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Research Statement

My practice centres around the complexities of identity and how these can be found and pleced together from ocur

experiences, memories, and relationships, I am interested in how ldentities can be curated through the assgeciations and
narratives tied to objects and how cbjects have been used historically as physical evidence of the materiality of human
life. My research considers museum and archives as memory institutions and containers for history and investigates how this
can be applied to domestic and sacred spaces. Working from family photo albums, childhood memories, and past and present
perspectives, I use processes of distortien, dissection, deletion, retrieval, and supplementation, te investigate the
relationship between collective memory, fabricated memory, and reality, My work guestions how demestic and sacred spaces can
be recreated to act as safe holding places for personal histories. The act of making my work is a cathartic process. One

that reveals and embraces identity as an ever-eveolving concept, finding comfort in the familiarity of nostalgia in a time of
change and uncertainty.

My research centres around how identity and memory can be preserved through different spaces, objects, and means. Looking at
artists which have worked with these themes in the past. Considering the impact of Nelson Goodman'’s concept of worldmaking,
the processes involved with this, and how this act can be seen as a creatien of ‘holding places.” Looking at traditional
forms of preservation of histery in museums, archiwves, and cultural institutiens, and further how underrepresented
communities have formed their own ‘holding places’ for cellective histories and stories gver time. Considering the many
different forms of "holding places’ and how these can be formed and recreated by individuals and collectives through the
reconstruction of cbjects and spaces. Reframing the home and domestic spaces as holding places for memories, childhood, and
family. Exploring the role of language in relation to the fabrication of memory and the censoring of information, whether
unconscious or consceious, and how this can affect the relatieonship between the artist and the audience. Towards the end of
the year, my research focussed on the unconscious intertwining of my faith and culture in my practice and how deeply this
influenced by work. I bhegan to look at how sacred spaces, museum spaces, and domestic spaces relate to one another and how
these can be combined to recreate ‘safer’ holding places for artwork which holds persocnal sentiment and value.



Research Strand 1: Worldmaking — Processes, Perspectives,
Identity

Beyond Boundaries:

Exploring How Worldmaking Theories Emerge Within

Selected Contermporary Art Practices Whilst completing my dissertation, I realised that philoscopher
Nelson Goodman's worldmaking thecories and processes could not
only be feound in the artists I was discussing, but alsec in my
own work. Goodman proposes that each individual perspective of
the werld 1s altered by thelr own perscnal histories,
experiences, memories, relationships, and backgrounds, and that
each perspective can be considered a wviable ‘version’ of the
world.

In 2 time of great change, the processes of worldmakling can be
employed as a form of comfort to create safe spaces where
identity can be explored,
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Ways of Worldmoking further identifies the actions of worldmaking, as Goodman reaffirms
that warlds are made from ather worlds and ‘making is remaking’.” His interests, however, lean
more towards identifying relationships between worlds and worfdmaking ‘processes’ than reviewing
how weorlds originate from others. ™ Firstly, he discusses the process of composition and
decomposition, noting how worldmaking often involves breaking something down  before
assembling it back together,*® This includes :lhlidlng_ that samething into distincl parts, examining
and combining these elements to create new wholes. Labelling or mstegorisation plays 3 key rale in
this process as things can be identified and understood differently in refation to their groupings and
associations and leading to the mmpu'slng of a partially ar seemingly entirely new thing." This
results In the emergence of diverse worlds influenced by the worldmakers' own perspectives and
distinctions. Niest, he writes about the process of weighting, which is essentially the emphasis that
the worldmaker places on certain elements. ¥ He notes how the relevancy of companents s
dependent on their purpose, value, or importance and in art this often takes the form of visual
emphasis," Atraditional example of this is the differing representations of the Madonna, with artists
portraying the same figure but choosing to emphasise different features based on what they deem
to be most important. The process af weighting can often be hierarchical and rely on the individual
perspectives of the worldmaker which means that even when worlds share elements the prioritising
of these elements can create distinct interpretations.™ This leads to the next process of ordering,
which concerns the erder in which we group and arrange information.* This is an important and
active warldmaking process as our arrangement of information strangly influences our perception
and constructs our understanding of the world and reordering can therefore directly result in new
versions, Creating one world from ancther, often naturally involves the process of deletion and
supplementation as humans have the capacity ta both overlook thirgs and fill In blanks because our
perception is selective.™ Again Goodman highlights how artists successfully use this process by
giving the viewer essential features that imply the subject of 3 work."” The deliberate delstion of
elements can Influence the supplementation of missing Infarmation and leave room far large
variations in interpretation. Finally, Goodman speaks of the pruces&-nfﬁeﬁrmaﬁbﬂ, which is the act
of distorting, manipulating, and even destroying existing elements that occurs during making to
create new perspectives,® Goodman concludes that these ways of warldmaking can aften be used
together and overiap to collaboratively contribute to the creation of worlds.™

Nelsaon Goodman

Excerpt from the introduction of
my dissertation - summarising
Goodman's worldmaking processes.



Photos of in-progress work in studio space
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have been exploring the worldmaking processes of deformatien,
deletion, supplementation,; composition, decomposition, and
ordering within the manipulation of my family photographs to
create an ambiguous sense of space and time that is
representative of both how memories

‘Aura is also bound up with the
intertwining of memory and present
experience.’

Ian Farr, Documents of Contemporary Art:
Memory (2012).

Excerpt from the introduction of
Documents of Contemporary Art: Memory

form and deteriorate within
the mind, and my skewed perceptiocon of memory.
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Worlds and fictional spaces as holding places and safe places to explcore
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sensitive topics.



Research Strand 2: Holding Places

The concept of a “holding place’ became an important topie within my work. Although I am sure this term has probably

been used plenty in the past, this is not something 1 discovered through my research but instead was a term I felt
could encapsulate the commonality within the many different objects and spaces which have captured my interest during

this: year.

‘Destructicon is difficult. It is as difficult as creation.’

Antonieo Gramsci (Italian Marxist Theorist)

I have always had collecting and even hoarding tendencies, finding sentiment wherever possible and attaching it to
objects and spaces. Gramsci’s quote above really speaks to me as I have often found it difficult to let things go in
times of change and choose to seek comfort in memories of the past through their material remains.

It interests me that humans seem to always seek or create ‘holding places’ to store important things. Exanmples of this
can be seen everywhere and in many forms. Museums, libraries, and archives have historically been used as memory
institutions or containers to hold and display the materiality of human history and life. When an object or history is
highlighted within a cultural institution it 13 gliven an element of value which is arguably bound to structural and
sogcietal wiews on which ckjects and history deserve attention and respect. With such spaces generally excluding minority
communities, locals began to create their own safe holding places for thelr collective histories, stories, and
identities.

This made me think about how, similarly to Goodman’s idea of everyone creating their own world versions, holding places
can be made and established anywhere through assigning perscnal or collective value to spaces and objects. Physical
spaces, photo albums, notebooks; sketchbooks, digital spaces, trinket boxes, audio devices, diaries, artworks are all
examples of potential holding places. The mind can be seen as a holding place for many things such as thoughts, emotions,
mempries, and dreams (which in of itself can be seen as a holding place for lost memories).

Identifying objects or ‘treasures’ within photos, childhood stories, or memories and recreating these feels incredibly
precious and it seems only natural to have a suitable holding place for these. Locking at how artists have displayed both
found and made ocbjects, which perhaps traditionally wouldn’t have been exhibited or displayed. 1 was keen to explore the
idea of domestic spaces as a safe and familiar holding place and how the recreation of certain elements could affect the
atmosphere of a gallery or museum environment and further how the audience interacts with the space. 8



Photo album curated by me.

‘To collect photographs is to collect
the world.’

Susan Sontag, On Photography (1977).

I find it interesting how multiple photo albums curated from the same batch of photos would be completely different
varying with the curator’s life chapter, generational knowledge, familial role, perscnal relationships, individual
associations, persconal recall of memeries, etc.
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Objects as holding places - personal baby box and photo frame.



‘Everything important that I have done

can be put into a little suitcase’.

Marcel Duchamp on La Boite-en-Valise

Marcel Duchamp
ILa Boite-en-Valise [Box in a Suitcase]
1941-48
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Mark Dion
Tate Thames
2000

Dig = Locker

Mark Dion
Tate Thames Dig
18459
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Joseph Beuys
Untitled (Vitrine)
1983

Susan Hiller
From the Freud Museum
19491-4
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There is something about the drawer as & holding place which feels synonymous with
the mind to me. The idea of a home ‘Junk’ drawer captures the essence of how
memories, thoughts, and part of ocur identities form within our minds — a display of
how objects which were once essential or treasured are now scattered and pushed into
a corner. Remnants of our lives which we once knew like the back of ocur hands now

stored away for safekeeping walting to be reused
or recalled in the future.

Right: My family
living room
drawer full of
photos.

Below:
Beginnings of
Helding Place
work

Bernie Kaminski Bernie Kaminski

Paper m8ché medicine cabinet Paper mdché junk drawer
2024 2020




Childhood photos which evoke memories of spaces that no longer exist as they once did.
spaces or experiences that no longer exist physically,

yet

Mempories and photos can be a holding place

part of who we are feels tied up in the we once inhabited.

spac



Do Ho Suh Do Ho Suh
Sepoul Home/Kanazawa Home Apartment A, Unit 2, Corridor and Staircase, 348 West 22"
2012 Street, New York, NY 10011, USA

Z011-14



Research Strand 3: Language, Documentation, and Fabrication

Language has always been an important part of my practice. My work can sometimes spiral and grow intc many different
things, so I often use word banks to create some restriction and beoundaries that allows me to redirect my focus. I enjoy
exploring the positive and negatives of these boundaries within my work

Language 18 also a form of deocumentation for history - oral histories have been a holding place for communities since the
beginning of time with generational knowledge being passed down over years. The notion of language as a holding place for
your mother teongue, and for your parent stories and experiences 1s really interesting teo me. I eften think about if my
memories are entirely mine or if they have been fabricated cocver time through stories passed on from family members. My

work and the transferring processes of making and influence in a way feel like a form of documentation — an archiwval
filing of the input and output of my mind.

Part of my research invelwved loocking at how artists hawve used and intertwined language and memory within their work. The
relationship of trust between the artist and the viewer is something I have come to consider. It is instinctual for the
viewer to trust what the artist is showing them to be true, however it is an active cheice for the artist when selecting
what information to allow the wviewer to access. This can be done through text, audin, and wisual ineclusion and censoring.
There is of course the idea of unconscious and conscicus misinformation - with some artists using intentional deception
and manipulation of information in their work. Elizabeth Loftus, American psycholegist who has dedicated her research to
memory, has conducted many experiments and studies on how memeories and receollections of events are egasily subject to
manipulation and how completely false memeries can be planted by absogrbing from influences and people arcound us. This
applies to the work I have made, as I can never be completely sure what information, experiences, and memories are wholly
my own, which I have adopted, and which has been given to me. I am more interested however, in exploring this relationship
of trust and beoundaries between the artist and the wviewer through selectiwely allowing the viewer to access informatien
whilst simultaneously creating distance through omission.

19
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Poem by my Nan
Missed the Bus

Tracey Emin
May Dodge, My Nan
186304
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Recalling histories and
stories from memory only.

Emma Kay
Worldview
19489

‘We’re bound to work with
[language] but sometimes

I "_H '|El'\._-._-|:i'-l|!.—J-i:£

it’s not enough, or it’s

in the way, and obviously
sometimes (in life and in
art) it doesn’t work right
as a teol for
communication’

Fiona Banner,
Nude Portrait (2009).

Jeremy Deller

The History of the Fiona Banner
World Dan't look back
199772004 1994



Intentional fabrication and the
collection of false truths.

‘A great deal of
my work is about
guestioning
handed-down
truths.. I'm
always trying to
find ways of

= Eill=Dmc S50

‘Hﬁ-"—a a3

[

discovering new
things about
people, and so in
the process
discover more

about myself.’ =

Gillian Wearing,
‘S5ign Language’
in Dazed and

Confused (19986) .

A.R Hopweood

Erased U.F.0's (A.R Hopwood's False Memory
Archive)

2012 - 14

Gillian Wearing

Confess All On Video. Don't Worry You Will Be in
Disguise. Intrigued? Call Gillian Version II
1994
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I have a photographic false memory of com-
ing home from hospital when [ was few days
old. I believe that this memory must have
been created after listening to my mother
relating the story of me coming home. My
photographic memory is that my father was
seated next to my mother who was carry-
ing me and he was wearing a cream colour
jacket. We were in the back seat of the car.
I know it is impossible for me to remember
this event and I have battled with this ques-
tion for so long.

I have a vivid "memory" of a time from be-
fore I was even born. The memory is of being
in a car with my family (parents and older
sister} at an open-concept zoo, with mon-
keys surprising us by jumping on our car.

My family must have told me about the story
when | was really young, and it must have
had such an impression on me that 1 not
only vividly imagined it, but also added my-
self to the story. The visit that this "memory”"
refers to happened years before I was born.

[

I have had a very vivid false memory of my-
self as a young child (maybe 4?) playing with
my Granddad. He was wearing a mustard-
coloured jumper and throwing me up into
the air and catching me. Years later 1 asked
my mum about it and she told me my Grand-
dad died just before | was born. I never met
him, although he did have a mustard-col-
oured jumper that he would always wear.

L.

~ o
AR HOPWOOD'S

FALSE

MEMORY
ARCHIVE

ANTHOLOGY
ST

Vﬂll-lml'_': 1

A.R Hopwood

Excerpts from A.R Hopwood's False
Memory Archive Anthology Volume 1
2014
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And when you saw thom coming you'd pui old, dirty
clothes and cover your fsca with ashas)

Zineb Sedira Zineb Sedira
Mother Tongue Retelling Histories, My Mother Told Me..
2002 2p03¢



-

Gulsan Karamustafa
Memory of a Sguare
2005
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Research Strand 4: Faith and Culture
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My faith and culture was at first a largely unconscicus influence within my work and I
realised that I had been cobscuring the facial features of the figures within my works.
This can be related to the concept of aniconism within Islam and how this imagery isn’t
allowed within sacred or prayer spaces. Throughout my childhood, and even to this day,
we have always had a prayer room or space in the family home in which was treated with
a certain level of respect and care. Although this space and room has changed over
time, traces of past ones have travelled intoe the new spaces, and I see this concept of
a prayer room as a collective holding place for building the religious identity of
myself and my =siblings.

There is something pewerful wyet wvulnerable about recreating a sacred space and cpening
it up to the public eye, inviting people into your safe place. This idea of recreating
this concept of a sacred space within a new given space connects to the fact that
prayer in Islam is permissible anywhere implying the innate purity and sacredness of
the earth itself and more abstractly — the earth as a holding place for all life forms.

The more 1 related my work to my faith and culture, I found further connecticns. 1
started to think about the role and perception of creation and memory within Islamic
communities and how religious museums create a new ambiguous space between sacred and
institutional spaces.

Historical Example of defacing of figural imagery in Islamic manuscripts:
Marzubannama (Tales of the Margrave)
The Prophet Mophammad (pbuh) enthroned, al-Varavini

Made in Baghdad, 698/1299,

Held in Archaeclogy Museum, Ilstanbul.
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'He created man from clay like [that of] pottery.’

Qur’an (55:14)

The act of creation i1s seen as sacred and is often
frowned upon within some Islamic cultures. There is
potential evidence to show that historical Islamic
craftsmen have intenticnally included a2 *mistake’
within their work to account for the belief that
only God can create perfecticon. Whether this i1s true
or not, traces of the human hand being wvisible
within creations is something that personally gives
me comfort in the context of my faith.

‘We do not make stars as we make bricks; not all making is

a matter of moulding mud.’

Nelson Goodmarn,

Of Minds and Matter.




‘Memories of men ' - the oral transmission and preservation of the Qur’an.
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Dated between

c.568-645
Comparison between Birmingham Qur’an manuscript
Lil> : ‘Hafiz’ (right) and 21°*' Century Qur’an (left) showing
. : : that the scripture has not been altered over
Can be translated as many words including 1

‘safe keeper’, ‘protector’, and ‘guardian’.
Historically and currently used tc describe
a Muslim who dedicates their life to
memorisation, transmission and preservation
of the Qur'an.

Thinking back teo communities and people as holding
places for faith and culture.




Topkapi Palace
Museum

Istanbul, Turkey.
The boxes in which
sacred relics are
kept.

Hirka-i Serif Mosque
Istanbul, Turkey.
Sacred museum section holding the mantle of the Prophet.

Cabinet holding Qur'an
copies and religious books
in family prayer room.

Tad
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Topkapi Palace Interior. Center of Great Mosque of Mecca holding
Istanbul, Turkey. the Ka bah
Mececa, Saudi Arabia.

Sacred and religious spaces as
gollective holding places for faith
and communities regardless of their
location.

Great Umayyad Mosque Interior.
Damascus, Syria.

Great Mosque of Cérdoba
Interior.
Cordoba, Spain.




Muslims believe that
everything in this life
is temporary and
attachment to material
things has no purpose as
we will return to the
earth and move to an
afteriife. This can be
related to the cocncept
of the earth as a
helding place ifor mnet
cnly all material things
but alsc humans as we
exist physically. As
someone who finds it
difficult to let things
go, this neticn is
surprisingiy reliewving
in a way. The recreation
of objects and spaces
wWithin new sites speaks
to the complex physical
and spiritual ties we
have to the earth and
how this can be cycled.

Susan Hiller

Belshazzar's Feast,
1983-4

the Writing on

Feur

Wall
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I began to realise that the space holding and displaying the work 1 was making was alsc very important to me.
These moments are sacred to me, and the space holding them deserves to be treated preciously.

Family photo from previous home showing furniture
and pillows that have followed us into current home
and carpet that is evokes many core childhood

memories.

Prayer room in family home.



Please remove or cover shoes before entering this space.

«.5.35m
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Shoe rack

Welc-nma

floor mat

L 4

2.28m

How to Perform Wudu

Considering Islamic cleansing rituals which prepare you for prayer and entering sacred spaces - asking
the audience to partake in a version of this through removing or covering their shoes as a sign of
respect for the space can prompt a reframing of perspective in relation to traditienal exhibition
spaces., Even if the audience chooses not to, hopefully it will prompt consideration of why they are

being asked to do so.
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