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ABSTRACT

This arts based inquiry was driven by an urge to create altars on which to explore my experiences of a
womano6s roles as daughter, partner and mother. N
love closeothers and cope with the burden of staying with my own experience of distress when loved

ones were struggling with life threatening illnesses and conditions. | was interested to experience what
might happen in the process of making these altars and dw/fthile emergence of how this might

happen. | offer this dissertation as a resource to those in the fields of arts based research, therapeutic

arts based practice, emergent research design, mental health, attachment issues, and trauma recovery

for carers.

The emergent nature of the methodologies used were driven by the fact that this is a single subject
subjective inquiry using arts based methods and processes. | had the freedom and the challenge of
using procedures which matched the individual processsteddo both create each individual altar,
and to present my findings from texts within the
(2008)four ways of knowinghis inquiry is experiential and presentational in the arts making phase,
presentdonal and conceptual in the writing phase, and aims to add to practical knowing. In this
inquiry | relied on collaborative dialogues with others. This was multifunctional. These dialogues
gave credibility and rigor to the work, and also helpedaustrut meanings about the subject matter

and the processes used in arts based practice. The ethical dilemma of privacy for others when
creating images and writing words about my relationships with them, the topic of my inquiry, required
great care.

The inqury findings included knowing that came from the content in the process via dialogues with
objects and materials, embodied selfareness and in the experience of movement when making 3D
Altars. These enabled expression of emotion in a created safe emsimoand enabled the making of
personal meanings through collaboration with others. These processes accessed clarity to my
relational patterns with close others, revealing an ongoing and fluid cycle of secure and insecure
attachment with them dependentemvironmental factors. The arts enabled the transformation of my
anxieties into an acknowledgement of my capacities to recognise triggers in the environment that
arouse insecurity. New perceptions were found around my capacity tchigtengingsituatiors,

relief to understand that complex grief results in states of exhaustion, accepting my own
ambivalencesand being morsecue with my own opinions and decisioggves testimony ttnow the

arts provide a way to make sense of thiaggto transform and éal.
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CHAPTER 1

Introduction

Love is my reason for living
Love is my reason for giving
Life would be only
Empty and lonely
If it were not for love
(Ivor Novello, 1945)

Motivations and Agendas

| set out on this experiential and abigsed inquiry with a number of motivations and
agendas. Following a stromgge to make a series of Altars, or thokmensional
assemblages (Scotti & Chiltern, 2018, p. 356). | wanted to explore some of my exggedénc
loving and suffering as a daughter, partner and mother. | recognise that my approach to this
artsbased research (ABR) is potentially full of risks since | am exploring my own
experiences in relation to close others through using the arts. Rumbb(@@13) noted that
to |l et the image |l ead is entirely consistent
exposing our representations to critique and
anticipateo (p. ofahlpacdrersatiamuitreothers who mightbenefio
from a dialogue about the anxiety of caring for loved ones who have lived with life
threatening conditions and been in4ifgeatening situations. My curiosity extended to
wanting to understand how | had coped witd anxiety for my loved ones in trouble. This in
turn led me to explore my childhood experience to see if | could find the antecedents of my
resilience there. These urges and curiosities opened me up to the possibility of making
transparent my exploratiennto the processes of amnaking to further illuminate what occurs

in therapeutic contexts when the arts are used as a method of inquiry into the things that
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matter to usSince Ettlingl 2000) wr ote about the need to va
experience, I deas and needs in research, others

stories to be investigated (Harris, 2011; Byrne, 2016; Van Laar, 2020). Ettling (2000) wrote

that Alt is the grounding in pergfomtd , I ndi v
positon of a wuniversal human beingo (p. 2).
collective rather than the individual standp
positionality and I|Iife storyo (p. 2).

The position or standyint that | tookin this artsbased and aried inquiry was
threefold. Firstly, to explicate what happens in the process of making art to make meaning of
lived experience; secondly, to support others who take on-hased caring roles for loved
ones whaare suffering with mental health and addiction issues; and thirdly, to shine a light
on how our childhood experiences may impact the patterns of our living when attempting to
maintain relationships of significance. This inquiry comes about through theflens
experience of being a heterosexual woman, and not surprisingly this project came at a time in
my life (my mid50s) wherl was ready toeview my values, explomayself in my
relationships to those | loved, and seek to make sense of the difficultigslife at that

time.

In following these intentions | created processes in which | could contain and

immerse myself in expressing, via altars, the experiences of relating to and caring for intimate

>
Q

others in my I|ife. This initiallinguirp(8d2an i
1990, 1994) covering six main phases: engagement, immersion, incubation, illumination,
explication and creative synthesis. However, in staying as true as | could to the emergent

nature of this inquiry | preferred to improvise instead dbfeing a set format, realising that
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interactions with the art materials and my collaborators could not be determined via a step by

step format.

Thi sl e@adtisnquiry may be seen as a |ife rev
memories oddelhed ddmoae, partnering and mot her
use of | ife review unnmesokdddonflctsfounpthatdomeci pant s f

resolution increased their quality of life (Butler, 1963; Haight & Haight, 2007; Lapslaly
2016;Sharif et al,2018). Similarly, as for the terminally ill who wished to find meaning and
peace in their lives (Jenlat al,2010) my inquiry offered understanding of the events that
shaped my experiences of loving and suffering. The data in this ingereygenerated from

my own lived experience as a woman, in particular a woman who immersed herself into the
role of carer for significant others who were in vulnerable states of seridgzalith, an
experience that often led to me feeling deep exhaudtiany work as a therapist many of

my clients are women who are confused and distressed about how to continue to actualise
their love and care for others when they themselves are exhausted. | hoped my work with
them might be enriched by my own quest to fireslv ways of understanding the aspects of

loving others that can lead to fatigue, suffering and sacrifice.

Setting theScene

Because this inquiry explores aspects of my familial relationships, and because
gualitative research calls on the researcher to locate themselves in relation to their research, |
now set the context of my family of origin and the culture from which | ceimee research
that has autoethnographic elements involvesbothf | ect i on of the 1 ndi vi

experigces and an understanding and exploration of the particular context within which
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experiences are embedddadhote that | share a perspectiebeing a woman amongst

women who have shared the social, spiritual, cultural and political aspects of having been

born in postwar Australia in the 1950s. Agree (2017) claimed that one of the most

anticipated demographic transformations in our sociasylieen the aging population and in
particular, the aging of the baby boomers. S
subject of fascination is because they have lived through some of the most turbulent social
changes around wemandschbl dsbemarngag(p. 6 3)
explores aspects of my partnerships and my experience as a mother, | do not fill in the
background details or names of these people for ethical reasons. My primary aim is to

represent my story of creating tAéars that enabled my understanding of my relationships

with my parents when | was a child and my experiences of caring for my offspring when they

were most unwell in the their late adolescence and early adulthood.

| am one of five children born in Austlra in the 1950s. With Mum and Dad, we lived
in a threebedroom house in a workirdass suburb of Melbourne that was created for-post
war servicemen and their families. | remember my childhood years as sunny and bright. The
milkman and the baker delivetéo homes by horse and cart. My mother kept a very tight
hold on household ordéreverything was clean and ran on time. | liked it as | felt safe and
secure. As a child | never heard her speak negatively about our somewhat impoverished
circumstances, anidsaw my father as basically happy and friendly; an extrovert and musical

performer with a big smile.

My mother trained in commercial art (now known as graphic design) at RMIT in Melbourne
during the 1940s. | saw her as beautiful. | loved watching hdriggumakeup on, her green
eyeshadow, her jewellery and her clothes. She made cakes every Sunday afternoon. Watching her sew
by hand and machine remain highlights of my childhood. She met my father at a dance when she was
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only 17 years old and he was 28yidg the Second World War before he was posted to New Guinea

as part of the Entertainment Corps in the Air Force. My first memories of my father were of him

coming home from work and walking through the kitchen door of our housing commission house. |
remember him greeting me with a huge smile as | either sat in my highchair chewing on a rusk, or in

my rocker which was afFfledt.i Artattenliys knawre ds waSh c
unhappiness with working as a house painter and his wish to hawvalfelltime musician. When |

was in primary school, he acquired a piano and | learnt to sing almost every lyric of the popular

musicals of that, and previous, eras. In my early adolescence he played me his own composition for a
musical he was working oiile never completed it, but | can still hear the melody he was working on

in my mind. He intended to call it AW mmeraodo, an

not found it. | think he imagined it to be an Australian version of Oklahoma.

During my adolescence | felt a growing discord between my parents and a certain
chaos creeping into my home that frightened me into assuming a caring role towards my

siblings. They may not have felt this care, but internally | was always on guard, &achto

fami |l y member ésingnvum was a chrbnicvaghmhtic and was on a few

occasions, according to the home visiting do
| became aware -bbumg @oompl &sn hneygarkcantiraste 6, wh
to her 6éno voice at all 6 moods. This, coupl e

unhappiness, worried me. His regret at not having the musical career he had hoped for and his
despair with his job as a painter and decorator becaone obvious to me. Seeming to

withdraw into himself, he gradually lost his voice and became a different father. With two
parents changing, | saw their previous happiness with each other melting away-tkeaite

in the sun. Not knowing who to trust,dlf caught between them, my loyalties divided.

Not everything in my family background was sad and worrying. Some things,
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particularly the music in our home, remained delightful and nourishing to my soul. I am

grateful to my many musical relatives, buttgaularly to my father who played several

musical instruments. My father, without knowing it, serenaded me to sleep on many a night

when | was a young child as he practiced his piano accordion in front of the large round
mirror of my mtaftereour besltime.rA éew gears lgter myaalinty, his sister,

came home from overseas where she had worked as a singer, actress and ballet dancer. After
meeting her | came to idolize her. On Sunday
play their baly grand piano and she would sing. | still know the lyrics of many of Ivor

Novell obébs songs from her repertoire. My moth
artist. Music oftentimes functioned as the glue that held my family together. The positive

influence of music throughout my life extended into this inquiry as énooran companion

as | worked on my Altars seemingly connecting me with embodied memories of the past in

the present moment experience.

The Researcher is the Subject

As both subject and researcher here, | describe myself as a white2mgla female
who is now in her early seventies. My academic history is quite mixed. | did well in primary
school and secondary school and my report cards usually referred to meodsstugent.
During primary school | was seen by my teach
complete secondary school due to being in the grip of agoraphobia (undiagnosed at the time)
and | believed | would never have a brilliant career afteAakieties as a teenager brought
on by chaos in the family home at the time led me to find security in the local church. This
experience left me intrigued but socially, | was frightened by the sexual revolution during the

1960s. | began studies in In@riDesign at age 18 but went on to become a kindergarten
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teacher before marrying the father of my three children. When the children were all in school

| returned to academia to study psychology. | soon after began a private counselling practice

and becam@volved in teaching counselling and ab@sed practice at tertiary levels. My

relationship status has changed several times over a thirty yearipel&wdy wife, divorcee,

a de facto relationship, single woman in her fifties, and | recentlyargiedin my early

sixties. | completed a masterods degree in ex

forties and began this doctoral dissertation in my-fifiiés. | love learning.

As the researcher | sense that | am drawing together a selection of the multiple
realities of my life from the various life experiences | have described dbstady,
teaching, and becoming a psychologist who uses counselling and the arts in therapeutic
practice.l sensed from the beginning that this inquiry would give me an opportunity to reflect
further on the ways of knowing as articulated by Heron and Reason (1997). Of particular
interest to me has been the juncture between my experiential knowimgnemories, both
recent and past, and the activity of making representations in art forms in present time
experience. | have been curious about that wordless place that arises when |, or others, are in

the process of making art to understand more abow>quariences.

How the Data were generatedin the Process of Making

My inquiry process emergeas an exploration into how aftbesed methods can help
make sense of our lives (Lett, 1993, 1998, 2007, 2011). | wanted to add to the understanding
of howpresentational knowing impacts on therapeutic practice, in the teaching of arts
therapy, and in research (Denzin & Lincoln, 2005; Knowles & Cole, 2008; and Leavy, 2018).

Research questions inevitably arise oub of eeRpsrience and acknowledgment of a
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particular epistemological and axiological orientation. This was true for me as a psychologist,

experience focused arts therapist and art maker. My questions are:

What is it that we come to know when we use artistic representations to understand

our experences?
How do we come to know these things?

The ways of knowing as articulated by Heron and Reason (1997) experiential
knowing, representational knowing, propositional knowing and practical knowing form the
basis of my approach. My aim is to establishvarsations between experiential content and
multimodal artsbased processes, with the hope thatwhiisallow me to reexperience and
reflect on what | am coming to know as | construct my Altars. In this approach | also draw
from the values and formg mquiry developed at the Miecat institute in Melbourne,

Australia that include a trust in procesdisven, intersubjective methods of inquiry.

In this inquiry my work with multimodal and creative media will be enhanced by
dialogues with the objects thegem to hold or evoke memory and meaning associated with
my past. | am hoping to set the pace for accessing an ongoing rhythemofng cr i ti cal |
reflective, able to |l ook both inwards and ou

that widdérFdboekp &o&ardner, 2007, p. 27). This

hoped to employ reflexivity in this inquiry,
roles as daughter, partner and mothen,thg co
making of the Altars. I n this \waays preecftlise xoifvi t
myself in my contexts influence the way | re

2007, p. 31).
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Thisbased/ | ed researchkrahayes iamialstaotiiheir ap i te
(2018) makes a distinction between creative arts therapies atizhaetd research when she
writesthatarth ased research Asupports a space for i
contradictions, and confounding outcorces e X i st and are validatedo,
of the creative arts therapies as agents of healthandveell ng i s At heir abili
limits of language and give voice to that which cannot be communicated or known through
wor ds o 68). Machiadipin lfer personal inquiry into the experience of sustaining a
mild traumatic injury, used the arts to process her experience. She also found that her art
making became a vehicle through which to find the language she needed to exmaacthe
nature of her symptoms to the medical profes
and experience into the examination roomo (2
parallel this artded inquiry. | will be expressing my relational experiescand alongside
this will be looking for ways to form knowledge through reflexive investigation to add to the
fields of art therapy, relational experience and caregiving of loved ones. Because the creative
arts therapies are essentially helping professithe ultimate goal of ABR is to advance
knowledge of how the arts support wellness more than the production of aesthetically

pleasing art forms (Malchiodi, 2018, p. 74).

Previous Art-Making

To set the tone, or rhythm, of my way of enacting this inquiry, | present two examples
of artmaking experiences | had prior to starting this doctorate, both of which were important
to my entering into this inquiry. The first one occurred when | attengedhéing course
facilitated by a woman who | ed a process she

with her reading a short piece from a book t
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access something of interest to them as a way to begitiqgaiThe painting below came
about as a result of my connection to the words she read about the tendency to fall into shame
when perceiving you are getting things wrong

in my mind | began painting, and what paped surprised me.

Figure 1.The Black Madonna's Wounded Bredshny Hill, 2001.

| wrote in a personal journal at the time and the following key words and phrases that

are pertinent to this inquiry are:

The experience of painting

A black curved line (on the left) that | saw as a breast shape
A scar line appeared, a wound, in the breast shape on the left.
The pain of needing to choose to end my marriage

The impact of this on my children

A need to paint a curved horizon line (plerwith black jagged lines)
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An underworldarea where dark things and things not really known reside
Vigorously crisscrossing the colours red, green, brown and black

An energy matching the thoughts of 'getting it wrong'

Anguish regarding my children'sim

The liveliness of my dialogue with the painting as | did it.

The second anaking influence came about when | attended a course entitled
Therapeutic Autobiography, led by Dr Warren Lett. | created a clay sculpture with circular

grooves representirgach year of my life to that time, shown below.

Figure 2.Circles of my lifeJenny Hill, 2003

| was drawn to the grooves in the clay as | was making this work. The grooves in the
clay, the circular marks, | came to see as representations of the valleys of my difficult life
experiences. When looking again at these valleys | recognised in mysalihg td deep
sorrow and pain in relation to loved ones who were suffering. As part of the same course, |

| ater enacted a presentation of my journey t
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figure made in black cloth which | named the Shadow exitD.

When the opportunity to do this doctoral project presented itself, | spent some time
picking up the threads and enthusiasms from these previous experiencasaiiag by
following key images and wordssh wound o, fAunderworkdda) ofipdi no,

ones who weirthat becanfe Engry pointgt@my art making.

Defining Loving and Suffering in this Inquiry

| begin by describing the parameters of love and suffering in this inquiry. Making my
Altars (NB. | will use a capital A each time | refer to the Altars | am making) gave me a way
to express my experiences of caring for others, and investigating my pexsibeang when
close others were in distressing circumstances. There are many perspectives on the study of
|l ove and as Hendrick and Hendrick (2002) not
to classifyo (p.473). MHowkrwecl ail mad itgmatwiflho
suffering are a part of most human | iveso (p
that | oving and suffering sit side by side a

amazing mixtur e oifi Mawtenl 2005pnl84).woe o0 (ci t ed

My inquiry seeks to understand the 6édoing
when othersé6é suffering becomes oaperaivewn. Godd
inquiry with community woillbe&mrs aisnarcai @alnoAunt
exploration of the place of love in community work (p. 77). Having been involved in many
emergency situations the actions of immediate response came naturally, and in looking at the

task of caring for infants, young children, adoksgs, the elderly and others, love as action
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seems often to involve sacrifice. My understanding of what it means to love others is very

much 1 nfluenced by St. Paul 6s words (Corinth
Christ has no body on earth but yours, no hands busynarfeet but yours. Yours
are the eyes through which Christds compa
the feet with which he is to go about doing good; and the hands with which he is to

bless us now.

These words imply activity. In my expeniee of loving intimate others this activity is
sometimes motivated by the feelings of love, other times by feelings of anxiety, and
sometimes by deciding to be practical, such as calling for an ambulance or attending a detox
centre to support one of my tdven. There have also been times when | have chosen to act
lovingly towards others even when | did not feel loving towards them. In this inquiry | use
the arts to explore and discover more about my natural tendencies to love, and to understand

more deeplyny experience of extreme anxiety when those | love were in deep distress.

I n Enriquezdos (2016) endeavour to expand
wrote that to have a better grasp of a perso
careb |l | y at suffering, not turning oneods face
rootso (p. 71). I n Christian and Buddhist pr
traditions begin with fipaying afi201é,pfl).tnn t o o
this inquiry | am Asurrenderingo to a proces
hiddeno | ife that has been fAcloaked i n nor ma
and Black (2018) offered in their stories of mourning ksg (p. 267). Some of these
hardships have been so overwhelming that | have been distracted for days, putting on a mask

to keep my troubles hidden. In surrendering to thisladsnquiry | am willing to further
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explore and describe other aspects myeerpce of suffering that | may not have expressed.

Similar to Breheney (2005) who wrot e, A Me mor
bottom of a river € | am compelled to rememb
give ita meaning andint he process, to dare hope it may

Beaumeister and Vohs (2002) (as cited in Snyder and Lopez, 2002, p.608) described
the power of suffering as a stimulant to find meaning in the things that happen to us, therefore
making these things easier to bear. | acknowledge that for anyone thenatebie suffering
when those we love are suffering. However, being in an anxious state for long periods of time
has a detri mental effect on oneds health and
suffering as a phenomenon, but rather | will luinng into how | experienced my suffering
when those | loved were in dire straits involving the threat of lost lives. In choosing to reveal
my suffering | am challenging myself to face my fears around speaking up about difficult
things which were hiddein the distant and recent past, things that | might feel expose too
much about me and those | cared for in times
(1993) comments about the presence of fAan in

[ wo me nliydospeakip.ix). This internalised voice, she claimed, told women that it

would be fAselfishd to bring their voices int

King (2002) though wrote about a finatur al
Aithe strongwiomear o¥oieoertehatcct as too harsho
of f from fAithe wisdom, authority, |l ove and po
(p.172). My values in times past determined that speaking up about difficulties and pain
would be bo harsh as it may have meant | was criticising others, which | have never felt

comfortable doing. Being aware of my fatherod
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complaining voice in my adolescence, | became unwilling to share how | was reattgfeeli
during their troubling times, but later channelled my lost voice into action to rescue my own

children from being o6l ostd.

My observations of women who were the primary caregivers in my neighbourhood
when | was a child, and the impact on me of churabhmgs to care for others before
oneself, trained me to quietly take on the values of duty and care of others without talking
about that. Christian feminist women such as Reuther (1996), Hunt & Neu (2010), and Briggs
& Dixon (2013) raise the possibilithat women have needed to find ways of caring for
themselves as well, while caring for others. However, in contrast to the idea of loving and
giving as an unfortunate trajectory towards hurt and-outnTraitler (as cited in Briggs &
Dixon, 2013) indicate t hat womendés spirituality often i
in experiencing a divine presence in the midst of all kinds of experiences such as mothering,
social justice and caring for self and others there can be a sense of great fulfiaened
to give voice to the concerns | had about the impact of walking closely with loved ones who
were suffering with their mental health issues. | wanted to add to the dialogue around those
who care for others, women specifically and people of all gsnand ages who are suffering
compassion fatigue, burnout and/or abuse cycles, to raise the importance of critical reflection
on the impact of their willingness to foreground the care of others to the possible detriment of

their own weltbeing.

Inendes ouring to unravel the complexity of
pain, | am careful not to harm them by revealing much about their actual circumstances and

their personal experiences. Andrew (v&017) wr
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research and points out that, when looking at the harm that we may cause others when writing
about our experiences of them, it may be useful to make a distinction between harm and pain.

He writes that #Aharm i s dedealtbwdghraaititeverg i nf | i ct
har mf ul rather than unpleasant, annoying or
to inflict, but the pain of unpleasantness, annoyance and discomfort that | sustained when

worried for loved ones is what | wish to repneistairough making Altars.

My title for this doctoral inquiry emerged from the process itself when | included the
wordcimea&ti ono. This denotes the experience o0
emerged during the inquiry. For meaeeation meant have an experience of freedom, a
sense of relief, a shifting of attitudes, new perceptions, a letting go of anxiousness, an
opportunity to give expression to grief, a sense of greater understanding, a renewal in my
sense of self as an autonomous agettie world and a more solid sense of myself.

Exploring this sense of fereation was not originally a goal of my research but is what
emerged as a result of creating my Altars. As Harris (2011) wrote that this form of inquiry
Afdoes not seneyk rtiogildayp rdoocwens sa or sequence of

emerge[s] only from the process itselfo (p.

Why Altars?

Not long after my separation from my second partner, in a period of time when | was
living alone and coping with the diagnosegtw ilinesses of two of my young adult children,

| found myself standing in my garage staring
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Figure3My f at her 6Z05wor kbench,

In my reverie | imagined it as an altar on which | might express my experiences of
anxi ety and copi ndealhiltrebonateywithiAieh @995)whogds i | |
suggested that: Aappropriate -esddhesedrensjof enqu
would be born out of a direct engagement with what connects us to our deepest selves. The

heart of research iIis the burning passionate

Altars first became important to me as an adolescent when Idstarten my
Christian journey in the Anglican tradition. | saw how ritual aided the development of a
community of believers. | spent a great deal of time as a teenager pondering the Altar in the
sanctuary of my local church. This church offered me regite the growing chaos in my
family home at that time becoming a mystical and mysterious place that evoked in me a
passionate interest in the matters of existence. | remember feeling connected to something
greater than myself at those times of reverie feefloe Altar; a sense of the numinous or
spirit-filled otherness of life, seemed to beckon me. During my marriage to a clergyman |
spent several more years sitting, standing and kneeling in meditation in front of Altars that

offered me a conducive space foy attempts to make sense of my life.
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Having looked back through my folders of therapeutigvaking from the early
1990s just before | decided to do this doctorate, | found these two images (below) that now

seem pertinent to this doctoral inquiry.

Figure 4 Exhausted woman on Altar RBigure 5.A Celebration Altar,

Jenny Hill, 1994/1995.

Altars have been used for centuries by the organized religions of the world as places
of sacrifice, offering, remembrance, celebration, communion with the divide
representation of the liminal place between life and death. Telling my stories on Altars seems
to fit with the experiences of loving and suffering that | wanted to explore. | see these Altars
as providing a base on which to symbolize my wish to esspmeyself and to make an
offering to artsbased practice. In remembrance of the distress of those I love, | want to
represent my experience of sacrifice and also to welcome celebration in the context of my
ordinary life. In her book, Taylor (2009, p. xvéliggests that we can use Altars for our own
lives as a place of celebration. By making my own Altars | hope to find a way to accept and

fully integrate the hard times and learnings of my life.
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From my religious background | set my own Altars in the exinof the Hebraic
Christian accounts of Altars in the Bible (New Revised Standard Version: NRSV). In Genesis
35: 15 God tells Jacob to make an Altar, which he does because God had answered him in
his day of distress and had been with him wherever hgdrael Descriptions of how Altars
were to be constructed are recorded as either of earth (2 Kings 5:17) or of unhewn stone
(Joshua 12:30). Altars were built at any place where the divine presence manifested itself
(Genesis 35:6, Joshua 8:30). The New Testarsospels (Matthew, Mark, Luke and John)
tell the story sitting at atabletobrdak ead and drink wine at the |
crucifixion. This kind of table (Altar) binds the believers together with their God with the
specific aim of finding meaning and purpose in their lives based in the teachings of Christ,
love and forgveness, death and resurrection. Making my Altars gave me a way to find clarity

in my ways of loving and to integrate my suffering.

In some ways | felt it would be disrespectful to make Altars solely for my own
purposes, and yet many today find comforsimple homanade Altars where a candle may
be lit and prayers are said for self or others. Like McMann (1998), who pointed to home
altars being places of prayer and reflection to bridge the division between the sacred and the
mundane. In her book, Turn@é999) pointed out that the agl task of religious art has
served to make this bridge between the spiritual and the material, the self and the other. She
wrote about a different kind of altar, one that is not ragteermined or dogma bound, but
A a n matenattar, a home altar, made by a woman, and dedicated for her personal devotion to
the deitiecl%hh®e, chobsesNhMy fndeitiesodo include

for others and my own experience of caring for them.

During myctdaotna pceorliloed f or my MA in creati)
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participants on an eight day spiritual compa
week to present their own small altars to in

Levjin®&. (1997) wrote of the spontdaanyeous alta

residential on Conscious Living/ Conscious Dy
memor abilia such as photographs, worn slippe
war, that became temples for their grieving
grief of the consequences of | ovedo [to displ

(p.101, 1997).

In concluding this introduction to my inquiry | preséiis image | made at the start

of my research journey.

Figure 6.Journey down a Golden Path,
Jenny Hill, 2005.

The golden path is seen as sweeping down fromtheteplefh d cor ner wi t h
rays illuminating the pathway downwards. Three small Altars line the pathway and trees stand

opposite them. Behind the rightmost tree there is a golden line which endmall cottage at

20| Page



a distance. The sun, moon and a star guide the way. In following this path I could not see the

destination. All | knew was that | trusted the process in following my passion to create Altars.

The next chapter describes the methodal@gconsiderations that led me to develop

my own structure in which to hold this inquiry.
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CHAPTER 2

Met hodol ogi cal Considerations

How to Get There

Go to the end of the path until you get to the gate.
Go through the gate and head straight out
Towardsthe horizon
Keep going toward the horizon
Sit down and have a rest every now and again

But keep on going.
Just keep with it.

Keep on going as far as you can

That s how you get there.

(Michael Leunig, with permission)

Preambl e

AGetting thereo for me began with the urg
meani ngs embedded iTrhEBmac&kaMaidemnpadasnwbuonghided
seemed to me to be connected to the chaos of
with |life issues that manifested as mental h
Al tars and write an exegetshast awiotaltmottuhmet i loaf rmgaek
data generated, | decided midway through my
opt Sonfrom the beginning the way ahead was n
power of the arts i A9y )prenyi cwsinsedaeéamagh p(k
teaching and group facilitation contexts, I

ameliorated by the thrildl and the challenge
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communicateo (Leavy, 2018, p. 3).

My metl bgggizot <cl early knmywopenwadvaoncérbuag
somet hing of valuebbdsed& alogmighseryde fedrd sotolferas t
experiencing mental heal tThhiissshaptaeamd condi dte
paradi gm,gyy,piocnteaiod gy, axi ol ogy famud dmaettadkd mlg
systematic search within an emergent desi gn,
Ansdel | and Pavlicevic (2001) pointed out th
what &mtu two know Aby just doing ito (p. 10).
|l thought | knew about my relational experie

know these things through the arts (process)

Being an emergent aftsmsed inquiy, | expected that | would need to adapt as my
understanding deepened or situations changed. As the researcher | chose to avoid set designs
thatl thoughtwould preclude responding to opportunities to pursue new paths of discovery as
they arose. LikdMoustakas (1990) ihis heuristic research model I firstly followed
something that called me from fAwithfimomy | if
the perspective of an Ainsider researchero (
under sdtaon girmmgti cal conclusions for others. I

experieknowilngeild, as Lett (1998) pointed ou
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Identifying the Research Paradigm

With the view of sharaddi mg f bontbhaesgeédi ahd b
research and therapeutic ar tespmprroaacstédc eon uwsain
art as a way of knowing (Allen, 1995), with
articulated by Heroamandanus Reg@gsadinal(d®i9dal 20dI81)
to enable a criticalexraewinawiofn.t Hi @aipr djoedt r
narrative of the emergent journey of the 1ingq

vi ew tahld oweurr ney which might encapsul ate t hi

2000; Ellis & Bochner, 2000; Leggo,-2008; EI
MaclLean, Archibald & Hartling, 201 3; Andr ew,
't I s importantmeatoh onddleo gy aits whndpei rtehde by

extended epistemology (1997, 2008) my focus

making illuminate experience, manifest into
and practical akreowiemg.r aThus arhtiss i nquiry, ar
it abasad sresearch (ABR). Leavy (2018)- discu
based research. She writes that Asome sugges
guiattati ve paradigm, and others assert it 1is
understand ABR as a paradigm of its own due
things, fAdnan epistemology that assumesi the ar
knowing that fosters reflexivity, and empath
described ABR practices as methodol ogical to
during any or all phases ofonhedanteaearchontae
generation, analysis, interpretation, and re
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I use this term |l oosely to describe the ¢
understand that at different scttagveist ioefs tchoiusl
be described as arts |l ed, practice | ed, arts

and Dean, 2009) .

The participatory paradigm holds the inquiry in a context of ideologies around ways
to value and inform others including apistemology of critical subjectivity. This worldview
argues for a subjectivebjective ontology, which speaks of resonances, transactions,
interactions and perspectives with the other (Heron and Reason, 1997). Furthermore, this
research is primarily madthrough dialogues or conversationsithin personal reflection,
between self and peers, between self and art objects, and between myself and my expression
of subjective experience, all of which deals with ways of knowing, and transactional

encounters whin the intersubjective field.

The participator pr pdafna dasxginoaltoigcy ptohsaitt idoena |
of values in the study of ethics and aesthet
value of practicalcé&noiwi mgmbé @fiirtelestiomeisthaen g er v
Lincoln and Guba (2000) argued that axiology (values) dealing with religion, as well as
ethics and aesthetics, could be part of the basic foundational philosophical dimensions of
Her on and R e@mmsng ofthe gartickatary) position. Lincoln and Guba wrote:

Alf we had it to do all over again, we would
branch of philosophy dealing with ethics, aesthetics, and religion) a part of the basic
foundationap hi | osophi cal di mensions of [a qualitat

consideration of and dialogue about the role

My ethical values of kindness to hakethewr s and
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antecedents in the work ethic of my parents and other adults (such as extended family,
parents of friends, and school teachers), strengthened by my association with religious and
spiritual practices during my adolescence and beyond, which @tb@t@alue systems and

ethical principles | bring to this inquiry.

My Grappling with a Participatory World View

Whilst | acknowledge that the participatory worldview of being and reality-is co

constructed, |l continue to muse on the conce
|l 20 (Zahavi, 2005, p. 108). Horwitz (2012) w
Identity exists in past, presen and future time frames. | a

present contains a focus on my becoming e
perhaps, | feel dissociated now from past

may seem conflicted (p. 2).

Whatintee st s me is the fimed who experiences r
a sense of an Al o0 who exists, referring to a
(Horowitz, 2012) and an Al o6 who is al ways ex

the mmediate and firspersonal givemess of experience is accounted for in terms of pre

reflective seconsciousness. In the most basic sense of the term, Gallagher and Zahavi
(2020) s ug-gmsibusneds s hot Sbraething that comes about themtame
attentively inspects or retrospectively intr
with the firstperson pronoun, or constructs agela r r at i v ereflecfivpesef 1) . Pr e
consciousness is preflective in the sense that it is an awess we have before we reflect

on our experience, and it is an implicit and fostler awareness rather than an explicit or
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higherorder form of seHconsciousness. | felt that there was much behind my urge to make
Altars but was not completely consciafswvhat exactly, until | stepped into this doctoral
research and became more aware of some of the past narratives | held about my relational

patterns of being in the world.

Zahavi (2005) raised the possi bioliesty that
about one and the same |ife, not all of then
distinguish true narratives from false narratives about who we think we are. His answers
resonate with me: @Al want t o keomgsglenuustbet hat t h
compli mented by an experiential or phenomeno
experience oneods |life storyo (-Zagdtveesymay 2005,
capture something important about who we are, butédskst e t hey capabl e of
full capacity of the self?20 (p. 112) . He goe
inevitably impose an order on the life events that they did not follow while they were lived.
Drummond (2004) likened our narragwto reflective selections and organisations of life:

I n this sense the narrative captures | ess

prer efl ectively |lived can be fitted into a

reflective, narrativgrasp of a life with an account of the pedlective experience

that makes up that life prior to that experience being organised into a narrative (p.

119).

A neurological perspective that White (20
Agmporal functioning bindrefgbecpi ve)experaeg
as a continuously existing being, the foundation on which the narrative self is built:

The present moment is of é brief duration
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perceptual processes that bind together events occurring at different times, on a time
scale of milliseconds, into a coherent and integrated temporal representation. These
processes include temporal integration, as in perception of biological motion,
synclronisation, and change detection. These processes [are] responsible for temporal

integration and coherence in inner mental life, such as mental imagery (p. 1).

This explanation of how events (or experiences) integrate in the brain to give a sense
ofacon i nuous Al 0 Iis perhaps a way to denote my
not contradict my belief that | econstruct the meanings of my experiences with others.

Horowitz (2012) in his research into sélentity theory, claims that our differeaexperiences

of self arise from our organisation of the generalisations we make for inconsistent schemas
that we hold about our multiple selves and determines the identity of a person. | openly bring
my self to this inquiry with a desire to find ways &arganise my thinking, and to not only
connect with and express the stories of parts of my life, but also to connect them with what is

not yet narrated that reside in pedlective experience.

Along with my orientation to the ontological and axiologjigadencies of the
participatory paradigm, | want to make transparent that | have a sense that ti@oel i3 a
experience this God as a relational being ra
planned for us from which we should not stray. | pee&od as a participator in our
experience of livingwhoecor eat es t he meanings of things w
This is an intersubjective experience of a life force bigger than myself that sustains me in my
living. To summarise my worldview,participate in it with my own individual identity, with
values that | hold and am capable ofagerating and participating with others, including

animals, plants and all sentient beings, and also with a creator who accompanies me in my
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guest to value,ourish and understamdyself and others.

Epistemological Concerns

To the Gods and Goddesses of Res e

Give us courage

To chall enge the privileged parac
To break the illusion of objecti
To carry |lightly the | oud weight

For weomgieng for poetry
Woven through dance
And drama performed with music
Let us | ook with both eyes open
At our unexamined subjectivities:s
Let us crack the categories of our
And find an epistemology of the s
Where wonder anwi pahasseasonnterplay
(Atkins, 60012, p

Before and since Atkins wrote this poetic plea, there has been much movement away
from the objectivity of the Aprivileged par a
forms found in artbased research asvay of knowing (Liamputtong & Rumbold, 2008;

Knowles & Cole, 2008; Harris, 2011; Holman Jones, Adams & Ellis, 2013; Leavy, 2018).
Duringmy 1989 posy r aduat e course in counselling psyc
do we think we knowo, andowwtdatwewi khowe do wi
felt my immediate response to these questions as a visceral shift of energy in my body and a
flash of insight. It seemed that if we answered these questions we might take more

responsibility for how we thinkleout things and therefore how we behave. In this inquiry, |
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am using the arts as the vehicle through which to ask myself what | think | know about the
personal experiences | wish to understand. | specifically intend to focus on how | know these
things thraugh the vehicle of arts practice. CamaRmrges (2018, p. 89) described

epi stemology as the study of knowledge, whic
we know what we know?0 Part of the challenge

disaoveries as constructions of knowledge. To aid this exploration and construction of

meanings | will be drawing from Heronds (199
and Reason (1997, 2008) , and Seel eyseddnd Reas
the experiential presence of persons in the

In each transaction | make with objects, materials, memories and others with whom |
collaborate, and with myself in the action of both making and reflecting on whatniydo,
narrative and the Altar constructions may change at each successive telling or making. Heron
and Reason (1997) state that nApresentational
(p- 281) and I wish to make a distinction between experiential kndwongpast experience
becoming presentational knowing, and the experience of making representations of an
experience in the present. In other words, it is the act of symbolising that | see as another

form of experiencing and hope to explore in more depthiginquiry.

Seeley and Reason (2008, p. 28) have extended the focus on the four ways of

knowing to include the transitions in and ou
from experiential and then onwama@s omg ®r patoip
that presentational knowing is fivaluabl e in
experienti al grounding and propositional kno

the conversation that Liamputtong and Rumbold (2008) hadwhee y wr ot e t hat i
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academic research only samples experienti al

terms, in order to explain phenomenao (p. 2)
(6symbol i sedd) kno wientigl knaing in bxpreseiye foensisnt s ex p e
relatively underdevel oped in academic resear

order to find the content pertinent to the antecedents of my relational styles, also aims to
further explore what happensthe experiential process when making presentational

knowing available for others to see and understand.

| sought a way to acknowledge how the mixed voices from postmodern qualitative
research could support the construction of knowledge that | undeAsdkark (2008) wrote,
Aconceptual understandings are negotiated th
291) . I n this inquiry, Addimengonafgres) peifomance,des v
movement, music, poetry and responses frolaloorators within their intersubjective
resonance and dissonances with my ddtas data being my object collection phase and my

Altars, both in production and finished.

Eisner (2008) suggested that knowing is a multiple state of affairs, not aasingal|
and we need to know different things for different purposes. | wanted to know a number of
things about the roles I have lived into and the experience of caring for loved ones in distress.

| wanted to know how | coped and how | could put my leartongpod use, similar to the

aims of bringing about change in art therapy
Il nstitute, Lett stated, Aour work is about wu
looking for concepts that make life a worthwhelex per i ence. 0 Thi s i nquir

concepts dear and looks towards discovering propositional and practical knowing from the

actions arising from my experiences of my Altars. As Heron and Reason (2008) claimed,
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Askill s ar e need enhdyciiethest skils amradical perceptioh, hesng fally T
present, being imaginably open to experience, having the ability to bracket off habitual
conceptual frames, and trying out new frameworks to find new ways to enact present
situations. They also suggiehat a prior outcome may simply be a transformative one

involving behaviour change (2008, pp. 1¥67) for the researcher and/or the participants.

Art making as a Way of Knowing

Following on from my Introduction | flag here that my approach in this inquiry is
developed from the research and practice of Lett (1993, 1998, 2007, 2011), Betensky (1987,
1995), Allen (1995), Eisner (2008), Irwin (2008), McNiff (1998a, 1998b, 2004, Zmd,,

2013, 2014, 2018), Barone and Eisner (2012), Kossack (2012), Leavy (2018), Gamargo
Borges, (2018), Malchiodi (2018), Scotti and Chilton (2018), Gullion and Schafer (2018) and
Lapum (2018). Mine is a practidmmsed form of inquiry, and in one wayrhaxploring the

synergy between artzased research and therapeutic outcomes which are always emergent.
As Kossack ( ZdésédEnquityis at the ebartfofavhat we do asbated

therapists. It includes multiple ways of knowing, including etffee, sensory, creative,
observational and intuitional, as well as the use of experimentation, risk taking, discovery and

meaning making throughama ki ngo (2012, p. 22).

Whilst | began with an urge to make Altars, in retrospect | might have formalated
guestion as foll ows: Ahow do parents cope 1in
experience ment al health conditions?0 This ¢
others who were asking this same question for themselves, and the inquirystivhasts

based, would not have given me the fpstson data | was seeking. The emergent processes
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in making art to express personal materi al,
challenging. Two of the challenges | faced were a cortbatmy findings would be seen as

too subjective and that they would not be relevant to others.

Emergence in Arts I nquiry

The different methodological approaches in this inquiry align with my own relational
and multimodal ways of being, starting witkperience and developing a capacity to work
emergently in processes. What became obvious over the period of time | was immersed in the
making of the Altars, and subsequently when | embarked on the writing up of the research,
was that | was juggling variowsays of knowing throughout. In other words, this inquiry, in
its emergence, requires an alliance with the tenets of improvisation and a capacity to attend to
being in the moment and deal #dAwith the chall
Barane and Eisner (2012, p. 20) pointed out,-Beised approaches can open up new ways of
seeing psychosocial phenomena. While | am enamoured by being in the state of emergence, |
am also keen to find greater clarity of my relational experiences by beingmpew ways

of seeing things.

Lett (2011) regarded many of the ppsisitive and postmodern research paradigms as
procedures that assist inquiry into human meaning. The procedures or methods used
Aconstitute an i nt egr amoalogybutivéldedintoofdrmsioln qui r vy,
inquiry by the flow of all the el ements in i
intend to adopt steps as new understandings
or experienci ngsemseiexfplhow ttoor ygo ednto (Lett,

the reflexive processes of amaking and the writing of textual descriptions are what
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influences the analyses to be performed in order to come to meanings and knowledge

construction.

The art woks in this inquiry are thredimensional Altar assemblages made from
collected objects, artefacts, paint, fabric, wood, wire and other materials, as well as drawings,
photographs, poetic statements and the narrative of the inquiry. While the procedures tha
use are similar to those | use in my therapy practice, the lens through which | use them are
slightly different due to researching my own experience by myself. Thus, in the words of
Barone and Eisner (2008, p. 96), | am performing thisleadtshquiryn ot as fa quest
certaintyo but as an fenhannakingseekinganf per spec
aesthetic result that others will see as figo
appear amateurish. Rather, | see mynzaking as a wayotengage with others, to
communicate the meanings that emerge from the process of making art to make meaning,

and, as Leavy (2018, p. 591) describes, to f

Writing as a Way of Knowing

| felt the tension between writing an authertnd honest narrative and the fear of
being charged wi timdfud gremiceni i anrkd egel 2018,
the narrative included more than vignettes of my personal life, | found encouragers who
wrote of the ndi vesearsher makasgvhen mctudimgtthe personal & her
research (Day, 2002). Kincheloe (2005) also pointed to writing from the multiple voices we
can use from our lived experience to convey the complexity of our living in the world. By
taking confidence in thetandpoint of having differing voices or roles in this inquiry it

seemed i mportant for me to find an appropri a
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standpoint from which this story is written.

My position as the narrator of the research journey is asléteon and Black (2018,
p.3) suggested to fiwrite about the storyline
l'ife. The way | write is similar to Giorgio
write, | remember scenes, exchanged wordsedadlyes; a smile. | remember an event from
my perspective and in conversations with others, in flashes and in snippets, rarely in a
narrative continuumo (p. 406) . Memory is oft
stumbling into nds o(nPeotuhliansg, u2n0elxOp,e cpt.edd4 9) For
experience of seeing and holding the paraphernalia that | collected to make my Altars that
triggered my memories, evoking images of past events and offering me an opportunity to
make new memories. Freemah@ 1 5) put words to this: fdat th
from the past are triggered by sensations that are being experienced in the present,

remembrance manages to fuse the past with th

Worth (2008) suggested that storytelling is onewf primary forms of
communication with other people and fAnarrat.
order their experience in timeo (2008, p. 42
of reading, hearing and telling walbnstructed naatives develop discursive reasoning skills
which enable a more comprehensive understanding of the human experience. The narrative of
this inquiry is aimed at fostering in those
creatures with brains amdinds that are part of larger organisms called families, communities
and cultures é to understand a person, we ne
2014, p. xiii). On understanding oneself as a reader of stories, Cozolino (2002) stated that

A t pracess of listening to [or reading] stories brings together behaviour, affect, sensation,

35| Page



and conscious awareness in a way that maximizes the integration of a wide variety of neural

pat hwayso (p. 35), providing andsebrgflecoon.t uni t vy

To this end | sought a terminology that ¢
hold together the author of the vignettes of personal experience, the active inquirer using the
arts as vehicles of knowing, and the researcheretaliing on propositional knowing and
practical knowing. My autobiographical vignettes are similar to the works of auto
ethnographers who embed narratives of self in their research (Davis & Ellis, 2008, p.99;
Holman Jones, Adams & Ellis, 2013) requiring ilimgness to make oneself vulnerable and
open to criticism in the service of exploring definitions of personal reality, an inward gaze
towards the self, while maintaining the outward gaze towards cultural practices (Burgess,
2006; Davis & Ellis, 2008; Brgden, 2010; Tedlock, 2013; Holman Jones, Adams & Ellis,

2013; Cole & Knowles, 2008; Andrew, 2017).

Henderson and Bl ack ( 20-&x8@hangwegharing t hat t hr
conversingo (p. 260) we gain a sense of [|ife
once was painful as we | earn how to fAexcavat
p. 267). Having used multioiced and dialogical processes, hoping that my position as
narrator will instil confidence in the integrity of my research practice and findings. | want to
bring a transparency to my experience as both inquirer and resporsdet,cme who comes

to know the self within the process of research itself.

More Considerations for this I nquiry

Having established that my inquiry nestles under the participatory umbrella with an
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extended epistemology that includes experiential, presentational, propositional and practical
knowing, | include other methodological considerations that | think are pertinent to
understanding the methods | used in my-ertisinquiry in Chapter 3. My intgion is to

combine the notion of the embodied nature of anladsnquiry with my intersubjective
engagement with art materials and collaborators. | think also important is to point out that my
memories, being part of my embodied experience, forgedntny ito and throughout this
inquiry. Using my memories challenged my awareness of when to bracket in and bracket out
what | was coming to know. Reflection and critical reflexivity became critical activities that
led to me being able to articulate my fimgs. Finally, | briefly introduce phenomenology as

a methodological framework that influences the methods | used as tools and techniques that

afforded me a way to analyse my data.

Intersubjective Experience with Art Materials

Collecting items and objésin preparation for creating the Altars began my ongoing
intersubjective relationship with the objects, artefacts, paraphernalia and materials that would
eventually become incorporated into my Altars. This relationship developed by my internal
cues thafluctuated according to my moods and my handling of them as | projected meanings

into them.

In order to expand the meanings that my objects already hold for me, | aim to make
new combinations with them as they are incorporated on the Altars with thedntef
creating personal metaphors. Metaphors have been important to psychotherapy, counselling
and art therapy as a way to define complex concepts in which something concrete is projected

onto something abstract (Jung, 1959). Gerber and Myeffsnan (218) directly relate the
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interpretation and representation of knowl ed
|l ead to discovery é [which] allows for the s
illusive, invisible, partially or not fully ka wn phenomena that are inex
595). Just as McNiff (2004) explained in his
memories, and they were charged with energy as people spoke about them and the roles they

pl ayed i n(p.t3®)eSimilarly, MoN#f §£1898b) invites us to ask ourselves to
consider fiwhat the object says aXouwmy itself,
intention in this inquiry is to engage with objects as artefacts with the hope of evoking

memores of parts of my experience. This speaks of my entanglement with the material and

nortmaterial worlds of present past and future timeddr prefaceBar ad (2007) wr i |

be entangled is not simply to beepatatewined
entities, but tocloadlki ardi ke pe¢ et , Exelsft er
affair. Il ndi-xidautal sheior niont @ra&cti ons; rather

as part of t keilratd mtgaon.g12e0d 7i, ntpr.a i X

In gathering these objects to arrange and connect with otheaakimg materials on
my Altars, | was reminded of the processes involved in making collages. Scotti and Chiltern
(2018) offer an introduction to collage as a postdern philosophical pdasn when used as
amethodinatb ased research. They descexistbnee, col | age
juxtaposition, and integration of multiple e
(p. 361) as | anticipate my method of constructingsl will provide me. The use of
artefacts demonstrated in a study by Hanson (2018) allowed participants to point to or pick
up items when it was their turn to speak, using the items to explain, detail or amplify their
stories (p. 13). My hope is that objs of memorabilia and other artefacts from my life will

provide what Eisner (2008) <called fAevocative
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telling questions and for fruitful di scussi o

Intersubjective Experience with Peers

| hoped that my collaborations with others in the first phase of my inquiry and during
the construction of my Altars would add a level of trustworthiness through the
intersubjectivity they provided. Intersubjectivity is the complexity of the felt senbéveihd
betweentheco esear chers and from this the Awitnes:
(2011) describes as an intersubjective respo
intersubjective response lies between therpfiective and theanscious awareness of
emergent possibilitieso (p. 278).These for ms
artmaking, movement, gestures, selections of post cards, or anything that functions as a
response to the researcher in her quest to furtmendpgiry. These forms come from a sense
of resonance that arises in the interaction between participants. Some such responses are
reflective and considered, whilst others are spontaneous and intuitive. This kind of
collaboration creates opportunities &pressing complex inner feelings as we search for

meaning, and can also allow us to challenge, confront or empathise with others.

Collaborative dialogues with others were important in aiding my journey towards
understanding the content of my stories and influenced how | wrote about them. Beirg a self
study, | also needed collaboration with others to ground me, challenge my pescaption
provide companionship in the gathering and processing of my data. Heron and Reason (1997)
claimed that what presents itself at any one time is shaped perceptually by the experiential
knower. As Lett (2011) warned, staying attached to the idea #ildyis supposed to be a

certain way may mean we lay ourselves open to distortions thus my narrative has been
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informed by and includes the voices of colleagues and peers.

These collaborations assisted my reflections on the topics | wished to explore and
added to the reflexive nature of my research as | sought clarity. | became aware that
connection and understanding are the aims of collaborations such as this, and community is
built when this happens. | participated with others throughout the inquindpein monthly
supervisory dialogues in a small group over the first five years, and thereafter with my

supervisor Jean and my peer companion Jenni.

Gathering Memories

The access point to my immersion into my relational experiences began with
memories but | cannot claim that my memories are accurate portrayals of what happened
between myself and others. Memory bias aside, my intention is to understand more about
myself in my relational experiences dyespite
is only one of many, a particular point of v
of [similar] relationships, events and topics would take a different course. Even when | write
about others, | cannot speak for others. | can only speakyos e | f 6 (p. 41). As
(2015) wrote, fAmemories can be accurate, but
are always a mix of factual traces of sensory information overlaid with emotions, mingled

with interpretation and filled with ourowncang ous and subconscious i n

Remembering is a complex phenomenon, often unreliable, and is located in cognitive,
body and emotiorcentred areas in the brain, explicit, implicit, semantic, episodic,

declarative, autobiographical and prdaeal (Siegel, 1999, 2001, 2012; Rothschild, 2000;
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Stern, 2004; Franklin, 2012; MeMadrona & Maiguy, 2015; Freeman, 2015; Cotter, 2017,
Henderson & Black, 2018; Badenoch, 2018; Winkler, 2018). Only several decades ago
Amemory was onl yt ¢ hma@ grme morfy aandl wmgn memory
forgettingo (Rothschild, 2000, p. 27). Now w
neuroscience that offers a language which extends our knowledge of memory and the
understanding of the differences betweeniei@nd implicit memory. We now know that

our body and emotional memories (implicit/en
limbic system (the primitive brain) and that this area is not directly connected to the language

centres in the brain (ekpit memory)- (Rothschild, 2000Siegel,2012;Badenoch, 2018).

Siegel (2012, p. 73) referred to implicit memories as the first layer of memory holding
our emotions, perceptions, actions and body sensations, from which we create mental models

that shape ougxpectations about the way the world works. Badenoch (2018) claimed that

Ai mplicit memory encodes without us needing
explicit memory requires conscious atheenti on
whole of | ife and harnesses the brainds capa

brain summarises and combines similar events into one prototypical representation known as

a schemao [this is how we] fcon(Siegel,R2€@l?, p.ment al
150). On the other hand, AdAexplicit encoding
integrate el ements of an experience into fac

In this inquiry | will be dealing with implicit maories that my neural system has
already encoded, generalising my experiences, therefore seeming to validate my perceptions
and beliefs of past experience however, | anticipate wayssimng my past experiences.

The locations in the brain prominent inderstanding and producing story have been
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pinpointed as neural substrates of narrative processes-Wehbna & Mainguy, 2015, Pp.
235-256).These locations include the medial prefrontal cortex, the lateral prefrontal cortex,
the temporeparietal regionthe anterior temporal region including temporal poles and the
posterior cortex. Explicit memory of information over relatively long periods, activates
fictional imagery, maintains complex information from all sensory modalities, and involve
autobiographial memory via the amygdala, insula, superior temporal cortex and inferior
prefrontal gyrus as part of an emotional circuit (Metaidrona & Mainguy, 2015, pp. 235

241). Memory is narrative and our memories of important people in our lives are laid down

ass ories. We might forget who first told wus
on to some memories of happenings, and assun
(2015, p. 108). Freeman (2015) claimed:
Wehaveé no accudaséi wgwishing which of our
happened i metchad Il wayhemwvaend which are addec
original IWe hepgpensad.uct what we think hapj

mi nds contain and c opnesotprluec twoéu | ndo shta vree at soo n

recall could not be trusted (p. 136).

When memories materialise in art form they are removed from their original
appearance and become something different. They are thereforepneseatations, but in
present timexperience become something new or different. The challenge for me in
beginning an inquiry that relied on my memories was to also find a way to suspend my
attachment to previous memories in order to come to the activity of making my Altars in
present timexperience, as if for the very first time. | am hoping to offer a different or more
nuanced present time understanding ofsalj as daughter, mother and carer. This approach

of suspending what we think we already know comes from the philosophical work of
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Edmund Husserl, translated and added to by Giorgi (1994, 1997, and 2009), Betensky (1987),
Valle et al,(1989), Spinelli (1989), Moustakas (1994) and Willis (2001). Husserl devised
techniques such as epoche or bracketing to set aside prejudices asd béliefn or der t o
clear view of the phenomenono -HirSh, 20i®.IThisi , 198
was going to be challenging for me, as my subjective experience of memories from the

distant past, recent past and present were under intastigaattempt to suspend what |

think | already know, from my memories of past stories told to me and the narratives | have
constructed of them and rely on my sensate experiences in present time in order to track how
experience in my body may materializen t he art forms The procedu
and out, relies on making choices (Lett, 2011, p. 268). When collecting objects and materials

to create the Altars | firstly stay in a pro
i no, tnoydialogaeb Wite them, but in order to come to making of the Altars which

occurred sometime after the collection | adopt an attitude of starting afresh.

Reflection and Reflexivity

Reflection and reflexivity were part of my methodological approach. Reflection
usually reflects on action already performed that might lead to insight about something not
noticed at the time, perhaps pinpointing details that were missed. Reflexivityisfialblang
strategies to question our thought processes and assumptions. It is closely aligned with
critical reflection, which asks us to stand back and examine our thinking by asking questions.
Lett (2011) though explains that a great deal of our expEnigrappens outside of cognition
or reflection (2011, p . 283) . However Bolten
an ongoing constituent of practice, not a te

Refl ecti on pr ovi diegsousirtatre operg and fseame apprapriate and g t h
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searching questionso (p. 3 ) p-dapth copseleratiant a s k e
of events or situations outside of oneself a
focuso, (Bol1d®enp. 13). As Bloom (2009) expl ai
is reflective; it takes one back on a journey of exploration among objects, people, places, and

events which makes up the ground of oneds be

Reflexivity in contrast to reflection, implies an ability to locate ourselves in situations
and ask what can be changed, critiqued, questioned and evaluated (Watts, 2019). Where
reflective analysis is an activity of creating order, making connectionsarsdructing
meanings in a retrospective way, reflexivity is an attitude of attending systematically to the
context of knowledge construction at every step of the research process, questioning to
highlight subjective, multiple and constructed realities taneikpose contradictions,
dilemmas and possibilities (Hardy & Palmer, 1999). Making Altars as inquiry, stopping to
reflect on them and then returning back to another cycle of inquiry as | made them brought

about a larger landscape of understanding tleel laxperience under investigation.

There are a number of ways that reflexivity has been used in qualitative research
(Finlay & Gough, 2003; Doane, 2003; Finlay, 2003; Fook & Askeland, 2007; Srivastava &
Hopwood, 2009; Ryan & Walsh, 2018; Watts, 2018 contrast to reflection, reflexivity, as
a stance of the researcher, involves a more dynamic and continuing awareness of self in
context (Doane, 2003). Reflexivity seems to help the researcher move away from
introspection towards critical realism (Finl&Q03). In my experience of introspection when
handling objects and making the Altars, multiple viewpoints, convergent and dissonant,

created new possibilities for me as storyteller, artist, improviser and researcher (Rowe, 2003).
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| will use several appexhes to reflexivity in this inquiry. Firstly, being present in the
here and now when making the Altars (Doane, 2003); as a tool for the analysis of multiple
viewpoints (Smith, 2003); as a way to write from the inside out and the outside in (Rowe,
2003); & a storyteller (Harper, 2003); and finally as a research tool to audit the research
process through introspection, intersubjective reflection and mutual collaboration with peers

(Finlay, 2003).

Phenomenology as a Methodological Framework

Mine is a mixednethod and | am drawn to use procedures associated with
phenomenology which has its roots in the philosophies of Husserl and Heideger as translated
by Moustakas (1994), Betensky (1995), Giorgi (1997), Spinelli (1989, 2002), Lett (2011),
EddlesHirsch (205), and Englander (2016). Neubaeeéal,(2019) explain phenomenology
by reviewing the key philosophical and methodological differences between two major
approaches to phenomenoldgtranscendental and hermenelitio understand the
ontological and epise mo | ogi c al assumptions underpinning
successfully conducting phenomenological research particularly attending to health
professionals studying an individuals |lived

inquiry | find myself drawn to the hermeneutic stream of phenomenology that seeks to

Aunderstand the deeper | ayers of human exper
awareness and how the indivi dwudldctivedy | i f ewor | d
exper ences it influences this e8perienceo ( By

As mentioned | did not explicitly choose my methods prior to embarking on the

gathering of my data, as | had done in a previous thesis (Hill, 1997) as my methods emerged
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in organicways described in detail in Chapters 4, 5, 6, and 7. My approach generally was to
6dod phenomenol ogy fAdirectly on thingso as Vv
Through the fiattentive practice of thoughtfu
emerged in the experience of making Altars f
experienceso (p. 38). van Manan and van Mana
directly on the phenomena and thinmgiged requir
awareness to Athe things of the world as we
attitude consists of a certain way of seeing
(essential) and inceptual insights into the phenomena and eventsofew i st ent i al [
(p. 1072). It was this kind of attitude that kept me in the flow of researching through the

vehicle of arimaking that enabled insights into my lived experience of making the Altars.

With this attitude of thoughtfulness, | modifisdme of the phenomenological research

methods for my own use and these are outlined in the following methods chapter 3.
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CHAPTER 3

Met hods

Preamble

In this chapter, | present my account of the methods and procedures | used when
creating my Altars and analysing the texts arising from thidedtsquiry. My primary
approach in this inquiry uses arts as a way to represent and express my experiefroes an
there to create Anew understandings of proce

responsiveness, and ethical di mensions of in

Arts-based research is not, claim Barone & Eisner (2012), about proviwgrangut
rather asking better questions. Ridedtb or e and Si egesmund (2012)
datao, fAhow are t hey -basedinquisyardisightfdpiedeofi how i s
research that expands our knowdmeflogher@aing( p. 10
images and texts that generated knowledge as | worked with my materials and experimented
with alternative shapes of representation and ways of sensing and getting to the inside of
thingsi all part of the evolving construction of quative knowing (Cole & Knowles, 2008).
In ordinary language | search for significant words, images and feelings with a reflexive
attitude so as to arrive at approximations of meaning (Lett, 2011, p. 14) that may or may not

result in discrete themes or top but could be somehow important in this inquiry.

In this chapter | will firstly describe the research setting and the roles of my
collaborators and emesearchers, followed by two examples of intersubjective dialogues. |
will then describe in detaihe procedures in | used in the process efraaking in as well as

the methods | used to analyse the texts in this inquiry.
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The Research Settings

The inquiry was conducted in several different places over time: four of my homes,
three MIECAT studios, Jeni Harrisdé art therapy studio, an
Melbourne. The studio space where | brought together my collections to finish the Altars was
situated on Mount Dandenong, east of Melbourne. The locations in which | produced the
written repreentations of the cycles of my inquiry and the analyses of the texts were also
numerous including homes mentioned and ot her
Island and Aireys Inlet, Victoria. A convent in Cheltenham (south of Melbourne) and a
monastery in Lysterfield, Victoria, near where | lived, were the places in which I could really
concentrate on my analysis and writing. These environments supported, held and oriented me

towards my research aims providing me a sense of internal stability.

Collaborations

In this chapter | include more detail about the roles of my collaborators to

demonstrate how their participation became part of the methodology.

Supervisory Collaborators.

My principal research supervisor, Jean Rumbold, guided and companioned me
throughout the long period of this inquiry. Jan Allen, took on the primary role as time
progressed spending considerable time on her photographed responses to my work in the
studoamd in ongoing supervisory sessions. Jeane
many years of this inquiry, some sent whilst travelling overseas, helped facilitate my self

dialogue and always provided me with insights into the content and procegsrafuiny.
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Jenni Harris is my friend, and one of mymesearchers. We met regularly in small group

supervision sessions over a fiyear period and have continued to do so beyond her own
submission of her doctoral t heeesyossarest8ckat t ol d
any time of day and nighto, which | have don

underpins this work.

Collaborators in the Studio.

Edwina Entwistle and Kerry Kaskamanidis accompanied me in collaborative
dialogues for many haos when | was creating the Altars to my childhood and the
underworld. Although their styles of being in the world are very different, their
intersubjective collaborations with me during my construction of the Altars were invaluable
in helping me ceconstrict meanings and facilitated significant insights. These are recorded
in the following chapters. Bronwyn Checkley, who allowed me the use of the studio on the
mountain, gave warmth and cheer, a listening ear, compassion and companionship on many
levels, induding hot bowls of soup in winter, flowers in the spring, and cups of tea,
sometimes late into the night. Various other peers and friends also visited the studio space
when the Altars were under construction and some of their responses are included in the
research. My adult children helped with making representations for the some of the Altars,
including the Altar to my experience of motherhood. When the Altars were completed, | had
three viewings in the studio to which I invited family, friends and cgliea. Some of these
people, along with other colleagues in large group supervision and colloquium groups,
provided me with intersubjective responses to the emerging content of my inquiry. | made
selections of these (within chapters four, five, six andrgeteehighlight my emergent

meanings.
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Arts Making as Collaboratiori Dialogue with Objects.

A period of collecting and handling objects, artefacts, memorabilia and materials
extended my reflections on my relationships with primary and intimate offtevagh the
objects are not the data, they become part of the data when they are either dialogued with
(giving rise to text) or assembled together to form nepvesentations of experience which
are then described i n t heofcoleqging diabdguisgandar r at i v

creating presentations in small multimodal assemblages is described in full in chapter four.

The foll owing example of a di amegwae dwitthhke anre ¢
mi ncer (a 1950sMMoi:tchen utensil) as 0
Me: Al heard you calling me from the back

that you would be here. Oh, meat mincer, | remember you, how you were fixed to the
kitchen table with the green laminated top a day or two after Sunday roast. The body
of you so heavy my chubby hands could hardly hold you. But | could undo the two
smaller nuts after Mum unscrewed the larger one which held you upright on the table
ledge. | unscrew the inside spiral section now and remember the pleasure of sucking
the residubmeat out of the indentations. | love the hold of you now, with my grown

up hands, twisting and turning each part of you around as | look and feel the
heaviness and coldness of you. | have an urge to raise you to my nose to smell you.

Whatdoyouwantts ay t o me now?o

MM: Al was engineered in England, | come
Me: fAYes, and do you remember me in my <ch
MM: AOh yes, |l do. What a delightful <chi
loved the simple things of ordinary I|ife, t
Me: AYou noticed that, how?0o

MM: AThe way you held me, the way you wer
respected me. 0

Me: #fAYes, things were si mpl eustedHheethren,l She w
felt secure, and all was wel |, back then.
MM: AYou are weeping now, |l see, I hear . o
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[Time passes]

Me: fANow | et me show you how | can put yo
construction as | remember the whole process: settingiyoputting in the cutip

chunks of cold | amb, turning the handl e a
competence in making the rissoles. Then me undoing you from the table and sucking

the leftover meat scraps, then putting you on the kitchen sinkasining. And

looking forward to the next time we would meet, as if there was no choice for when

t hat would be, knowing that adults were t
MM: AAnd back then, that was good; that w
Me: fAYes, ackthenwlask youenmeat mihcer, for holding those

memories for me.

MM : AfYoudre wel come. O

Reflection on DialogueThis dialogue revealed a number of things to me. By
experiencing the projection of myself ortkee meat mincer, | found that neynbodied
memories revealed the actions and sensations that had evoked feelings of security. In
turn, these memories brought about a great sense of a time when all was well in my
life, a time when my mother provided me with an environment where even the

simplest things brought happiness to both of us.

In a way, this activity of gathering became a warm up or rehearsal period before the
Altars were constructed. This phase included dialogues with objects, art materials and peers
in monthly supervisions. McNiff1998) wrote of theintract i on/ ent angl ement
playing with art materials and expressive possibilities, the most fundamental advice is,
6wi thhold your desi ITeesneat mincer,avhen pamtecegsldand ( p. 11
placed on the childhood Adt, added a perspective of stability to an installation that had

gathered unexpected meanings of instability.
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A Dialogue with a Collaborator.

Throughout the inquiry period my peers became my collaborators, supporting me with
their intersubjectiveesponses in small and large group meetings. My collaborators, such as
Edwina and Kerry, were formal aesearchers who engaged in dialogues with me, while
others became witnesses to my making of Altars at various stages of their construction,
sometimes guporting me with intersubjective responses (ISRs). | either filmed, audio taped
or wrote my reflections on their input. This is an example of a dialogue with one of my
formal coresearchers, Edwina. The setting is the first stage of the construction of the

childhood Altar. | had been threading kitchen utensils to aopagd in a symmetrical

fashion:
Edwi na: AWhat are you thinking?o
Me: HAAbout right and wrong. Il 6m thinking

aesthetically pleasing, and suddenly the widda of it being symmetrical is not

wor king for me. o

Edwi na: AHow does that feel ?0

Me: HAAh, it feels interestingarr,ibels | donod

challenging and a bit quirky. | think we have to go in another diredfsacticing

moving the wooden spoon from vertical to
my mind; gathering some more gold ribbon and scissétstim, | 6 m not sur e
Suddenly, |1 am not sure.o

Edwina: dAaTell me moirwbatdoésdatfedl | ket | heseldieny os
Me: Al &m a bit shivery and shaky, actuall
Edwina: fAThat makes it sound much harder
Me: fAHMM, yes, very much so. )

Reflection on dialogue As | write now, | remember how hungry | used to be on
arriving home from school and how | could have eaten two slices of bread if | did not

consider others and what they might want or need.
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Procedures Used in the Process of Ad¥laking

Before presenting my methods used in the analysis of my written texts, which brought
me approximations of meanings and allowed me to identify of some of the patterns in my
relational experiences of loving and suffering, | thought it important ®eptehe procedures
| used in the process of making my Altars. These practical procedures are derived from
several sources including the MIECAT forms of inquiry (Lett, 2011) and the research and
writing of art therapists such as McNiff (1998a, 1998b, 2@04,1, 2013) and Allen (1995,

2005), and influenced by phenomenology. Imaginative possibilities became important (Lett,
2011, p.277) as well as being fully present to how | was interacting with tools and materials,
attending to my body felt sense, horizlisiag, bracketing and being descriptive (Betensky,

1987, 1995; Spinelli, 1989, 2002; Moustakas, 1990; Giorgi, 1994, 2009).

In summary, the following actions describe my process of generating the Altar data:

1 Clustering objects, memorabilia, materials ¢edules into groupings in preparation for
each experience | wished to represent, as a way to orient myself towards how to begin
the process of making the Altars.

1 Engagement with the possibilities of how materials might be incorporated into each
Altar. Forexample, when working with the bridal Altar, considering how these
collected item§ wire, netting, perspex legs, and a medallion made of wood with a
painted imagé could be assembled. The engagement required predbérnmg to
match my imagination witkhe practicality of how the materials could be connected.

1 Reexperience of past experiences through the assemblage of objects, memorabilia
and arts and crafts materials on and under tables to tell my stories. For example, in

using the kitchen utensils apthcing them on a peg board, with Edwina as witness
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and inquirer into my experience, Had some stories of my early relationship with

my mother.

Using imagination to keep me in an integrated flow and following hunches as they
arose. For example, ingaing and affixing all of the materials and objects | had

chosen to connect to the underworld Altar, new ideas about where and how to place
these arose and were incorporated as | trusted my intuition. This became a pattern for
many of the Altars.

Stayingwith each part of the experience in situ, which became a way to immerse
myself in the unfolding of how and when to continue and complete the making of
each Altar.

Engagement and +engagement in reflexive dialogues with others and the actions of
making, paticularly during the extended times | collaborated with Edwina and Kerry
when making both the childhood and underworld Altars, and when [ filmed myself
alone and looked at the actions of my body. | was surprised by how | handled even
ugly things in a geild way which seemed contradictory to how | felt emotionally.
Attending to the awareness of embodied, energetic and emotional experiencing during
the process, and documenting this. For example, before | began the underworld Altar,
| set up a camera to filmyself in action to document what | said and how | felt as |
constructed it.

| engaged in the process oflomking throughout the making of the Altars. During,
between and after construction, | either intentionally focused on what | had made or
noticed apects that captured my curiosity or surprised me out of the corner of my
eye.

Horizonalisingi giving equal value to all materials as containers of meaning. This

was an ongoing state of mind that | found easy to employ as | worked with the

4| Page



materials or stod back to look again at what | had done.
1 Recognising my patterns of being in the world in situ, within the processes of making
and solving problems. Staying focused and being able to find solutions in the arts

making process mirrored my approach to tgyia fix problems in my life.

Analysis of my Written and Spoken Texts

The texts for my analysis came from transcripts of video and audio tapes, process
notes (written descriptions of my actions and motivations iptbeess of making the
Altars), jounal entries, notes from small group supervisions and colloquium meetings,
intersubjective responses from@searchers and witnesses, summary statements, poetic
depictions, and the stories of making my Altars contained in the following four chdpters.
performed some analysis of the data just after the construction of the Altars to childhood and

the underworld, but made the final analysis of all data when all of the Altars were completed.

There were four films made (now edited down to 45 minutes in fotaid in
Appendix 1). The first one taken by Edwina at the beginning of the construction of the
childhood Altar, the second when | worked on the underworld Altar in my backyard on my
own, the third when | continued the construction of the underworld iltdae studio space |
acquired, on my own, and the fourth while working on my crying/healing Altar. | later
viewed each film twice. In the second viewing | produced the transcripts. The collaboration

with my coresearcher Kerry took a different form, bgpizudio taped and then transcribed.
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| use a coding system wittoloured felt pens to look for key words and statements in
my data (see Appendix 2) as other phenomenological researchers have (Cypress, 2018, p.
308). | considered each word and statemettt veispect to its significance to the description
of my experience (Moustakas, 1994, p. 122). | then either grouped them into creative clusters
or created a poetic response as a reduction to meanings that | was giEaawgtten texts
arising,andthé i ni shed art representations, precede:ct
new structures é or themeso that constitute
Schenstead (2012) refers to this proeess fbarstesd ref | exi vi t ygo whi ch
out main themes from raw data, creating levels of artwork in response, and synthesizing
everything togethetVi t hin t he narrative structure there
of words waiting to be transf0® p.8¥.dheartst o r ese
based processes yielded me a focus on the way in which understanding | chose three main
topics to become my foclisattachment/relational experience, caregiving/burden and an

exploration into what happens in the process efraking.

To describe the variations of the phenomenological analyses | utilised in this part of
my inquiry | drew from the writings of van Manen (1984, 1990, 2007, 2014); Giorgi (1997);
Spinelli (1998); Lett (2011); Eddldsirsch (2015); Englander (26); Cypress (2018);

Neubauer et a(2019); and, van Manen & van Manen (2021).

In summary they are:

1). Reading through all of the texts in each section, of each chapter, | considered the
significance of words and statements that described aspects of my experiences, a method
first proposed by Giorgi (1975, 1994, 1997, 2009, and 2017). By staying with whateve

came into my awareness when reading through the texts, | searched for units of meaning.
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| chose key words, images and phrases which seemed significant based on my felt
sensing, intuition, thinking, emotions and sense of rightness. | then clusterekiehese

words and phrases and gave each cluster a provisional title:

Example:Cluster One: experiencing in the bo{yhapter 5):

bodily felt sense
| do it by how it feels
satisfying to thread
| have enacted that
shivery and shaky
strength of the body
felt seng of wanting to hang on
walk the divide

2). Choices of which phrases to extend into approximations of meaning seemed to occur
when insight aligned with my felt sense and strong emotion. Approximations to meaning
(Lett, 2011, p.14) were written Bummary statements and sometimes as poetic
responses. Example:
Summary statement from reflection on making my father (Chapter 5):
In recreating memories of my experiences of Dad on his ladder was felt as a
dynamic process. Heightened awareness of ematiothdodily sensations
seemed to lead swiftly to insights in a ffe®ving way. It was as if time
sl owed down as | experienced a heighte
perceiving, feeling, acting and coming to personal meanings.
Poeti ¢ sumntahrey rbeassoenda noth key words, i mages
of making the adolescent Altar (Chapter 5

Apprehensi on
unveiled the confusion
of not || iking
adol esccoemstt rruect i on.

57| Page



This time not irritated by orde
but perplexed by unknown
potentiparlocteyed ss hteent ati vel vy,

still trusted the process.
Uncertainty in coupling
napve in sexual expression
she held herself back
with no one else to trust.
Could she |l ose her mind
trapped in endless worry,
to protect the skinny gir!]l
ami dst her hope for | ove?
Confused placement,
The memorabilia of a ti me
of black versus white

and white versus bl ack.

No satisfaction

i n arrangements

except the squares
neatly planted on the tabl e.

3). sought textual depictions (Giermge,tdago97
explicate personal meanings and possibly r.
|l ight on things finot quite known yeto (Finl
Srivastava and Hopwood, 20009; Let2Q12,011; |
and Raj agopal anTeduraMlestriptiors nfforded né& iGsjght into how
the arts enable meanings and were written into the narrative of the inquiry (Chapters 4,
6 and 7). Textural descriptions are an integration, descriptively, afthgant
(relatively stable) constituents arising. For example, in Chapter 4:

To take the next arnaking steps | felt closer to gaining access to pre

reflective experience and body and emotional responses when using the arts

as representations of my exgences. These occurred when | engaged with the

heavy rock sensation in my rbddy area which resulted in the

representation as crumpled balls of newspaper covered with clay; also when
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hol ding the édheavy burdené sngmbol as |
intuitive moments when | saw what | on
items such as threading the memorabilia in the wire torso which was

connected to my family relationships. By recognising how much was taking

place in inner experience | felilas learning to trust the process of aldsl

inquiry as | followed hunches and feelings along the way through this phase.

4). Reflexivity was a feature of both the procedures | used when making the Altars, and
the analysis of thetextsFi nl ay,n e,0 02300 3D,oaHar per, 2003; R
2003; Fook & Gardner, 2007; Morl eyl,hi2s008,; /
action alignedirwiftlhe xlhetittds i(s2alhle) acknowl ed
presence in the exchange of experiencing, as distinct from being an observer or a listener
so as to intEmerreael é tiasfo(tiptae 12 &tpi)ectni,t i ve mech
a deepl yr oegndkdiysvr ¢ op sparking insight and d
(SrivastRefal,l e2OWO9Y)Yy al so became a tool for
that came up in my construction of Altars .
t hese mulotiinglse svwiidwpd and changed, affordi
inside out (Rowe, 2003) as | st obBxample t he
(Chapter 6):
Havingrlkedany di stressed about some dif
to makeraorbwdAl tar to represent t hem.
session paifdt imn @ oiitn gl toaifd,l | i n some ¢
noticed | am walking around and around, and around this underworld top, I'm
aware of not being frightenelf it €& Suddenly | | ove it

In later iterations of the continuation of the underwaddi@r | also experienced fear
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and anger. These multiple viewpoints were also subjected to critical reflection.

Critical refl ectmebo $tepabbhekged exyamihe
reactions, and motives. Doing so enabl ed
cycles to create meani ngs Fwloikc & [Gad dthnerpr
200Mor |l ey, 2008; Par s o0 % Rigdet®looyecke | , 2012; |

Siegesmund, 2012ac ki nt osh et al, 2017) .

5). Thematic and pattern identification came from grouping approximations to meaning,
someti mes presented in tables for clarity.
forms of personal representation are built around core ideas or themes, which fanction
their | ived experilalsohepe tdirfidithenatic,statpment2mich, 2 0 1
might be considered useful in professional fields, particularly in therapeutic arts practice
andresearch. searched for the potne mpteiralointay dfh eane
public topics. I tmadkk evdy fporo celsesmd mtag tsh e oa
in a strong way and progressing my inquiry.

attachment to my parents:

When | feel mys sfeaciulrien ga,t tla cbhenteonmbe an x i
When | have been faced with decisions
conflicting |loyalties, | Dbecome wunsure

6)f.n gathering approxi manyi ansnsesk smdani ng
congruence between experiential, presentational, propositional, and practical

knowing, which Lincoln and Guba (2000) cl
world in the service of human fl ourishing

under st anaogiemgepdnons from the multiple vi
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two topics to offer as propositional know
attachment, and the other, a personal vie
ot hers. Allongfsfiedre myhefsiendi ngs of the proc

arts research and therapy.

Ethical Considerations

This inquiry was undertaken to understand how | had coped with the stress in my life
when those | loved were in serious difficulties. | hogeat t might create a forum for
dialogue with others who had struggled similarly in these ways. | also saw this as an
opportunity to give voice to things in my life which were hidden. The greatest challenge in
taking this project on was balancing my wislb&transparent about my life with my desire
to do no harm to others. Thus, | have wrangled with trying to find a balance through the
ethical principles of truthfulness, autonomy, doing no harm-(nateficence), and doing

good (beneficence).

There is risk involved in revealing aspects of our personal lives in our research
making us vulnerable to exposure. This is a challenge for me in this inquiry as | live with the
tension that Ellis (2007) articulated of protecting the privacy of those lataut, including
myself, when | am using my own experiences to figure out my own life. Others, who have
used autoethnographic and reflexive models, have given examples of how to create personal
narratives which pay attention to the ethics of how to ptatelf and others by being
transparent about what they are doing in their research (Ellis & Bochner, 2000; Finlay &
Gough, 2003; Doane, 2003; Smith, 2003; Harper, 2003; Poulos, 2010; Brogden, 2010; Ellis

& Rawicki, 2013; Andrew, 2017).
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In my context as eesearcher using visual materials, techniques and methodologies, |
mi ght find myself fientangled in issues of po
neither my father nor mother gave specific consent around the details of my descriptions of
them, nor other family members who could take umbrage to what | have written about them.
Il n my inquiry | have direct responsibility t
close relationship and so thaavesbeedrerefd a
this text and have seen the pages which refe
were very il/l during thei rt htrweeantteine sn ga ncdi recaurm:
to their mental hebhavé dedi dddi coi onhoi espksi
threatening circumstances in any detail to p
many hundreds of thousands of families who h
familiar wiltsh tllatemerriggghnic ycadnd i ntensive car
police stations and court houses, and respon
ti mes. Fortunately, my unwel | of fspring are

t hotugwoul d be i mpossi bl e.

Al sslo,do not mention my offspring by name I
one family occasion my children did suggest
down that path, but amidst gales of tlhmeught er
i dea. | acknowledge, though, that in their o
mention various mental health and traumatic

protected compbatvel per My seshiolhdtréancoeusgsh.out t he
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| acknowledge that my parents, who have both died, cannot now read and consent to
what I have written about t hem. As EIllis (20
that ol (lpel B3¢ve my father, who flr chma vcecea mcenre,d wva
be both pleased with and forgiving of what I
herself participated in parts of the represe
died in 2013. She paetiowhaekpeengpaoagyedofebes
when she viewed the partially completed chil
away in 2013 before | could get her consent
sister verify dhtathe onepmed dretratvi @eweof my exp

chil dhood. My sister signed a consent form i

| chose to make transparent some personal

mot her, but | do not diowshgesawytteparktsaseabo
want to mention that | had invaluable suppor
di agnosed with schizophreni a. My first husba

mention of hawirdng.hdddond@& delrer gy ve hi s approv

engagement and wedding cards in one of the A
ongoing family events. |l have not divulged a
l earning about i nyifmadwes rlkedsatbhoears hompsmyysj onur

through c¢close relationships with parents and
others as participants in my inquiry who gen
onemne Vvisitentobheystwodko. Some of these col

consent to use their names and their respons
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For me, relational ethics requires resear
acknowl edge our i nt ertpeaeke ornead p drmosidbsi Itiot yo tfhoerr

consequenceso I(redlludcded 2I00r7e ipn &t)hi cal consi

se¢dre and how to protect myself. I n part, t
authority bveeamyswotkat i n revealing my own
wel comeadepmi c di scourse (Hastings, 2010) as
about and responses to the matters that | ra
and stories as | transfer these into the pub
Tracey Emin experienced in her controversial

being misinterpreted by othemnys(as emeedenh
an interplay between design and what emerges
inquiry. Despite any fear of my exposure | ¢

same time aiming to do no harm to others.

Criteria for Evaluating This Study

Where positivist research is evaluated against criteria of validity and reliability (often
judged by replicability), artbased research seeks to establish trustworthiness in other ways.
Overall, I have sought to make $hstudy trustworthy, useful and transparent through my use
of peer researcher input and multiple layers and cycles of anafigsisever, although | make
my methods clear, it is not with any expectation that this study is replicable or that the inquiry
canbe repeated (even by myself) and yield the same outcomes. Lett (2007) pointed out that,
because the person doing the research may have changed during their inquiry or in the
passing of time, previous understandings and outcomes may have matured or gravis1. A

qualitative research is iterative rather than linear, it emerges in the back and forth movement
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between design and implementation, thus being transparent in a way that contributes to its
rigour. | have sought congruence between the formulationsooégures, literature reviewed,

data collection and analyses, and used reflexive processes to interpret, monitor and constantly
modify this research process to addatscown kind of rigour (Morse et a22002).l draw on

values that seek to emancipate, Bgaloing this | hope to provide freedom from fixed

restrictive ways of living (Morley, 2008).

Cole and Knowles (2008) have described a number of elements which they believe
need to be present for a work to be considered as trustworthy-tveagd reseah. They ask
for a commitment to a particular art form to be reflected in the creative research process, and
that the methodological integrity is evident in the relationship between the art forms and the
substance of the research text. | can only claah thhile 1 do not consider myself to be an
artist, my art forms as representations of experience are able to stand alongside the texts
which not only describe them but have been able to inform propositional knowing in the
service of potentially helping lo¢rs. | cannot judge if this is the case, though, until this
dissertation is made publichave trusted that the methodology | chose held me in a process
of engagement that relied on my common sense, degisaing, intuition, and a

responsiveness to timatural flow of events and experiences.

In reviewing my own work, my hope is that the approach and methods used here meet
criteria of honesty, emotional reliability and a sense of transformation from an old self to a
new one (Ellis & Bochner, 2000). Myreatest hope is that my inquiry may in some ways be
useful for a wider audience to use in their practice with women who struggle to understand

their own roles as relational beings.
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Richardson (2000) also offedithe following four criteria for evaluation, all of which

| believe | have met. | fAcan make a substant
l'ifeo; | only know my projectds fAartistic me
ot herse)] i®ave Iimy work is reflectively refl ex

field of knowledge, emotionally or intellectually, in ways that may move others to ask
guestions, write, try new research practices
criteria, and in some cases | think | must wait on others to assess aesthetic success or
professional impact, but | know | have worked to fulfil these criteria in evaluation of this

inquiry. What | think is important to state here, though, is that in ptiegedata from my

lived experience | am open about my standpoint and transparent about my position in this
artsbased inquiry in a way that | hope invite®e a deagagerent. In this meeting place we

come up against each other and may find, through €ifésr, our own boundaries, and see

our preferences become starker. Where there are points of connection, we may bend into each
other to find comfort or pleasure in shared stories, perhaps building a sense of community

and belonging.

Figure7. Altars alang a precipice.
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Pastel representation, Jenny Hill, 2005.

Near the end of the first year of my research | made this imhgg showsmall
Altars along the edges of the golden phtturns towards blue river A valley appears
with threatening cliffs between the goldentpahd the cascading river below, representing

my sense of the challenges @mnént in taking this inquiry on.

The following four chapters pick up tlséory of theinquiry journey withmy
desciptions ofwhat happened whanaking the AltarsThe data that comes from these four
chapters is then theorised hediscussion of myesearch findingswith the literaturein

chapter eight.
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CHAPTER 4

Emergent Knowing Via Dialogueswith Others and Art Materials

In this chapter, the focus is on the phase of gleaning and constructing small assemblages
and installations, both by myself and in presentations to small and large peer group setting
thatoccurred alongside the makingtbe Altars.Chapters 6, 7 and 8 give an account of the

processes and findings from the making of the Altars.

In preparation for the making of my large Altars, | developed the practice of presenting
small installations, or assemblages, using partsy collectiondor the Altars, to my peers at
monthly small group supervisions and two large group colloquiums (from 2005 to 2009). |
have come to recognize this as part of the inquiry itself, and not just preparation for it, and

here | select thosedhinform the major strands of my inquiry.

| took toour monthly small group supervision sessions collections from my gathered
artefacts and materials which represented my reflections on past experiences at that time.
These supervision sessionsrevéeld in various studios anodoms that acted as holding
places for our sharing. In the sessions | would present these articles in small installation
formats as assemblages and describe my emotions, thoughts and bodily felt sense of them.
My peers werenvited to respond to my presentations by choosing and using a range of

creative mediums.
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The Experience of Gleaning

The act of gathering together objects and materials to make primitive clusters of my
remembered experiences seemed similar to-plpseperiod such as Betensky (1987)
described, and became preparation for the later construction of the Altars. Brin¢gotedol
items together and placing them in configurations which held some relationship to each other
became a practice that connected me to old memories and new ideas about my relationship to

my past and present.

During the early phases of collewi objects and rehearsing the creation ofAttars |
was given a postcard of t he Milei(18%7)depctedi The Gl
three women out in the fields after the wheat has been harvested. The women collect the
leftovers to take hme and grind into flour to make into loaves of brdadesponding to this
postcard | felt | had come to a place within myself where 1 felt broken, wounded, sad, tired,
and left over. | felt | needed to be picked up and gathered together. In this ptiese of
inquiry | became immersed in a process of deep engagement with the objects and

paraphernalia | was choosing and being offered.

Alongside these responses offered to me | became acutely aware of the materials and

tools | chose to usélafeli (2011) askdt he questi on, Ahow do mater.
and what do they have to say?0 (p. 25). One
below.
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Figure8. Wire Torso found object

| remember walking into a secot@nd shop in Fitzroy not long after my pilgrimage
overseas in search of tBéack MadonnaMy eyes scanned the many old pieces of furniture
and bricabrac on display and a wire torso caught my eye. In those moments inigpbk
became aware that it was brelests, and | imagined some possibilities of how to transform
the torso into a female forrithe wire was strong and shiny, it was formed into neat
rectangular shapes that appealed to me. Even without a head or aegsibséemed bold. |

liked it very much and felt excited about how and where | would use it.

Following this discovery | found myself searching for, and often found by, objects in all
sorts of places while | was on holidays, just walking througtshopping centre, or past a
hard rubbish collection. Discovering a kitchen table exactly the type and colour of the table in
my family kitchen when | was a child immediately brought back memories of my mother
teaching me how to use a maincer. After ths | went looking to find a meatincer,

having no idea that there were so many makes and models from the 1950s. My body
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memories, activated through sight and touch, convinced me that | found the right one

amongst the many at the back of a huge sebamdland antique pavilion.

Figure9. Meatmincer,and other utensilsirca 1950,found objecs.

The collecting of kitchen items and items
into my reflections on my childhood. For example, geaderspecific differences between
mother and father become more obvious to me, as the placement of the objects below depict.
By reflecting in these ways, | started to get a sense of how these items enhanced the security
and stability of my early childhabo, and t he gifts that ( Mumés)

gave me
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Figure10. D a dvwioskshopitems& a china pianogirca 1950 retrievedobjects.

As a child, | used to love handling and dusting the various objects on display in my
familyh o me . Each object hel d alssétravehonhsaorkstom f or
floor. | imaginel stories which | saw embedded in them, or just giving pleasure to hold them
and relate to them. | am now coming to see that the way in which | am cgldntise
objects and materials, is already providing revised meanings of some of the complexities

which | want to explore(Journal entry, 2005)

Early Collaborative Inquiry with Peers

The first colloquium with the whole group of my MIECAT professional doctoral peers
took place in September 2005. | presented four assemblages of objects that summarised

where | was up to at that stage in my inquiry.
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Figure 11. Presentation at Colloquiudigital photo, Jean Rumbold, 2005.

In previous small group conversations with Jenni, Ailish and Jean, we had discussed the
issues around virginal brides and the stressful impact of not acting on sexual desire until
marriage which was my experience. In Figutellam in the middle, Jenni is on my right
dressed in white as a bride to represent the virginal and good woman, and Ailish on my left is

dressed in black to represent hidden desires that women might supffiess @ judgement.

Beside Jenni is a representation of woman as sexual object made with the wire torso |
bought from Fitzroy, complete with black bra and black stockings on a pair of Perspex legs
lying on the floor in front of it. The second sin@ltar on the very left hand side agolden
cageholdingcutekewpie dollsand developing adolescents are trapped. They seek
perfectionism and are trapped by their expectations of how they should look. In the centre, on

the outside of the roof, a witeclkeminds them about growing old and ugly.
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Figurel2. Entrapmentwire cage, found objects, Hill, 2005

The third small assemblage (not shown here) had a small china bridal doll with a veil
representing woman as bride. Below her were two small wooden boxes, one a hope chest
which held keywords with hopef ul messages, a
related to disillusionment, shattered dreams and separation. The fourth small Altar (Figure
12), called fABroken doImyuwlearning af theermythdfr eams o, r

Ahappily ever aftero.
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Figure13. Broken dolls, broken dreani950s doll colletion, Jenny Hill, 2005.

| invited those present at the colloquium to respond in multimodal representations to the
presentation of these four Altars. They did so by writing poems, making something from the

keywords | had used, drawing or choosiigeats themselves.

| chose three examples of intersubjective responses (ISRs) to my presentation to show

here because | felt that they helped this research advance.

ISR 1:
Jan (my cesupervisor) placed a blue cloth on the floor with a bottle and a wine glass
upon it and presented thistome,askmmgn d & @@ hhi ng become an Al t at
somehow challenged me; | felt defensive. As | sat with that feeling I then got in touch with an
inner smile as | realised that | did indeed want to make Altars from marhiagg, any

things that would help exme and represent my experiences. | was certainly wanting to make

75| Page



Altars with ordinary materials rather than with the formalized sacred objects which are
usually consecrated within religious and some spiritual contexts. This thinking led me to a
clarity of purpose: to pay homage to my own life experiences in a personal and meaningful

way by using ordinary objects on Altars.

ISR 2:

As | spoke to the group about my small installations, various members jotted down key
words from what | said. One memberthe group wrote these keywords:
polarities between sekinowing dissolutiorreconstruction core of me suffering
loving-giving body rising above or beyond self sadre&ltar i mundane self &

others life giving choices

Here is the poetic siament that he made from his key words:

When | make myself an object
without choice, do
| give myself to suffering?
Is this a place of transformation?
Maybe.
Is this a place of dissolution?
Maybe.
Is this a sacred place?
Maybe.
Is this the Altar of thenundane?
Maybe.
Is this a place of loving and giving?
Maybe.
If I give myself to suffering
do | lose the core of me?
Maybe.
What sort of place is this Altar?
The giving of self into death?

Or the giving of self into life?

76| Page



The Altar may be the place within
Where the core of being resides
daily, momentarily
the place where the choices to be
are transformed, starkly
which define us.

How shall we make them?

This was another way to view objects drawn from tleasdthat Jan challenged me with.
This alsochallenged me in a shocking way on both an intellectual and bodily felt level. | first
felt shocked to think that I could collude in making myself an object by giving myself to
suffering, but then | saw the wiBwiithat Awithout
choice, then | do collude with my oveniffering? Butwith choice the experience of suffering
has a different quality | have agency. This in turn gave greater clarity to the question of
why | made Altars: | was choosing to inquire into lovargl suffering, not to complain about
loss or to traumatise myself or others, but to make sense of how we live with loving alongside

suffering, and to make sense of my life and the giving of myself to life.

ISR 3:

Another response came from Jean in the form of a small piece of fabric and paper. She had
found a long piece of crepe bandage in the art materials section in the room and rolled it up.

Sticking out from its centre was a message on a strip of blue paper.
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Figurel4. ISR:Length of crepe bandage rolled,up

blue paperdigital photo, JHill, 2005.

The words on the blue paper tucked into the bandage were:

ito bind ... ... t he wounds of ot her s?

This response alsthallenged me to reflect on my role as carer of loved ones in distress.
Was my caring for others, my loving of them, binding me, entrapping me, and restricting me?
What if | took the bandage and rolled it around myself? How loose or tight? It pointed me to
a conflict of loving oneself with loving the other; the question of how to do both without

losing oneself.

| reviewed what was raised for me by these three intersubjective responses and all the

others received that day and then created a sumnaaeyrent:
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It seems to me | need to ask a number of things of myself. Have | made an 'object’ of
myself? Have | lost sight of the core of me? Is my loving you, me trying to love me?
Whose wounds take precedence, yours, or mine? How can shattered dredens enab
the fragments of myself to come together, to fly free and live into my loving from a

different perspectivedgurnal,Oct 2005)

Recognition of Feelings of Sadness

The next month | arrived at our small group session with Jean, Jenni anddelisly
somewhat empty. The following journal entry summarises what happened when it was my
turn to share:

| had nothing to present to my supervision group that day, other than a feeling of

sadness. | felt | could risk being open and honest when asked inas with my

inquiry, and the only words | could say was that | was sad. The inquiry continued:

AWhere do you feel this?06 It was felt in
does it | ook/ feel l i ke?0 | dsdleworstdfed it a
it?0 | began to cry. 1t felt |Iike cracks
began sobbing. As |1 did I felt the &érock
need to do?0 This question tlsponékbiggee i nt o a

than the other and a glass, and a jug of water. | put the smaller bowl into the larger,
then placed the glass into the smaller bowl on top. They were arranged as a tier of
receptors. | picked up the jug of water and | began to pour thishatglass which

when filled cascaded into the smaller bowl and likewise cascaded into the larger bowl.
At the exact same time as | was doing this it began to rain outside. At first the rain
sounded gentle on the tin roof above us, then it got loudemi&kingly it became
extremelyloud, moreso than we had heard rain fall for quite some time. Itweag

loud. As it reached crescendo it was as if the whole world was crying inside of me.
(Journal, October, 2005)
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The four of us discussed the shaesgerience of this rain event and how it had come on
as if timed to match the weeping event indoors. We wondered whether this was an eco
transformative moment such as NeviB®08 might be interested in. Hesksif we might

find At he cornldd tproonj eocft eechei mtoo t he behaviour

Exploring the Experience of Sadness

Several weeks later, while at home alone, it seemed important to reflect on those
moments when | had cried in front of my small group of peers. | suddenly felt a momentary
pain in my torso, not physical, but emotional. Immediately after experiencingettsateon |
spontaneously reached out to some old newspapers that were nearby. | grabbed a sheet and
rolled it up roughly with my hands to make a crumpled ball. | felt this to be an expression of
the pain of the breakdown of one of my significant relatigpssH grabbed another sheet, and
another, and another. There were five in total, each roughly rolled up and squashed in my
hands with force, and each representing a significant relationship which was lost or at risk of

being lost.

| turned on my voiceacorder as | worked, and | hasteosen four sections that held the most

impact from the transcript to show here.

Five crumpled masses of newspaper and 1|1 0v
these five crumpled masses into one big one, with the stritigasthere are six
sections of string holding five crumpl ed
there is one long string suspended above to immerse them all into something which

will represent tears.
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| found a blue bucket and mixed a tube of kdgeylic paint into it. | then went outdoors with

the entwined mass of paper and began to immerse it into the bucket held by the trail of string.

|l 6ve i mmersed the five masses, which
immersed the whole lotnown(it o t he bucket with bl ue

l ength of string and am i mmersing it

beco

wat e

al |

now in the pool, pool of tears, into the wategmotionsii nt o t he dept h. I

leave it to soak out herg(can hear a wind chime in the breeize) this, umm,

beautiful day.

Some days later | returned to the bucket.

So, | am aware of the sun and birds chirping and a wind chime in the breeze in the
background while | also remember the sadness now contaitieid bucket. The

three broken relationships and the children with their problems, and my sorrow and

anguish, is contained in this bucket and
five pieces, i1 tds manageabl es brilgingdhenow 1| 0n
bucket out with me into the centre of thi
in the bucket and it just feels terrific, like | am managing the grief! It is very heavy

now that it is saturated with the blue water, apooloftbatst it i s cont ai

trying to think what to do, | feel like | want to pull the whole mass out and leave it in

the sun to dry. What to do with this remaining blue water in the bucket, | want a bowl

to keep it in.

| was aware of the importancetbk blue water in the bucket that represented the tears of
sadness, which were the entry point into this exploration. | wanted to hold these tears with
reverence. As | reflected on these things, | noticed above my head some early cherries on

brancheswhich felt representative of the fruit of my labours in facing my grief.
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| made a further reduction to a poetic statement that | felt held the meanings | had found

through my reflections and the making of this representation.

Attending to sadness
Rainfalls softly on the roof
And with the poultice of gentle probing
the heavy rock feeling bursts open
releasing a cascade of tears
while the rain thunders down on the roof.
Rough newspaper handling
Expressing anger and regret
Five crumpled balls
the expregsn of pain
of relationships lost,
or might be.
Full immersion
The pain is baptised
in a bucket of collected tears
heavy to haul up
but, pain contained
and, grief managed.
Wind chimes and sun on skin
interrupt the traces of sadness
whi ch becomgriefyest erdayb
Light and shade together bear fruit

The strandsf my inquiry into loving and suffering were embedded in this exploration

into an experience of sadness which had begun in my supervision group. After the immersion

of the newspaper balls into the blue water, | let it hang up and dry under cover. It stayed

swspended for months, until | became more and more curious about the full meaning of the

experience of the rock of pain that | had felt in my stomach on that previous supervision day

in October, 2005.

In May, 2006, | found some clay and coveredrtbe/spaper bailith a thin coating of it

to depict the hard rock sensation | had experienced in the supervision group. I still had the
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bucket of blue paint representing tears, after some searching | finally decided to spill it over
some old white canvabkat | hadandattached this blupainted canvas sheet to the elay

encased pain to represent the tears flowing from the hard rock experience.

Figure15. Rock encased pain with river of tears,
JennyHill, May 2006.

| suddenly recognised that the shape of the encased ball @tfzaihed to the pool of

tearslooked similar to the intersubjective response that Jean had given me

Figures16. ISR andRock encased paidennyHill, May 2006.
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Looking again athe two shapes, the rock encased pain with the blue river of tears next
to Jeanb6s white bandage with the small piece
wanted that clay casing from which the tears flowed to burst open. | found a hammer and
smashd the clay casing to represent the moment of bursting open that | had experienced in

the supervision session in October the year before.

As | gazed at the exposed rock alongside the roll of bandage | felt compelled to dialogue
with what | saw. found myself projecting onto the bandage what it might say to me, an echo

back to Jeands initial | SR with her message

AYou may wunravel this bandage which has p
freedom. You may now dose to bind your own wounds with mé

(Journal entry May, 2006)

| read through all of the transcripts, process notes and journal entries and wrote the key words
and phrases. | reduced these into a poetic summary (App@nticame to see that my

experience during this time and this activity held several ways of knowing which were

layered in and over each other across time. This seems now to have been an incubation
process whereby impulses to attend to what had happened led to greater awatbaess of

choices | could make to heal myself.

Wrapping the Wound.

| did not feel finished with the roe&ncased pain and so | took it along to a later small
group supervision that year. | sensed | wanted topeynmy wound as a movement
representatio thusacknowledging my pain. | placed a cloth across a small table and lit a
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candle. | bound the broken rock shape with the bandage from the ISR from our first group
colloquium in September 2005. Then, in clutching it against the area on my body waeére | h
first felt the sense of it as a rock of sadness, | was surprised by a sense of happiness and

freedom.

Figure 17. Holding the bandaged wound against
my body, felt rightdigital photo,Jean Rumbold, 2006

Exploring the Wound Further.

In the Talbot Studio at a later supervision session in June of 2007, | had arrived feeling
over whel med. | told a Aonce upon a timeod sto
As well as working full time, | had taken on several new responsibilitie care of my son
who had been diagnosed with schizophrenia several years earlier; the worry of my child
addicted to substances and abusing alcohol; responding to my elderly mother's ongoing needs
for in-home care after her stroke; cooking daily méaiur now insulindependent pet dog

recently diagnosed with diabetes; and various other personal and professional challenges. As
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Jenni listened, she wrote some of my keywords on a large piece of white paper and then
placed this in the sand play box. Neke amplified these words using her felt sense of me in
these experiences by placing some objects into the box on top of these words. Suddenly,
Jenni began hurling more and more objects into the sandbox, on top of the words she had
written. What resonatedithin me was the way she picked up the collection of objects and
threw them in and how | felt a strong sense of the impact of the avalanche of things upon me.

| was then asked how | would like the scene to look (Figure 19).

Figure 18. Avalanchesandtray scene,.J Figure 19. How | wanted it to be]. Hill,
Harris, June, 2007 June, 2007.

Then, astonishingly, given that Vivienne had only recently joined us in the group, she gave
her ISR in the form of a song. She invited us all to dameecircle together then began
singing: " can see clearly now, the rain
sang, | recalled the day the rain had fallen so heavily upon thé thefday | had

experienced the roekncased pairThis tiggered my desire to revisit my inquiry into the

pain that had been hidden behind the sense of a hard rock place and which | had symbolically
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covered up with clay and later smashed open. | became aware of the need to explore in more
detail the patterns ahaos and mess in my life that were exposed in thetsapdcene, and

yet felt constrained by the ethics of not exposing others in my life whose choices had
burdened me. | began to realise that it was as if | had entered into the wound in the Black

Madoma painting and wanted to face the horror | might find there.

In reflecting further on the wound in the
did before this inquiry period, | mused on the adoration of the Madonna (Mary) in churches
down the centuries. For me the Black Madonna represents the sexually lEpdets af the
mother of Jesus. She is as a wounded version of Mary, with no voice of haVevinave
fprogressedt o i ncor porate womené6és voices into spi.:
which leads me into curiosity about the impacts of the palvé nature of church life on me
as an adolescent girl. | decided to bring these reflections to my next small group supervision.
| now wanted to explore aspects of my relationship to some men and to the institutional and
hierarchical Christian traditiorte which | had belonged. As I left home for the next
supervision session, | selected several objects from my owrpsaydollectioni items that
reminded me of myself in relationship to men and the church. These symbols enabled me to

not disclose who ttse people were, thus maintaining their privacy.

Since receiving Viv's ISR in the form of t
growing feelings of anger in me that felt empowering. At the same time, thelbeok
Patriarchal Voiceby Mary King (2002) came my way. Her book explored the way men in
positions of power had dominated women, and the way women gave their power away to

men to stay in relationship with them. Her thesis suggests that patriarchy is an internal voice
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that all ggnders can access, characterised by clarity of thought, order, and rules for guidance,
some control over situations, protection, boundaries, limits, strength, courage, intellect, and
reason. However, she believes that men have magnified this voice and waveesubdued

it over centuries. Her thesis raises the question of how women might embrace their own
Apatriarchal voiceo wominhtedmrultures that baversiteecedb al anc e

women throughout the ages.

My Dance with Patriarchy

Not long after this session | felt really warmed up to share my experience of the
patriarchal nature of some of my journey with Christianign,my colleague an@™
supervisomt that timejoined our small group supervision session (July 6, 20%19r tothis
session | had felt 'warmed up' to processing some of my experiences in partnerships with
some men and in relationship to the hierarchical nature within some Christian traditions | had
belonged toAs | left home for this session | grabbed hold ofesal/objects from my own
sandtray therapy collectiomhis was done by just looking and intuitively choosing some
items that reminded me of myself in relationship to men and chwfith this attitude rising
to the surface, alongside a deep wearinesswyitliegan making a scene with objects and

symbols | had broughtith me, turning on the voice record@udio tape available).

A T hlarge soldier figure (Figure 20epresents my experience of patriarchy or
misogyny or men (said with angelowever, | do come to this place owning my own
patriarchal voice, coming to this from the edge of something that | have only felt as negative

(patriarchy) to some i nner |ctinuedmakingthevhi ch se
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scene with various objectepresenting my struggle with my submission in relationships with

some men, and authority figures generally.

Figure 20. Plaster soldierJuly, 2015 Figure21. A burdenenters July, 2QA.5.

Digital photos, P. lorlano.

| also used the object of a man/woman hunched over to represent my experience of
feeling burdened (on the left hand sidd-igure2l). | found that | wanted to keep holding it
gently Figure22). When | chose to place the yellow lady sitting and drinkirogip of tea, in
the centre of the scene with the other feminine symibadgife23) the representation became
a conversation between aspects of my feminine side. This then led to another level of insight
into my growing desire to speak from my strong if@ne voice, which has often been

supressed by me.
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It was Jan's ISR which brought forth laughter, shifting that which seemed so burdensome to a

lightness She had momentarily disappeared and returned with a small doll'sShegsut it

fat)

on the patriarchl symbol and saidi My f i r st | mpetus was to put

becomes her and can become part of the conve

Figure 22. Holding my burdens gently. Figure 23. Feminineconversations

Figure24. The feminisation of patriarchy Figure25. Tea Party conversation.

Digital photgraphs J. Rumbold, 2007.
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After this | sat quietly and listened to the conversation at the end of my presentation. | recall

hearing:

fiSomething about the strength that is really appealing; the burden is a biantdushe can
actually hold it; for a long time you held that [the burden figure]; [a] part of you that has just
soldiered on; [a] sort of strength within you that has carried the burden; and, it's resilience

isn't itd

| was soothed by the methotifeedback where the others were talking about me as a
third person; it offered me a new perspective on my experience. In all my doing for others |
had not reflected on the possibility that | could be resilient. Hearing the conversation of my
female peer$which seemed to become an amplification of the conversation | had enacted
through the symbols) helped me realise | had more choices than | had previously thought.
Responsibility came naturally to me, sebut | w
which provided the shift from the perception of patriarchy as a critical and demanding voice
to the possibility of relating to a stronger voice within me in a different way. | felt | moved
from victim to survivor in those moments. My colleagues hadcadtmy strength. The
experience of this supervision session turned me towards a desire to review my relations with

my family of origin and extended family.

Family Relationships

Soon after this small group supervision session, at home, | folltbhweolgh with an idea
of reflecting on my family relationships within my family of origin. | picked up the wire torso
and gathered together some of the memorabilia of my family of drigiy Aunt 6 s wat ch

Grandmother's suspender belt clip, an earringrigehg to my mother not worn since the
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1960s, a small piano to represent my father, and various other small symbols that represented

my experience of having my children.

Figure26. Small memorabilia of famijyphoto J. Hill.

| spent some tim#hreading these small symbols inside the wire torso and recorded in writing

my inner experience as | worked:

Family (1)

| have collected some objects which | want to thread inside the torso. | proceed by
trusting the process and this becomes the waydiatw allow the sense of not

knowing to take me somewhere as | thread with a very thin thread made of spun wool.
| work for a while in silence. | feel my connection to my family of origihchoose

Gran's suspender belt clasp, my Auntie's watch (whappsd when she died of

cancer, aged only fiftyhree) and an earring from my mother's collection which
probably has not been clasped since 1966! | step back and look again, each object
holds my experience of my loving connections to them.

Family (2)

At the juncture between Mum's earing and Dad's piano | have felt the need to
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strengthen and fm-force the point of connection. This is such confirmation of what |
think | knew about them. | sense that time past meets time present in a powerful way,
as my firgers negotiate the threading for strengthening.

Family (3)

| became immersed in a variety of body felt sensations and emotional feelings. Wispy
thoughts of the broken dreams of a little girl floated on the edges of awareness, and
how this old theme satith me now. As | now write | think perhaps the dreams were
fractured too soon and that has led to a pattern of trying to find the dream which no
longer matches present day circumstances. From the broken fairy doll, wings
separated from her body, emergeskase of freedom from the need to have past
dreams mended. | understand now that | have been in a transition phase for a while. |
sense that the last 3 objects, the lady bird, dolphin and three piglets suckling from the
mother pig, belong to each otheand hold meanings of my lived experience of the
illnesses of my children. Again | stépand | feel the need for rest and recuperation.

Some days later | read through the process notes and reflected on the ddmtarght the
meanings which stood ourtto an essence statement:
Reflecting on threading | notice that thin lines of connection seem fragile.

(Jenny Hill, 28' August 2007)

Attachments Exposed

My inquiry advanced in an unexpected way through my presentation at the next
colloquium for all MIECAT doctoral students early in September, 2007. | began by showing
the golden path representation that | had made at the very start of my professional doctor
journey. | then presented the representation of family connections in the wire bust, and read

out loud the process notes related to threading symbols of my family into the bust.

At some point in this presentation | started to feel uncomfortdimet showing too

much of myself. This was a larger group than the small supervision one in which trust had
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grown over more than two years of meeting together. This unsettled feeling extended to
feeling confronted by my choice to do a subjective inquigllaDid | really want others to

read me and see me?

The ISR which stood out the most for me from my presentation to the group that day
was, fHnattachments are the feelings which wra

memorabilia. o

This made me stop and ask myself about the quality of my attachment to others. How
much should | favour emotion and feelings as the strongest base for quality and substantial
relating? How much were my attachments based on neediness? The giverSR tinay
never had meant something |ike this, but | w
felt a little threatened. | asked myself, do | maintain family relationships because | need to
feel secure, or need to be a rescuer? Is it only in rescuandj fieel secure? Whatever the

intention of this ISR, it obviously triggered something in me which | felt | needed to look at.

It was then | confronted a thought | knew
research to have attentionpasddt me 6. | turned to the story of
found that while he was looking at himself he did not realise it was himself. | felt | needed to
come to terms with the part of me who wanted to be noticed and the part of me who wanted
to undertand and recognise herself, in order to make better choices in caring for myself so as
to care for others in less fedriven ways. The first way seems to be negdgen; the second

seems valueriven. | was experiencing intersubjective responses agtagy both positive
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and negative perceptions of mysel f  -doubegardl e

seemed never far from me.

Later | reflected on what | really wanted to show of myself in this inquiry, and what | did
not. | had achoice. | saw that having clamoured to find and use my voice | also needed to do
myself no harm. What to keep private, whose privacy to protect, and the ethics of subjective

inquiry all became clearer to me.

Me as Baby

Following the colloquium, | returned to my small supervision group and decided to bring
the story of my first months as a baby, based on family stories | had heard over time. This
was a story primarily about what happened to my-&wda-half-yearold broher when | was
only a couple of weeks old. From time to time this story has haunted me, mostly because |

have a body sense of the truth of it but no actual memories.

When my mother was full term with me, she and dad and my brother (2 %2 years old)

went tolive with my maternal grandparents. It was here that | first lived after my

birth. One day my brother was outside 'helping' Pa as he was working on the engine of

his car. Unexpectedly a fire erupted and both my brother and Pa received serious

burns to pas of their bodies. My brother had burns up his left arm and alongside his

face. At the same time my Nanna, inside the house, found that the overhead netting on

my bassinette had bunched up over my face. Two events occurring at the same time,

one major oneninor. What was difficult for my mother was that my Nanna criticised

her for neglecting her children and said something along the linedof.:ou have on:¢
of your children being burned out in the backyard and another one almost suffocating
indoors. Whak i nd of a mot her are you?0 Very so0o0
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| moved out into our own home in a new Housing Commission Estate on the other
side of town. In those first few months my parents had the difficult task of changing
the bandages on mydiher's burns both morning and night. At some stage during my
childhood my parents conveyed this storytonieEver y evening at s
baby Jenny was fed, dry and put to bed in her bassinet to go to sleep. The lights were
turned out and théoor was shut tight, and she would cry. We had to change his
bandages. After a while she stopped crying. She was such a good little baby girl
because she | earned not to cryo.

(Journal entry, September 2007)

| wondered how it must have felt for that baby to cry and not be met with arms to pick
her up, to soothe her, until she learned to soothe herself. | have cried alone for many years but

only behind closed door s. | s eteotanymgun foo® n s e t

X

h

ofothers] deci ded to make myself a baby and foun

| had made many years agde dollhad no eyes, just holes waiting for glass eyes to be put

there. t seemed important to leave the dolthvaut eyesandl glued a tear on the left cheek.

When | looked again at the doll with no eyes and a tear on the thegk h o hegghlastcried i S
her eyEwonlmaided.a body from a babyds suit and

the head and handsto the suit and cradled her. It felt good.

A

e’

ok &

/
a
-
o

Figure27. Babyput back together agajualigital photo, Peter lorlano, 2016.
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Figure28. She cried her eyes qutigital photo, Jan Allen, 2011.

Jean later wrote the following intersubjective response, whaks up key words from both

this story and others that | had told in recent supervision meetings:

STORY OF ORIGINAL WOUNDINGS-

(one of multiple perspectives)
iThe needy baby in mebod
ifhere she is again. o
Aiti me to pick me wupo
Afhead and hawdsnonéyesomo bod
Aimake my bodyo
AYou were such a good Ilittle babyo
Ayou | earned not to cryo
infelt the straino
faut horitarian mothero
Afcreative fathero
irejected father because needed mot
ithey Ilived |like thato
(Jean Rumbold, October 2007)

The phrases that most resonated with me we

recognise the many times in my life | wanted to be picked up. As | write this now, | feel that
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wanting to be picked up is a colloquialism for wanting to be approachadadwg interest. |

see the tendency | have always had to be on alert for a mate whenever | have been single, and

| also recognize the tendency to go to my ro
l i ke that, 0 s ee me dothink apouiniyifamily back thteroamd porderesit ar t e
how we did live. | began to feel an urgency to start making the Altar to my childhood to

understand more.

Approximations to Meaning Derived from These Inquiries

These collaborative inquiriesirroredtherapeutic processas well adeinga research
investigatiorresulting inart as research becoming art as therafpund they resulted in an
easing oimy emotional pain. As well as this, and concurrently through the witnessing and

responsesfeeach companion, | became more aware of my innate resilience.

To search through the traces of meanings which had begun to arise for me, | read through
all texts presented in this chapter several times. | selected key words, images and phrases
which stood out as being significant both personally and in theaking processes
described. | clustered these key words and phrases separately into two sections under the
headings of personal and-#t inquiry processes coded like statements undeichasection
with different coloured highlight pens to denote words and phrases which held traces of
similarity. | then clustered these under headings | thought brought their similarities together.

A few of the key words and phrases seemed not to be paxtlo$ter, so | bracketed thase

one sideThe findings from this phase of the inquiry are presented here.
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What | Think | Know About Myself Now

| came to see that | have more choices than | previously thought, and | experienced the
shift from feeling like a victim to a survivor. | recognised that | felt broken, wounded, tired
and sad, and | needed to feel safe and gathered together. | saw that in seeking perfection to
protect myself from anxiousness | sometimes made myself an object, thereippeatr
myself. By accepting the myth of happ#yerafter my own dreams were broken, leaving me
empty. | found | needed to explore the ethics of revealing my stories and the discomfort of
showing too much of myself. | also became strongly aware of a sewglnerability in
taking on this journey of inquiry into my own experience and struggled with the idea of it

being narcissistic.

| get a sense of security and freedom when
simply interrupted by théeel of the sun on my skin. This experience of freedonrmetme
to a sense of lighthes€hoosing to bind my own wounds results in happiness by giving me a
strong new voice that encourages me to be more conscious of my choices when following my
guest tahold loved ones with love and grace. Confronting a thought that | had resisted led to
a change in my perception and a greater ability to choose what | want for myself. In gently

handing my own burdens | was seen by others as resilient.

Metaphors Arising from Intersubjective Dialogues with Others and Materials

| was able to put words and constructs into metaphorical and symbolic language. Language
such as fAentered the wound in -¢éheadvédcpaiMado

developed my ability tbring experiential and representational knowing into propositions.
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brought objects and paraphernalia into configurations, assemblages and small installations
and stayed open to a dialogue with and about them. An old crepe bandage became a bandage
to meaphorically hold my own emotional wounding, crumpled newspaper became old news
about difficult things that were still painful, and small objects became symbols of extended
family relationships eliciting strong feelings of attachment. Pieces of an unfinisitie

became myself as a baby, which in turn became an expression of my preverbal experience of

crying myself to sleep. Rain became my sadness.

Embodied Art-Making and Emotions

Actions such as reflecting, spontaneity, immersion, looking again, smagiting hammer,
choosing where to place things, and picking up a wire torso to thread small symbols brought
into my awareness how active in my body | was when representing experience with three
dimensional materials. Along with my physical actions, | wasrawef the concurrent

feelings of sadness, happiness, freedom, security, and doubt.

Following Hunches and Feelings

While taking the next afitnaking steps, | felt closer to gaining access terpfiective

experience and physical and emotional responses as | used the arts as representations of my
experiences. These occurred when | engaged with the heavy rock semsatiomidbody

area, which resulted in the representation as crumpled balls of newspaper covered with clay;
when holding the heavy burden symbol as | spoke about difficult times; and in intuitive
moments when | saw what | needed to do with art materialgend, such as threading the

memorabilia in the wire torso which was connected to my family relationships. By
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recognising how much was taking place in my inner experience, | felt | was learning to trust

the process of adied inquiry as | followed hunclseand feelings throughout this phase

Knowing Within Collaborations with Others

Engaging in dialogues with peers extended my propositional knowing, particularly through
their intersubjective responses. Through their creative responses in multimodal forms
experienced strong physical sensations, emotions and new thoughts which added to my

reflections and shifted my perspective.

Thesethemegleanedrom experiential and presentational knowwmgs a stage for creating
propositional knowinghat sets thpace for the following chapters dealing with my findings

about content in process when making the Altars. As | moved my body about, following
hunches and emotional responses while representing experiences, creating a presentation with
the materials at hanaglhich held meanings, | found that knowings seemed to overlay each

otheri experiential, presentational, propositional and practical as | worked with the emergent

nature of my inquiry.
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CHAPTER 5

Emergent Knowing: The Content In the Process of Constructig Altars (1)

A trail of spirals
Time to pass
Time to gather
To redraw
Time to
Tread backwards

(Jan Allen

The image and words above from Jan were received early in the journey of this inquiry.
They neatly describe the processes | engaged in before and during the making of the altars.
Engaging in present time art making with my memories of experiences obmslaps and
the difficult times described in the previous chapter afforded me a kind of rehearsal before

setting off into the altar making.

Below is a list of all altars and accompanying smaller assemblages created during the inquiry

period.
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ALTAR1AThanksgi ving

ALTAR 2Sertiieh @

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

ALTAR

3

fi

fi

=1}

2

to art materials. 0

( Smal | assembl age)
The Childhood Altar. o
Broken doll s, broken dreams. o0 ( Smal
Adol escent Altar. o
Wedding cake. o (Small assembl age)
The Bride Altar. o
Me as Mot her Altar. o
Torn Asunder Altar. o
AThe Shadow of Death. o (Small assen
AThe Underworl d Altar. o
AExhaustion Altar. o
mghde &riymg Al t ar . 0
ACel ebration Altar. o
AHeart Journeys. o (Small assembl age
AA Future.o (Small assembl age)
AHow | see myself now.o0o (Small asse

This chapter deals with thErocesses of making and understandiogme to when

making altars to represent my relational patterns. The éithove) tlat represent my

rel at.i

t he

onal

patterns

Oaddlagsc n/t)o tale

as

Obri

deo

altar

daughter,

partner

,  (8)

and

t he ¢

| invite you, the reader, to make a choice about whether you want to view the montage of

all of the finished altars now, found on the YouTube link below, or at the end of chapter
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sevenafter reading the narrative story of making them all, found in this and chaptensd

seven.

The YouTube link is here and will also be found at the end of chapter-eight:

https://youtu.be/ASbNVDIf9zQ

Section One: The Childhood Altar

In this section | noted thahé experiential process of makiagd constructinghe Altars
on my ownbrought intomy awarenesa greater sense of my body movptyysicaly around
the spaces and places | workétis was different tdbeing focused oonnly moving with eye

hand ceordination with the smaller objects

The Kitchen TableBecomes an Altar

In preparation for beginning the assemblage of the childhood altar, | reviewed all of my
photographs from small and large group supervisions, the intersubjective responses | had
received and my reflections on these. Then | gathered some of the objectstandls |
associated with my childhood to place on the back porch where | was living at the time. To
inquire into the foundations of my relationship patterns, | wished to reflect on my experience
of being in relationship with my parents, based on memdi¢ in the knowledge that these
memories were not O6truthd but now constructe
now. | trusted that by doing this | might understand my patterns of relating with current loved

ones who were or had been in csisad direstraits of one kind and another. My question
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https://youtu.be/ASbNVDlf9zQ

was: AWhat enabl ed me, as a mother of young
looking for some clues based on the process of making this Altar coupled with recollections
of my childhood to understand not just my suffering but what had enabled me to become a
survivor rather than a victim. Could I find

that could partly explain my resilience.

| lifted and carried, from the stoream under the house, the items | had gathered for the
childhood altar, including the 1950s kitchen talflgy(re27). | took them up the stairs to the
back porchl placed the table onto newspaper and painted the timber legs and table trim with
a fresh coabf white paint. | recalled the identical table with the green laminated-iale

that we used to have when | was young.

Figure29. Utensils, kitchen table, collected objects; circa 1950s

Photayraph J. Hill, 2010

| had taken considerabletiei ndi ng t he #Aright col ouro gre
memories) for painting the pegboard | attached with clatogke table. | sprayed the

clamps with gold paint because | saw it as a way to represent the continued journey of the
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inquiry first represeted as a golden path in the painting | painted at the start of the inquiry. |
imagined this pegboamttached to the back of the table as a backing not too dissimilar to
some church altars where there are often paintings or icons. | wanted this badddsionie

kitchen utensils that my mother used to make our meals and Sunday cakes. On this first foray
into making a large altar | reflected on some of the aspects of my relationship with my Mum.
In previous chapters | write about bracketing out and heeéilerately bracketed in my
prominent memories of her in the kitchémsed golden ribbon to attach the implements onto
the board to represent the spirit of goodness and love that | had felt from her as secure home
maker. | set this board on an easel asitg the ribbon | attached the first object, the egg

beater, before the arrival of Edwina, my friend and creative arts therapy colleague, who was
to help me by filming the beginning of making the childhood aidwina is also familiar

with artsbased ompanioning and has worked in media production. She had willingly agreed
to help meand consented to being identified. Edwitees read this section of the thesis and

approved of the content.

The PersonalEmbedded in thé\rt-Making Process.

Having for some time imagined this altar with the collected objects placed on and under
it Edwina and | agreed that once the camera was rolling we would just follow the process of
being present to what ever happened. Her questions would be phenomenadtothealthey

would be about oOowhat is happeningé and woul d

| have selected nine sections of dialogue from the full transcript, which were the times

during the 60 minute film when | felt something unexpected or sigmifibappened (These
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nine sections? Or the full transcript can be viewed in the Appendices Disc, at Appendix 1).

The texts between excerpts are written after | reflected on the transcript from the film.

| began by attaching familiar and loved utemsvhich held my experience of a loving
attachment to my mother in my childhood and the sense of security | had felt being with her
there. | stayed with an openness to what would happen. | measured the gold ribbon, began to
thread utensils onto the greergpeard with it and also counted the number of holes along

the pegboard to arrange the utensils symmetrically.

The excerpts begin from this point.

Excerpt 1

EdwinasAh And what are you putting on your Altar now?
Me:A Thi s i s t helkethesieve Mumwused in thenkitchéhe was a great
cake maker so | suppose these utensils really are mostly about my memory of Mum in the
kitchen and a sense of thanksgiving, | suppose an honouring of all the cbskiagised
to make the most fabuls cakesln fact Sunday afternoons was the day she would make,
oh even, chocolate éclairs and all the usual Aussie cakes. So this is in honour of and
memory of Mum doing those things which she candt
home. 0
(Film transcript [1], July, 2010)

This was before |I came to know that we | ived
suburb and that my pé&seht sawked, dmyngi htd édho
current circumstances and | felt a sharp pang of sadoetssough my chest at her current

state of health. | felt the loss of the mum | used to know.

Excerpt 2
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Me : il used to get home from school and count t|
before actually taking one; (nods) make sure there is enfougiverybody. And (then)

usually after school make a bit of toast, and put Vegemite on it. Now, | am trying to decide

whether to count, to make it absolutely symmetr.i
attach each utensil in relation to each dther

Edwina: ASymmetry doesnd6t seem to work in this <
Me: @A No, I dondét think | want it to be that symn
(Trying things out!)o (Film transcript [2], July

| remember as | write this, that | felt awkwardness ataks of physical energy in my limbs
when | spoke about coming home from schot@@lt | was performing for the camera and that

| should stay in dialogue with Edwina. This seemed to lead me to devalue symmetry in some
way. | also now realise that | had just finished the story of counting pieces of bread, and | do
wonder if my body memories of caring for others were activated and | lost my sense of
excitement in the making of this altar.

Excerpt 3

EdwinasA What am&inwg® ot hi

Me:i About right and wrong, l Odm thinking about rig
aesthetically pleasing. And suddenly the whole idea of it being symmetrical is not

wor king for me. o

Edwinai How does that feel 2?20

Me:AAhhh, it feedondtnttelriersk idignt eorhedti ngdé i s a fe
challenging and a bit quirkythink we have to go in another direction (practicing

moving the wooden spoon from vertical to horizontal backettical,lc an 6t make up my

mind, gathering some more gold ribbon and scissbirghnnni | 6 m not sur e, suddenl

am not sure. o

Edwina:n Te | | me more about not feeling sure, what d
Me:il 6 m a bit shi veunyc earntdaisnhtayk.yo, actual l vy,
Edwina:i T h a't makes it sound much harder to make a d

Me:A Hmm, yes, ov(Elmtyanscriptd3h Jul,®2010)

Edwina picked up my uncertainty on how to proceed I felt challenged by continuing to count

and place utensils symmetrically, (that felt like a parallel experience to counting bread). As |
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write now | remember how hungry | used to be on arriving home from school and how |

could have eaten two slices of bread if | had not considered others.

Excerpt 4

Me : AiThis i s where Dad comes in . .....
Ed:AiWhat happens?o

Me: AWell, umm, uminevaeardytlgihng itdiiBadi er dMarm ( Ed: 9]
on the contrary, and 106l h a vTee object whichst go ar ound

is to be [ad in this Installation, which, | had bracketed out to stay with Mand | find

I candét just stay with Mum.

(I go behind the house to bring back the Ladder which is to represent Dad!)

Ed: fAHe is going to come into this Altar?5o

Me: AThis i t@dd&ad (carrying

EdAh Thi s i s Dad, Dad is big!ao

Me : ifnYes, this is Dad, my house painting, musi ci
eventually be beside the table, but | had bracketed him out (today) but he obviously

doesndt want t o b &andchipr[4,dutye201®)d out ). o6 (Fil m

| was suddenly energized by an insightful moment that | needed my dad. This was completely
surprising in the momenkwas pleased to find myself choosing to bracket him into the

scenel had a sense of not wanting to leave kinymore. As | write begin to understand
moreabout my need for my father during adolescence and beyond and how | never let him

know this as if | lost my voice.

Excerpt 5

Ed: fASo, Daddés haseured by .tlyatu?d ook re

Me:il doo t(heulcdddhgr steps higher up) and | feel

actually feeling, itbés amazing | candt believe h
EddiHow are you feeling about Dad?o0

Me: HfAWell , I just want to hthesegarea@ctublly Dad (grasps
feelings I 6ve never |l et imgmet éahlayesd¢ssnhceckknybygh
strength of the body felt sensation of wanting to hanfyamd just looking back now

over there at Mum, and somehow ... my head is just acsliyning, spinning with
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thoughts about a myriad of thoughts and feelings
and, how | sided with Mum (walks across to stand beside peg board panel) and | actually,

saw Dad as deeply wounded.himthat@i.e.ysawhisl coul dndt ac
wounding) coul dnét ac tisankthing aboutthecnbedofthe and s how h
girl to be aligned with the mothgfwalk back to hug and smile at ladder now). You

know, Dad was a mess; heod ..andtneorhttteme wi th paint
weekends hedd be in his suit and bow tie playing
EddiHow is it now, being with him now??d

Me: AVery comfortié@ghraédandhgtkeins {dsmemmagdt how n
stay with the Murmmess without needing the Dagss,Ilda 6t want to do it that w

(pointing to Mum)..... (Film transcript [5], July, 2010)

On reflection, the feelinghatfollowed seemed tarrive concurrently with my bodily felt

sense as | leant into, and grabbed onto, the laddether perspective on hoshfficult my
parentsdé relationship was for them both c¢ame
those moments of reclaiming the two sides of my father, the messy dad and the dressed up
musical dadNot only this, but | saw the split between the wfdhem from a different

viewpoint. | had felt the divide between them from my early adolescence on, and have
previously come to believe that the insecur.i

antecedent to my experience of agoraphobi a.

Excerpt 6

Me:..t her eds aa |loott mmoorree ,e nma@uessdi doesadalty eeprdsentd é

(walking the divide between the ladder and the pegboard) the split that way (standing

mid-way between, arms and legs stretched out) and does reptessplit between

(hands on head and heart and then in the middle) a preference to work from the feeling,

emotion and body felt sense, but | do, | do also value my thinking.is a core theme,

here (touching pegboard hands gesturing vertically ag&i@dtitchen utensils currently

tied to the pegboaridthen walking towards the ladder) with well just kind of haog

and free flow, and paint, | augh and have musi c,
transcript [6], July, 2010)

This became a moment dcognizing parts of myself that | have experienced as being in
opposition to each othértrying to think logically and get things straightened, but also just
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wanting to be in the flow of feeling and sensing. By walking between the upright utensils and

the messy paint splashed ladder, | see that | do operate out of each of these dimensions.

Excerpt 7

Ed: ifiAnd where exactly is your gaze, what are yo
Me : AfiThe divide. o
EddiDo we see the divide on thled wfelemorn heornr wb® owe s

Me: AUMMmM itdéds the space between the two. o0 (Tryin
Ed: fAWher e doeMe:(lhmoveWwa adsertoMunt) e ? 0

Ed: AAnd where do you want him to be?0

Me: fné.. Well, I t hi nkokindgatittodayhl thinkwtee divide hat | have
was | arge, where | want it to be is closer, but

tie one end of a found rope onto the potato masher) not tightly tied! (And then the other

end of the rope to the ladder). Thide is more tightly tied because Dad really loved

Mum and | knew thathe lovedheb ut | di dnét k Bloney.li fdischreétl oved hi
know that till | justsaidthaSo, st anding at a distance é itbés co
(Film transcript [7],July, 2010)

This was an amazing and surprising moment, a moment of coming to understand something
for the first time in a very conscious way. | had lived with years of worry about a potential
loss of my security if my parents separated but had neveunlatéd to myself that | did not

know if my mother loved my father, but | knew that he loved her.

Excerpt 8
Ed: AWhat do you see?b0
Me: #Al candét see because | am feeling sad! o
Ed: AYoubre feeling sad as you IMomROat the divid
Me: AMmm, and angry, |1 6m getting angry now. o0
Ed: fAWher ebds t heWhaantgbesr ccaounsiinngg ftrhoem?anger ? 0
Me : ALiI ke, whooo, i f youdre not going to |l ove hi
somet hing else!! o (I mo v and tie h @oundonpe@vn f r om t he pot &

waist). (Film transcript [8], July, 2010)
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This moment is representatioé something already knowhhave spent many years being
sad. | now sethiswas a cover for anger. | was always wary alshwing anger towards

my mother, from adolescence right through to her dying day, for fear of her not loving me
and leaving meThe significance of this is not lost on me since her death last year.

Excerpt 9

Ed: fASo you are tying the divide between you and
Ed:AWhat do you want to say to him?o
Me: fAHeaps (sai d Heidiedin 1998 € kiss theyladdel amditieh t e r ) .

looking at pegboard, taking time&).h, now | feel disloyal to her, it
about her!

Ed: fAWhat do yeu ?want to say to

Me: fAdAHere we go across the divide. (And then whe

gently touch the board saying) Poor thing, (and aside) this is very conf{(igieg) You
t hought he was going to be everydtimeng, fASomeday
passes and then | say) Now, where were we Mum?o0

Ed:A Sy mmet ry. o
Me: Yes! (Film transcript [9], July, 2010)
In continuing to display my affection for my father by kissing the ladder a new question
arose. If Ishowed my love for my father wadvéing disloyal to my mother? And yet when |
go back into her zone | soften and become gentle toward§ her. ® nae t ment wi t h
Edwina held no fear in it and | felt through

paent s.

Near the end of the filming I decided to attach a vesospoon to the green peg board

horizontally to take a different view of my ordered mother. As | was doing so the spoon fell

down further than | intended and | gaspegting:i Mum g edir t he baton. o
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Figure30.i She dropped the batono,
Digital photaggraph J. Hill, 2010

This art making daccidentd seemed to open
experiences | had had with my mother as a child changed dramatically in my adolescence. It
was as if she had dr opped thomenother wheshea n t he r
returned tovork around this timdt became a time wherne became more unavailable to

me, and my siblings.

Analysis andFindings.

To immerse in the data | watched the film again, and read through the transcript several times
to get a sense tie wholel selected key words, images and phrases from the transcript and
from my reflections on these. As well as | chose key words from my process notes and

journal entries that described my embodied responses and aspects of the art making processes
which stood out as significant to my inquiry. In the first instance | decided to cluster key

words and phrases from the transcript excaaptsreflections that seemed to have similar

meanings, to begin a manageable reduction of the texts.
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Cluster One: experiencing in the body

bodily felt sense
| do it by how it feels
satisfying to thread
| have enacted that
shivery and shaky
strength of the body felt
sense of wanting to hang on

walk the divide

Cluster Two: relational.

| am rather attached
| sided withMum
this is where Dad comes in
Il find | candét stay with Mum
a difficult relationship
saw Dad deeply wounded
| dondt know if she | oved him
they were two very different people

Cluster Three: feelings and emotions

satisfying
pleasing
bored
feelings | nevehad since childhood
needy
preference to work from feeling
I candt see because | am feeling
|l Om getting angry now
comforting

confusing
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Cluster four: getting it right .

getting the right green
not going the way | want it to
right and wrong
i t 6 giving me a sense of confidence or competence
original idea was symmetry

how you will make a decision

Cluster five: not trying.

dondét want to do it all/l Mu mé s
dondét want to do it al | Dad©bs
we can get on with something else

not perfect

These five clusters seemed quite disconnected and | wanted to see if | could identify
how they might fit withbothmy understandingsf the artmaking processes awd my
personal content in the making process. | decided to compile a list of how my andergt
of my relationship with each parent connected taraking processes by reviewing the
transcript excerpts agailm the Table belowach statement of understanding st to the

artsled inquiry process that was taking place at the same time.

Table One:Content and Process.

Statement of understandin@ontent Art-led Inquiry Processes

~

Al honour my mot hernThreading utensils onthe peg board.
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ame/ssmd ?6dad

e s

emot

par

Counting the holes in the board to make

enough room for all of the utensils.

Losing energy as the quest for symmetry

continues.

| change a utensil to dworizontal not

vertical.

Feeling shivery and shaky, makes it hard

decide where to put the utensil.

Hanging onto the ladder, as Dad.

Looking back at Mum | walk across to sta
beside the peg board, which seems to no

be her.

Smiling | hug the ladder.

| walk the divide between the ladder and t

pegboard in an intentional way.

Move from pegboard to ladder again; han
gestures from heart to head.

Gesturing to pedpoard where symmetry is
prominent,
fl

gest u-rin

owbo.

116| Page



Gazing at the igide, tie rope to utensil ther|
to the ladder.

3
=
o))

nting |l ess distég
Tying the rope tigh

1]

knew my father |

di dndt i knony mot her

Trying to look again at the divide.

1]

Feelings of anger

view. 0

Deciding to tie the rope around my own

=1}
Py
@D

cogni sing the pnwaisttoconnect myselfto my father.

| walk back towards her.

AFeeling disloyal t
affection to my fat

| dialogue directly tadhe peg board and say
Al acknowledge her [ASomeday my prince

The wooden spoon faltbown a littlefrom

Al want ed pextiveoandchasked iff the horizontaposition.

my mot her had dr oprg

| reflected once again on all of the key words and phrases from the transcript, thike§ive
for the clusters, and my felt sense of being in the process of beginning to make this childhood
altar. | made a poeteummary for thigart of the inquiry involving the representation of my

experience as a daughter.
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| am threading attachments
to my mothe
but symmetry cannot
hold my attention.
In claiming Dad
| have someone to hold onto,
though he has his wounds
there is free flow and affection.
Uncertainty shakes my body,
seeing the divide between
two very different people,
my loyalties challenged.
Ambivalence between them
becomes ambivalence within me,
yet | walk the divide
surprised by the nice feelings

not felt since childhoad

Through my engagement with the art making and dialogue with Edwina at the same time,
| understood more clearthe differences between thehihad learned later in life that my
parentshad decided to stay together for the sake of the children. | now understand something
about what my mother sacrificed by staying, from my own experience of moving on from
relationslips which were not life giving. | was unprepared though, for the depth of affection

which | encountered through handling the ladder which | called Dad and was surprised with

how much | missed him being in my life.
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Intersubjective response from Edwina.

Edwina sent through this intersubjective response of an image she found on the internet
(below). It came from a magazine guide from the 1950s. | have no memory of close physical
interactions between my pareiist this does not mean they did nappen. My strongest
early memory is of my father coming through the kitchen door from Work is his huge smile

in my direction.

Housekeeping Monthly 13 May 1955
—

Advartisng Archives

Figure3lL.LEdwi nadés | SR

Enacting my relationship with my father: content and process.

In this next phase laskedy s el f: AWhat do | think | know,
with my Dad?06, and AHow do | know this?0 thr
experience of himOn the back porch with Edwina | had felt a moving away from my
previously held primary loyalty to Mm. This loyalty had for years resulted in my view of

Dad as incompetent and unavailable to me emotionally. | felt a shift from somehow
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perceiving my Dad through my motherds eyes i |
sensed a reonnection with my own childhood perceptions of him as a warm and friendly
man, with a smile. This was a huge and happy revelation to me, enabling me tcaégineci

wispy recollections of him that | had as a child.

Coll ecting the | adder representing my fath
access point to my further explorations of my experience of him. Alongside my memories of
this positie father | also remember that he sometimes frightened me. Occasionally he would
pl ay a scary game o f-tinheeThisivgas rot nécbssanilgina mand at
abusive way, since my brothers thought he was funny. I tried to see that, but it wgs not m
experience. | think maybe my sense of Dad was confused because | struggled to incorporate
what | experienced as his scary behavior wit
often been forefront in my mind when | have wanted to be close to otigeyehalso sensed
a need to withdraw from them if | did not understand their motives. My thoughts turned to his
ladder and how | might reconstruct it in line with my sense of ambivalence in my relationship

with him.

Another art therapy colleaguéewed the ladder before | started work on it. In response
to me saying | wished to pour white paint over it all, to make it shiny and new, she was
concerned that | should not cover the whole ladder with paint, because it would cover some
of Dad 6 painbmarkiggs fnoan lthe drips and splashes he had made. She suggested |
use some masking tape to cover selected area
thereby preserving the splashes of paint he had previously made. | immediately saw the value

in this.On te dayl began alteringnyDad 6s | adder | inspected eac
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chose those | woul dDdringkhis activity, | bgtame teaafalasd wi t h

realized | was feeling reverent and tender towards these markinggetieathe things left

over from my f at h el tor@ stripgoftape to place @ver hisisplasihes dof i f e .

paint on the ladder.

As | worked | stopped now and then to record what had happened, to stay as closely to
the present moment exjence as possible chosesegment$rom my processiotes and bold

typedthe personatontent and artdbased processésatmade intany summary statements.

Having remembered thahad immediately seen the value in leaving some of the original paint

spp ashes from dad®és p a(inoonversatian with a siendtare thelmaskihga d d e r
tape into strips by handand inspected which parts | wanted to cover to protect from paint | was soon
to apply.As | covered these markings | had variousmories of Dad and how he hated being a house
painter, how much he wished he could have pursued his music making and become a successful
musician With these and various other memories the process of covering many small spots where his
6finger pbdcamms & i waurad f or me t o ¢omttendttoesante thindgsi m i
painful for him.This sense of wanting to protect him surprised me felt quite moved as |

remembered him, who he was, his creativity and workmansham | started to pouome white

paint over the ladder, from the tofhis did not turn out as | had expectedad wanted the paint to
6cascaded down the | adder from top to bottom,
pleasing manneit did not pour easily as was too thickNot to be thwarted, | found a plastic scoop
spoon and selected areas to dribble the paint Wieat | had imaginedwouldbead f r ee f | owd
activity became a slower amadnore methodical activity.was surprised to have this embodied
relationship with the ladder representing a father who was loud and funny and sometimes

messy.l stood back and noticed how, with less white paint covering the ladder, this allowed the

original brown and mixed neutral colours to become more defined.
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Figure32. White paint on laddenigital photograph, Jenny Hill, Oct, 2010.

For a second time, similar to bringing dad into the kitchen table dciattea whole

embodied sense of a shift in my definition of my perceptions of my relationship with

my actual dad.This time the focus was on his hard life and his attempts at reaching his

potential as a musician that were frustrag&this point | hada recognition of my own
frustrations about 0 ilsatvthat whemevdmadidterriptedrw i n my |
finishing something| start to feel despabut when | facdhat | am able taccept realities,

giving memore definition of my sense of who | amvith thisrealization | had to stop and

sit and stare at the ladder and all the garden aroundeltsawe and wondet.felt peace.

| then approached the primary colour paint pots with a sense of moving onto the next

stage Rememberedhe difficulty oftipping the whitegpaint onthe top of the ladddr

pickedup a small brush andippeda small brush intdhe blue paint to brush gentlyon

the top of the ladder. | quickly saw how holding the brush filled with the paint above the

surface resulted in a dribble effeElicking the brush gave a splattering effect which felt
satisfying.These actiors brought a recognitionthathen | feel 6fl owédé i n my

think and feel in harmony, then there is flow and a great sense of satisfaction.
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Figure33. Colour addeddigital photograph, Jenny Hill, Oct, 2010.

The white paintvasapplied in a thoughtful fashicandthe redpaint gave menergy

With random and spontaneous dabs and flicks of movement from my body, hand and
brushl made red markingall overthe ladderLooking again gave me a sense that what
resulted was aesthetically pleasing to fifeis wasfollowed by a bodily felt sense of
release Something to do with relief, joy and acknowledgment of my interest in myAdad.
coming home to myself through interaction with my reexperiencing of happy times

with him. | immersed into my thoughts of Dad and his creativity and his sense of failure
and lack of accomplishment of his drearfiken | cried.Tears for the loss of him,

gratitude for himA return of empathic feelings for him arose and took me overln
rememberindnis diagnosistad subsequent death from cankeroved towards the yellow
paint pot an& | began to apply this very slowl¥his put me into aeflective statgin
contrast to the energetic red paint state. | bégold the paint brush above the surface
andwas taken over by a sense of reverehtdeught of the golden path in my first

visual representation at the start of the inquiry journey, the golden ribbon holding

my mot her 6s ut ensi | sspisahpdth tmjpgin tidealtais wreenthey mak e a
are finished. Yellow to represent associations to the spirit of loving attachments with

others As | applied the yellow paint and it dribbled slowly onto each selected surface,
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frame, steps, sidésinner and outer a feeling of awe came over mdelt myself being
in a somewhat reverent state as if celebrating n
those momentsl felt at peace.

(Process notes, July, 2010)

Figure34. Close up of finished laddephoto, JHill .

During the selection of significant phrases that stood out for me in the process notes on
working with 6Daddés Ladder 6 it became more o
content and process that overlapped in a dynamic way. Thexapptimns to meaning were

found within the process driven by the art making.

Table 2. Content and Process.

Statements df/nderstanding Content Art-led Inquiry Processes

3t

felt | wanted t qlimmediatelysaw the value inleaving sor

parts covered.

- ) The action of placing and leaving strips of
ABrought an i ntense P g g strip

masking tape to prd
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paini n me, for him. o0
ARCreated a new way
him. o

Al felt an embodi ec
of my relationship
Al recognized that

interrupted his flow in my life, and then
recognized the same pattern foy own
I i f

e. o

~

Al then recogni zed
whenmy thinking and feeling are in

har mony. 0o

had empaé

paint splashes.

Reflecting on how I felt for his unfulfilled
ambitions as a musician, seen from this e

of my life.

When | found that what | had imagined di
not hapen, | found a different way to pain
that resulted in the uncovered marks of m
fatherés

original ¢

more obvious to me.

When | realized this, | felt a shift within mg¢

through my whole body.

In present time of being in action and
feeling satisfied with immediate results m)
thinking and feeling come into harmony a
painting connects me to feelings of

excitement and inspiration.

As | painted the ladder | felt a keen
involvement with my dad in a visual,

feeling and embodied way.
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| oss of his dr eams.

My experience in this retelling of my-experiencingf my father revealed theontent
of both my happy times with him amaly regret in present time experience that | could not
protect him from his pain over lost dreartisvasbeing in thgprocesf making the ladder

that | found these understandings.

When | tore the masking tape to cover some
splashes were, the pieces of tape looked like band aids. In placing them in the various places
down the lader it felt as if my hands were applying protection for him. In the process of
doing thismy memories represented on this ladder seemed to be like his fingerprints. | felt |
was Otouchingdé his fingerti ps -with-rmehoriesy own as
The tearing of tape and the action of metaphorically protecting my faffleeedme a way to
reconnect with my sense of him in an embodied way. Using the plastic scoop to dribble the
paint felt tedious, but | persisted. When | chose the smalleshho flick paint this action
brought unexpected emotional satisfaction and | was able to stay painting this way for quite a
while. The action of flicking felt like spitting or swatting flias if | wasgetting rid of small
irritations that had built upver time and needed to be expunged. The repetitive, but random
use of red and blue paint seemed to bring me closer to my happy feelings of my interaction
with my father. In contrast to the energy in flicking the red paint, | experienced a slowing
down wha dribbling the yellow paint which reminded me of the golden path from the start
of the inquiry and brought me into a sense of reverence in the experience of representing my
father. The congruence of actions, paint, memories, feelings, felt senses, sandyht

openness to furthering questions sedro bring me a sense of peace and resolutiaras
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as 1 f time slowed down as | experienced a he

perceiving, feeling, acting and coming to knowre about my significanelationships.

~ /] ~

My doctoralntiemgwipnnyeewghrsyc taemd] hotuusaf moevel ha
the chil dhood anmnfdo usmdimerwherr ledwdAilstea rtwoa sl isvea |l | e
was offered thetaseontiauet mgkiomngpmgihsaAdwthar ¢ i
the top of ewst Doafndtemeondfghey svoiuudMel bsurneunde
gave me a private and secure base. |t became
ensemble objeotbeanddhal f made altars simult
time (more thawnthwekhveeymbnnigs) n tphreoccereed pl ac
with the constr udotiionrc!| afdetnrsanyalwteaerktingmerpd anni r

pick up the inquiry by continuing he smakiyng@fof the chil dhood al

EmergingMeanings ofMeasDa ug ht er .

I n thisophiasee dwiatl o gungis regvi dadhlsl aabmodrbagt or s
owneflections, to bring together wdwatt hl myas

mot her, and my father.
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Rel ati onshi ©nwiptol$ i motomerd. t he c¢hisltduhdoiood al t
spacel |l ected all of my objebdbind i anmcdrdeesyer i al s
itnohe experi encmynefmodri seevsi mg fnmryommot her . Wor ki
stay in a meditativedodtihttbhaadtl dpteaded ol asge
representation of my mother, in a slumped po
a basket of coloured wool and the baby dol |

the first stage of the inquiry.

Fi g8rSd umpkdt ohen tabl e,
Jenny Hill, Nov, 2010

Using the golden ribbon I finished attachi
including t he |Iwamaodseint isogpnoeodn h e anrailt z evmtsa Iwli ¥ hw Ed w

the backemoschi oning the wboteahld gjovarmp etdh iast t

sound of it Il anding on adcel tiarbH &l & d @an ddvima Imo u
my body trembled. Wi th this O6evento | 1 mmedi
|l eave my father, when | was a young adol esce
insecurity visited me. Wi th this memory came
independently of each other told me that | ¢
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any information or decisions were given to u
Sspoon i npadshiet edooendnsr epresentative of the felt

fallen into the middle of their di scontent .

Not long after thisny friend and colleague fromikcat Kerry, accepted my invitation
to visit the studio on the mountain and agreed to our conversation being re&oroethg |
trusted Kerry, | began with the stories of how a sense of insecurity seemed to be atigng in
content of the inquiry by recounting the story of me as a baby who learnt not to cry. |
indicated that a rope | had attached from th
tenuous link between my parenit$old her the story of a feverish dred had one night as a
sick child I'ying i n my -gvake, dalfasieep drdaminig.of | r e men
tangled wool i n Ayl was epedkiag tadher | noticeddhatahle ealico rag
doll I was using as my mother had no fadelt disturbed by the images of tangled wool and
a mother with no face. After this session | transcribed our dialogue from the audio recording.

| have chosen the excerpt below as the most significant.

J: fAMum has no face, i tt adnoge sen'atl If etehla tr iwgohotl. 1
dreamli ke state | was onlcehacct amemarmgienf eaditoiu
with wes | ying in my parent's bed at dusk an

in my mother's wardrobe. 0

K:Muim has ,norf ammwe face that faélsthight angl ga

ambivaTlkece i s something of that tangling th
guestion is how ...0

J: (I cut Kerry off DbecausetHe awo dlocairsc dp eornh
because the word Oambivalencedé has chall enge
tangled wool, | want to constructlim looking

129| Page



and making itfeowamdgtedthat &atmubbb¥kibeg

|l can trust my bodily responses can | ead me
| adder ] .

J: fHSos a combination of my jbuosdty hmaovwe ntgh iwsi tsh
alreadg,l itcadasnodt kwait to make t heAndantgd e db ewoi
it and to be wéaviseg agaamdtheeleimogiional 't
Mum an dCeDratdavi.mlhy t he making of Dad's | adder t
really made clear to me what | ffeel about hi
Mum, and all the timerleakhgwwhoheael| Wwadhavef fpereif

backexkbept there was a threat that Mum woul d

me t hen. o

K: APhysically, |ike really gone?o
J: AHMmMmM (siothmads stiwhed) | first | earned abol
KAWwWell, as a baby yoenl,earestpomseti bididciyy,t oarsd

|l ose Mum?o

J: fA{jéepaonscript, 17 December, 2010)

Reflection on Dialogue.When Kerrysaica | | t hi s t an ¢dneedgaiafelbi val e
a physical jolt in my body felt sense. Like someone had pushed my chest in. With her words
fAs a baby you learnt not to cry and then took responsibility to stay with mum or lose
mu m,d felt she picked up an important link between my infant self who delanot to cry
and the pattern | think | adopted of being a good girl for my mother to keep her close so she
would not leave us in my adolescence. While | appreciated this insight | also felt it as a
shocking truth, one that was true but which | had nesteugated. | started to wonder how
his pattern may have translated to other relationships in my lifecdinfieclear to me that
making the childhood altar was becoming the site for facing the fear that my mother would

leave home.
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Following this &ssion | worked with some old skeins of wookigresshe feverish
dream of the tangled wool in my mother's wardrdbeas difficult to tangle and as | pulled
long strands from each skein | got tangleddaspite the irony of this | also saw that in
aligning with her | had participated in her anger at Dadause wanted to stay close to her,

to feel secure.

Figure36. Tangled wool ambivalence,

Jenny Hill, Nov, 2010

| summarised my reflections of the collaboration with Kerry in a petdiement:

It is not right to have no face
to face the tangle of ambivalence
between my feelings for
both Dad and Mum.
It is a terrible fear,

to need security
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and tonotlearn
how to speak of it.
Closeness prevents loss,
but wounds me as well if
it is only to ward off abandonment
Whoe isthe feverish dance
of 6stay or to gob

Hers or mine?

An amplificati onAbfet het enwd® uwipdei Hk .hlads aw
rigged up between the kitchen table (Mumbés d

Dad's end where the gold r i blbocnoull dhandott rei netdw

ri bbon with the rope properly.

Fi g8frle cookedep t hemiemmynediti €d Nov, 2010.

At this point | felt an averwédmss endthfghsense
t hat which | had experienced in not knowing

with her frayed discontent with my father an
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her seemed represented i n the egoslhdarreidb bwint hn o
that he fAused to |l oved our mother, though |
that the tenuous | ink could also represent t
anxieties first emergedthatathegnd@damhtd waalbspac

the time when my panic attacks-omeg&mewhambeowd

these attacks at that ti me. By the time | tu
with what | now kelotwerirsoragab atpehd bs maan Tahf t er
when | became a more confident and secure pe

Looki ng agai.Afevaweekmafter Marrys visit, | noticed once again the
calico rag doll as mynother, the mother with no face, still slumped on the kitchen table. It
just so happened that the CD | had put on as background music to companion me this day in
the studi o had r ea clisteod aghimte look iAtgndondileat theaalic t r a ¢ k
doll with no face, and as my gaze drifted around the studio space, | saw another mannequin
head in my collection with hair shape which was not too dissimilar to how Mum's hair would
have been when | was a child. | began to imagine how easy it woulgphmtdMum's hair
and a face. | imagined her eye lids painted with the green eye shadow | used to watch her

apply when | was a child.

AnAAve Mariao refrain in the background suc
sobbing.| became aware #h | was cradling my 'mother's' head in my arms like a baby, and
in holding her against my belly, | sensed | was holding myself. This was the same place
where the original 'rock’ was experienced in my centre, in a significant earlier supervision
sessionln the crying | felt release and comfort, sorrow and disappointment, all mixed

together. | felt the release from chest to face to eyes to tears. The comfort came from my arms
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and hands in the holding. The sorrow was in the thoughts accompanying the safsatio

tears that led me to feelings of the loss of a comforting mother in the past. The music finally
seemed to soothe the overwhelming experience of the complex grief in which | found myself
immersed! felt a whole body experience of love for myself whegemed to transform my

grief into moments of compassion for her as well. The music aided this transition to a felt

sense of welbeing and peace.

| began to paint "Mum's head' soon after |
ti mesedltossit in the bat humpoon.t oAsvalt cpha ihretre
colour over her face and head | felt that th

brain where she hadMosuf fpanmre¢d asedsaelitail ntghtar no kiPeps|
just before | staThedadthiiwi tdyocdformdi ntoiumrq elye
value of my mother. Wi th tenderness | painte
to symbolically s oootthhee nhye rme naonrdi etsh eorfe ftohree fseo
l osing her allfhet Mosne wheamgazagointo the | ooki
best she could with whadr cswien dmew ywhen tihhrwag

tumul tuous yemrerns oafnddirsegppedi,ntwhen | was an
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Fi g8rMyMot her' s face,
Mannequin head, acrylic paint, false
Jenny Hill, 2011

Bringing together my experience of represent

What became tboe mynmodt wer &s ngody i n this i
the wire bust from an earlier smaTHe present a
symbols representing family attachments were
and used chinckedewi s&kiad on which to place ¢
op shop years earlier. Il smiled to see my mo
her head was removed from her body and pl ace
attar tabl e. |l noticed the separation of head
significance. I pl acedr ay caift mwtmaoti lreecred § rom
down inside the Backheddthgr wihteedmdrbsenskeof

secure kitchen baking. I had adored her then
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she provided me, andfomncé hagaiahuk wiéhpesecuhi $

photo representing my moet hbearb yati nt hteh ek i bt acshkeent
earlier supervision session) who cannot see
ahead and the veiliprawckmscsocntnheec thihdony 6 s e b me # e
remi ni mgneor th eaf@d owtt olhgerr cnmhoitdi ng her for the
when | wa sHoavedbaabbyy dol | has a view of my mot

around the edges of the tabl e.

Figure39.Onthe edge a n 0 t faxesbeit cdnsae her amwork
Digital photo, Rosemarilay, 2011

Collaborative Dialogue with Jan When Jan viewed this altar in the production stages she
noticed the silver s hoeugndertheaable rearberbboggee at my

above). When | was a child my Mum and Dad went squareinig sometimes. | used to be
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enchanted by the clothes they put on, they were so different to their ordinary and work

clothes. | looked for a long time for shoes the same as the ones Mum wore then. Jan took
photographs (digitally altered) of some of theafiar items including silver shoes and the

mirror which she placed showing the face of one of the busts from my adolescent altar. My
face reflected in the mirror that is held by
wanted my mother to see meny adolescence, when she had been distracted from her

previously attentive relationship with me.

Fiug4eOAspects of IMogihteal, mHhatméPr ap,hs2,011

| combined the words from Kerry and the images from Jaraifpoetic summary to

summarise my personal experience of representinmatlier:

Each time | look again
| see another side of her
Disconnections

of head from her body
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speaks to mef her suffering
as much as mine.
But when | make her face
and paint her lids
with tender devotion,
thegentk brush stroke
heal mybrain.
Connecing meto
my memoriesf when she danced

andpainted her face.

But did she ever c

Who saw her then?

| sense that the di alfogwye mwitthhe rmyi sr enporte syeent
more questions arising. The way | have place

not on her body concerns me.

Bringing Together My Experience of representing My Father.

| now pick up the inquirynto my relationship with my father which was left off where |
described the experience ofamating my memories of him on the ladder. This section is
brief and most of the data are not detailed kemeptfoK er r yds col | abor ati on
about my fatlkr, andvisual and poetic summaries pertinent to our collaboratithren
conclude this Section about my role as daughter with a reduction to what | came to know
about my relationship patterns with my parents and how the transformative power of art

makingsupported me in this.
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Collaborative dialogue with Kerry. As previouslymentioned, Kerry, my colleague

and friend, made her visit to hear and see the progress of my inquiry and offered responses to

my childhood altar with a focus on me as a babyamnehy experiences of my mother.

showed

besi de

measur e

her

t

he

up

my pat emaxkli ngr arechmaitr hadyo sitd ccekd svh i

t

adden] i astakedwerpggrngnae with D

O Mumbés expectations.

Fi g4drMeasur iDngi Wpm,l phot e@grnaph, Jan Al I

fFeet of Clay,
take these steps
and meet me here
at Itendaseryour | ived history.
I lovingly mark
All thewpahtd o keep
and joi mwimyh pyaiumts.
Finding you and
hol ding you,
AHel | © Dad
Il'tés Jenny,

Did we measu(fkemumpy,o 2011) .
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| Ker pogaxponse | saw t hatanndeentiinngg nbya dp aa tn t
hissomehow transdforanean didhmet oggadifitanopy ome mor i es
himMateturnedfhedsyepresentati ormisshalmy tfadlhse
anad toy car fr.oatnhagh avlhielscebh dboad gol ceen owi re t
section of hbomadyaddébhehckampeaiad way ftdn nme nteav d

i n thaendow t o mys Sweaedad h gasb aonfd ognaiiml gtt the mp a s t

Fi g42rDea d 6s dihgiin gda np hfolt2de hl

Remembering my fatherodds wish to be a succe
f wtlil me ctalhieerfiieml d, |1 also chose from my col |
He had wished he owned a baby grand piano hi
on the topWhéeénthendlaidddgrup his (ackealk heol d
one he htahdatd wuendl at ,lanf elutt dloowa s attiedyi ng up
reflection it was more |ike tidying up the n

adol escence and beyond.
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Figr48.Musi c and mwpedk rreepdiidassent ati ons, Jenny F
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Fi gaa4hen Al t ar JteanmyHiDlald,, 2011

St at e mRenlttasoRad It air tgPar ent s .

Il read through all |l had so far written ab
words, ipnargesesantdhat stood out for me and cl
requkelsed )ease with which this happened seemed
i mmersed in the construction of the childhoo

e merwietdhi n the reflexive turns of the i nquir
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