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Abstract  

 

This project examines the relationship between the female body, Christian religion, and 

institutional power. This is an autobiographical project which uses the experience of growing 

up in the Church as a source of inspiration. It examines and critiques the transfer of power 

between institutional religious spaces and domestic spaces, and explores this power as 

manifest through misogynistic, patriarchal expectations of the female body. It seeks to put 

forward the artists own female corporeality in defiance, expressed through material 

explorations, installations and printmaking. Feminist texts of Elizabeth Grosz (Volatile Bodies 

1999) and Judith Butler are used to dissect and challenge the influence of institutional and 

social power on the body. In doing so, the artist examines the sacred profane dichotomy 

through a new materialist lens and material explorations. The theories of imprint, absence, 

index and the role of the matrix in contemporary printmaking are also interrogated.  
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Research questions 

 

 

How can extended printmaking processes enquire into and manifest banal, everyday 

materiality, iconography and rituals of the Western sacred?  

 

What material outcomes and embodied actions can renegotiate Christian Western cultural 

structures? 
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Introduction 

This project was a process of looking back to move forwards. It is both an interrogation of 

the patriarchal powers of the Church manifested through rituals and symbols, and a process 

of personal catharsis through an exploration of the body and vulnerability.  

 

Chapter One of this exegesis examines the sacred profane dichotomy through a new 

materialist lens. I explore and refer to theorists Carolyn Walker Bynum, Dick Houtman and 

Birgit Meyer’s reference to the relationship between new materialism and religion. The 

theories of feminist philosophers Elizabeth Grosz and Judith Butler are used to examine the 

effect that institutional, patriarchal power has on the female body. I position my work in 

relation to these theories, as an embodied challenge to institutional, patriarchal structures.  

Chapter Two looks at the theories of imprint, absence and index in contemporary 

printmaking. I interrogate the role of the matrix in my practice, and unpack how presence is 

conjured through the evocation of absence. Chapter Three discusses my methodological 

approach to practise through studio explorations and theoretical frameworks. Chapter Four 

positions my work in a community of practise, discussing it alongside other artists working in 

printmaking and installation.   

 

 

 

  



8 
 

Methodology 

My practice examines the relationship between the female body, Christian religion and 

institutional power. I am interested in the intersection of institutional religious spaces and 

domestic spaces, particularly how power is transferred from the Church to the home. I draw 

on my own anecdotal experiences of growing up Catholic, my relationship with my mother 

and feminist theory. There is an autobiographical element to this project, and I consider it a 

process of catharsis and introspection.  

 

My practise is underpinned by the theories of feminist philosophers Elizabeth Grosz and 

Judith Butler. Both theorists focus on materiality and the female body, and how power 

structures exist in relation to the female corporeal experience. In my practise, I use my own 

body, and rituals associated with my body to deconstruct and challenge patriarchal Christian 

notions of ritual and sacred. The materials I use have a distinctly abject, haptic, corporeal 

presence, and I embrace this in defiance of the Christian notions of the un-problematic, 

functional, reproductive female body. I work with both 2D surfaces and 3D forms, and a 

sense of mirrored corporeality is central in the scale and installation practises that I use.  

  

My printmaking process expands upon the concepts of trace, absence and index through 

using a combination of mono printing, lino carving, casting, tracing and embossing 

techniques. In some instances, I ink up and use my own body and lace to make lino prints 

and oil monoprints. An evocation of absence through gesture and index is implied through 

the mark making of this process. I also engage with Katheryn Reeve’s concept of matrix as 

womb, and an extension of the female body. Much of my work is made directly with my 

body, or large pieces of lace, which I believe have a distinctly anthropomorphic quality. Many 

works are large, time and labour intensive lino carvings. I think of these works as ritualistic in 

their repetition, and the ways in which they challenge me physically, linking with Catholic 

concepts of penance. My printmaking practise is also framed through material explorations, 

and I blend traditional relief methods with latex casting, wax, fabric and sculpture.  

 

I use a new materialist lens to consider the sacred, profane dichotomy, particularly how this 

could be manifests through icons, rituals and relics.  My work explores a process of 

sacralisation (Anic, Silija, 2020) of materials such as soap, wax, latex, oil and fabric through 

blending them with Catholic devotions, icons and rituals, thus exploring and disrupting the 

material agency of these objects (Jagger, 2015).  
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Chapter One: Religion and Materiality  

 

“Religion is not going away, contemporary European societies are characterised by both 

secularisation and sacralisation” (Anić and 

Spahić Šiljak, 2020, p.266). This chapter 

reflects on my Catholic upbringing, and the 

relationship between materialism, religion and 

the female body. 

 

My parents are devout practising Catholics. 

When I was 7 years old, we moved across 

Melbourne to an outer suburb, where the local 

Italian parish had a strong Marian devotion. I 

was 10 years old when local parish members 

purchased a huge, Rococo style statue of the 

Annunciation1. It was a picture of excess, 

highly adorned with flowers, lace, gold 

trimmings, and always covered in fresh 

bouquets of flowers. This statue ushered in a 

new feeling of importance in what was a tired, 

brown, cheap 1970’s building. Every year for 

the Annunziata festival2 men would parade 

the statue around the Church grounds, 

followed by a trail of girls and teenagers dressed in white dresses (to symbolise virginity and 

purity), before taking it back into its chapel. It always seemed to me that the devotion was to 

the statue itself, in all of its elaborate, adorned, monolithic presence.  

 

According to author Gill Jagger, new materialism is “a concern with the agency of matter… 

of all aspects of the material world” (Jagger, 2015). Historian Caroline Walker Bynum states 

in her article “The sacrality of things: An inquiry into Divine Materiality in the Christian Middle 

Ages” (2013) that “religions are characterised by way of materiality, that is, by the presence 

of specific things that we call sacral or sacred” (Bynum, 2013, p.4). She provides an analysis 

of the role of the Eucharist3 in medieval Europe as evidence of a long history of Christian 

 
1 A Catholic feast day when the angel Gabriel told Mary she was pregnant with Jesus. 
2 The Italian translation for the Annunciation.   
3 The Eucharist is a central Catholic sacrament, where it is believed bread and wine is transformed 
into the body and blood of Jesus. Catholics consume the Eucharist during mass.  

Fig 1.1: Annunziata Statue from St.Marys Catholic 

parish, Mount Evelyn 
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materiality, where simple food stuffs (bread and wine), were understood as not just 

symbolising, but being the body and blood of Christ. My impressions of the statue of the 

Annunciation in my church as a child corroborate with her belief that things that in Christian 

religion which are set apart from the ordinary, called “sacred”, are believed to provide direct 

access to the divine (Walker Bynum, 2013, p4). When and how then, does something 

become sacred? Roman historian Mireca Eliade states that the “first possible definition (of 

sacred) is that it is the opposite of the profane” (Eliade, 1959, p10). They explain the process 

of heirophany (a manifestation of the sacred) using the example of a tree. If a tree has 

become “sacred” it is “not worshiped because they are a stone or a tree… no longer the 

stone or tree but the sacred” (Eliade, 

1959, p12). Analysed through a new 

material lens this does not make 

sense, as the object of sacrality is in its 

“thingness”. Even if sacred, it is still a 

tree. Eliade also states that sacred is 

equivalent to power (Eliade, 1959, 

p.12).  

 

American-Bahamian artist Janine 

Antoni’s practise engages with the 

politics of materiality, embodiment 

and relational processes. In her 1993 

work Lick and Lather, Antoni cast 

seven busts of herself in chocolate, 

and seven in soap. She proceeded 

to lick the chocolate busts and 

wash the soap busts, slowly 

erasing herself in the process. 

According to Jennifer Fisher and 

Jim Drobnick, Antoni uses 

materials such as soap, lard and 

chocolate in her practise as they 

are “endowed with agency and 

transformative potential” through 

their smell, feel and relational 

qualities (Fisher and Drobnick, 

2020, p.3). Through my practise I 

Fig 1.2 Janine Antoni, Lick and Lather, 1993, seven licked chocolate 

self-portrait busts and seven washed soap self-portrait busts on 

fourteen pedestals, Bust: 60.96 x 40.64 x 33.02cm (each, 

approximately) Pedestal: 116.01c, x 40.64cm (each), Janine Antoni 

Immaculate Conception Inc.  

 

Fig 1.3 Johanna van der Linden, Soap Marys, 2021, soap 10cm x 4cm 

(approx.) 
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interrogate this ambiguous process of sacralization using objects which could be classified 

as both sacred and profane. The process of finding these tensions has been guided by many 

experiments in the studio with oils, soap, salt, second hand fabrics, paper and wax. My 

studio process involved blending and manipulating domestic, personal materials to a point of 

“sacralisation”. Examples are salt crystals I grew on pieces of lace fabric from my great 

grandmother. Salt is a preserving agent, and also imbued with biblical references. I have 

also made castings of a small Marian statue taken from my younger sisters prayer table out 

of soap in Soap Marys (Fig 1.3). Are these small objects icons of devotion, or bars of soap, 

used for the utilitarian purpose of washing? I seek to disrupt the material agency of these 

objects and materials through these experiments (Jagger, 2015). 

 

 

My Light Box work (Fig 1.4, 1.5) engages with the ambiguous process of sacralization through 

ritual and materiality. This work is importantly made using my body. I cover myself with olive 

oil, a process which feels both ceremonious and sensual, and then push myself onto paper. I 

perform stretches for 15 minutes on the paper, usually in the morning when my body is stiff 

and sore. It is a process which is both grounding and cathartic, particularly when I am in the 

midst of lino carving, and my body is tired from absorbing the discomfort of this labour-

intensive process. The oil leaves residual gestural marks on the paper, and my knees and 

hands make small creases and indents. I consider this practise as my own ritual, one made in 

response to my body, and in private. These works are then finished with a corporeal, skin like 

layer. Latex, found lace and wax is used to encase and preserve the oil prints. Displayed in 

Fig 1.4 Johanna van der Linden, Light Box, 2021, olive 

oil, latex, lace, paper, LED lights, polycarbonate sheet, 

140cm x 70cm 

 

Fig 1.5 Johanna van der Linden, Light Box, (close up 

view) 2021, olive oil, latex, lace, paper, LED lights, 

polycarbonate sheet, 140cm x 70cm 
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front of light, these works emit a gentle glow, a visceral and embodied challenge to the 

traditional icon. Light brings a sense of depth to the works, as they mimic an x-ray, or window, 

and the arched shape draws a distinct connection with gothic architecture and stained glass 

windows. Materially, they are confusing, in one sense they glow as if with importance, or 

“holyness”. Yet there is something macabre and private about the pinkish, peeling layers of 

latex and fabric… tearing, peeling skin, blood clots, blemishes, wrinkles. An embodied, 

corporeal presence in the traces of absence and addition of materials.  

 

The relationship between domestic and institutional spaces, and the body and architecture is 

explored through the skinning work Borg of Swiss artist Hiedi Bucher. During the late 1970’s-

1980’s, Bucher used gauze, latex, mother of pearl pigments and bamboo to take large casts 

of architectural spaces. According to Elizabeth Fullerton, these eerie works explore the 

embedding of trauma and memory in place. Fullerton suggests that the process of making 

these works was highly physical, and the violent actions of tugging  

 

and tearing the skin away from the surface could be read as flaying, a macabre process of 

ripping skin off a corpse. They also render the body architectural, as not just linked, but 

intrinsically woven into place. The physicality of these works installed hanging in space 

create an almost unnerving relation to the body. A sense of “mirrored corporeality”, is 

according to artist Michael Needham, artwork which has a corresponding spatial reference 

and familiarity to the viewer (Needham, 2013). Bucher’s Borg looks like human skin in its 

colour and materiality, and its scale and physical presence create a space for corporeal 

engagement. In my practise, I look to mirror a similar experience, where the viewer can 

Fig 1.6 Heidi Bucher, Borg, 1976, textile, latex, mother-of-pearl 

pigments, bamboo, approx. 230 x 350 x 100cm, photo: Mayo Bucher, 

The International Sculpture Centre  

Fig 1.7 Close up light box 
 

Fig 1.7 Johanna van der Linden, Light Box, 

close up view, 2021, olive oil, latex, paper, LED 

lights, polycarbonate sheet, 140cm x 70cm 
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easily place their own bodies in close relation to my large, fleshy oil prints and soft 

embossings. Scars, stretch marks and skin are identifiable in the surfaces of my works, and 

allow the works to be easily anthropomorphised. The experience of encounter is central, 

present in relationships between the human body and the materials I use. I seek to create a 

direct connection between architecture and the body. My works create a shrine like 

environment, a private place of devotion and contemplation.  

 

Feminist theorist Elizabeth Grosz’s 1994 book Volatile Bodies challenges the traditional 

dichotomies of the mind and body, emphasising corporeality as a site of inscription and 

power struggle. She states that the body is usually coded in terms which devalue it, and 

uses the term “somatophobia”, a fear and loathing of the body as a way of describing its 

place in contemporary psychoanalysis. Of particular interest to me is Grosz’s inception of the 

body as a “flat plane, whose incision or inscription produces the depth and interiority” (Grosz, 

1994, p.116). Grosz describes the body a social object, one which is marked by various 

institutional powers, laws, social imperative, custom and corporeal habits. This is true of the 

female body, particularly in a Western Christian context. Theologian Maria del Mar Perez-Gil 

writes in her journal article “Undressing the Virgin: Nudity and Gendered Art” that “Mary’s 

body has grown in sacredness through continued negotiation of her flesh” (del Mar Perez-

Gil, 2017, p.209). She states the Catholic Church has used the representation of Mary’s 

body throughout history to portray gendered and doctrinal meanings. An example were the 

popular icons of the “Nursing Madonna” in the 12th and 13th century which saw Mary with 

an exposed breast, before images of female flesh became discouraged. There is also the 

notable change from portrayals of Mary as a powerful matriarchal figure, before she was 

transitioned into the more submissive “humble young girl”. The metaphors for Mary’s 

impossible body (as both virgin and mother) in Catholic culture help create and keep in place 

gendered stereotypes (del Mar Perez-Gil, 2017). I think about the things I learnt about 

womanhood from my mother, and I believe she learnt them from the Church. The virtuous 

woman, the good woman, the humble, modest woman, the hardworking woman, the 

maternal woman. These patriarchal, gendered ideals oozed from the building across the 

road into my home.  

 

The visceral connection Grosz makes with the body and power connects with a new 

materialist reading, as Houtman and Meyers state that materiality in religion has been long 

ignored at “the expense of issues of power, practise, and materiality, making us blind to how 

religion appears and becomes tangible in the world” (Houtman and Meyers, 2019, p2). 

Feminist philosopher Judith Butler draws a strong connection between materiality and power 

structures in her 2011 book Bodies that Matter. Butler’s main theory is that the messages we 
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learn about cis gender norms are internalised, and then performed throughout our life. She 

believes then, that “matter” is something influenced by societal power structures, and that 

gendered cultural norms have a direct impact on the body. Butler’s concern with the 

relationships of power and gender can be used to understand the Church’s influence on the 

female body.  

 

Growing up, I would watch my mother clean the Church building. I’ve always been struck by 

the sense of care and duty she has to the place, it is secondary only to her home and family. 

I often think of her body, tending to what I see as a cold institutional space, filled with stone 

statues and hard wooden seats. My mother adorned our domestic space with small icons, 

religious statues and prayer books. Small shrines littered our house, material reminders of 

the cold, hard building across the road. Fundamentally, this work which explores my body 

and its relationship with religion is about vulnerability, and the deep feels of shame that were 

inscribed on my flesh as a child and teenager in both public and private settings. My work 

reclaims a softness, and a focus on the material body and presents the female body as a 

site of contemplation and devotion.  
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Chapter Two: Index/ Absence/ Matrix   

 

My practise in printmaking has over time has expanded into an interrogation of the concepts 

of trace, imprint and index. This chapter analyses the role of the matrix and how my work 

engages with the concepts of index and absence.  

 

Katheryn Reeves’ 1999 essay “The Re-vision of printmaking” provides a contextualisation of 

the discourses, or lack of around printmaking in contemporary art. Reeves suggests that 

printmaking has been neglected by the contemporary art world, and that most histories and 

theories written about printmaking have been technical and linear, void of rigorous art theory.  

During the Printmaking in the Expanded Field Seminar, held in Oslo in 2015, art historian 

Sofie Dederen provides a historical contextualisation of printmaking in its origins as a social 

tool. In 1455, the letterpress of Gutenberg was used to produce the first printed bible, and 

print has historically been used to connect people through the dissemination of image and 

information (Dederen, 2015). During the middle ages, the concept of the “original” was 

foreign, and in 1800, Adam von Bartsch first described the difference between an artistic 

print, and a reproductive print4, developing the concept of the matrix and originality in 

printmaking. The tension between reproduction and originality is explored in my practise 

through the inclusion of the matrix or original and the copy. I include my lino matrices 

alongside prints, as well as statues and their copies which have been cast in soap and oil. In 

doing this, I call into question the role of the matrix in art making and expand it beyond its 

traditional inceptions. 

 

Reeve’s suggests that printmaking missed out on the “critical discussions in the 1980’s of 

post-structuralism, deconstruction and critique of the patriarchy” (Reeves, 1999, p.76). A 

central argument of Reeves is that print making is a traditionally female gendered form of art 

making, and that this is another reason it is overlooked in the patriarchal art world. The 

matrix5 is the central piece of any printmaking practise, and without it, the print cannot exist. 

In Latin, Matrix translates to the word “womb”, thus Reeves suggests that print making has 

distinctly female, reproductive qualities. My studio process has involved experiments with the 

concepts of imprint and matrix. I have used my body as matrix, printing directly onto paper 

and lino blocks. I have also pressed acetate directly to my body, tracing its outline to make 

an etching. In my large text works, I use fragments of prayers, and hand written recipes from 

 
4 Before the invention of photography, reproductive prints were copies of paintings or other so called 

“original artworks” made using etching and lithography processes. This was generally considered to 
require less skill than the original painting, and so was often more accessible to women.  
5 Matrix in printmaking refers to the lino block, etching plate, screen, lithograph stone etc  
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my Great Nana to create large tracings using in carbon paper. This is also a version of print, 

as the carbon paper makes a print of the tracing onto paper. I have worked in layers with 

these prints, using a repetitive mark making process to obscure and blur the text. A 

connection to memory is evoked through the subtle, soft, gestural traces.  

 

Visual Artist Paivikki Kallio’s practise 

experiments with the foundations and 

verges of printmaking, often through 

an interrogation of the matrix. In her 

conference presentation “New 

Strategies- Printmaking as a spatial 

process, as a transmissional process, 

and as a spatial, transmissional 

process” in 2017, she proposes the 

integration of a conceptual framework 

of printmaking into an expanded field 

of practise. Kallio states that “we 

cannot limit ourselves to visual surface 

(the actual proof) when looking at 

printed art; the entire printmaking 

process… is an essential aspect of its contents or substance” (Kallio, 2015 p.88). Kallio’s 

practise of sand blasting images into naturally occurring stones questions the normal spatial 

difference between matrix and printed work, suggesting the matrix may continue to exist 

after the printing process, merged into the print itself. 

 

In my practise, I include the matrix (lino block) in the installation of my work as a further 

metaphor for a distinctly female corporeal presence in my series Body Embossings (Fig 2.2, 

2.3, 2.4). The first lino print I made was a monoprint of myself, made by “inking myself” up 

and then pressing my body onto the lino block. In this moment, I embodied the matrix in a 

literal sense. I then carved around the monoprint of myself on the lino block. This was both a 

tender and violent process, as a tension existed between erasure and revelation. The mark 

making could be compared to  

 

Fig 2.1 Paivikki Kallio, Encounters, 2009, sand blasted rock, 

detail of installation, Finnish Cultural Institute in New York  
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scars or stretch marks, small fissures which cover the body. The more tangible presence of 

the lino block pushes the work from the realm of “print”, and into relief sculpture, as the 

physical mark making and excavating of the lino is viscerally present in the work itself. I think 

of the many hours that I poured over the large lino works, and of the way in which my body 

absorbed the discomfort of the arduous carving process. There was something ritualistic and 

penitential about the process of making these works. Kallio discusses the matrix as a 

conceptual turning point, where transmission and translation take place. The prints that I 

have presented alongside the matrix are not traditional prints, they are embossing’s6. Made 

from running the lino block tightly through the press with a soft sheet of paper, they also hold 

a sculptural quality in the marks indented and raised on the paper, an exact negative of the 

lino block. Rather than a distinctly positive print made from applying ink, these embossing’s 

evoke a sense of absence of the matrix. Alongside these works I explore the concept of 

trace further in my Light Box works (Fig 1.4, 1.5, 1.7) where I use my body to create oil 

monoprints on paper. The concepts of imprint and absence are evident in the subtle, 

translucent mark making in oil. Identifiable features come in and out of focus- finger prints, 

legs, stomach, a breast. The body is evoked through traces of its absence. 

 

 
6 to raise surface designs in relief printing.  

Fig 2.2, 2.3, 2.4 Johanna van der Linden, Body Embossings, 2021, embossing on paper, carved lino block, 90 x 60cm 
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 A return to a focus on the female body as source of artistic practise is, according to Ellen 

Tepfer, being explored by more contemporary 

feminists. Feminist artist Ana Mendieta’s 

Silueta series from the 1970’s are a prolific 

example of presence evoked through 

deliberate absence. These works are a series 

of photographed performed earth works, 

where Mendieta impressed or created 

silhouettes of her body in the natural 

environment. According to Ellen Tepfer, the 

Siluetas “operate on the very boundary 

between subjectivity and deconstruction, 

between bodily integrity and bodily 

dissolution” (Tepfer, 2002, p.240).  Rather 

than depicting the actual body, these images 

are haunting in their focus on its trace. The 

performative gesture of presence, and 

indexical presence of performance is used to 

explore “an identity located in the body”. In 

my practise, I also explore this indexical 

process through my lino carvings (Fig 2.4). These are made using a mono printing process, 

which is the first index, and then the process of carving the lino block to print creates a 

second index. My lino works and oil print works engage with gesture and performance, 

through the mono printing performance of making them. I am activating rituals into making 

processes which use my body. These performances are done in private, away from the 

presentation of the work, and away from the institution. Gestural marks from my body are 

evident in my works as traces.   

Fig 2.5 Ana Mendieta, Untitled: Silueta Series, Mexico, 

1976/1991, silver dye-bleach print, 61.6 x 46.4cm, 

Collection Museum of Contemporary Art Chicago  
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The concept of index is interrogated in Georges Didi-

Huberman and Thomas Repsenesk’s 1984 essay “The 

Index of the Absent Wound (Monograph on a Stain)” 

which analyses the Shroud of Turin.7 The shroud holds 

a mystical status as a relic which supposedly touched 

the body of Jesus. Didi-Huberman and Repensek bring 

together the long history of indexical analysis of the 

shroud. They state that there is “the ubiquitous 

presence of the Christly body… there without being 

there, doubly absent, as a dead body and body 

brought back to life, and present in the terrible signs of 

its passion” (Didi-Huberman and Repensek, 1984, 

p.72). They discuss some of the “trace drawings” 

which have been made in relation to the shroud, drawings which map the “living wound” 

through the “absent wound”. The shroud holds marks which could correspond with the 

crucifixion wounds of Jesus, including thorn marks on the head, lacerations on the back, 

bruises on the shoulders, and blood stains. This concept of the “body assumed visible” 

through indexical traces is central to my practise. Carolyn Walker Bynum states that relics 

are what remains of something, objects which do not just refer to, but which actually exist in 

contact with the holy (Bynum, 2013, p.10). A material presence is key then to a relic, even 

 
7 Also called the “Holy Shroud”, this length of linen was found in 1578, and is believed by Christians to 
be the burial shroud of Jesus, and has been preserved since it was found in the royal chapel of the 
cathedral of San Giovanni Battista in Turin, Italy.  

Fig 2.6 Giuseppe Enrie, Full-length image 

of the Turn Shroud, 1931, Wikipedia  

 

Fig 2.7 Johanna van der Linden, Oil Print, 2021 olive oil on paper, 

140 x 60cm 
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though the shroud itself records an absence. This indexical presence is central to my 

practise, as I piece together fragments of my own body through olive oil pressings and 

embossing’s, rendering my body topographic and gestural (Fig 2.7). My body becomes 

fetishized through an evocation of it’s absence.  
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Chapter Three: Methodology  

 

An expanded print making practise, material explorations, feminism and my relationship with 

religion have framed my practise led research throughout this project. Central to my 

methodology are material based experiments, framed by a conceptual approach to print, 

trace and imprint. I work with multiple projects in progress, and have these scattered about 

my studio and home, so over time they interact with and influence one another. My work 

throughout the year has evolved to have a central focus on the female body.  

 

Working up to my first group critique in Semester 1, my focus was upon working with 

personal materials I had collected or inherited and processes of printing and casting. These 

materials included lace from my great grandmother, religious statues from my sister’s prayer 

table, fabric I collected from op-shops and religious trinkets and icons I had been given as a 

child. I blended and merged these objects with ordinary materials such as salt, soap, flour 

and cooking oil. I grew salt crystals on fabric and blocks of lino, made moulds of Marian 

statues and cast them in soap, made rosary beads using frozen olive oil (which I melted on 

my body), and printed fabrics using oils. I was interested in the duality of materials which 

could be both profane, and manipulated into something worthy of devotion, exploring a 

concept of “sacralization” (Anic, Silija, 2020).  

 

Fig 3.1, Johanna van der Linden, Untitled (installation view), 2021, embossing on paper, linoleum block, LED light box, 

latex, olive oil, fabric, soap, missed media installation  
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I also explored rituals and processes in relation to sacralization. I was engrossed in large lino 

carving projects, which pushed my body physically. In making my first lino block, I inked up 

my entire body in black etching ink, and laid myself onto a large piece of lino. I pushed my 

body into the lino block, impressing the nuances of my skin, hair and nipples onto the 

surface. This process felt ritualistic and symbolic.  

 

The process of scrubbing myself clean connected to the arduous process of preparing and 

then wiping back an etching plate, or cleaning a lino block. I had to scrub myself red raw to 

get the ink off, and even still a grey mottled pattern remained on my skin for a week. My skin, 

the largest organ of my body, had absorbed the ink, merging it onto my surface. 

  

Carving out this lino block was a time intensive, difficult process. Carving is consuming and 

painful, penitential. While making this work, I was reflection on the concept of matrix as 

womb (Reeves, 1999), and with Grosz’s theories of body inscription. After carving this block, 

I experimented with printing it 

traditionally using relief inking, and 

intaglio printing processes. These 

embossing’s were soft, and 

brought the centrality of the matrix 

into focus, as the embossing’s 

acted as a cast of the matrix- 

raised and indented to meet the 

surface of my lino carving (Fig 2.2, 

2.3, 2.4).  

 

I realised when I was installing in 

Site 8 (Fig 3.1) that I had not fully 

acknowledged or accepted the 

centrality of vulnerability and 

shame in my work. It wasn't until I 

was installing for the crit, filled with 

overwhelming dread and searing 

embarrassment that I realised that 

shame and the body were at the 

centre of my work. My initial 

intention had been about a 

reframing of female corporeality using 

Fig 3.2, Johanna van der Linden, Untitled (installation view), 2021, olive oil, 

latex, lace, fabric, coloured pigment on paper, mixed media installation  
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Western Catholic symbols, but I think this work was more about turning myself inside out, a 

concept that Grosz touches on in her book “Volatile Bodies” (1996). This was a turning point 

in my practise, and more than anything gave me confidence to explore these vulnerabilities. I 

wanted to push the work further into the realm of the abject and the body, and perhaps deal 

with some of the religious symbolism more subtly or abstractly.  

 

My installation at the end of Semester 1 (Fig 3.2) 

expanded on and extended the work I presented 

for the group critique. I expanded on the light 

box/window work outside of the gothic frame and 

onto a large, rectangular form. This was a choice 

to align my work more strongly to the body, 

engaging with the concept of “mirrored 

corporeality” (Needham, 2015). I expanded the 

body prints in oil to the entire piece of paper, 

moving more fluidly and freely when making 

them. There was more of a wildness to this ritual. 

This was influenced by Janine Antoni’s 

performance work “Loving Care” (1993), where 

the artist painted the floor of a gallery with her 

hair with expressive, whole body movements. 

The result was a more deconstructed body, one 

with slippages and overlaps. I also used latex, 

lace, fabric, tissue paper and pink pigment to 

encase the oil prints onto the paper. I used a 

process of applying and peeling back, then 

applying again, and peeling back again. The layers I made using the latex could be an 

epidermis of the skin. This work was framed in front of a window. This felt like an important 

evolution, as the work was sensitive to the ebbs and changes of natural light throughout the 

day, and the architecture of the building. Hiede Bucher’s “Borg” (1996) series was a key 

influence to this work. Her process of painting on and then peeling back latex from surfaces 

was embodied in the making of these works. The red clots and folds are abject in a way, and 

also familial to the body. Again, I think of the inscription on my body, and of myself turned 

inside out. The process of sacralization of materials is evident in this work, I think of it as a 

relic or shroud. Alongside this large window work were a number of new works made using 

latex and my large lino carvings (Fig 3.3). These were an important chapter in my studio 

process, as latex became an important part of my practise in Semester 2.  

Fig 3.3, Johanna van der Linden, Untitled (installation view), 

2021, latex, white netting, 200cm x 140cm   
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In my studio, I tried to create an 

immersive environment. I was playing 

loosely with the idea of a chapel, a 

church, a site of devotion (Fig 3.2). I 

installed a number of small, 

experimental works on a kind of altar 

underneath the window. I would have 

preferred these to be on the floor (as 

they were in my group critique, see 

Fig 3.1), so that the body was forced 

to bend or kneel, but this was not 

possible. On this altar were the soap 

Mary casts, tracings, handmade 

rosary beads, and a cook book that I had recently discovered from my great grandmother 

(Fig 3.2). I was determined to keep exploring the installation of this work, and looked forward 

to expanding it back out of my studio.  

 

Fig 3.4, Johanna van der Linden, Untitled, 2021, Linoleum block, 100cm x 

70cm  
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 Working through another lockdown in Semester 2 had its challenges. It was during this time 

that I started looking at artist Mierle Laderman Ukeles, reading her “Manifesto for 

Maintenance Art 1969”. Idea C “maintenance is a drag; it takes all the fucking time” felt true 

of my own life at that time. I thought in particular about maintenance the body requires. I also 

thought of my own mother, and of her “role” as maintainer of Church and home and of the 

connection between those two spaces.  

 

Towards the end Semester Two, my work engaged more deeply with the concepts of the 

body, inscription, architecture and body surfaces. I made casts of my lino blocks using latex, 

painting the latex on in layers to create 

a skin. Sometimes I embedded colour, 

fabric or paper in the latex. When dry, it 

is peeled off, careful not to damage the 

lino blocks which became increasingly 

brittle. Taking these skins directly from 

my lino matrices also speaks to the 

corporeal, as I consider the lino blocks 

in direct relation to my body. In some 

ways, these skins are the body returned 

back to itself. The cycle of my skin, 

pressed onto the lino, carved around, 

then cast with latex, and peeled off as 

skin.  

 

Wanting to continue pushing my work 

away from the 2D, and also considering 

a surface for my latex skins to exist on, 

I started exploring sculptural form. I cut 

out 6 archways and attached them 

together into a hexagon (Fig 3.5). Early 

on this sculpture was flimsy, and 

resembled more of a cheap stage prop 

than anything else. Its form echoed 

gothic architecture, and suspended it resembled a thurible. Judhi Pallasmaa draws a striking 

Fig 3.5, Johanna van der Linden, Heirophanies, 2021. MDF, wax, 

latex, white netting, lino print on paper, beeswax, 120cm x 80cm x 

80cm (approx) 
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comparison between gothic architecture and skin stating “skins are at once containers or 

boundaries of bone, muscle and viscera; ventilators; sensory organs; and expressive 

surfaces. Building surfaces or skins serve these multiple purposes as well” (Pallasmaa, 

2014, p.67). I coated the structure in wax, building up a lumpy surface, and stretched my 

latex skins across each of the archways (Fig 3.5). The sculpture felt haptic, bodily, visceral. 

Hanging from the ceiling, this tumbling, precarious structure subverts the strong, solid, 

unwavering marble churches.   

 

There is tension in this work- in 

the stretched out latex skins, in 

the hanging apparatus which is 

pulled so tight. I see this skin- as 

a living, breathing organ. The 

skin “is the oldest and the most 

sensitive of our organs, our first 

medium of communication, and 

our most efficient protector” 

(Montagu, 2014, p.12). Although 

this structure echoes 

architecture, it reads as body. 

This is because of the materials 

of wax and latex which encase, 

Fig 3.6, Johanna van der Linden, Heirophanies, 2021. MDF, lino print on paper, 240cm x 100cm  

Fig 3.7, Johanna van der Linden, Tryptich, 2021, lino print on paper, beeswax, 

130cm x 100cm  
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embalm the structure. The wax drips down the surface of the wood and latex, echoing 

melting candles and oozing substances.  

 

Alongside these latex works, I am also working with printmaking (Fig 3.6, 3.7). Printing in 

repetition, in ways which create natural slippages. I have also been coating my prints in wax, 

and tearing them into fragmented pieces. This is a process of bringing the printed work back 

into the material explorations, and of exploring installation methods which connect with the 

body and notions of shrine and sacred.  
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Chapter Four: Community of Practise 

The process of situating my practise amongst other artists has been both challenging and 

rewarding. My practise expands across several disciplines and engages with various art 

theories. Firstly, within feminist art, particularly feminist art which explores the centrality of 

the body. Secondly, with artists engaging with new material practises and explorations of 

religion. Thirdly, I work alongside print markers working in an expanded practise. I see my 

work as slippery, moving easily between these areas.  

 

A focus on the material body, explored through print and materiality is underpinned by 

feminist theory. The central theories which underpin my practise are Elizabeth Grosz’ 

theories of body inscription, and Judith Butler's link between the material body, gender 

performativity and power structures. Grosz seminal book “Volatile Bodies” (1994) challenges 

the long held dichotomy of the mind and body, and returns to a focus on the material body 

as a way of understanding power structures. She talks about the way that the body is 

“inscribed” through social and cultural norms and behaviours. Working in printmaking, the 

concept of body inscription has always had a powerful and visceral impact on me. Often my 

practise is literally inscribing, peeling away, carving into and pressing onto surfaces. Perhaps 

more importantly, I also reflect on the social and familial inscriptions on my female body, 

mostly through a reflection on my Catholic upbringing. Grosz acknowledges the influence of 

Foucault’s theories of biopower8 and power/knowledge in her writing of Volatile Bodies, and I 

see my practise as interrogating power structures of the Catholic institution. Grosz’ focus on 

“flesh, the mythical primary material through corporeal inscriptions is constituted” (Grosz, 

1994, p.119) is embodied conceptually and sometimes more didactically in my work. Judith 

Butler also interrogates the relationships between materiality, gender and power structures. 

Butler states that “performativity is not a singular or deliberate act, (but) a reiterative and 

citational practice” (Butler, 2011). In my practise, I think of the notions of “woman” bestowed 

on me by the church, and my catholic family and friends. The “reiterative” conditioning of 

patriarchal and misogynist notions of womanhood. In response, my work puts forward an 

abject, problematic body into traditionally institutional and catholic spaces. This “body”, 

evident in my body prints, and large latex sculptures is a deliberate act of rebellion against 

these cultural and institutional structures of patriarchy.  

 

New materialism is concerned with the agency and primary of matter. Artists who engage 

with new materialism appreciate the agency of materials. Gill Jagger states that new 

 
8 Biopower is a term coined by French philosopher Michel Foucault, referring to a technology of power 
for managing humans in large groups.  
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materialism theory also recognises the active role of “matter” in cultural construction. With a 

practise originally in print making, material explorations are a newer part of my practise. 

Carolyn Walker Bynum believes that religions are intrinsically materially focussed, evident in 

the worship of objects considered to be sacred. At the beginning of this project, I was more 

heavily influenced by artists such as Wim Delvoye and Kate O’Boyle who deal with the 

subject of religion quite explicitly in their practise. Over time, my material explorations have 

become more focussed on the haptic, messy, visceral and corporeal. Interestingly, Grosz’s 

more recent writing is about “incorporeality”, a concept which she describes as “the inherent 

possibility of sense or meaning and the necessity of a direction of orientation for material and 

especially living things” (Grosz, 2020). This concept of becoming or unfolding of the body is 

present in my recent studio practises and work, as I move towards a more haptic, slippery 

approach to the body in space 

 

Artist Eva Hesse’s use of materials such as fibreglass, cloth and latex has been an important 

influence in my practise 

(Fig 4.1). Working in the 

1960’s, Hesse is known for 

her large, post minimal 

sculptures which were 

pioneering in their use of 

materials such as latex, 

fibreglass and plastics. 

According to Alex Potts, 

Hesse “leads her audience 

into an intriguingly absurd 

world of tactile immediacy 

that is simultaneously 

literal and virtual, palpably 

simple and not quite what 

it purports to be” (Potts, 

2005, 291). Hesse’s 1969 

work “Contingent” made from latex, fibreglass and cheesecloth communicates through its 

visceral materiality. Solid pieces of latex look to be rippling, having moulded to the plastic 

sheets they set on. This is contrasted with the soft, stretched cheesecloth and latex, which 

deteriorates over time. I seek to create the same contrasts and tensions in my work, 

stretching pieces of latex across frames, embedding it in fabric, and casting pieces of it off 

my lino blocks. I have also used latex in my bigger oil printed works, as a surface to layer 

Fig 4.1, Eva Hesse, Contingent, 1969, cheesecloth, latex, fibreglass, 360x 630x 109cm, 

National Gallery of Australia  
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and peel back. Latex materially speaks of the body, and I seek to create a sense of “mirrored 

corporeality” (Needham, 2015) through its use in my work.  

 

Hiede Bucher’s latex Häutungen (skinnings) are also an important influence in my latex 

works (Fig 4.2). Bucher used gauze and latex to paint skin like surfaces onto architectural 

spaces before tearing them away, leaving an impression of the surface. Painting latex onto 

my lino blocks and peeling it off has been a regular ritual in my process, one which creates 

skins of memory in relation to the carved lino blocks. I consider this process an expansion of 

printing, one which engages with the concepts of imprint and absence. Butcher “dealt with 

the body and architecture in the same manner, an indication that these concepts are fully 

intertwined within her work” (Parasol unit, 2018). This is a concept that has evolved in my 

practise through creating architectural forms for my latex skins to exist on. I seek to draw the 

body in relation to architecture of the church in a similar way to Bucher.  

 

In printmaking, I am exploring the discourses of expansion, trace, absence and imprint. My 

interest in printmaking comes from a dissection of its rigorous, ritualistic processes. I am 

drawn to the relationship between the body and printmaking rather than printmaking and 

new technologies. I see my practise as a hybridity of material exploration and printmaking 

interrogation. I use the conceptual framing of printmaking as a guide or framework in my 

Fig 4.2, Hedi Bucher, Bellevue (kleines Glasportal), 1988, latex, gauze, 340 x 455cm 
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material explorations. I see my work situated in contemporary printmaking which is pushing 

the traditional boundaries of the medium. As Katheryn Reeves wrote in 1999, printmaking 

exists as “trace, identity, evidence, and reproduction simultaneously” (Reeves, 1999, p73). 

Despite this, printmaking’s history and theory has been mostly technical and linear, more like 

a science than an art form (Reeves, 1999). This leaves opportunity for print to be continually 

expanded, particularly through a multi-disciplinary approach.  Susan Tallman states that 

‘One could argue that printmaking, now as ever, is a kind of traveling salesman making the 

rounds of everybody else’s expanded field—painting, sculpture, film, installation. Or we 

could say that print actually owns the ground on which all these expanded fields lie” (2015, 

p.277). In my own practise, I explore print making alongside sculpture, installation and ritual.  

 

The interrogation of the matrix in printmaking has been a central theme of my practise. 

Reeve’s discusses the distinctly female, reproductive qualities of the matrix, as the word 

translates to “womb” in Latin. I see my work in one sense relating to artists who are 

interrogating the role of the matrix in their print practise. According to artist and theorist 

Paiivikki Kallio, “Matrix can be considered as a conceptual turning point, where the 

transmission or translation takes place” (Kallio, 2015). Kallio regularly includes the presence 

of the matrix in her installations, acknowledging the centrality of the matrix in the finished 

work. In my practise, I regularly include the matrix alongside my printed and cast works. I 

see the matrix as anthropomorphic, and I include it in my installations as a distinctly 

corporeal presence. The lino matrix holds many hours of my body in its fibres- often printed 

with my body, it is then slowly carved out, and carried with me for many weeks from studio to 

home to printing studio.  
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Andrea Buttner is a printmaker exploring the concepts of 

touch, trace and absence through large soft ground 

etchings (Fig 4.3). Her series of iPhone etchings record the 

gestural mark making of swiping and pressing onto touch 

screens. Blown up to a large scale, these expressive, 

dynamic records of mark making relate to gesture, 

movement and perhaps echo the time intensive and 

repetitive process of inking up and wiping back an etching 

plate during the printing process. The recording of traces 

and imprints is a key theme in my printing practise, evident 

in oil prints and monoprints which records the trace of my 

body, thus echoing its absence. 

 

Naarm based Rebecca Mayo’s printmaking practise 

embodies an expanded use of the medium. She works with 

textiles, performance and installation practises (Fig 4.4). 

Mayo’s focus on the repetitive and reiterative nature of 

printmaking in her practise is of interest to me. An  

example is her ongoing project “Attending the Merri, 

2012- Ongoing”, which is a social practise, incorporating 

weeding, dyeing, collecting and walking practises. In this 

work, the traditional matrix is not present, replaced 

instead with repetitive, ritualistic practises. The resulting 

work is an embodied series made from cloth printed and 

dyed with plants collected during conservation works at 

the Merri Creek. I relate to this work in the use of my 

body and ritualistic practises such as stretching and 

moving on paper to create my lino blocks, and larger oil 

printed works. In a similar way, these works reject the 

conceptions of the matrix as a stationary object, instead 

embodying a living, changing matrix. Mayo also explores 

experimental installation practises. This has been central 

to my practise throughout the year, as I have sought to 

take my prints off the wall, and push my work into 

installation practises.  

 

Fig 4.3, Andrea Buttner, Phone Etching, 

2015, etching on paper, 217.5 x 118.7 x 

5.4 cm 

Fig 4.4, Rebecca Mayo, Merri Creek 

Zeltbahnen, 2013-2016, calico dyed and screen-

printed with indigenous and exotic plants of the 

Merri Creek, zinc, buttons, eyelets, hemp rope, 

tent poles, dimensions variable  
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The nature of my practise is to work with many projects, and the process of bringing these 

together into cohesion has been through installation. Naarm based artist Nabilla Nordin’s 

installation and sculptural practise embraces an “oozing, spilling, leaking, splattering, falling, 

breaking, crumbling and deliciously repulsive muck”. (Nordin, 2021). Her embracing of the 

abject, the messy and bodily has been a recent influence on my wax and latex sculptures, 

and on my installation practises (Fig 4.5). I am interested in her expansive experimental 

material explorations, and the seemingly intuitive unfolding of materiality in her practise. I 

have been working with materials such as wax, latex, soap, fabric and oil. I deliberately use 

materials which have their own material agency and potency, particularly materials which 

relate to and speak of the body. Wax to me relates to ritual, ceremony, and time passing. 

Latex refers to the body, mimicking the skin or a membrane. Nordin’s installation practise 

has also been important in the development of my work into an experiential environment. 

The relationship between my printed works and sculptures becomes evident when they are 

installed in space. In a similar way to Nordin, I draw material relationships between my 

different works- such as the use of wax on both sculptural and printed works.  

 

The relationships between printed works and sculpture in my practise are underpinned by 

materiality. I position my work within broader feminist art movements, and alongside 

contemporary printmaking, sculpture and material based practises. 

Fig 4.5, Nabilla Nordin, Birdbrush and Other Essentials, Installtion view, 2021, mixed media, dimensions variable  



36 
 

Reference List 

 

Anić, J., & Spahić Šiljak, Z 2020, Secularisation of Religion as the Source of Religious 

Gender Stereotypes, Feminist Theology, 28(3), 264–281. 

https://doi.org/10.1177/0966735020906949 

 

Antoni, J 1993, Lick and Lather, seven licked chocolate self-portrait busts and seven washed 

soap self-portrait busts on fourteen pedestals, Janine Antoni Immaculate Conception Inc., 

Viewed 4 May 2021, http://www.janineantoni.net/lick-and-lather  

 

Bell V, 2017, “An Interview with Elizabeth Grosz: ‘The Incorporeal’”, Theory, Culture and 

Society, 34(7-8), 237-243.  

 

Britannica n.d, Shroud of Turin, Viewed 20 June 2021,  

https://www.britannica.com/topic/Shroud-of-Turin  

 

Brollo, D 2018, ‘Untying the knot: Memory and forgetting in contemporary print work’ in 

Pelzer-Montada, R (ed.), Perspectives on Contemporary Printmaking: Critical Writing Since 

1986, Manchester: Manchester University Press. 

 

Bucher, H 1988, Bellevue (kleines Glasportal), latex, gauze, 340 x 455cm, Viewed 10/10/21, 

http://freymondguth.com/old_site/HBuch.html  

 

Bucher, H 1976, Borg, textile, latex, mother-of-pearl pigments, bamboo, The International 

Sculpture Centre, Viewed on 1 June 2021, https://sculpturemagazine.art/heidi-bucher/ 

 

Butler, J 2011, Bodies That Matter: On the Discursive Limits of Sex, Taylor & Francis Group, 

London. 

 

Buttner, A 2015, Phone Etching, etching on paper, 217.5 x 118.7 x 5.4 cm, David Kordansky 

Gallery, Viewed 5/10/21, https://www.artbasel.com/catalog/artwork/46057/Andrea-

B%C3%BCttner-Phone-Etching 

 

Bynum, C 2013, The Sacrality of Things: An Inquiry into Divine Materiality in the Christian 

Middle Ages, The Irish theological quarterly, 78(1), 3–18. 

 

Costera Meijer, I and Prins, B 1998, “How Bodies Come to Matter: An Interview with Judith 

Butler”, Journal of Women in Culture and Society, 23(2), Viewed on 1 June 2021 

https://www.jstor.org/stable/3175091  

 

del Mar Pérez-Gil, M 2017, “Undressing the Virgin Mary: Nudity and Gendered Art”, Feminist 

Theology, 25(2), 208–221 

 

Didi-Huberman G and Repensket T, 1984, “The Index of the Absent Wound (Monograph on 

a Stain).”, October, 1(29), 63-81, DOI: 10.2307/778307  

 

Eliade, M 1959, The Sacred and the Profane: The Nature of Religion, Harvest, New York.  

https://doi.org/10.1177/0966735020906949
http://www.janineantoni.net/lick-and-lather
https://www.britannica.com/topic/Shroud-of-Turin
http://freymondguth.com/old_site/HBuch.html
https://sculpturemagazine.art/heidi-bucher/
https://www.artbasel.com/catalog/artwork/46057/Andrea-B%C3%BCttner-Phone-Etching
https://www.artbasel.com/catalog/artwork/46057/Andrea-B%C3%BCttner-Phone-Etching
https://www.jstor.org/stable/3175091


37 
 

 

Enrie, G 1931, Full-length image of the Turn Shroud, Wikipedia, viewed on 20 May 2021, 

https://en.wikipedia.org/wiki/Shroud_of_Turin   

 

Finnish Cultural Institute in New York 2013, Paivikki Kallio, viewed 25 May 2021,  

https://fciny.org/residency/pivikki-kallio 

 

Fisher J, & Drobnick, J 2020, “Janine Antoni: Performance and It’s Objects”, Liminalities: A 

Journal of Performance Studies, 16(4), 1-20. 

 

Fullerton E 2019, Heidi Bucher, Sculpture, viewed 1 June 2021, 

https://sculpturemagazine.art/heidi-bucher/  

 

Ghatak, S and Abel, A 2013, “Power/Faith: Governmentality, Religion, and Post-Secular 

Societies”, International Journal of Politics, Culture, and Society, 26(3), 217-235. Viewed on 

May 7, 2021, http://www.jstor.org/stable/24713368.  

 

Grosz, E 1994, Volatile Bodies, Routledge, US.  

 

Grosz E, Yusoff K, Clark N, 2017, “An Interview with Elizabeth Grosz: Geopower, 

Inhumanism and the Biopolitical”, Theory, Culture and Society, 34(2-3), 129-146.  

 

Harding, R. 2016, Out of the Matrix, RMIT Gallery, 

https://www.academia.edu/27036868/Out_of_the_Matrix  

 

Hesse, E 1969, Contingent, cheesecloth, latex, fibreglass, 360x 630x 109cm, National 

Gallery of Australia, Accessed 1/10/2021, 

https://searchthecollection.nga.gov.au/object?uniqueId=49353 

 

Houtman, D, & Meyer, B (eds) 2012, Things: Religion and the Question of Materiality, 

Fordham University Press, US.  

 

Jagger, G 2015, The New Materialism and Sexual Difference, Signs, 40(2), 321-342. 

  

Kallio, P 2009, Encounters, sand blasted rock, detail of installation, Finnish Cultural Institute 

in New York, Viewed on 26 May 2021 https://fciny.org/residency/pivikki-kallio   

 

Kallio, P 2017, “New Strategies- Printmaking as a spatial process, as a transmissional 

process, and as a spatial- transmissional process” in Pettersson, J, Browne, V Schmedling,  

 

O and Barth, T, Printmaking in the Expanded Field: a Pocketbook for the Future: Collected 

Texts and Thoughts. Kunsthøgskolen i Oslo, Oslo 

 

Kierulf, C, 2015 “Printmaking and Multiple Temporalities” Journal of visual art practice, 14(3), 

179–191. 

 

https://en.wikipedia.org/wiki/Shroud_of_Turin
https://fciny.org/residency/pivikki-kallio
https://sculpturemagazine.art/heidi-bucher/
http://www.jstor.org/stable/24713368
https://www.academia.edu/27036868/Out_of_the_Matrix
https://searchthecollection.nga.gov.au/object?uniqueId=49353
https://fciny.org/residency/pivikki-kallio


38 
 

Kippler T, 2017, “The Print in Public Space” in Pettersson, J, Browne, V Schmedling, O and 

Barth, T, Printmaking in the Expanded Field : a Pocketbook for the Future : Collected Texts 

and Thoughts. Kunsthøgskolen i Oslo, Oslo 

 

Mayo,R 2013-2016, Merri Creek Zeltbahnen, calico dyed and screen-printed with indigenous 

and exotic plants of the Merri Creek, zinc, buttons, eyelets, hemp rope, tent poles, 

dimensions variable, Viewed 20/10/2021, https://rebeccamayo.com/  

 

Mendieta, A 1976/1991, Untitled: Silueta Series, Mexico, silver dye-bleach print, Collection 

Museum of Contemporary Art Chicago, viewed 1 June 2021, 

https://mcachicago.org/Collection/Items/1973/Ana-Mendieta-Untitled-From-The-Silueta-

Series-1973-77-2  

 

Nabilah Nordin, Accessed 10/10/21, http://www.nabilahnordin.com/ \ 

 

n.d, Annunziata Statue,  St.Marys Catholic parish, Mount Evelyn, viewed on 1 June 2021 

https://www.stmarysmtevelyn.org.au/gallery 1/6/21 

 

Needham, M 2013 “Art and Body-Space: Mirrored Corporeality”, Michael Needham- Visual 

Artist, viewed on 25 May 2021 

https://docs.google.com/file/d/0B1xDwHrxuOPkTlZISkZuZVZiRk0/edit   

 

Nordin, N 2021, Birdbrush and Other Essentials, mixed media, dimensions variable, Heide 

Museum of Modern Art, Melbourne, Viewed 1/10/2021, 

http://www.nabilahnordin.com/birdbrush-and-other-essentials  

 

O’Boyle, K 2019, Touching the Divine, Fine Print Issue 19, viewed on 1 April 2021, Touching 

the divine by Kate O'Boyle — fine print (fineprintmagazine.com) 

 

Pallasmaa, J. 2012, The eyes of the skin: Architecture and the senses, John Wiley and Sons 

Ltd, United Kingdom.  

 

Rebecca Mayo, 2021, Attending the Merri 2012- Ongoing, Accessed on 24/10/21 

https://rebeccamayo.com/attending-the-merri-2012/  

 

Reeves, K 2018, ‘The re-vision of printmaking’ in Pelzer-Montada, R (ed.), Perspectives on 

Contemporary Printmaking: Critical Writing Since 1986, Machester: Manchester University 

Press.  

  

Reiman, J 2015, “My body is your vehicle- A Conversation with Janine Antoni”, Sculpture, 

34(4), 22-29. 

 

Rose, J. 2014, "Heidi Bucher", Artforum, 52(9), 322-323. 

 

Sexton, K. 2017, Architecture and the Body, Science and Culture, Routledge, New York 

 

https://rebeccamayo.com/
https://mcachicago.org/Collection/Items/1973/Ana-Mendieta-Untitled-From-The-Silueta-Series-1973-77-2
https://mcachicago.org/Collection/Items/1973/Ana-Mendieta-Untitled-From-The-Silueta-Series-1973-77-2
http://www.nabilahnordin.com/
https://www.stmarysmtevelyn.org.au/gallery%201/6/21
https://docs.google.com/file/d/0B1xDwHrxuOPkTlZISkZuZVZiRk0/edit
http://www.nabilahnordin.com/birdbrush-and-other-essentials
http://www.fineprintmagazine.com/touching-the-divine
http://www.fineprintmagazine.com/touching-the-divine
https://rebeccamayo.com/attending-the-merri-2012/


39 
 

Tallman, S 2017, “Turf Wars: Printmaking in the Expanded Field” in Pettersson, J, Browne, V 

Schmedling, O and Barth, T, Printmaking in the Expanded Field : a Pocketbook for the 

Future : Collected Texts and Thoughts. Kunsthøgskolen i Oslo, Oslo 

 

Tepfer, E 2002, “The Presence of Absence: Beyond the ‘Great Goddess’ in Ana Mendieta’s 

Silueta Series.”, Women & performance, 12(2), 235-250, DOI: 10.1080/07407700208571382 

 

Vogel, W. 2019, Wendy Vogel on Heidi Bucher, Artforum Inc, New York.Wood, C 2018,  

Performance in Contemporary Art, Tate Publishing, London.  

 

2018, Heidi Bucher, Artpil, https://artpil.com/news/heidi-bucher/, viewed on 20/10/21 

 

.  

 

 

 

 

  

 

  

 

 

 

 

https://artpil.com/news/heidi-bucher/

