
Collage assimilates locations; the rural, digital, urban and imaginary. 

Components make sculptural worlds using reclaimed materials and remnants from other processes. 

Fragments are reconfigured. Sometimes the materials work together and other times they clash or jar.

Care, reclamation of space, materials and voices becomes central.  


The ideas presented today build on a collaborative paper for the journal FOLKLORE called Narratives in the Extreme: Creatively envisioning hopeful futures that I am co-authoring with Daniel Keech, Countryside and Community Research Institute. 

My research is an investigation into the relationship between contemporary expectations of landscape and the visual arts as a means of opening critical questions to audiences. The aim is to consider the legacy and current condition of contemporary art practices and their relationship to site, in the context of the global climate crisis.

The research explores the everyday experiences and routines of Indigenous communities in two places already adapting to water extremity – Armila in the Darién Gap in the Panamanian rainforest, and Coyo in the Chilean Atacama Desert. I would like to acknowledge my gratitude in having been in the privileged position to work with these communities. 

Sculptural practice in the broadest sense incorporates but not limited to moving image, sound work and installation enables the research to be conducted and presented because of two primary factors:

Firstly, through the inherent engagement with materials that a sculptural practice offers. I make to understand the world and the specific environments I make work within and about. 

Secondly, the relationship sculpture has to time and space, which are primary concerns through the canon of art history. This allows for consideration of contemporary issues: climate, migration and human and non-human
connection.

The research centres itself around Dr Alison Green’s strategies for decolonizing doctoral training.

1) Valuing southern knowledge
2) Promoting and preserving voices vulnerable to erasure (Non-Western, Non-anthropocentric)
3) Listening to local/indigenous knowledge

Artworks both absorb and adapt narratives of extreme places and draw on the social organisation of stories – to identify and share ideas of hopefulness, so necessary in the universal task of navigating rapid climate-driven change.


I have developed my thinking around two undisciplined methodologies.

Shelving is used as a method in the studio, to source material, to consider existing archives and to create new archives. To explore how materials interact with each other. This informs the intuitive way I build sculptures. This process is exemplified in the show at the Wilson Museum and Gallery.
 
Secondly, the coracle, dugout canoe or raft form a practice-based method to think about more hopeful narratives in relation to climate change. A raft is often stored and inflated when required or made in a way that is contingent on need.  

Used for survival and adventure. To float when water rises. 

I think about the sculptures I make as rafts. Through iterative and contingent making parallels can be drawn between intuitive making processes of artworks and methods in society of human and natural adaptation, i.e., how humans move objects around, build temporary structures, shelters, and rafts. 
 
Works made during field research with limited available materials are translated into the development of works in the UK with access to materials and facilities that would not be possible in remote places. 

This translation recalls the role of narratives and storytelling passed down between generations and the methods applied by an artist in recounting such narratives elsewhere. 

The works utilise narratives from lived experiences, auto-ethnographic research and the imaginary and hypothetical. 

Recent works have drawn from the literature of Italo Calvino and JG Ballard. 

The sculptures Armila 1-3 made in the UK after returning from Panama interweave aspects of the location in the real Armila with ideas of the imagined in Calvino’s Armilla. The works are made of recycled materials, remnants of other processes such as acetate from screen printing, photographs taken, etchings, lino prints ceramics with liquid drips, material and modelmakers’ plants and tubes to represent pipes that carry water. The Armilla series are models future cities.

In Italo Calvino’s imaginary Armilla (NB: two ls) in Invisible Cities: 
...it has nothing that makes it seem a city except the water pipes that rise vertically where the houses should be and spread out horizontally where the floors should be a forest of pipes that end in taps, showers, spouts, overflows. 

The exhibition Fabricate at the Hardwick Gallery curated by Sarah Bowden considered the dual meanings of the word ‘fabrication’ in relation to artistic practice and process, and narrative construction: making and making up. Bowden writes; 
“The sculptural assemblages attempted to destabilise typical associations of materials by deconstructing and re-combining existing objects, creating novel and provisional interpretations of both material and narrative that reconfigure our reading of objects in relation to context.
Use of the term fabrication is framed in the context of JG Ballard’s Concrete Island. Ballard’s story sets up scenarios responding to technological advancement and a changing socio-cultural environment. Finding himself marooned on an urban ‘island’, the novel’s protagonist Robert Maitland repurposes found objects into improvised support structures, such as a crutch fashioned from an old exhaust pipe, one of a range of survival measures he is forced to make. Working with themes of survival, redundancy and creative adhocism explored in the book, the exhibition can be approached as a kind of instruction for making.” 

The works become narrations on rituals from Armila and Coyo. 
Embodied Land is a work that is an offering inspired by the Ayni ceremonies in Chile. Offerings of coco leaves and wine are placed in ancestral ceramic cups decorated with faces represent female and male energy on a diamond shaped blanket in line with the nearby volcano. Food is then poured along with the contents of the jugs into a mound in the ground by a fire of smoking herbs and coco leaves. 

Creaturelike or grown out of the land, the sculptures reference flower arrangements in a place where cut flowers are a rare luxury and instead where dried flowers are used to pay respects to the dead.  


I began to create my own rituals to make sense of the extreme landscape. 

Finding Water focuses on the way that the trees in the desert form large root systems to access subterranean water. The forms within the sculpture also reference the water networks below the volcanic soils of the Salar de Atacama. The endorheic basin has an extensive reservoir network of subterranean rivers. The water in desert never dries up because it does not depend on rain or flow elsewhere. The Indigenous Lickan Antay people fight to protect this ecosystem and endemic life. 

I started to make works based on tools to find water. I took sculptural works to the desert to perform with, connecting through my body with the materials and the landscape. 

Ideas from JG Ballard’s work is also being brought into the current show at White Conduits Projects in London curated by Yuki Miyake. She describes the show as; 

Fragments of a Lost Future presents work by five artists who consider themes of the non-human, the city, fiction, the passage of time and sustainability to question the nature of our current reality. The Planet's mineral, energy and agriculture resources have been efficiently, and even ruthlessly, exploited. 

Activists rightly convey outrage, but can we embed these urgencies into our everyday lives? 


The works playfully incorporate this sense of crisis into the core and surface of their work and importantly like in Science Fiction, a sense of hope, despite the most difficult of circumstances. 

Practice-based research attempts new ways of communication, quietly bringing a Ballardian nuance. 

I have transformed Crystal World, about end-of-the earth themes, into ceramic pieces. 

Miyake writes- “Trees, buildings and people gradually crystallize. A world that shines with unparalleled beauty, resembling a jewel. It's like a model for a city, and like Noah’s Ark trapped in eternal time. “ 

To conclude the argument can be made that creative practice (and, more broadly, interactions between social and cultural disciplines) is a necessary element of reporting climate narratives, more or which need to be integrated into contested and often ‘speculative’ futures/fabulations and decision making.  

Geographer Edward Hujibens states that Narratives of lived experiences of climate change are not lacking but can easily be overwhelmed by urgent but more abstract and functional narratives in the task of finding sustainable futures.

Intuitive practices that indicate an ancient connection with place are reworked as the imposition of climate change generated elsewhere accelerates the need for social, political, and cultural practices. 

Donna Haraway emphasises responsibility in storytelling: 
It matters what matters we use to think other matters with; it matters what stories we tell to tell other stories with; it matters what knots knot knots, what thoughts think thoughts, what descriptions describe descriptions, what ties tie ties. It matters what stories make worlds; what worlds make stories. 

The artworks combine objective comparison and subjective experience, drawing on locally distinctive knowledge and using everyday routines as a method of production, as a means of visualizing future possibilities for understanding landscapes, highlighting connections through sculpture and video between disparate cultures and environments and their relationships to the climate crisis and a focus on materiality to emphasise care between the human and non-human worlds we inhabit.



