."z These ideas 

d o w  for readers to corne to th& own interpretations rather than concerning themselves 

with w@ the author wrote what she wrote. This type of reading is how 1 hope 

Cdiecting Memones ... (Ilhistration 1) and the other worits in the installation are tead. 

-- -- - - - -- 

%CQ, p. x. 
a Intertext - Intertextuality is the intrusion of  another voice, the projection of the reader 
into the space of writing, and the projection of the wti- into the space of reading, it is 
the way of reading text through other texts; it is the phenomemn that lets the reader 
receive îbe texîs in the text; and intertexaiality is also the openhg of the text to its fùture 
productivity. Barthes, p. 9. 
* McKeivey, p. 1 1. 
26 Aimine Kotin Mortimer, The Gentlest Law: Roland Barthes's The Pleusure of Texz 
(New York: Peter Lang Publishing, h., 1989), p. 9. 
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Language itselfis scai as wastnictiag an hmgbry coherence of the self 
which a c k e s  its umty in the act of being d: BUthOrship gjves way to 

wntiag in theory and @ce of tsduality. Language thus offirs us posi- 
tions through &ch we are able to "speakn ourseh*s." 

Eco speaks of language as somcthing aot naaual to mm but scpnienced. '2anguage is 

niae is  no need ta idenMy art with language in order to pursue 
an anaiogy that w d d  allow us to appiy to one wbaî we bave said 
about the other. As the linguists have ci- understood, language 
is not ouie means of communication among otbers. but rather the 
kus of dl c ~ w n m u n i ~ ( ~ l t ,  or even bater, language r d l y  is the 
foundation of culture? 

OIlr understanding of thiiigs rests on the principk that we do so through 

bguage, and b p a g e  thea becomes a p o w d  aspect in makiog art. W e  are drawn to 

what is f b i h  and language is universal. Even though viewers may be witness to 

language they don't recogiiw or undef~fand, they sEiU h g  with them a fidi 

understandllig of what that language mjghl meea Tbe act of speaking, readiag, seeing or 

k a h g  ofifs the participants the chance to b m e  in(imate with an art woilc Ushg 

language is not only a way to express somefhing, but it dso uMta the vkwer with the 

Text has becorne an important -or in my art. Wtiters Roland Barthes and 

Umberto Eco have enabled me to aspire to an opemess in my work that encourages a 

wide range of interpretations and possibiiities fhm viewns. Matmg the ideas of text and 

Betterton, p. 164. 
" Eco. p. 28. 

ECO, p. 28. 
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intertact to my work, âorn there 1 am able to make the transition to the wodd of artists' 

books. 

1 became uiteriested in bookworLs because they dow me to d e ,  and write in 

the way I féd most codortaMe with. Artists' books dow me to explore arid delve into 

my irmet seifand extract the words tbat exïst there without fèeiing the pressure of 

What is more meaningful: the book or the t a t  it contaimi? 
What was fust: the chicken or the eggy 

Atthough "bookworks" are mt a new art fom they are abrmdantly seen in 

aontempomy visual arts. Bookworks are veiy d v e  to many amsts because the 

artïst has a high degree of control over the entire appaamce of the book It aliows for 

many levels of experbmatioa with nanathe, sequence and format. Bookworks 

eacourage artists to explore their use of matenals and th& conceptual ideas. Rather than 

king a book about art, a bookwork is the artwork. An d s t s '  book is done for i ts own 

d e .  

An imaginative book, by definition, aîtempts to realize someUillig else 

AU these elements are p-ed to a viewer in order to aeate a di&rent Liad of 

"reading" arpaience, o f f i  the viewer a chonce to aperiel~z~ the book as both visual 

art aad literature. 

a J ~ a n  Lyons ed. Artists' Books: A Critical Antholojw and Sourcebook (New York: 
Visuai Studies Worksbop Press, 1985), p. 36. 
31 Lyons, p. 29. 
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Bookworks are unique m ttiat they are a hi& varid tOrm of art. They are open 

to any artist m any field. Bookworks eacourage a motion of the mind, a r d  of 

mdhg, an expeîience of interaction. Because of their aaturq bookworks increase the 

sensitivity of reading and d o w  viewers to expand beyond the couveniional use of 

iansuaae- 

For the artist, the bookwork's relatimhip with readers is based on narrative, and 

the book "provides a more intimate wdcation with the viewer than a more 

conventional art obje~t ."~~ There are many types of bookworks; some appear to the 

viewer as more traditional fOm of the book, wtiile others O* an expression, fonn, or 

feeling. A bokwork acbieves Uitimacy by using shape, context and n d v e  on a 

personat level. The d v e  of a bodr becomes an irnporîant method of informing the 

viewer about the meaniag of the work, but mative is not ahvays presenîed with words. 

At iimes, a bmkwork may contain W e  or no text at dl.  The appearance of the book can 

examine the retationship between text and image. 

Ahas like Davi Det Hompson use the book form as a way to play on viewers' 

perception of reality and the f h d h .  Hompson's books bave a more ûaditional 

appearance to them, whüe bis m t i v e  has affmities witb concrete poetry. 

The bookwork Ytm Kinnv k Hm tu be a Huitpiece (1977) visudy appears as 

almost ordinary. Inside the pages, Hompson presents siagie typed sentences placed 

individuaiiy on each page. He is aot "stoytehg", but, as he puts it, "imagen telling." 

The sentences are snippets of conversations taken at random îhat give the impression of 

words just being spoken or heard. Because the text has been eniarged two or three tirnes 

the normal size, attention is drawn to the appearance of the worâ, accentuating letter and 



typeface. The simpiicity of these words o&rs refieshing glùnpses h o  ordlliary 

convefsational OCCUnences. 

As a woman, 1 became interested in bookworks because they allowed for certain 

degrees of privacy and iatimacy, end I wm awue th a large number of womeu anists 

have been attracted to bookworks for siinilar reasons. They encourage a rehtionship with 

the viewer and ni maay cases thqr ofar the perfect opporamity for the amst to work in 

an autobiographical way. In tbis femimst era, h k w o r k s  appepl to Large numbers of 

women because they offer an outlet where the producer remaias in complete control. 

Bookworks aüow for voice and because voidessness is, more offen than wt, a .  issue, 

the book fom allows for aggressive and subtle uses ofone's own words. W y y  I did 

not want fhh is t  ideas to iaerCere with what 1 had to say. but as 1 reached M e r ,  into 

the ideas of bookworks and ferniMst ideas, 1 fwad that tbey were connecteci in many 

ways, and uiae indeed, was a place for me. 

The rdatioflship bctwccz~ the vkwcr and the artist becornes dcpcndcnt on thc 

viewer's wjîiinpess to pick up the book, which itselfis an act of intimacy, ami tuming 

pages to foUow the progress of the story becornes essenhi to the flow of a book. 

The work in Whiswrs Uito Words relies heavily on the viewer's willingaess to 

Uneract with the installation. Narrative and readllig becornes the main focus beawse the 

viewer is w e d  to, at least, r d  parts of the instauation la Cmfm Me Wirh WOT& I 

(See M o n  2.) and Collecting Mernories ... the structure of the works encourages 

readiag and viewer panicipation. The bookworLs imite viewer response. These pieces 

demond certain rnethds of reading. The experience of reading is important for 

understaadllig the entirr work in the exhibition. 



Various Voices 

1 was imtiaiiy grteresteci in amsts Mary Kelly and Faith Rmggdd be*uise of the 

various ways thy deah with and preSeRted k i r  voice. M e r  1 begaa to read about them 

I was suqxised to find that they bad boîh M y  ernbedded tbemselves in the féminist 

movement, if not wntributuig immense amounts of th& own conceptual ideas 

I found their work to be intereshg and v k d y  cbaüengiog. As 1 reflect upon my 

work in the exhriiition I am able to see certain shbities between their work and mine. 

Mary Kelly 

Artist Mary Kelly examines the nlatioaship betweetl the (human) body to text. 

sections. This work investigaîed the refstioaship between mother and child a subject 

litde taiked about in art. Keily set about to "challenge the assumption that motherhood is 

Each section consists of two fom; a series of framad coiîages tbat make 
nfined and beautifiii art objects out of stamed diapers, infant clothes, her 
son's first marks, drawiogs, discuveries, charts, and detaifed analysis of the 
ongoing debate of the devance ofpsychomdyses to the theory and practice 
of Manrism and Femini~m.~' 

Kelly presetlted this work using foimd abjects to chronicle her relationship with 

her son during the fim six years of  his lifé. "The work incocporated the language of 

psychoanaiysP, üquiaics, arcblogy and science."37 Part archive, part exfibition and 
- - 

" Herbert Read, c o d ~ g  ed. The Thames and Hudson Dictionarv of Art and Artistg 
(London: Thmes a d  Hudson, 1994), p. 16s. 
35 Lucy R Lippmi, The Pink Cilars Swan: Seledeci Fernuna Essavs 

. . 
on Art. (New York: 

nie New Press, 1995)- p. 163-66. 
' For Kelly, Freudisui end hcatiian theories structure much of ber work. She d m b  
the Freudi-canian thsory of sexual id- in her book imaain~i Desire. According to 
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part case history, Kelly used her own voice in the fht person iiarrative to d a t e  her 

feelings, not ody of chikl developmem, but also about the "projectn of motherhood. 

Keîiy was not trying to reproduce a slice of lük but Pm-partum Lkmmmf was an 

attempt to artiaiiate a mother's hiasies and desins. 

Kelly stated that her work is not meant to be viewed purely as an 

autobiogaphical expression, but it is meant to suggest a mimber of voices relating the 

mother's experience to chhl care, feminist analysis incorporating Laçaman and 

Freudian ideas," acaâernic discussion, and political debates. She demonstrates that no 

one narrative can possibiy account for all areas of huriaan expience srating that Where is 

no single theoretical discourse which is going to offer an explanation for alî forms of 

social relations or for every mode of political practi~e."~~ 

Wfi her d g ,  she examines how each person is formed during the proces of 

materna1 bonding and growth, as wd as attempting to undmaad the persos& sease of 

loss when a child leaves the home.J0 For Kelly, her writing i s  a way to self discovery and 

Freud and Lacan, sexual identity is the out corne of the Oedipus Cornplex - "a passage 
which is in a certain sense completed by the acceptance of syinbolic casîration." (Mary 
Kelfy, Lmaaian Desire (Cambridge: The MïT Press, lm), p. 40. For ihe CM& recog- 
nizing the difikence between mother and B k  is an M o n  that the mother is lacking 
a pa i s  (the phallus). For the male. the f d e  body, although lacking the penis, is seen as 
a substitute with her breasts and airves. 

Read, p. 195. 
Accordhg to Jaques Lacan and Sigmund Freud, sexd identity is the outcome of the 

passage of the 0eâïpu.s Ccwnpiex. Tkir ideas are similar m that the body-image is the 
outcome "of a dialesticai inter-play betwm the subject and t&e OthxJthe Mother." 
[Cathy DeepweU, ed. New Femimst Art Criticisn (MancbesCer: Manchester University 
Press, 1996), p. 129.1 
39 Norm Broude and Mary D. G a -  eds. The Fmaadh Discourse: Feminrsm and * .  

Art Histoq (New York: Icun Editions, 1992), p. 492. 
Where woman may d e r  fiom penis envy, the male may suffer firom d o n  anxieîy. 

Castration anxkty is a féar of losing Limbs, teeth, eyes or the penis itself. CCastration 
anxieây may also a&ct women but not in the same way as a &m. For women, caantion 
fears amount to the loss of loved oaes (also simiku to abaadoament-anxiety descn'bed by 
Becker). As a result of this, Kelly describes îhis separapion-amàety (loss of the child) as a 
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understanding as an d s t  and a mothei. This @mce paraUels my own p w t h  as an 

artist and individuai. 

Kelly recognizes an inabïiity to escape the narrative and a ~ t o b i ~ h y . ~ '  Ha 

bkworKP- then kcomes a private expience of undemami@ and fémimst thinking. I 

was especialy i n t d  in the way Kdly used tau in her art and how she establisfied a 

dationship with the viewa. 

Faith Ringgold 

The work of Faith Rhgokl ofkn commemorates women's work. Her work is 

ofken autobiographiçel, deaimg with ber soçial and poiitical environment. She charts aot 

only the private aspect of ber We, but also feminism and her Man-American tradition. 

As an artist she has pmenteû herseif as an AûicamAmerican woman through the 

mediums of pedomieoce, dpture ,  painting, guilt making and writing. 

lt was the use of personal narrative in ber quihs that most Unerested me. W e  

her quihs contaiiied certain characteristics of tradÏt id quilts, Ringgold's are different 

because she utilues tsd and uses them in great sweeping nanathes. She uses her quilts 

to tell stories in ahnost a picture book M i o n .  The Dinner @ d t  (1 986) is  as much about 

fémioist ideas as it is about family history, as it celebraîes the cultual heritage of Mn- 

reason why a womao may fetisbize her chiid. To YetiShizen is the act of coUecting 
memorabilia fiom, or haviug to do with, tbe chiid. And m the p d k e  to her piblished 
Post-mrtum Document, Kelly desc t i i  mother's manorabilia (hm diuper$locks of  hair, 
first words, drawings, haad imprim, photogmphs) in terins of FrerPdian Ye&besn, as 
"substitutes for the child-as phdus." (Kelly7 p. 40.) This maaorabüia is used as fetish 
objects, as repmentations (in the psychoanalytic seme) of "catheted memory traces." 
(Kellyy p. 23.) These "tracesn represent the "iifie" expaicace of a motha. Dressmg hlln 
up, coatinuhg to feed Inm no matter how dd, or simply ha* another chü4 are 
attempts to delay the sepadon that will ocw. (Keiiy, p. 41.) 
'' Stephen Bury, Artists Boo - 7 ks (Engiand: Scdar Press, 1995), p. 22. 

Aîthough Post-prrrtum Doicunrent is not a bookwork, 1 carmot hdp but see it as such I 
include Post-parhcm Document in the reah of ortists' books because of KeUyys use of 
text and format, and the expaieme 1 get fnnn imagimng the work 



Americans. It is an expression that art is about more than k g  "Wall-worthy" and 

Ringgold's quilts are much more than decorative arts. She uses her art to detail and 

iilustrate ber Life, as an example that art can be more than an image. 

1 was attracted to Ringgold's q d t s  because her work immediatdy cemiLtded me 

of my own attempts at q d t  making. My quilts, although not discussed in depth in this 

paper, are part of Coimfort Me With Words ILI. (See Ihstration 3 .) 1 didn't want to go 

into a long disussion about my quiits because I only created two in my first year of my 

MFA program before 1 decided that they spoke of issues I did not want to deal with, and 

at that point in tirne, and 1 was not ready to examine them Mher. What intefested me 

about Ringgold's work was the way in which she presents her work. Ringgold uses her 

art in a very personal and reflective manner. Her quilts appear autobiographid, but they 

also include poiitical issues and feminist interpretations. 

T a h g  About MyseIf: The Autobiographical 

The autobiographid has becorne an important means through 
which women bave explored the &al and psychic production of 
ferninine i d e ,  how particular patterns of gender and fk@, 
class, race and history are mapped out within individuai narra- 
tive." 

Women wiü m e  in silence until new stories are created which 
confer on them the power o f  naming them~e1ves.~" 

Mary women artists tum to the autobiogaphical as a way to express their artistic 

voie.  Mary Kelly deals stroagly with the autabiographicai in her work and it becomes an 

exploration of the self documented. Faith Ringgold uses her art to express her role as a 

daughter, mother, grandmother, Afncan-Gmerican, writer, and artist. And Sutapa Biswas 

43 Betterton, p. 1 73. 
" Carolyn G. H e i l b q  Writinn a Woman's Lie (New York: Ballantine Books, 1988), p. 
18. 
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uses h a  body image to express the mexnory-images deahg with ber id- and culturat 

heritage. 

In the conventional fonn of autobiography, a 'k is tracked nom childhood to 

the acbievement of an ad& id- thst is wM.Rived as an endpoint, as the resohuion of 

choices made and obstacIes overcorne. however coiivoIuted the jo~niey.*~ But whar 

look& at autobiogmphicd and femim'd6 w & h g  the Iine appears appearS ofken 

tnkiiig the form of a series of movements between piesent ancl past, self and Other. 

towards tbe production of an identity Uiat is s(ill in pr0cessOCeSSM7 

According to Betterton, the diffèreme betwem men and womn is that womea 

bave a hard time separating themsehtes fiom the pas. Citing a mm's belief, Picasso 

stated, "Every act of mation is first of all an act of de si niai on.'^ To do t h i s  one must 

be willing to do 8nythuig in order to get what they want. "ûne must be willuig to slander, 

aîîack, ignore, annihilate, absorô, move beyond al1 thaî has corne More in order to 

mate, and this willingness to destroy has never come easily to a woman.* Women need 

to remain secure in th& history, emotioaal and mental ties to ohers. Many women 

amsis f M  it dificuit to spi& th& lives between th& %orkm and their 'Wb," whereas, 

historically speaking, the tormented male artist is portrayed as having ait àùnseif off 

h m  werything in order to matee 

The p r o ô i e ~ ~  as Carol Becker M e s ,  is tbe ways in which wornen are measured. 

- - - - - - - - - - - 

" Betterton, p. 1 73. 
" I defbejenznist using Nancy Miller's wods, "as the wish to artidate a 
sell~consciousness about womai's identity both as inherited ailtural tàct and as a process 
of sociai construction and a protest ageinst the avaiiabie fiction of Eemae bscoming." 
Nancy Miller, n f g p  , : ReadiaP Femiaist Writing (New York: Cohimbia 
University Press, 1988) as cited ia HQIbunS p. 18. 

Betterton, p. 173. 
' Becker, p. 27. 
" Becker, p. 27. 
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The woman's creative process tends to be very difkent h m  that of a man's 
but a woman stiii tends to measure Fersa agajnst the standards of fom 
and content set by men, often sulkhg fiorn the 'voice of despair'- an 
internalized patriarcbai voice, that tells them their work is not good enough, 
imellectual or hovative enougb. 

At times I am reluctant to believe these words because I do not iÙlly understand 

them, for 1 have yet to encoullter the "glas &hgn but "the voice of despair," 1 have 

arperienced. It aii cornes back to the feeling of voicelessness. 1 believe that the reason so 

many women tum to text and the autobiograpôi4 in their art is becawe they need to be 

1 believe that my work is easily identifiable as king made by a woman. When 

thinking about the pieces in the centrai room, Zlae SecOïJBehg, (See iüustrations 4 and 

S.) 1 can track a line going back into my childhod, between the past and the ftture, self 

and other. My work is very autobiographical as 1 am trying to trace myseif 1 am 

searchg for the utbmate endpoint oniy to realize that no one answer is going to 

describe who L am. Lnstead 1 must let the work d o i d  on its own, und 1 can form a 

group of irnages ranging h m  the autobiographical exploraîion of ferninine identity, to 

stored mernory fragments, and the self documenteci. 

Y) Becker, 2 19. 



Chapter Three 

The Instsiljatjon 

To deQ order, to break the convention apart, to analyse and be 
critical of ez8Snng form, to assert the unconscious over the cons- 
cious, to insist on the interaction of both, one mua make concrete 
objects into theones of abstract thought and transform abstract 
thought into concrete. One must have the confidence to create a 
personal odyssey and to make one's person the centre and subject 
of the nanative." 

Walking Through The Exhiion 

Wardr I, 11. 111. and 9 
4 

O 
ch.a 

IhtcenwRmm SordhWRaim 
mo8.p- 

The ùistallabion (see above diagram) consists of t h e  arieas or rooms, each meant 

to be considerd in combination wiîh the next. The spaces are set up so viewers are "led" 

f?om one raom to mther. I ordered the space so thai as viewers finished looking at 

Becker, p. 21 6. 
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the interior min, they are forcd to retum the way they came- By dowing for only one 

exit, viewers are o f f d  a second chance to r d e  the work in the exhliition when 

viewas pass by the eariier work as they exit the space. This allows them to make 

mmxticms withia the work, co~lllections they might not otherwise have made f?om the 

first walk-ôy. By controhg th& seps 1 am echomg a saying that one must look back 

before gohg forward. This reflects the way 1 am constanth king Qawn back and forth 

inside of myself 

I also wmtd to set up the three rooms in such a mariner that as viewen stood in 

the Southwmt room they wexe able to see past the central room Uno the Southeast room 

and catch a reflection of themselves in the mirror that is hung on the nruiest SE wall. 

The Southwest Room: The S a c e  Skin 

When enîering the Southwest rwm, (See Illustration 6.) the viewer is 

imrnediately presented with four objects. These pieces are recognirabie, describabie as 

chests, cases or containers. Each object is remini~ceaf of obsolete items thaî were once 

useâ to store precious mernories, objects or possessiom. 

Cumfwt Me With W d  I (See Dlustration 2.) was inspired by a srnall metal 

suitcase that I found in the possession of my fâmily. By the tirne 1 arme across if it had 

lost its usetirlness and was to be discarded. It appeaied to me, and 1 was inmiediateb 

attracted to the case because it had history and allure. It reveaied its age by the marks it 

had received over the coume oftime. A certain amount ofmystery surrounded it because 

1 hm M e  of its background. 

The container was once a suitcase where ctothes were p l a d  and memones 

made. I took the empty case, that once contained so much, and kgao f i l h g  it with 

pages, each page h g  as a narratives2 of my voice. On each page, fiom a piece of 
When I say narratat;ve 1 do o t  mean namative ùi the traditional sense. Narrative is 



Iùiolaim I had cut, 1 band printeci a fiw words in biack mL The uilprimed words bccame 

very important to me a d  were used to fUel my evayday existence. Be braw, be *mg. 

Each &y 1 told mysdfthat 1 was capabit of th- traits. 1 war strcmg. I war brave. I was 

piacing these words onto paper became a rituai, it baww a way of eduCLIting mysetf to 

The pages wmfored me. Thy alleviated peiq hesitatiom anci mcatahties I felt 

during tbe course of many days. I feit myself grow sîroogw by repeathg tbe words. 

%me days I tnily believed tbat L was brave, m n g  ad capable of aqdhg. ûn other 

days, the words came to me as questions rather than m e r s .  

Each &y I took the pages with the imprinted words be bmve, be -mg, ancâ 1 let 

tbem act as a canvas for reveJùrg my voice. These pagco qkk ly  fiUed with words of 

&gram 2. An exampfe af wxitiog h m  Comfort Mc Mth For& I 

ga#PUy thou@ ofas a story, taie or an account of reai or imsginuy happenings. The 
narrative I am writing about is a fepte~entation of my voice Usmg wnffen worâs. The 
work is meait t~ be répresent8tive of a bodr so the work i~ meant t be rd in the 
mamer of a book. 
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Wrth the primed words and the haird-written text, th pages thea reveal two types 

of language. For me, the impnnted images represent an intemai voice, whereas the 

written word reveals the e x t d  and more immediate repreSentation of the seK 

1 aiso dated the pages to wnvey a sense of time and to reinfocce the idea that 

these words ocavred at specsfïc times, a reminder that they were oace tboughts. Since 

the pages were not piaced in the case in any s@c order, the sense of time is not 

chronologicai in any direct sense. I also l& certain pages bla& with only the presence of 

the linocut image, to reveal the opportwiity for fhwe eutries. 

The words printed fiom the lin oc^?^ act as "archetypal" images, archetypal 

meaning that aii other words emerged h m  ttiese images. The images produced h m  the 

linocut a h  b m e  more gerieric. These images are printed hundreds of times with 

increasing and decreasing value intensities. Again this echoes the idea of the; as Mie 

passes, memones Me and objects disappear. The two types of language, the handwriting 

and the iinocut images, transport readim back and forth between the past and the 

The other pieces in the Southwest room are presented in much the same way. 

Comfort Me Wirh Words II (See EUustration 7.) contains ail the questions 1 could think to 

ask myseK Again, a large chest is filleci with a multitude of pages. Each page cuntains 

eiements of my voice, but this tirne, the words are more miversal. The questions asked, 

why am I here, wliot is it abut, when will the time be right, have no spedic ownership; 

they are questions common to us aii. But uniike the 6rst piece of this group, the pages 

are cnimpled, stacked and tied. These pages represent words that have beea diwxrded 

" The term lirmctrt reférs to a technique used in prhümhg. "The parts of the design 
which are not to be p h e d  are cut away h m  a p i e x  of linoleum; thediore it is a 
negative or subtractive process which does not directly register the lines made by the 
hand of the artist as io engraving and etching." James Smith Pierce, From Abacus To 
Zeus: A Handbook of Art Histon, 5th ed. (New Jersey: PrenticdW, h., 19951, p. 106. 
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aad then retrieved again. I cwld find no answers to h questions, but only more 

questions creating other questions. 1 have stored them away for future use, for a t h e  

when anmers might becorne part of them. 

The thkd piece inspirecl the titles for the Southwest room. Cmfott Me With 

Words m (See lliustration 3.) contains words, not on paper, but stitched into cloth. The 

quilts a d  cloth stitchings that 1 bad previously created as independent pieces are folded 

and placed neatiy inside another large chest. Each piece is fïiled with lines of text stitched 

ont0 the surf'ace with embroidery thead. This is also remiuiscent of storing precious 

objeds as keepsakes and mementoes. The bits of thread act as fkgments of thoughts and 

memones, and as the thread bleds with the multicoloured surfaces of the cloth, th& 

htensity and strength as mernories ebb and flow, 

The act of folding the quilts and cloth pieces and plaçmg them inside the chest 

dm speaks of memory. "Folds are marks of a past transition. They become visible in the 

act ofunfolding a surfitce, anci rcmain as the visuai reminder that this surfacc bas 

temprady been elsewhere and imk6ile.''54 

The final piece in this room, Cornfort Me With Words IV, (See Iiiustration 8.) is 

incomplete, empty, except for one word printed on the bottom of the chest. The word 

siferne appears on the bottom in barely discernible prim. It is visible only if one looks fbr 

it, like a forgotten moment in tirne. It alone U s  the chest with its presence and stands for 

many things. The ernpty chest reminds me t~ take control, to calm myself, to quiet r ishg 

anxieties, it reminds me one word can quiet. It represents the sound of silence. It is also 

an intro- dudon to the next room. 

All the pieces in the Southwest room are meant to suggest the idea of memory 

and storage. Cornfort Me With Words I and fl are reminiscent of books, but these pages 

are loose and not U1 any speciîic order. Nor is there aay seme of plot or set of events; 

20 Desa Phiiippi, "Distance of Memory" in Parachute (July-Sept. 19%), p. 16. 
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rather, i t is a collection of frsgmented journal &es ard commonly asked questions, 

stacked and stored. These pieces deal with teid in more tangible ways beçause the words 

on these pages are presentai to viewers in familiar ways. 

Cmfm Me with Ww& llif contains CM stitchings, actiag again as mernories, 

ypt is pmsenîed to viewen as precious abjects, sùdar to graodma's quiits s t d  away in 

the anic. Each chest contains its own worlr but et the same time, all pieces are connected. 

Ail spalr of siorage and mmory, yet each piea rrpresents these ideas in stightiy 

diaerent ways. 

Cmfm Me Wirh WOPdF WPUOWS for miq possi.bilities. It acts as a catchril to 

memones, those manories that have yet to come or mecnories t h t  have Plre;dy bcca 

forgotten. The empty chest represents the pnsence of sncngth and coimol. It is 

wiui dence, and yet, is more fidl thw the other tfiree peces in the mm. 

These pi- aré o f f i  to viewers as proof of my existence. They convey 

s e i f - d y S s  of feehgs, joys, fears, temors, m e s ,  reaiities, drrarns, anci autobio- 

grapbical bits of daiiy thoughts a d  rernembrances. Each chest/contauier is fiitled with bits 

fiom my daily We. Hundreds of pages make up the work from C o m f ~  Me Wirh Wwds I 

and U. a d  t h o u d s  of words am embroidered on cloth in Covnfoirt Me With Wwds Lü. 

Cornfort Me Wiui Wordr N remains empty, waiting to be Wed with fllture thougins. 

feelings, ideas, memoies and realities. Each piece may a p p  as an intimate view of 

someom's iife, but reaUy9 they are no more than su@cial glanoes. By reading the 

pages, or swraiadiag oneselfwith cloth, or viewing the appearaace of an empty chest, 

viewers are no more aware of me as a pemn than thqr were prior to entering the m m .  1 

did mt 6II these works with text as evidence of who 1 am, but 1 wanted to cnate a place 

in &ch viewers d d  disnipt the privateness of emotion, a place whsn they could 

imtade a p e r ~ a i ' s  thoughts, to say "this is me but you don? rrally know me, not h m  
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this." To know that t k e  is more f& to Ieam, to crave the knowIedge of wbat is to 

come; this is the fht stage of Iw,wing. 

At this point in my discussion, I feel iî is important to pass by the central room 

and enter into the Southeast m. &amse this room contains a bookwork using tex4 it 

foilows with the works presented in the Southwest room. 

The text in the bookwork Coilecting Memuries ... (See lllusvation 1 .) recounts the 

personal and dective joumey thaî 1 have taken during the course of my MFA program. 

The narrator is m y e ,  ibe words are deciive and come h m  within. 

The Southeast Room: The Deep Interior 

The work in the Soutbeast rwm, as well as the work in the entire installation, is 

intended to imply a refiective narrative with a voice that is my own but could also beiong 

to msny. The bookwork ColIectmgA4ernorie.s ... contains a narrative tbat is loose and 

fhgmented. The lines of t e ~ a  are placed on the page in lem than the traditional manner. 

The font, size and wlor of the text varies, emphasiaag certain ideas and words. This was 

done to encourage readers to expand on their own reactions anâ associations. 

i h g a m  3. This is an example of my Wnihg as it apjm%m m Collccring b4mrics 
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Collecting Memones.. . was d e n  in such a rnamier as to emomge the readers' 

own lines of text ta emerge. 1 hoped my text would d o w  the reader to concentrate on 

the word and not the or&anization of the text or my m e h g  of the words. 

By writing in this way 1 hoped to encourage readers to react to what they read 

and not conceni t&ems&es with the re850m why 1 cbse to wriîe. It is at this moment 

when you look up îrom rea- thaî becornes important, it's at ttiis moment when your 

head is fiiied with ideas, aSSOciation and stimuli. Wben you keep stopping and gohg ûack 

to the work because it feeds you; it is at this moment your bead with lines of your 

own text. This is what Roiand Barthes terms as S/Z,'' as disaissed in chapter two. 

In my bookwork Collecting Mernories.. . I use words as a path. Tbey lead to 

places buriecl deep inside and they help me UZiderStaRd the ways in wtiich 1 see. 1 follow 

the energy where it takes me, and the words becorne patic.  Perhaps certain p p l e  are 

so attracted to the words I &te because they offer pcvts of me not nondy seen. 1 

found words mt because 1 was Imicing for them, but because I wàsri't. Pehaps they 

found me. 

As the pages unfold my words take viewers on a journey and invite them into the 

process. Wtth each turning of the page viewers are presemed with my ianguage. Each 

page is med with my feelings, narraiion, si@& experiences and reactions. 

Also in the room the vie- sees a table on *ch d glas jars sit. Some jars 

are Wed with smaU objects, pieces of hair and fluids that are meant to represent precious 

abjects or fiapents of memory. 

The table itseif speaks to the viewer. (See Illustration 13.) On its Surface 1 have 

written lines of text. The text was taken fiom the bookwork Cdecting Mernories.. and 

it is also meant to be rcminiscent of memory and thou@. 
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The room itself represents a peaoefiil place. (See EUusaaaons 14 and 15.) A place 

where one cm seek refùge. The daibie mirron on the wall cast a double reflection on the 

floor and r d s  the viewer of an open window or divided self. AU the components in 

this room help to create an atmosphere of solitude and compilation. 1 wanted to aiiow the 

viewer a place where they could sit and rest. A room where they could re-examine what 

they have seen and delve deeper hi0 tbemselves. 

The Central Room : The Seçond Being 

A room that is like a reverie, a rom t d y  soulfii2 where the 
stagnant atmosphere is LigtrtS' tinted with rose-color and blue.= 

As viewers enter the central room they are surrounded by a haemorrhagulg of 

images. (See Illustrations 9 to 12.) The room consists of 250 ûamed images hung 

semi-randomiy on deep wine colored walls. AU thunes are the sarne size and style. Some 

are black, green, brown, or wine coioreci. The wine color h n m  outnumber ail other 

ûames and closdy match the color of the walLs. Som fiames remain empty but the 

majority are Med with various images, ranging h m  f hdy  photographs, to text, objects 

or overlapping images. Some frames retain their traditional usage, while other fiames 

canriot contain the very images they are trymg to endose. Some &mes have becs 

wrapped and certain images are concealed. Whatever the case, each fiame represents an 

eXpenence or memory drawn h m  my inner refleciions and experiences. 

The way the h e s  are placed on the walls is also a d i .  reférence to memory. 1 

wanted to convey the feeling of memory as exploding outward to viewers. The tiames 

are hung so that there is a point of origin. From here the fiames emerge outward until 

56 Charles Baudelaire, "The Double Room", Erom Twentv Prose Poems tram. Michael 
Hamburger (San Francisco: City Lights Books, 1988. Originally pubiished in 1946) 



my work deais with humas arperience. 

In her series "Synapse" Biswas uses photographs to stress the notion of cultural 

idenbity, human memory and himÿui presence in a worid of nature. Her work contains 

multiple perspectives. The tik itself"Synopsew refis to the indicai tenn: 

The anatomical relation of one m e  ceil with amber, the junction 
at wtiich a nerve h@se is tran&erred, which is dfkted at various 
points by contact of their bfanching process. The stote ofshriokage 
or relation at these points (synapse) is çuppod in some cases to deter- 
mine the resdiness with which a nefvous impulse is traasmined fiom 
one part of the m o u s  to an~ther .~  

Biswas uses the terni synapse as a metaphor for the humas condition with parti& 

reférence to the expience of memgr. "Synapse hen is symbokc of an uadefhed 

temitory or spa~e."~~ Her work relates the idea that mmory Ms, and certain areas are 

blank wtiile 0th spaces are vivid. Ln her 'Synapse" series installation she mates an 

projeçts on her nude body serve as images to suggest desire, shpngth and the seerch for 

Tbese promeû "memory Unaga" are at timnr supported by the cradle of her 

bands. Ia other images tbey are "restingn on hr bare flesh The images tkmseives are 

photagmphs of people, places or only fiagmmts of the human fm. The images may 

invoke thoughts of her uidiPn tradition or the rekioILShip betweai memory and desire. 
- - - - - - -- - . - - - - 

Kattiy Deepw* ed. New Feminist Art Criticism (Manchester: Manchester University 
Press, 1995), p. 35. 
58 DeepweU, p. 35. 
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She beiieves her work describes the process of memory auâ how is triggered Pnd 

bansforrned. Whai ioolriiig at my own WC& I klieve the images in the cenaal m m  are 

a h  working in a simiiar manner. 

Ahhough I am aware that there is no traditional iianative presem in my work, 1 

U e  to thuik of this room as telling its own story. The nanshive does not fdow eny 

pattern of wenîs or have a besiamiry or an enci, but the narrative is told &ou& the 

vWial Mventory of images repr- memories, events, feeliiigs and reflecti011~. 

Each fhme is med with whisperS questions, ideas and simple documcentation. 

S o w  hunes contam hgmented text which 1 view as behg more mdily interpreted as a 

human voice, and 0 t h  fiames are l& to viewers for tbeir own htetpretatioas. 1 wanted 

to mate a room fled with its own Lae and mernories, a place whae one could recognize 

the inner sambmy thaî a<ists inside us dl. I mmed a plisce to room mernories and 

thoughts, some as insignificant as our shoe Sue, and some so importaat that they sbape 

my world. Most of all, I wanted the m m  to be dent, yet filied with a thousami 

whispering voices. 

In the fkst paragraphs of the poem, The Double Room, Charles Baudelaire writes 

of a similar room: "There the d bathes in idleness, made fhgmnt by regret and desire. 

It is a thhg of hMliBhf bluish and roseate; a dream ofdeliciws pleasure during an 

eciipse."" In Baudelaire's poem thnt is no "amstic aborniriririon on the walis,w but the 

room is tiIled with fhiture that "appears to be dreaming, it seems endowed with 

somnambulistic We, idce vegetables or miner&. The cloth materials spesk a dent 

lmguage, Like Bowers, like skies, like d g  suns61 My room is a reversal of t h .  The 

interior space is empty. I f i  the cerrtral room operates in much the same way as 

"Baudeiaire, p. 15. 
" Baudelaire, p. 1 5. 

Baudeîake, p. 15. 
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Baudelaire's mm. Breaming a dent language, it is the work upon the wds that spe&s 

m voices no one can bear. 

1 wanted tu cresite a rom filled with character and aîmspùere. When one thinks 

of these quaiities they might conjure up an image of a room 6üed with hmhre, fùmhre 

that iavites rest or cornfort, yet tbis space. rny deep interior, is without îiumbe. It is the 

wds bat are f3ed with the images of me, parts of my Me, d e  other images are 

nonsensical and dark 1 wanted to create a room similar to the room in Baudelaire's 

poern. 1 wanted to mate a place where viewers are Wed 4 t h  many thoughîs a d  

feeiings? a m m  wbere me can "ciream of delicious pleasure," and surround themselves 

with color, We and vision. 

When viewers enter the room they are sunounded with images that m o r t  them 

and bathe them in knowledge of who 1 am. Yet, strangely, only a thv people will 

understand the meanings of the -es I am presenting. They may recognia thaî it is me, 

that state of me that exists, as a bundred b. (Yet 1 wonder, will they understand it at 

all?) Some manories are shared with o h ,  some remain purely as mine. 1 put these 

images on the w d  because 1 am trying to reveal rnyseifto the best of rny abitity. But 

interestingly enough, the images pmect me and shieid me fkom potentiai knowing eyes. 

Perhaps it is an attempt to satisfy those eyes, tbose that want to press firrther, inside of 

myseif 

My voice is used to set up a direct relationship between the -tors and the 

art, wbich e m h e s  thun witti memories and expiences. Even though the narrator is 

absent, location and time becorne a rneans to tell the story, to reveal the thoughts. My 

presence is referred to ody by association or ingnuatioa 
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1 use the hmes as a way of giving retèrence to the t b g s  1 W. At the same time 

the images within the fiames are aot important only because they are boused wiîhin the 

confines of a fiame. 1 want viewers to be able to jrmip in and out of the constnrcts of the 

h e  and create their own meahgs and their own fifl: îrom the work 1 want them to 

understand that the work on the walls is nat mly a dection of me, it is a reflection of 

everytiring I take in, su thdore, iâ is is a rdection o f k .  

One of the srst thitigs people see when they walk h t o  the çentrai room is the 

color of the walls. 1 painted îhe tuails for several reesons, the k i t  king that it was more 

visudy pleasiug to create an mterior room filied with a soothing and relaxhg color. The 

second reason was that I feft that if the w d s  were lefi white the contrast ôetween the 

waü and the hmes wouid be too great, and the roorn woutd be overpowered by the 

number of fiames. 1 believed the overall feeling I was tgng to create wauld be lost if the 

work and the waiis were cornpethg with each o k  for çpace. Thircüy, it was important 

to have th work and the space corne together. I thougta tbat the use of wlor quieted the 

space d o m  leavhg m m  for the whispers. And fkdy, by painting the room it became 

rc.miniscent of a Victorian parlour. This suggested age, nostaigia and d o r t ,  thus also 

adding to the atmosphme I was trying to create. 

When 1 started working on the concepts for this rom I thought it might never 

get fhkhed. Each time 1 created a certain nudm of fbxs I f& it was n a w  enou* I 

felt it was important to have a certain number of thmes fiii the rmm, and each time 1 

reached my desired goal I fouad that the fiames did na fXi the space as I tbought they 

should. But at the same time 1 didn't wam to start creating images sol* for the purpose 

of reaching a set number. 1 found while workuig, 1 tended to work intuitiveiy, and at 



considerations were made for the appmme of the entfn m m .  

AU in a& 1 was worLUig nom the point of view that I would be creatiug a ktge 

awber of images to fiii an entire room. My tliinkirig was tbat whm a work is large it caa 

engage Mewers in a physid way. It can overpower t h e  nahiral semes and suspeid 

"normal" the ,  altowing them to get lost in contemplation. A Iarge work can a f k t  the 

way the Mewer sees and reacts to tbe work 1 al= wanîed to create a space in which the 

viewa felt a part of and was 6ee to move arounâ and interact with the pieces iaside the 

space. 

Within The Frames - Taking Pimes 

1 fed that t is important to briefly discuss my use of photogrspby wFthin the 

fiamesofthecentralroom. IbeIievethisisneçess~lybeçauseIhaveusedaiarge~r 

of photographs to express or represent images, and 1 see photogrophy as a langwge 

understood by evmyone. Pntiaps this statement is cause for much debate, but 1 believe 

tbat photography off'is -ibility for viewers to experience images. By placiag 

phot08paphs amidst the piethora of images preseat in the central room 1 was able to 

create launch pads for viewers, a way ta draw viewas into the work as photographs tend 

to draw viewen in because they are recoBniza>le images. Perhaps that is why 1 tended to 

use so many photograpbs in my exhibiion. 

P b o t 0 % f 8 ~ h s r r c o r d s p e c i f i c d e u i l s i n a a ~ t h a t m t h e ~ n n a d  

can't capture. When 1 foud myselfaddîng more photograpbs to my wodc, it o d  to 

methaaiwastryiiigtoconceal thetxuth, ayUIgtoofferody~psesofwhoiam. 

Photogmpûs have a way offidhg viewers- Ghhough photogaphs can appear as ûuths 





40 

pieces ptaced together in the same space. Jus as it is Mport8nt for viewers to bind the 

works together' i t 's important tbat the i n d a t i o n  d o m  viewers to denve th& own 

experiences and perceptions, as well as encourage them to produce their owa personal 

namtives. So in tbis sense, tire ordering of the installeci room is an important t'actor in 

guiding viewen thnwigh the space. 

I am mtefe~ted in mathtg a work that is seen as a whole, not a group of work 

ody seen together because they occupy the same spaçe. It's important for me to make 

clear tbat even though 1 bave stated that the work in this exhiiition is a wkt ion  of 

dated pieces, thqr are not to be marked only as such. 1 see my woik as king capable of 

idviduality, but in order to aeate a certain atmosphere, 1 feel it's criticai that the work 

exist as a collective. 

1 began doùig installation without evm realizing what 1 was doing. 1 simpîy had a 

feehg that 1 w t e d  to capture, and by placing objects and images in certain ways, 1 

kund that I couid recreate the emotions that 1 longed for. 1 finci it interesting to be able 

to place objects, images and ideas together to dow viewers to interpret and derive their 

own words for what they see. The silent state one is in as they look at my work is the 

state that encourages personal interpretation. 



Conclusim 

Time becomes an important fàctor for the spectator wben viewing the btalhtion 

Whi- Into Words, as 1 hope viewers wül take a certain amount of time when l m h g  

at the exhibition, and I am couaing on them to take part in reading many of the tachial 

elements in the work. 

All the work bas bsai brougbt together in order to express my personal semimem 

and reproduce feeiings of memory, discovcry and idenîiîy. 1 feei viewers must hvest a 

d amount of bime rradmg and sramining what is presented, because tbeir involvement 

with the work is cruciai to understandùig the entire installation The mount of time 

viewers give to the work helps kad to understanding, and understandhg enables viewers 

to draw interpretations fkom a multiple of memhgs. The idea of various hterpretations 

b ~ g s  me back to notiom of text and znterfext as related by Barthes, and also the concept 

of "open work" by Umbeno Eco, in which viewers go ôeyond conventional idapreta- 

tions of the artistys/~hor's own worWwords to reach that point when they are able to 

develop th& mi lines of text and draw their own conchisions. 

In the exhibition aii of the work has ken m g e d  spedicaüy to heighen the 

sense of tbe viewer's own emotional and referential meanings. The maaiags derived 

from viewers' responses attention to the act of reading as a v i d  and mental 

stimulation. 1 have cre8ted the work with the hopes tbat viewen d extract certain 

hterpretations of the wo* but created a space that aliows for individual interpretatiom. 

As 1 did the research for this support paper 1 begaa to understand many thinigs. 

Althou& 1 was reluctant to place myselfin the ferninisi Md, 1 r e a b e d  that there was a 

place for me. Even though 1 sometimes dissgree with the harsbaess of certain feminist 

ideas I have come to mabe that, at times, 1 uui h a t e  mysdfmmfiortably within 
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-fkmi&"ar&. BeforeWntmgthissupportpaperIwasabletocec~gnizethatmy work 

was very prsonal in nature, even autobiograpbid, but I was unaware thaî these 

c ~ e r i s t i c s  sometimes fall into f& categories. 'Making it in the system'' and 

hining"thegiassdiq," ofbtalkedaboutinriimmst~gs,weretbirrgsIhiew 

nothmg about, because my Iife up to now bas e>osted d e r  the sheher of the edudonal 

system, also surrodeci by a majority of fisdes and fémimne rde modeis. 1 still hold to 

the belief tbat 1 can do anything, so when I began readitig certain works by Lucy R 

Lippard and Carol Becker I began to r& that as a womon 1 miy fsce more obstacles 

than just nsidual Serasm. 

I was sligbtly uacomfortable in the kaowledge tbat my art fit so comfortably 

withui the "feminist" h w w o *  not because 1 disage with " f i '  ideas, 1 h w  too 

little of them to make thet judgement, but perhaps I was a Iittle disappointecl to find that 1 

was not as ''original" as I believed. 1 kirow this is naive, but to find out that you can be 

slotted so perf6Ctly withia a category for which you are not totaiiy prepared is a linle 

disconcertmg, since 1 was wisure iftbat was the piaœ for me. But I do believe tbat some- 

thing has just opewd up for me and 1 have much to lem aad undef~tatld about my 

placement in the art world. 1 reaiize 1 have much knowledge to aquire before 1 can mily 

acceptwhoIam. what myartissaying andwûeretoplacemyselfinthisfieldofwomea 

artists. 

I have stated that ferninist thinking has played a part in my development as an 

artist. These ideas have oniy just begun to influence me, but wah time 1 f d  I wili be able 

to make clear coIMeCfious between my owa work and the work that is fmim'ist. At this 

point in t h e  1 do uot consider myseifa '~eminiSfn artkt but an who is a wonum 
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With the help of artists like Mary Kelly, Faith Ringgold and Sutapa Biswas 1 have 

come to see that art is more than just about "imagen making. It can be used as a way to 

gain deeper understanding of the person I am and the person 1 can become. I have corne 

to tmchmd that there is a bond between these artist's and my&. The The to express 

oneselfis universal and cornmon, but to do SQ in an auîobiographid way is something 

that 1 see as &ting to wonien's ways of kaowing and thking. 

Mer reading Women's Wavs of Kwwioq I have been able to rec0gn.k my need 

for voice aod how it can affect a person's lie. 1 am ody kgiming to realize that 1 have 

not afways aüowed my voice to be h a  and p i u p s ,  that is wtiy 1 have turned to art 

and to text in my art as a way to express my voice. Tbere is a safety in not having to 

vocalize one's words. The visuai aspect of art can reach a wider range of people, those 

that may never hear the realness of'rny voie. T t  is not ttiat 1 am afraid to speak or express 

myselfto oîhers ushg words, but art offers me a chaace to express a voice that 1 mi& 

mer have had the chance to express. This e x h i o n  has dowed me the chance to draw 

fiorn my intenial voice and learn things that 1 mi& never have realized at this tirne. 

1 believe by writing this thesis support papa 1 have only begm ro explore the 

possiimes opni to me. This paper and exhibition are by no megns theci," but mereiy 

a starting point, a place for me to continue. 

In conclusion, during the last two years 1 have been subjected to many new 

thiags, things tbat have aîiowed me to look with differeni eyes, and ideas tbat have 

enc~ufaged growth and understanding, but putting Barthes and Eco theories aside, a d  

lecting go of fbnhist ideas, I think the thing that k caused me to ex& myselfthe 

most has been the search for myself: 1 believe tbis is Unpartant to me because at same 

point 1 mùked 1 c0uU be a Werent person. I didn't have to remsin stationary. 1 couid 
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c h g e  and grow msny times, in many dinererrt ways. I d d  bask in the excitement and 

satidimion of being able to express myself with.. . words.. . images.. . voice.. . silence. 
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1 . Col!ecting Mernories+ . . ( 1 997) 
Bookwork present in the south-- 
room, 7;he Deep Interior. 

2. Cotnforf Me Wifh Worh 1 ( 1997) 
Hand printed linocut on tracing paper. 
.4s presented in the south-west room. 



3 .  Cornfort hie Wilh Worh I l i  ( 1997) 
Embroidery thread on various cloth pieces, quilts and 
multicoloured fabrics. As seen in the south-west room 



5 .  Second installation view of the central rmm. 

6. Installation view of Cornfort Mc Wirh Words i, U, 111. and N. 



7. Cornf i  Me With Wordr III ( i 997) 



9. lnstallation view of the central room. 

10, lnstallation of the central room 



1 1 .  Detailed view of the central room. 

10. Detailed view of the central room 



13. Detailed view of the table and its contents. 



15. installation view of the table and its contents. 
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