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Summary 

Human relationships with objects are complex and multi-faceted. Attempting to 

unravel the ‘tangled web we weave’1 has become further complicated by the 

subjective nature of the study. Fascination with my objects has become central to the 

discussion of connections between objects and people, and has prompted an almost 

autobiographical project. 

 

Each chapter explores components which contribute to the way we live with and 

through possessions. The first chapter, ‘The Familiar Object and Memory,’ discusses 

the object as fetish in terms of the importance of family identity and heritage. Objects 

are used to symbolise, glorify and reinforce the authenticity and strength of our 

origin. ‘The Second-Hand and the Uncanny,’ follows on to discuss the acquiring and 

possessing of second-hand objects to express and literally construct the self. 

Questioning the uncanny and the attachment of stories to objects has been key to 

understanding and challenging the use of heirloom and second-hand objects in 

identity formation. 

 

Chapter 3, ‘The Other ‘Nancy’ and Post-Memory,’ explores an idea that I am 

collecting fragments of myself by gathering these objects. I not only find elements to 

signify aspects of my personality and identity, but more specifically I seek an affinity 

of sorts; I find myself in objects. The final chapter, ‘The Envelope and the Album,’ 

investigates how my collection of objects can be preserved and contained. Exploring 

envelopes as signifiers of message, narrative and communication has become a 

significant element in my practice, as has the use of books as ‘containers’ of 

                                                             
1
‘Marmion’ poem by Sir Walter Scott, from http://allpoetry.com/poem/8479539-Marmion_Canto_VI._-

_The_Battle-by-Sir_Walter_Scott (date unknown) [Accessed 13/05/2012]  

http://allpoetry.com/poem/8479539-Marmion_Canto_VI._-_The_Battle-by-Sir_Walter_Scott
http://allpoetry.com/poem/8479539-Marmion_Canto_VI._-_The_Battle-by-Sir_Walter_Scott
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meaning. The significance and connotations of my objects shifts in their different 

arrangements within an ‘album’ or book, similar to the way new narratives appear 

through combinations of photographs in a family album.  

 

The resulting project attempts to address not only my relationship with objects, but 

also broader themes with which the reader will, hopefully, identify. 
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Introduction 

I covet objects which tell a story, which possess qualities I may recognise, and 

through which I am able to explore aspects of my own identity. I would be the first to 

admit that I am materialistic, and feel as though part of me resides in objects that I 

have inherited and chosen. 

 

The role and significance of heirloom objects and second-hand objects in particular 

was the initial catalyst for this investigation. My interest in human attachment to 

objects has developed through a fascination for material ‘things,’ and observing the 

importance people place in objects. The joy of possessing objects which simply 

capture my imagination is something I have now begun to analyse. Prasad Boradkar 

argued, “…the more accurately things represent the self the more they act as 

subjects rather than objects.”2 The distinctions between our ‘self’ and our objects 

become blurred as people express themselves through their possessions. The more 

invested people become in having ‘things,’ the more the ‘things’ become personified 

with the identity of the owner.3  

 

Over the course of the MA, I have become intrigued with subject/object relationships. 

I explored the idea of collecting fragments in Part 1, initially inspired by the Foundling 

Museum, London,4 and my own hoarding of scraps of fabric which I collect with my 

Mum.  

                                                             
2
 Prasad Boradkar, Designing Things a Critical Introduction to the Culture of Objects (Oxford:  Berg, 

2010), p.251. 
 
3
 Prasad Boradkar, Designing Things: a Critical Introduction to the Culture of Objects (Oxford: Berg, 

2010), p.251. 
 
4
 ‘Threads of Feeling’ exhibition, http://www.foundlingmuseum.org.uk/events/view/Threads-of-Feeling/ 

[Accessed 13/05/2012]  

http://www.foundlingmuseum.org.uk/events/view/Threads-of-Feeling/
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Figure 1, Wallpaper sample from ‘Madura’ project, 2011-2012 

 

One particular pattern, ‘Madura’5 by Habitat and the V&A, became a recurring theme 

as a signifier of ‘home’ and ‘self.’ Exploring ideas through paper based mediums and 

photography has allowed me to question and challenge my use of processes; not 

only as tools for representation, but as integral elements within my practice. I 

consider myself a ‘bricoleur;’ working with and “manipulating a closed set of 

materials to develop new thoughts,”6 I am a gatherer, a hoarder, a collector and 

ultimately an artist. 

 

                                                             
5
 Conran AL., The Habitat V&A Collection, 1988. 

 
6
 Levi Strauss quoted in Evocative Objects, Things We Think With, ed. by Sherry Turkle (USA: MIT 

Press, 2007), p.308. 
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I have found the curious balance of inherited and second-hand objects that become 

involved in identity formation - not only for individuals, but family groups- to be a 

fascinating, but imprecise area to start looking into. The subjectivity of this area of 

study has influenced the way I have approached both the practical and theoretical 

elements. The work has become autobiographical in a way that I had not initially 

anticipated. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

Figure 2, Beaded Purse, belonging to my Mum, origins unknown. 

 

. 
 
 



9 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Inherited items are usually connected to the loss of a physical presence; “memory 

objects.”7 These objects have history; a narrative, often known, although sometimes 

unknown (figure 2). Narrative can be pieced together from fragments of stories 

passed down generations, from family trees, and information unearthed over the 

years. The tale can be enriched and made more satisfying when linked to a specific 

figure, especially an ancestor. Conversely, these objects, which are not necessarily 

chosen, may stifle personal identity and could be regarded as “an obligation and a 

burden.”8 

 
 

 
 

Figure 3, Pallisy England, A Royal Worcester Company, Small Ceramic Plate, 
bought from the Red Cross shop, Bath Road, Cheltenham, 2011. 

 
 

The peculiar thing about second-hand objects, in comparison to heirlooms, is their 

elusive nature and uncanny histories. Stories are slippery; boundaries between 

                                                             
7
 Juliet Ash, ‘Memory and Objects,’ in The Gendered Object, ed. by Pat Kirkham (Manchester; 

Manchester University Press, 1996), pp. 219-224, (p.219). 
 
8
 Carolyn Folkman Curasi, Linda L. Price and  Eric J Arnould, ‘How Individuals’ Cherished 

Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer Research, Inc., 31 
(December 2004), 609-622, (p.618). 
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fiction and reality can leak and blend together. A hint of a past life can be revealed in 

the torn edges of a letter; the faint smell in a fabric purse; the worn leather of a 

glasses case and in the powder traces in a compact. Shrouded in mystery and 

intrigue, these objects take on a new life within our collections; the traces of their 

pasts combining with their future potential for enriching our lives. 

 

It has been difficult to decide how to structure this investigation so as to balance the 

object, theory, and process, with the subjective and the personal. It was important to 

me that the report, despite referencing theoretical reading, was written with a 

comprehensible, personal tone. Gen Doy wrote; “The self is present in all writing and 

should be made visible/audible.”9 Writers such as Annette Kuhn, Elizabeth Edwards 

and Gen Doy have been useful models for the successful combination of theoretical 

and subjective writing.  

 

 

 

 

 

 

 

 

 

 

                                                             
9
 Gen Doy, Picturing the Self, Changing Views of the Subject in Visual Culture (London: I. B Tauris 

&Co Ltd, 2005), p.144. 
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1: The Familiar Object and Memory 

 

Objects hang before the eyes of the imagination, continuously re-
presenting ourselves to ourselves, and telling the stories of our lives in 
ways which would be impossible otherwise.10 

 

Our attachment to objects begins at a young age. Children first relate to objects as 

they establish ‘what is me, and what is not me?’ Adults consequently relate to 

objects to establish ‘who am I, who am I not?’ Donald Winnicott (1896-1971) 

discussed the ‘transitional object’11 in relation to a child’s development into an 

individual, but also considered objects to be of importance throughout life as a way 

of exploring the boundaries between self and other;12 a boundary which can become 

increasingly malleable.  

 

Regardless of our knowledge that objects are inanimate, we forge relationships, 

experiences and emotions, with and through our possessions. 

 

Can the value of things be measured in terms of the level of our reliance 
on them; can it be measured in terms of how their absence incapacitates 
us; or can it be treated as a measure of how tightly we wrap our identities 
with them?13 

 

                                                             
10

 Susan Pearce quoted in Susan Digby, ‘The Casket of Magic: Home and Identity from Salvaged 
Objects,’ Home Cultures, 3, 2, (July 2006), pp.169-190, (p.174). 
 
11

 “…the transitional object mediates between the child’s sense of connection to the body of the 
mother and a growing recognition that he or she is a separate being.” From Sherry Turkle (ed.) 
Evocative Objects, Things We Think With (USA: MIT Press, 2007), p.314. 
 
12

 Sherry Turkle (ed.), Evocative Objects, Things We Think With (USA: MIT Press, 2007), p.314. 
 
13

 Prasad Boradkar, Designing Things a Critical Introduction to the Culture of Objects (Oxford:  Berg, 
2010), p.45. 
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Roland Barthes (1915-1980), in ‘A Lover’s Discourse,’ speaks mainly of the ‘object’ 

as a person, however, it is also relevant to apply Barthes’ writing to the agency of 

‘object’ (as inanimate item).14 Objects cannot ‘act’ of their own accord; as primary 

agents, we, humans, allow ‘things’ to ‘move’ us as we transform their physical 

properties into something more magical. In reality, when bestowing values and 

attributes on/to these objects, we are projecting ourselves. Objects become 

secondary agents when our own certainty in the powers of ‘things’ allows the object 

to be seen to cause emotions/events to occur.15  

 

Our objects cannot return our love, and yet I believe they have the potential to. This 

strange relationship can cause internal conflict and anxiety, as in the words of 

Barthes; “I have projected myself into the other with such power that when I am 

without the other I cannot recover myself, regain myself: I am lost, forever.”16 In 

many cultures the notion of family heritage, and heirlooms, such as objects and 

photographs, are seen to provide protection, confirmation and stability; a form of 

Winnicott’s ‘transitional object,’17 helping to negotiate our complex relationships with 

our possessions.   

 

Objects we have grown up with are particularly powerful relics, which we often take 

through life, and which may become family heirlooms if they are not already. Even 

                                                             
14

 Alfred Gell, Art and Agency, An Anthropological Theory (New York: Oxford University Press Inc., 
1998). 
 
15

 Alfred Gell, Art and Agency, An Anthropological Theory (New York: Oxford University Press Inc., 
1998), p.17-19. 
 
16

 Roland Barthes, (1977), A Lover’s Discourse, Fragments, trans. by Richard Howard, (London: 
Vintage, 2002), p.49. 
 
17

 Roberta McGrath quoted in Gen Doy, Picturing the Self, Changing Views of the Subject in Visual 
Culture (London: I. B Tauris &Co Ltd, 2005), p.154. 
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seemingly banal items like curtains have had significance for me.18 Indeed I spent 

the second year of the MA studying the William Morris style pattern in depth, figure 

1, relating it to obsession in Charlotte Perkins Gilman’s The Yellow Wallpaper,19 and 

the idea of possession of and by objects.20  

 

The transference of heirlooms is a way of fixing family values and group identity. I 

use the term transference here to mean the movement of objects between both 

people, and spaces; for example, family curtains. The essence of the object, the 

reasons we treasure them, remains the same; we give reverence to the objects 

which symbolise the identity of the owner. Annette B. Weiner (1933-1997) spoke of 

these irreplaceable, precious items as ‘inalienable;’ when they exist outside, and are 

protected from, the traditional commodity exchange system.21  

 

…inalienable objects typically become detached in space and/or time in 
such a way that their historic origins fade into the background, replaced by 
imagined supernatural powers legitimated through family stories and 
myths.22  

 

                                                             
18

 Our William Morris style curtains at home, made by my Mum and Granny, have literally travelled 
with me through life. When I first moved away, bringing the curtains with me to Swansea transformed 
my accommodation into a ‘home.’   
 
19

 Charlotte Perkins Gilman, The Yellow Wallpaper and Other Stories (USA: Dover Publications, Inc, 
1997). 
  
20

 Prasad Boradkar, Designing Things: a Critical Introduction to the Culture of Objects (Oxford: Berg, 
2010), p.250. 
 
21

 Annette B. Weiner, ‘Inalienable Wealth’ American Ethnologist, 12, 2, (May 1985), pp. 210-227, 
(p.210). 
 
22

 Godelier quoted in Carolyn Folkman Curasi, Linda L. Price and Eric J Arnould, ‘How Individuals’ 
Cherished Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer Research, Inc., 
31, (December 2004), pp.609-622, (p.610). 
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Authenticity usually arises from the Western fascination with the origin.23  However, if 

the heirloom object becomes fetishised24 as a symbol of family identity, it also 

indicates that the origins or perceived ‘authenticity’ of the object are actually not as 

important as the value it is given thereafter through myth.25 It could be concluded 

therefore, that objects with unknown history can be just as valuable to identity 

formation if they are endorsed with similar myth and imagination.  

 

Objects kept as heirlooms nearly always emphasise positive relationships, stories 

and values within families. Stories of undesirable characters and negative family 

traits tend not to be considered as valuable history and may be carefully excluded 

from the family’s legacy.26  

 

We have several forms of documentation of the ‘Mitchell’ family history constructed 

by my paternal Grandfather, including recorded interviews with family members, and 

handwritten books. They are fascinating to explore, and yet, it is important to 

remember that, the recording especially, is from one, subjective, view point. They are 

first and foremost a story; what is significant to the family is the re-telling of the story. 

As with identity formation, personal experience will affect the emphasis and 

                                                             
23

 Walter Benjamin, ‘The Work Of Art In The Age Of Mechanical Reproduction,’ in The Photography 
Reader, ed. by Liz Wells (UK: Routledge, 2002), p.43. 
 
24

 “Fetishism has several meanings, one of which describes it as a process in which people attribute 
human qualities to objects and develop obsessive attachments to them.” From Prasad Boradkar, 
Designing Things: a Critical Introduction to the Culture of Objects (Oxford: Berg, 2010), p.43. 
 
25

 Joan Gibbons, Contemporary Art and Memory, Images of Recollection and Remembrance 
(London: I.B Tauris &Co. Ltd, 2009), p.77. 
 
26

 Carolyn Folkman Curasi, Linda L. Price and Eric J Arnould, ‘How Individuals’ Cherished 
Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer Research, Inc., 31, 
(December 2004), pp.609-622, (p.615). 
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relevance of different parts of the stories.27 The notion of a single ‘author’ is 

challenged when the story is translated through several generations or between 

families.  

 

Out of a number of items which have been handed down through the generations in 

my family, some continue to possess an agency and relevance to our family history, 

and some will, no doubt, become lost and obsolete in the accumulation of our ‘junk’. 

Constructing identity is a continuous process, and for many reasons, family objects 

may lose their relevance.28 When faced with heirlooms of little commercial value or 

personal interest, physical space restraints combined with the additional pressure of 

keeping objects ‘safe,’ sometimes means that it is often only photographs that are 

kept.  

 

Becoming the main reference between the past and present, photographs 

increasingly gain importance when they are the only thing that remains. Owing to the 

fragility of photographic documents, I already feel the compulsion to digitally archive 

our family photographs, especially as I am aware that if I do not, the people pictured 

                                                             
27

 Annette Kuhn, ‘Remembrance,’ in The Photography Reader ed. by Liz Wells (UK: Routledge, 
2002), pp. 395-401, (p.398). 
 
28

 Occasionally, we may find ourselves protecting other families’ heirlooms. Whilst the majority of 
second-hand objects come to us without direct contact with the previous owner, occasionally, objects 
come to us from someone we may have had a brief encounter with; for examples, at car boot sales, 
markets or even online. My Dad uses online auctions to find interesting microphones to add to his 
collection; one such item came from a woman who was selling the object on behalf of her elderly 
father. She contacted him again when her father had passed away suggesting there may be more 
items of interest that needed a good home. The specialist items that the woman’s father had collected 
were of little value to the family, and therefore my Dad felt as though he was inheriting the objects, the 
tenuous connection their common interest.   
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will remain faded and silent, destined to be discarded when it is realised they are 

nameless and unknowable.29  

 

Photographs are still seen to help solidify memories, as truthful images, despite our 

knowledge that images can be constructed.30 Memory, both fickle and inconsistent, 

creates impressions and fleeting glimpses of imagery which often leave the mind 

mystified as to whether the vision is real or imagined.31 Marcel Proust (1871-1922) 

understood the most authentic and truthful memory to be through ‘involuntary’32 

means; for example, the sense of taste, tasting the madeleine dipped in tea which, 

for him, brought back vivid memories.33 In contrast, he considered the camera to be 

“suspicious” as it encourages specific viewpoints and moderates our imaginations.34 

For me, photography’s strengths lie in its ability to simultaneously signify both the 

truthful and the illusion. Imagination is not necessarily subdued; it can be liberated by 

the knowledge that manipulation is possible.  

 

 

 

                                                             
29

 Elizabeth Edwards, ‘Thinking Photography Beyond the Visual?’ in Photography, Theoretical 

Snapshots, ed. by J J Long, Andrea Noble, and Edward Welch (Oxon: Routledge, 2009), p.41. 
 
30

 Marita Sturken and Lisa Cartwright, Practices of Looking, An Introduction to Visual Culture (Oxford: 
Oxford University Press, 2001), p.16. 
 
31

 Joan Gibbons, Contemporary Art and Memory, Images of Recollection and Remembrance 
(London: I.B Tauris &Co. Ltd, 2009), p.2. 
 
32

 Esther Leslie in ‘Telescoping the Microscopic Object: Benjamin the Collector,’ The Optics of Walter 
Benjamin, ed.by Alex Coles (London: Black Dog Publishing Ltd, 1999), p.68. 
 
33

 Marius Kwint, ‘Introduction, The Physical Past,’ in Material Memories, Design and Evocation, ed. by 
Jeremy Aynsley, Christopher Breward and Marius Kwint (Oxford: Berg, 1999), p.3. 
 
34

 Anne Marsh, The Darkroom, Photography and the Theatre of Desire (Australia: Macmillan Art 
Publishing, 2003), p.99. 
 



17 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

 

Figure 4. Postcard of my maternal Grandmother (child on far right) with text on 
reverse. 

 

Glimpses into the past through captions in photograph albums weave a story that 

can validate a families’ sense of belonging. However, places where text and 

narrative emphasise an objects’ authenticity are also areas for possible deception; 

postcards, letters or captions in photograph albums construct and reinforce a specific 

and intentional dialogue.35 We are less likely to question our memory when it is given 

to us with genuine narrative attached. 

 

The ‘interventionist embroidery’36 by Julian Walker, including ‘Dialogue with C Petre’ 

(figure 5), explores the complex relationship between text and object, as well as 

themes of subject/object relationships. The re-worked samplers become a 

palimpsest; 

 

                                                             
35

 Carolyn Folkman Curasi, Linda L. Price and Eric J Arnould, ‘How Individuals’ Cherished 
Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer Research, Inc., 31, 
(December 2004), pp.609-622, (p.616). 
 
36

 Website of Julian Walker, http://www.julianwalker.net/page20.htm [Accessed 29/03/2012]. 
 

http://www.julianwalker.net/page20.htm
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A 'palimpsest,' from the Greek word palimpsestos, meaning 'scraped 
again,' is a manuscript written on parchment that has another text written 
over it, leaving two (or more) layers of visible writing.37  

 

 

 

 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 

 
Figure 5. Julian Walker, ‘Dialogue with C Petre,’ 2003. 

 

Recycling, layering of text and meaning, and reuse of a single, precious material are 

all important elements in the idea of the ‘palimpsest.’ The stitch can be undone and 

re-made; the traces of another’s hand, marks left over time, and the inevitable signs 

of its age contribute to the narrative of this object. Exploited for its historical 

significance and social commentary, the object cannot be replicated; its origins are 

                                                             
37

 Janie Poon, ‘Palimpsest: the Future of the Past,’ Visible Language, 42, 3, (2008), pp.237-264, 
(p.244). 
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fetishised, and yet, through the act of intervention, the narrative value of the object 

and its dialogue between periods of history becomes key.  

 

Similarly, the objects I gather to study also represent several generations through 

history. Many come from family members, and several are objects of unknown origin 

which have become heirlooms through their acquisition by my parents. Their 

combined narrative, and the ability to be of several generations simultaneously, 

starts to create interesting tensions and dynamics between the objects and their 

relationship to myself.  
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2: The Second-Hand and the Uncanny 

 
In a world of identical goods, the authenticity of an individual product can 
only exist in the unique stories it collects through its journey… These 
stories become the objects aura, its overvaluation, and its fetish.38  

 

As Walter Benjamin (1892-1940) discussed, “the presence of the original is the 

prerequisite to the concept of authenticity.”39 This is integral to heirlooms, however 

foreign to second-hand and new objects. Second-hand items and objects produced 

in multiple can only gain this validity through the process of ownership, the 

individuality of their owner’s projected identity.  

 

Objects which are plucked from the world of the commodity (new or second-hand) 

and included in our personal collections can, therefore, be more meaningful to the 

development of identity and memory than objects bequeathed to us. Inheritance of 

objects we may not have chosen to represent ‘us’ can be seen as an inconvenience 

and an unwelcome responsibility; a burden.40   

 

Second-hand objects contain far more fascination in terms of their unfamiliar 

narratives and ambiguous futures. Inherited items are intimately connected to loss; 

acting as ‘memory objects,’41 and therefore are already laden with identity and 

                                                             
38

 Prasad Boradkar, Designing Things: a Critical Introduction to the Culture of Objects (Oxford: Berg, 
2010), p.270. 
 
39

 Walter Benjamin, ‘The Work Of Art In The Age Of Mechanical Reproduction,’ in The Photography 
Reader, ed. by Liz Wells (UK: Routledge, 2002), p.43. 
 
40

 Carolyn Folkman Curasi, Linda L. Price and Eric J Arnould, ‘How Individuals’ Cherished 
Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer Research, Inc., 31, 
(December 2004), pp.609-622, (p.618). 
 
41

 Juliet Ash, ‘Memory and Objects,’ in The Gendered Object, ed. by Pat Kirkham (Manchester; 
Manchester University Press, 1996), pp.219-224, (p.219). 
 



21 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

history. Objects found second-hand however, adopt a past, and do not carry the 

same weight of responsibility as those belonging to a family. Even objects chosen 

from new can assume an identity, a place in our lives; “…the well-designed object 

can offer itself as a location for life’s narratives…”42  

 

Yet often objects which have belonged to others appear ‘strange’ to us, as we 

recognise something familiar which is removed from its origin. They are ‘uncanny’; 

“known of old, yet unfamiliar.”43 Objects found in junk shops have agency, relevance 

in terms of social history, and the potential to start new journeys. The familiarity of 

nostalgia also plays its part, in that;  

 

Although nostalgia would seem to be a link between us and times gone by 
it actually builds a barrier that divides us from the past, and prevents us 
engaging with it.44  

 

The melancholy aura of second-hand objects tainted with this apparently “false 

nostalgia,”45 for me, is often countered by the excitement of finding new treasures 

and the surprise of the encounter; I am pricked like Barthes’ photographic 

“punctum.”46 

 

                                                             
42

 Prasad Boradkar, Designing Things: a Critical Introduction to the Culture of Objects (Oxford: Berg, 
2010), p.73. 
 
43

 Freud quoted in Evocative Objects, Things We Think With, ed. by Sherry Turkle (USA: MIT Press, 
2007), p.8. 
 
44

 Tom Phillips, We Are The People; Postcards from the Collection of Tom Phillips (UK: National 
Portrait Gallery Publications, 2004), p.24. 
 
45

 James Elkins, What Photography Is (London: Routledge, 2010), p.107. 
 
46

 “…occasionally (but alas all too rarely) a “detail” attracts me. I feel that its mere presence changes 
my reading, that I am looking at a new photograph, marked in my eyes with a higher value. This 
“detail” is the punctum.” from Roland Barthes, (1980), Camera Lucida, trans. by Richard Howard, 
(London: Vintage, 2000), p.42. 
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When faced with an object whose history does not present itself, unable to read it, 

we instead project onto it our own narratives, looking, perhaps, to its future. Like 

photography, “with its infinite re-codability,”47 objects also have this ability to present 

a fictional narrative.  

 

…To perceive the aura of an object we look at means to invest it with the 
ability to look at us in return.48  

 

By constructing narratives for second-hand objects, we craft ourselves onto them, 

thereby reinstating the value that was lost in the transferral of ownership, and 

allowing them to “look at us in return.”49 The process of this exchange facilitates a 

broader understanding and dialogue between object and subject. We invest in the 

object, and this in turn is reciprocated. We feel attachment to inanimate objects 

which appear to return our gaze, our love, and our values. 

 

Objects found in charity shops can be said to possess qualities with which we 

identify; some attract us, others do not. When I find a ‘treasure,’ it is because 

something in its appearance beckons and whispers to me; 

 

The material available for collection comes to us from the Other, 
essentially different and distant, but we will turn it into sensible Sameness 
by interpreting it in the light of understood parameters.50  

                                                             
47

 Burgin quoted in Elizabeth Edwards, ‘Thinking Photography Beyond the Visual?’ in  
Photography, Theoretical Snapshots, ed. by J J Long, Andrea Noble, and Edward Welch (Oxon: 
Routledge, 2009), p.42. 
 
48

 Walter Benjamin quoted in Anne Marsh, The Darkroom, Photography and the Theatre of Desire 
(Australia: Macmillan Art Publishing, 2003), p.99. 
 
49

 Walter Benjamin quoted in Anne Marsh, The Darkroom, Photography and the Theatre of Desire 
(Australia: Macmillan Art Publishing, 2003), p.99. 
 
50

 Susan M. Pearce, On Collecting (London: Routledge, 1995), p.311. 
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Figure 6, Set of 3 found pictures, from Helen & Douglas House Charity Shop, 
Cirencester, 2011 

 

The objects I find have a life of their own; they choose me, just as I choose them. 

Some of my latest treasures are three small stitched images of houses, figure 6. I 

could not help rescuing them from their temporary home, to include them in my 

assemblage of objects. I would not go as far as saying I ‘collect’, more that I ‘gather’ 

items which capture me. The implication of ‘collecting’ is a “desire for narrative 

wholeness;” 51 I do not feel the urge to ‘complete,’ rather just accumulate. 

 

The samplers in figure 6 should appear ‘strange’ to me. I cannot quite determine the 

reasons they are not ‘uncanny,’ and why they fit themselves into my life. It could be 

the use of unpretentious, recognisable imagery, and simple sewing techniques which 

I grew up with. Evidence of the hand, including mistakes in the stitching, draw me in, 

and are unthreatening in a childlike way. I realise that the boundaries between the 

uncanny and the familiar are unfixed and quite fluid. Objects shift between 

categories dependent upon the viewer or owner, and are in a constant state of flux.  

 

                                                             
51

 Nancy Martha West, Kodak and the Lens of Nostalgia (USA: University Press of Virginia, 2000), 
p.3. 
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My appreciation of the value of interesting objects, both inherited and second hand 

comes from my parents. We have several items of make-up belonging to my 

Grandmothers, both of whom died when I was very young. In a sense I feel that the 

make-up has been kept not only out of sentiment, or “aide memoire,”52 but out of 

curiosity for objects with a history. Powder compacts still contains traces of the 

original powder and to a certain extent traces of my Grandmother Teretta’s skin. In 

isolation, the items could be considered “unheimlich,”53 in that they have changed 

with the absence of their owner. As family objects, however, the uncanny element is 

supressed by sentiment and memories associated with the objects.  

 

 

Figure 7. ‘Used make-up’ online auction from http://www.ebay.co.uk [Accessed 
21/04/2012] 

 

                                                             
52

 Robert Flynn Johnson, Anonymous; Enigmatic Images From Unknown Photographers (UK: 
Thames & Hudson Ltd, 2004), p.8. 
 
53

 “…the German word, which literally translates to "un-homcly." Freud used this term to describe that 
which bares a resemblance to the familiar but at the same time creates a kind of discomfort based on 
the anxiety of its difference.” Lisa Oppenheim and Annette Kelm, ‘A Precise, Wideranging Scavenger,’ 
Flash Art, 43, (March/April 2010) pp.76-79, (p.77). 
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Online auctions such as eBay have reinvented the process of buying second-hand. 

Looking online, out of curiosity, I discover there are a surprising number of used 

make-up items for sale (figure 7). Older, ‘vintage’ items, seen as valuable and 

interesting in terms of social history, are understandably collectable. According to 

Jean Baudrillard (1929-2007), antique objects rely upon their ability to signify the 

passing of time; their historicalness becomes their function.54 However, many items 

listed in ‘make-up and tools’ are simply used make-up.  The objects I find on eBay, 

including Stratton compacts like my Grandmother Teretta used, and a nail polishing 

stone, appear almost bizarre. No longer having an owner who values them, or a 

family to keep them as an element of the mourning process,55 they have no function; 

they have become obsolete and cast back into the commodity system. 

 

To illustrate the difference in value and emotional interest between objects, I found a 

second-hand object to compare to a personal heirloom. The difference between the 

following two items (figures 8 and 9) is quite fascinating; one item belonged to my 

Grandmother Teretta, and the other was bought online, its history unknown. 

 

I feel differently about these two objects based upon their known histories and 

origins. There is reverence in the stone which has polished my Grandmother’s nails 

(figure 8), while being unfamiliar with the bought item (figure 9) creates a distance 

between ‘me’ and ‘it.’ I don’t feel precious about it, and I would not be worried if I 

misplaced it. I was glad that the original stone was not present. The thought of a 

                                                             
54

 Jean Baudrillard, The System of Objects (London: Verso, 1996), p.73-4. 
 
55

 Mary Brett, Fashionable Mourning Jewellery, Clothing and Customs (USA: Schiffer Publishing Ltd., 
2006). 
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strangers nails being dragged across the smooth surface of the stone was almost 

repulsive.  

 

 

(Left) Figure 8. Amami Nail 
Polishing Stone, belonging to my 
Grandmother Teretta. 
 
(Above) Figure 9. Empty Amami 
Nail Polishing Stone Tin, bought 
from www.oldshopstuff.com, 2011. 

 

 

To explore this reaction to an intimate object further, I purchased a small powder 

compact from eBay (figure 10). The powder smells sickly sweet as it drifts towards 

my face after I, maybe too hastily, removed the cardboard lid. I almost recoil, aware 

that the powder I am desperately avoiding breathing in had been applied to a 

stranger’s face; traces of their skin remain in the old, disintegrating applicator and 

powder residue. Objects that contain a suggestion of the body, be it through shape, 

scent, or physical traces, such as in make-up, are often quite repulsive. We 

recognise something familiar, but at the same time the object creates discomfort 

http://www.oldshopstuff.com/
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based on the “anxiety of its difference.”56  Even after owning this object for a while, I 

am reluctant to take a photograph of the inside of the case. I feel intrigued by the 

packaging, seduced by nostalgia perhaps, however, I deliberately avoid touching the 

object, and I still don’t wish to reveal or preserve its gruesome insides. 

 

 

 

 

 

 

 

 

 

 
Figure 10. Lovely Lady Face Powder, purchased on eBay, 2011. 

 

The use of personal objects in artist Miyako Ishiuchi’s (b.1947) ‘Mother’s’ series, 

figure 11, is a poignant example of the attachment to family objects of the deceased. 

Her photography captured her Mother’s aging body, until she suddenly passed away. 

The work she produced subsequently explored her Mother’s body through her 

possessions.57 Looking at the work of Ishiuchi, I was, again, interested in my 

                                                             
56

 Lisa Oppenheim and Annette Kelm, ‘A Precise, Wideranging Scavenger,’ Flash Art, 43, 
(March/April 2010), pp.76-79, (p.77). 
 
57

 Miyako Ishiuchi, http://touchingharmstheart.com/exhibition-review-miyako-ishiuchi-at-
foam_fotografiemuseum-amsterdam/ [Accessed 29/03/2012] (para. 3 of 10). 
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response to something so intimate and bodily, belonging to a stranger. I find the 

photographs uncanny, but strangely alluring. 

 

…heimlich and unheimlich, roughly the homelike and familiar and the 
eerie and strange. The two words seem to be the opposite of each 
other…but among the meanings of heimlich is a definition close to its 
opposite: it can mean concealed or kept out of sight.58  
 
 

 

Figure 11. Miyako Ishiuchi, ‘Mother’s’ series, 
(Left) Number 36, 2001 

(Right) Number 19, 2001. 
 

                                                             
58

 Sherry Turkle (ed.), Evocative Objects, Things We Think With (USA: MIT Press, 2007), p.320. 
 



29 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

The notion of the unheimlich, the uncanniness of objects belonging to others, could 

indicate that they are too close to home. There is an uncomfortable juxtaposition 

between the homely and the un-homely, which often creates tension in objects.  

 

Although fascinated by the images in Ishiuchi’s work, the physical residues of the 

body left in the purchased powder compact, for example, leave me feeling unsettled 

and disturbed. I cannot help but imagine the powder applicator applied to greasy skin 

and returned to nest in the powder itself. I am repulsed by the idea, and the thought 

lingers. With this in mind, I consider Julia Kristeva’s (b.1941) notion of ‘the abject;’ “a 

‘something’ that I do not recognise as a thing.”59 Kristeva questions the liminal 

boundaries of the body; ‘something’ which is at once of us, but not us. The 

ambiguous nature of these non-objects provokes abjection and revulsion.  

 

Essentially different from "uncanniness," more violent, too, abjection is 
elaborated through a failure to recognize its kin; nothing is familiar, not 
even the shadow of a memory.60  

 

The subtleties in difference between objects becoming uncanny through 

estrangement, and objects being abject through their once direct relationship with 

the body are important to clarify. As opposed to Kristeva’s ‘non-objects,’ identifiable 

‘objects,’ found in charity shops, such as underwear, shoes, gloves, and even 

postcards, are simply uncanny when separated from the body. These ex-

possessions do contain physical traces of their previous owner; shoes moulded to 

the shape of a person’s feet, musty smells absorbed by cloth, or postcards, still 

                                                             
59

 Julia Kristeva, Powers of Horror, http://www.csus.edu/indiv/o/obriene/art206/readings/kristeva%20-
%20powers%20of%20horror%5B1%5D.pdf [Accessed 17/04/2012] (p.11). 
 
60

 Julia Kristeva, Powers of Horror, http://www.csus.edu/indiv/o/obriene/art206/readings/kristeva%20-
%20powers%20of%20horror%5B1%5D.pdf [Accessed 17/04/2012] (p.14). 
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addressed, and although private in their communication, sent without envelope, and 

discarded without thought into the public sphere. Although intimate, these items refer 

to the body without being of the body, the one exception being make-up, which 

crosses from the uncanny to possible abjection relatively easily as I have discovered.  
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3: The Other ‘Nancy’ and Post-Memory 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Figure 12. Postcard addressed to a ‘Nancy,’ bought in Red Cross Book Shop, Bath 
Road, Cheltenham, 2011. 

 
 
In the postcards, small stories inhabit small spaces but are not contained 
by them, as the leaky medium allows intimate details […] to edge into the 
public domain.61  

 

Fascination with storytelling is “part of the human condition,”62 and life stories of 

objects and people are often inseparable.63 Although narrative is vital to the role our 

objects play in identity formation and in our lives, the narrative does not necessarily 

have to be continuous or truthful to hold our interest. Found postcards often still 

                                                             
61

 Annebella Pollen, ‘Sweet Nothings: Suggestive Brighton Postcard Inscriptions,’ Photography 
Culture, 2, 1, (March 2009), pp.77-88, (p.81). 
 
62

 Susan Digby, ‘The Casket of Magic: Home and Identity from Salvaged Objects,’ Home Cultures, 3, 
2, (July 2006), pp.169-90, (p.181). 
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 Heekyoung Jung, and others, ‘How Deep Is Your Love: Deep Narratives of Ensoulment and 
Heirloom Status,’ International Journal of Design, 5, 1, (2011), pp.59-71, (p.61). 
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display names and addresses; beginnings of a narrative, glimpses into an-others life, 

and then abandoned. Who would care for them after their intended recipient has 

discarded them? 

 

They are orphans, severed from the direct contexts of personal meaning 
for which they were intended…We can only weave our own stories around 
them, not theirs.64 

 

I consider the possible futures for objects which materialise from the depths of a junk 

shop or second-hand shop. I feel obligated to rescue objects I am drawn to, and feel 

guilt when I decide against it. “The need to exchange with others is inherently 

dangerous because a person not only gives away material things, but a measure of 

her or his own identity.”65 The human emotion which I endow on these objects hangs 

over me. I am aware that I am my own worst enemy. I hoard and gather objects 

because I feel a part of my self is attached to them, I find myself in them, and 

therefore abandoning them means losing part of my self. Similarly, I cannot bring 

myself to throw certain objects away; it is as though I am collecting elements of 

myself.
66

  

 

Nancy Martha West, commented that, “collection implies an attempt at completion, a 

desire for narrative wholeness.”67 I understand my self to be fragmented and 

                                                             
64

 Elizabeth Edwards quoted in Tom Phillips, We Are The People Postcards from the Collection of 
Tom Phillips (UK: National Portrait Gallery Publications, 2004), p.26. 
 
65

 Originally describing ‘gift-giving,’ I believe this quote can also be applied to the donation of items to 
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dispersed, and so through gathering I continually piece myself together. It is this 

relationship and dialogue between self and objects that interests me. 

 

Out of the broken pieces of the self will come a subjectivity that 
acknowledges the fragmentation process, but which encompasses and 
embraces the parts and brings them into dialogue with each other.68  

 

Flicking through an old box of postcards, in one of my favourite charity shops, I find a 

postcard addressed to a ‘Nancy,’ figure 12. It is often this chance meeting, a moment 

of serendipity, which sparks new enquiries for me. I begin to re-consider the 

narrative of these objects that I have intuitively gathered, wondering if perhaps I am 

collecting not only pieces of myself, but also fragments from this Other Nancy’s life. 

After all, Baudrillard’s view on collecting implies that “…what you really collect is 

always yourself.”69  

 

Perhaps this is another reason why I feel so connected to these found objects, and 

why their voices seem so familiar, yet strange. Underlying my work is a sense of the 

familiarity of certain objects; people encounter objects and, regardless of their 

knowledge of them, may feel a level of attachment. Gen Doy wrote that, “the 

self/other relationship might not necessarily be one of conflict and domination, but of 

mutual respect and cooperation.”70  

 

                                                                                                                                                                                              
 
68

 Jo Spence quoted in Gen Doy, Picturing the Self, Changing Views of the Subject in Visual Culture 
(London: I. B Tauris &Co Ltd, 2005), p.145. 
 
69

 Jean Baudrillard, The System of Objects (London: Verso, 1996), p.91. 
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My curiosity about the Other Nancy’s role begins to grow. Somehow, in recognising 

this name I feel an attachment to objects I encounter, as if they already belong to 

me.  Do we share more than a name? Or is our name alone enough to weave this 

story between us? Jacques Lacan (1901-1981) described our name as becoming 

“the signifier of his or her very absence as subject, standing in for him or her.”71 

 

Exploring the postcards which once belonged to the Other Nancy, I find the images 

and messages somewhat familiar- regarding only the weather, family activities and 

hoping the recipient is well. Despite my curiosity, it is frustratingly difficult to construct 

or imagine any unique narrative from the brief lines of text. The postcards become a 

symbol of communication. The recipient being my Other Nancy, this is the 

significance and the fascination for me.  

 

Here, in the light of the revelation about the Other Nancy, I perhaps need to 

acknowledge that I have a tendency towards “reflective nostalgia.”72 Svetlana Boym 

(b.1966) categorises nostalgia into ‘restorative’ and ‘reflective,’ the former sees the 

past as a “perfect snapshot,” whilst the latter “cherishes shattered fragments of 

memory,”73 Interestingly, in this context, there is the idea that reflective nostalgics 

“try to cohabit with doubles and ghosts.”74 For me, this reinforces that imagination 

brings the past into the present; 
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…memory is not a quest for the authenticity of the past or the excavation 
of the past so much as a backwards looking exercise which is more about 
creating mutable and multiple perspectives through which the past can be 
experienced.75  

 

Artists such as Christian Boltanski (b.1944), John Stezaker (b.1949), and Jane 

Waggoner Deschner, working with ‘found’ photographs and postcards, craft their 

own narratives, using their own voice, or that of imagined characters, simply as a 

vehicle for universal themes. Boltanski’s work exploits the persuasive power of 

‘found’ photographic imagery, which he often couples with an assemblage of ‘found’ 

objects, representing and becoming symbolic; acting ‘as’ the genuine object (figure 

13). The work has been described as being situated; “somewhere between the grand 

ideas of truth and untruth, the tangible and the intangible, [and] evoking the tension 

between representation and remembering.”76 

 

Boltanski often recreates his own past using fragments from the lives of others. 

Usually quite precious with family photographs, this is quite a revelation to me. 

However, when looking through family photographs, I often find myself unable to 

remember the events either side of a snapshot. Do I even remember the situation at 

all, or am I simply creating an imagined memory based on the ‘evidence’77 in the 

photograph, or from what I have been told by other people? In the light of Boltanski’s 

work, does it matter if the past is fabricated in this way? If the past can be re-
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 Joan Gibbons, Contemporary Art and Memory, Images of Recollection and Remembrance 
(London: I.B Tauris and Co. Ltd, 2009), p.138. 
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constructed from other fragments, why should my memory prevent me from 

exploring other alternatives? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Figure 13. Christian Boltanski, ‘Autel de Lycée Chases [Furnace Bridge of Chases 

High School],’ 1986-1987 
 
 

Through using a fictionalised method of ‘documenting’ events, people, and 

memories, Boltanski explores the authenticity of objects, leading Joan Gibbons to 
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suggest, as mentioned in Chapter 1, that, “…associative value is perhaps more 

important than authenticity.”78  

 

Gibbons discusses the intriguing idea of ‘postmemory.’ Although usually associated 

with secondary memory constructed by the ancestors of people who lived through 

the Holocaust, this term could be applied to second hand objects and heirlooms, and 

the translation of memories passed to different generations through objects. 

 

...postmemory is the inheritance of past events or experiences that are 
still being worked through. Postmemory carries an obligation to continue 
that process of working through or over the event or experience and is not 
yet a process of reply.79  

 

The interest for me in the idea of ‘postmemory,’ is that it carries the possibility that if 

memory of an event/place/object can be constructed from second-hand sources, the 

objects’ true history does not necessarily need to be known. A simple encounter with 

a found object is enough of a catalyst to begin an inquiry into the object; importantly, 

an inquiry which has no need for a conclusion as such. The notion of working 

through an objects’ past also need not be an investigation into a real past, but may 

be an imagined one, after all; “…meanings are invisible, attached only through 

stories.”80 

 

 

                                                             
78

 Joan Gibbons, Contemporary Art and Memory, Images of Recollection and Remembrance, 
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4: Photography and Objects 

 
The conventionally “inanimate” material condition of the objects of a still 
life, and the fact as well that they are fictions, encourage the artist to take 
infinite liberties in their representation and interpretation, and to invent or 
obey subtle semantic and formal codes in order to project their mute yet 
eloquently symbolic messages.81  

 

Exploring the objects I gather via a process of photographing them and manipulating 

the results begins to weave a story. The objects I chose to photograph fit into certain 

categories; heirloom, second-hand and new. They are deliberately small items, 

chosen not only because of their scale in relationship to my body, but because they 

are subsequently the easiest to “manipulate and control.”82 Combining second hand 

and personal objects starts to create interesting tensions and possibilities in terms of 

an ‘authentic’ narrative.  

 

I cannot claim to be a photographer; I had assumed that I used a camera simply as a 

device to capture likeness. However, questioning my use of photography has 

importantly revealed not only its use as a tool for creating imagery, but as a method 

of controlling, appropriating, and possessing objects.  

 

Objects which are ‘unique’ are seen to be more valuable because they are 

irreplaceable; the significance of heirlooms for example. However, in my practice, I 

use techniques which allow me to control reproducibility. Digital technology’s 

strengths lie in its ability to store large amounts of data relatively easily. I document 

so that nothing is lost. For me, objects fetishised and looked after as constructions of 
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the ‘self,’ can be captured in part through the process of documenting; photographs 

can be printed and treasured as new objects in their own right. This method of 

containment, and protection, like documentation for a museum collection, has 

become an important element in my work; “…everything exists to end in a 

photograph.”83 The use of photography and its potential for replication and multiples 

preserves the object, protecting it from harm. However, I also see this multiplication 

as being able to facilitate the process of letting go; enabling me to become less 

precious with ‘things.’  

 

 

Figure 14. Photographic images from ‘Nancy’ series, 2011-12. 
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 Susan Sontag, On Photography, (London: Penguin Books Ltd, 1979), p.24. 
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Whilst attempting to analyse my use of photography to reference these objects, I 

recognise that the camera captures a single moment in which; “…a tiny piece of time 

brutally and forever escapes its ordinary fate, and thus is protected against its own 

loss.”84 In a broader sense, protecting the mortality of an object through a physical 

photograph is also an attempt to control our own mortality; “…mnemonic and 

narrative qualities of cherished possessions extend the individual and collective 

sense of self through time.”85  

 

To evoke a museum-like presentation of my artefacts (figure 14), I photograph the 

objects either inside my home, or in the garden, on a white background. I am 

conscious that the method of photographing my objects in the comfort and confines 

of a domestic interior are similar to many of the early female photographers who 

were restricted by the social codes concerning appropriate behaviour. The 

photographs taken by Lady Clementina Hawarden (1822-1865) are a wonderful 

example of complex and layered domestic photography, figure 15. 

 
 
Lady Hawarden is everywhere, but nowhere to be found. Through 
daughters and other beautiful things that appear within her apartment, 
wallpapered with gold stars, Lady Hawarden is the missing woman whose 
fleeting presence is shot through every object.86 
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‘The Empty Room,’ figure 15, is a specific example of Hawarden’s use of objects as 

a stand-in for herself. Hawarden’s camera, “a collecting thing, a material thing for 

collecting the material of her life,”87 and her use of objects as autobiographical 

(including the use of her daughters), makes me consider the use of objects in my 

own work.  

 

 

 

 

 

 

 

 

 
 
 
 
 
 
 

 
 
 
 

 
 

Figure 15. Lady Clementina Hawarden, ‘The Empty Room,’ Studies from 
Life series, between1857-1865. 
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…is every photograph…an unconscious fragment of the photographer’s 
autobiography? Will all the photographs a person takes in his or her life be 
as much a record of that individual as anything written down?88 

 

I had not initially intended the work to be autobiographical, and, although it 

inadvertently and quite obviously can be, I set out to speak also of more universal 

themes. 

 

Considering the metaphorical aspect of a camera as a “collecting thing,”89 I begin to 

use my Grandfather Frank’s camera to explore another dimension to these objects. 

Whilst I use digital images mainly for documenting, so nothing is lost, traditional 

photography- although somewhat restricted by my lack of skill- seems to give me far 

more in the way of describing the surfaces of objects I am fascinated by. The mixture 

of blur and focus resonates especially well with the idea of memory and traces 

(figure 16).  

 

Photographs can point towards a certain idea, reference something you may find 

familiarity in, or simply craft a narrative which may be entirely fictional. “If 

photographs are messages, the message is both transparent and mysterious.”90 This 

ambiguity reflects the way in which second-hand and found objects have an 

unknowable and cryptic presence. If the photograph is deliberately ambiguous, and 

its ‘reality’ is constructed, questions arise around the ownership and authenticity of 
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objects, and the narratives attached. The intrigue with photography is that, like a 

found object, the surface image is all you have to take your clues from. 

 

 

Figure 16. Photograph of my Grandmother’s powder compact, 2012. 

 

A photograph can certainly throw you off the scent. You will get nowhere, 
for instance, by taking a magnifying glass to it to get a closer look: you will 
see only patches of light and dark, an unreadable mesh of grains. The 
image yields nothing to that sort of scrutiny; it simply disappears.91  
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 Annette Kuhn, ‘Remembrance,’ in The Photography Reader ed. by Liz Wells (UK: Routledge, 
2002), pp. 395-401, (p.395). 
 



44 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

5: The Envelope and the Album 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 17. Photograph re-printed onto an envelope, 2011. (The first piece that began 

to take my enquiry forwards.) 

 

Using my photographic studies of objects as a starting point, I begin to explore the 

potential of different surfaces to contribute to the narrative of the photograph. Almost 

immediately I find that images of objects reprinted on empty envelopes have a 

reverence and ability to communicate using quite subtle references (figure 17). 

Considering the word ‘envelope’ has its origins from French envelopper -'envelop',92 I 

realise the huge potential for this form to be a literal and metaphorical carrier of 

meaning. Enveloping, surrounding, shrouding, and encasing, the ‘envelope’ 
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‘Envelope,’ definition, http://oxforddictionaries.com/definition/envelope?q=envelope (date unknown) 
[Accessed 22/03/2012]  
 

http://oxforddictionaries.com/definition/envelope?q=envelope


45 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

metaphor suited my purpose and I begin developing my aesthetic through 

experimenting with printing on my home printer.   

 

Through using this method of printing, existing connections with the domestic, and of 

a female photographer’s containment inside her home also begin to solidify. My 

home envelops me; as Benjamin suggested, the interior lends itself to imprints and 

traces of objects and people.93 

 

Doy explored Kristeva’s notion that, “the socialised and culturalised subject is 

continually producing itself in a clearly bounded envelope.”94 This can be interpreted 

as not only concerning the cultural boundaries of the body (“the abject”95), but also 

the home and its contents as an extension of, or protection for, the body. 

 

That which is, is determined by that in which it is contained-by that which 
envelops it, envelops its existence.96 

 

Luce Irigary (b.1932) speaks of the ‘envelope’ as a metaphor for a sense of 

belonging. She explores how women envelop and become a place for man, mother 

or lover, whilst they struggle to find a place for themselves.97 Applying this to the 
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material culture with which we construct our identities, by surrounding ourselves with 

things we are establishing a tangible sense of self, acting not only as a protective 

layer, but which becomes us.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 18. Business envelope over- printed with the back of a postcard, 2011. 

 

Through the act of printing images of objects onto envelopes I begin to further 

explore the importance of objects, second-hand and heirloom, as containing 

elements of the self. The traces of a past life, in both the photographed objects and 

the re-used envelopes, are almost a palimpsest; the broader definition being “an 

object, place or area that reflects its history.”98 The inclusion of the second-hand and 

undeveloped narrative indicates that like second-hand objects, we can only look to 

ourselves for meaning in the empty envelope. 
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Some of the envelopes I print onto have contained bills and everyday business 

correspondence, figure 18, whilst others are of a more personal nature; birthdays, 

Christmas, letters from friends, figure 17. Envelopes convey this idea of transmission 

of information, sharing of objects, and their underlying narrative. I deliberately use 

the dense pattern or existing text on the envelopes to create an interesting dialogue 

with the printed imagery.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 19. Inside of business envelope printed with image of Ballroom Dancing 

medal, 2011.  

 

Further considering my use of the intense, repeated patterns inside of envelopes, I 

find two quotes of interest, linking photography, pattern, and the uncanny. Jane 

Graves suggests links between the unconscious and repetition of patterns; the 

uncanny also being linked to the unconscious and that which we find strange. 
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…Pattern has to be artificially truncated, by borders or hemlines- scissors 
and stitching. It has no natural end. Pattern is always on the edge of 
nightmare.99  

 

Similarly, James Elkins discussed the trimmed edges of photographs;  

 

Truncated objects, forever incomplete, can thrive in our peripheral vision 
like an infestation. They can be distracting, ill behaved, even unsettling. At 
the extreme they can even be labile, obscene, and hallucinatory, as if they 
have lives of their own.100  

 

This can be explored not only through my use of the insides of envelopes, and their 

torn edges, but also through Hawarden’s photographs (figure 15) which have been 

“…torn from family albums” in such a way that, “even the edges of the photographs 

give way to touching.”101  

 

In both these quotes, the underlying theme is anxiety created from lack of a ‘whole;’ 

implying the incomplete nature of the fetish.102 Fragmented narrative, interrupted 

pattern, the unidentified, the obscured- the desire for “narrative wholeness”103 

consumes us and unsettles us. We project stories and narratives onto objects as a 
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way of dealing with their uncanny and unknown histories; “We are condemned to tell 

stories, but we cannot, in our hearts, believe that they are altogether true.”104   

 

These printed envelopes are laden with meaning, and yet intentionally ambiguous in 

their message. Empty envelopes which have contained fragments of communication 

become mysterious when combined with imagery which may generate separate 

narratives; these objects have the potential to weave stories, real and imagined.  

 

Developing this idea further by crafting/recycling envelopes into hand-made paper, 

and then printing them with images of objects, the meanings are again multiplied 

(figure 20). The objects almost melt into the surface of the paper; like self/object 

relationships, the container and the contained begin to merge.  

 

Photography becomes alive in the areas between art and documentation. 

Interestingly, Lady Elizabeth Eastlake (1809–1893) commented, as early as 1857, 

that;  

 

She [Photography] is the sworn witness of everything presented to her 
view… (her studies are ‘facts’)… facts which are neither the province of 
art nor of description, but of that new form of communication between 
man and man – neither letter, message, nor picture –which now happily 
fills up the space between them.105 
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“…neither letter, message, nor picture…”106 My work aims to also occupy these 

liminal spaces, being ambiguous and layered in meaning. 

 

 

Figure 20. Photograph printed onto recycled handmade paper, 2012. 

 

Photographs, keepsakes and souvenirs- kept as a way of prompting memories from 

specific experiences- reminds me that surrounding ourselves with material 

possessions which are experienced as an extension of the self 107 is a way of 

solidifying memories. According to Benjamin, “collecting is a form of practical 
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memory.”108 Family photographs are also kept for the importance of the object as 

‘heirloom’, which becomes as important as the image shown.109  

 

…we have in a photograph surrogate possession of a cherished person or 
thing, a possession which gives photographs some of the character of 
unique objects.110  

 

Looking at Barthes’ journey through Camera Lucida, Elizabeth Edwards suggests 

that due to the material qualities of the photographic print ‘…he yearned to go into 

the depths of the paper itself, to reach its other side.’111 The materiality of the 

photograph in aiding to the understanding and importance of the image is an area 

sometimes overlooked by ‘photographers’. From a ‘textile’ perspective, the handling 

of the object of the photograph is equally important in how it can be interpreted.  

 

…photographs are handled, caressed, stroked, kissed, torn, wept over, 
lamented over, talked to, talked about and sung to in ways that blur the 
distinction between person, index and thing.112  

 

Photographs are first and foremost objects. The physicality of the photograph as an 

object is acknowledged by Elkins in What Photography Is, however, he only explores 

the surface and depth of a traditional ‘photograph.’ 
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If I look closely enough, a photographic print does have a certain 
miniscule thickness, and in that layer the mixed crystals and paper fibres 
create an exquisite, shallow and uncertain illusion of depth.113  

 

I intend my photographs to become embodied with traces of the process. Myself, as 

the photographer, the camera lens acting as my eye, the manual printing of the 

image and the subsequent handling and protection of the photograph itself all 

documented within the shallow depth of a piece of paper. The choice to hand-make 

some of the paper, again, acts as a visible trace of my hand, an irreducible part of 

the work. Object and subject fuse in my photographs as they appear to do in identity 

construction. 

 

Through investigating my objects, realising the importance of documenting and 

preserving their significance through photography, I begin to consider, more intently, 

the importance of my prints as ‘objects’ in their own right. Treasuring and protecting 

family photographs in albums, drawers, shoe boxes, lockets, even under the pillow, 

leads me to consider how I will store the prints I produce. Materiality of the 

photograph has become central to this investigation, and I feel compelled to provide 

a ‘container’ for the fragile images in the form of books.  

 

The metaphors of the book are metaphors of containment, of exteriority 
and interiority, of surface and depth, of covering and exposure, of taking 
apart and putting together.

114
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Figure 21. Coptic bound book, including envelopes containing photographs, 2012. 

 

Progressing from printing on hand-made paper, I also experimented with using 

simple cartridge paper. The relationships forming between the objects, and the 

dialogue appearing through the combination of imagery has become the focus of the 

books I have crafted. In each volume I have attempted to combine the imagery in 

different ways to explore different elements of fragmented identity, storytelling and 

the multiplicity of meanings.   

 

To give an example, the book in figure 21, has been arranged in the format of an 

image of a masculine and a feminine object on alternate pages. The relationship 

between them becomes almost a love story; a question and answer. I have not 

included text in many of these volumes, as Barthes, in ‘A Lover’s Discourse’ spoke of 

the love letter; “I have nothing to tell you, save that it is to you that I tell this 
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nothing.”115 The bond between my objects, found and treasured, is celebrated 

through their union in this container; literally and metaphorically woven together. The 

resulting form of the book acts as a springboard from which the objects can be 

investigated and theorised. 

 
 

 
 

Figure 22. Coptic bound book, made with pages of recycled envelopes; bills and 
personal (birthdays, Christmas…), 2012. 

 

 

I strive to find a balance between a family album aesthetic and an artist’s book. The 

family photograph album, “that reliquary of the social,”116 provides an encounter with 

the past through which we contextualise and place ourselves in history. The contents 
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of our family albums vary from simply containing photographs, to a ‘scrap-book’ 

aesthetic, including postcards and letters within the body of the album, narrating 

through more than just imagery. Who constructed and organised the album? Was it 

from their own or multiple points of view? For what purpose was it made? There are 

countless questions to consider in the object’s interpretation. Many of the albums 

also contain captions, and the handwriting (if it can be identified), also determines 

how the images are read. The book in figure 22 also includes quoted text from some 

of my found postcards. The objects and text have no known relation to each other, 

however, the text acts as another layer to the fragmented story.  

 

I explore several shapes for the books; for example, the unfolding of the books in 

figure 23 strongly alludes to the envelope. I see the smaller of the two books (top 

image) as a diary. The folded booklet contains objects belonging to me; mostly 

owned from new- bought or gifts- they are my own, as opposed to family or second-

hand objects. The larger book contains not only imagery combining traditional and 

digital photographic methods, but is also printed on envelopes, the patterns, again, 

becoming part of the story within the images.    

 

My choice in photographing ‘small’ objects is also reflected in the size of some of the 

books; most are intentionally small, intimate and personal. Held in the hands, they 

can be viewed closely, allowing time for reflection. “To be fully appreciated the object 

had to be turned, caressed with the fingers, from trace to relic and back again…”117 

The way in which family heirlooms, photographs specifically, are fetishised is similar 
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to the way we idolize relics.118 The photograph album becomes a reliquary; 

cherished not only as an object, but for the memories and stories it creates.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 23. Folded books containing images of objects, 2012. 
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Albums in particular have performative qualities. Not only do they 
narrativise photographs, such as in family or travel albums, but their 
materiality dictates the embodied conditions of viewing, literally performing 
the images in certain ways.119 

 

The size of a book will determine how many individuals can surround, hold, and 

absorb its content in one instance. The intimacy of the experience will also depend 

on the identity of the viewers and their relationship to one another. Family members 

are more likely to sit and turn the pages together, whereas individuals may look at 

the album and pass it along.  

 

With all this in mind, displaying these objects for exhibition is a challenge. Ultimately, 

these are objects for contemplation; therefore, I will provide a table/several tables on 

which to place the books, and multiple chairs for the viewers to choose from. The 

simplicity of the presentation should highlight the importance of the books 

themselves as beginnings of a narrative. However, providing a choice of chairs will 

explore the way in which we are drawn to certain objects. My hope is that the books 

can be shared and discussed around the circular table, or simply explored in private. 

These ideas may adapt and change to reflect any new thoughts and research over 

the next few weeks. I feel this project has become a spring board, and the exhibition, 

far from being a conclusion, may just be the start of the next Chapter… 
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Reflections and On-going Thoughts 

 
Photographs can function either as autobiographical documents, or as 
aspects of a self-portrait, according to their use.120  

 

Producing this body of work has been revelatory, in the sense that I had not realised 

how integral to my sense of ‘self’ the objects I surround myself with are. Having 

crafted books as ‘containers’ for these images of objects I feel as though they are an 

extension of the objects themselves. As with the objects I collect, own, and possess, 

I am subsequently possessed by these books; I act through them, and they speak for 

me. The stories woven through the objects are malleable, and endlessly 

reproducible. Identity is flexible and continuously transforming, reflecting the 

consuming of fragments of objects in these books. I am collecting my self.   

 

We grow to love the objects that connect us to other people, create 
meaning, and remind us that we're alive.121  

 

Whilst it is true that stories are gathered, shared, translated, adapted, and 

remembered through generations, even significant objects- heirlooms of ‘genuine’ 

family history- can have attached meanings and tales which may not be accurate. 

The origin of an object is given a value, fetishised as being ‘authentic,’ part of a 

legacy. However, the sustaining value of these objects can be argued to be attached 

to the act of communication and storytelling. In this respect, far from being simply 

‘uncanny,’ the value of second-hand objects to identity formation is also vital; 
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histories can be invented, chosen and adapted to craft a story which positively 

contributes to the on-going narration of ‘self.’  

 

Investigating why I am so attached to photography as a method for exploring and 

possessing objects has been vital to the understanding of my working methods. I 

feel, finally, practice and theory are relating to and influencing each other. On the 

one hand, I am able to explore and question my complex relationship with objects, 

whilst on the other I am considering broader themes around my attachment to 

photography. “…the […] connection of the photograph to its referent being is, in the 

end, not much different to that which links the ordinary object to its owner.”122 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 

                                                             
122

 Dietier Semin quoted in Tamar Garb, Donald Kuspit and Dietier Semin, Christian Boltanski 
(London: Phaidon Press Ltd, 1997), p.60. 
 



60 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Bibliography 
 

Books; 
 
Appadurai, A. (ed.), The Social Life of Things (Commodities in Cultural Perspective) 
(Cambridge: Cambridge University Press, 1986).  
 
Aynsley, J., Christopher Breward, and Marius Kwint (eds.), Material Memories, 
Design and Evocation ed. by Jeremy, (Oxford: Berg, 1999). 
 
Bachelard, G. (1958), The Poetics of Space, trans. by Maria Jolas (Boston, USA: 
Beacon Press, 1964).  
 
Barthes, R. (1980), Camera Lucida, trans. by Richard Howard, (London: Vintage, 
2000). 
 
Barthes, R. (1977), A Lover’s Discourse, Fragments, trans. by Richard Howard, 
(London: Vintage, 2002). 
 
Baudrillard, J. (1968), The System of Objects, trans. by James Benedict, (London: 
Verso, 1996). 
 
Benjamin, W. (1936), The Work of Art in the Age of Mechanical Reproduction, trans. 
by J.A. Underwood, (London: Penguin, 2008). 
 
Bertelsen, L. K., Rune Gade, and Mette Sandbye (eds.), Symbolic Imprints, Essays 
on Photography and Visual Culture (Denmark: Aarhus University Press, 1999). 
 
Blanche, C., Collage, Assembling Contemporary Art (London: Black Dog Publishing 
Ltd, 2008). 
 
Boradkar, P., Designing Things: a Critical Introduction to the Culture of Objects 
(Oxford: Berg, 2010).  
 
Boym, S., The Future of Nostalgia, (USA: Basic Books, 2001). 
 
Brett, M., Fashionable Mourning Jewellery, Clothing and Customs (USA: Schiffer 
Publishing Ltd., 2006). 
 
Coles, A. (ed.), The Optics of Walter Benjamin (London: Black Dog Publishing Ltd, 
1999). 
 
Csikszentmihalyi, M., The Meaning of Things: Domestic Symbols and the Self 
(Cambridge: Cambridge University Press, 1981). 
 
Jacques D. (1995), Archive Fever, trans. by Eric Prenowitz, (USA: University of 
Chicago Press, 1996). 
 



61 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Jacques D. (2001), Paper Machine trans. by Rachel Bowlby (USA: Stanford 
University Press, 2005). 
 
Doy, G., Picturing the Self, Changing Views of the Subject in Visual Culture (London: 
I. B Tauris &Co Ltd, 2005). 
 
Edwards, E. and Janice Hart, Photographs, Objects, Histories, on the Materiality of 
Images (New York: Routledge, 2004). 
 
Elkins, J., What Photography Is (London: Routledge, 2010). 
 
Fink B., The Lacanian Subject, Between Language and Jouissance (USA: Princeton 
University Press, 1995).  
 
Garb, T., Donald Kuspit, and Dietier Semin, Christian Boltanski (London: Phaidon 
Press Ltd, 1997). 
 
Gell, A., Art and Agency, An Anthropological Theory (New York: Oxford University 
Press Inc., 1998). 
 
Gibbons, J., Contemporary Art and Memory, Images of Recollection and 
Remembrance, (London: I.B Tauris &Co. Ltd, 2009). 
 
Graves, J., ‘Symbol, Pattern and the Unconscious: The Search for Meaning,’ in 
Disentangling Textiles: Visual & Material Culture, ed. by Christine Boydell and Mary 
Schoeser (Middlesex: Middlesex University Press, 2003), pp.45-54. 
 
Hallem, E. and Hockey, J., Death, Memory and Material Culture (Oxford: Berg, 
2001). 
 
Hayes, C. and Joshua Glenn, Taking Things Seriously, 75 Objects with Unexpected 
Significance (New York: Princeton Architectural Press, 2007). 
 
Highmore, B., Everyday Life and Cultural Theory, an Introduction (London: 
Routledge, 2002). 
 
Hoskins, J., Biographical Objects: How things Tell the Stories of People's Lives 
(London: Routledge, 1998).  
 
Ingham, Karen, Narrative Remains (UK: 2009). 
 
Irigaray, L. (1984), An Ethics of Sexual Difference, trans. by Carolyn Burke and 
Gillian C. Gill. (UK: The Athlone Press Ltd, 1993). 
 
Johnson, R. F., Anonymous; Enigmatic Images From Unknown Photographers (UK: 
Thames & Hudson Ltd, 2004). 
 
Kirkham, P., The Gendered Object (Manchester: Manchester University Press, 
1996). 
 



62 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Long, J J., Andrea Noble and Edward Welch (eds.), Photography, Theoretical 
Snapshots (Oxon: Routledge, 2009). 
 
Lury, C., Consumer Culture (Cambridge: Polity Press, 1996).  
 
Marsh, A., The Darkroom, Photography and the Theatre of Desire (Australia: 
Macmillan Art Publishing, 2003). 
 
Mavor, C., Becoming, The Photographs of Clementina, Viscountess Hawarden 
(USA: Duke University Press, 1999). 
 
Miller, D. (ed.), Home Possessions: Material Culture Behind Closed Doors (Oxford: 
Berg, 2001). 
 
Miller, D., The Comfort of Things (Cambridge: Polity Press, 2008). 
 
Miller, D. (ed.), Materiality (North Carolina: Duke University Press, 2005).  
 
Pearce, S. M., On Collecting (London: Routledge, 1995). 
 
Perkins Gilman, C., The Yellow Wallpaper and Other Stories (USA: Dover 
Publications, Inc, 1997). 
 
Phillips, T., We Are the People; Postcards from the Collection of Tom Phillips (UK: 
National Portrait Gallery Publications, 2004). 
 
Rowell, M., Objects of Desire, The Modern Still Life (New York: MOMA, 1997). 
 
Slater, D., Consumer Culture, and Modernity (New York: Polity Press, in association 
with Blackwell Publishers Ltd, 1997). 
 
Smith, L., The Politics of Focus; Women, Children and Nineteenth Century 
Photography (Manchester: Manchester University Press, 1998). 
 
Sofaer, J. (ed.), Material Identities (Oxford: Blackwell, 2007).  
 
Sontag, S., On Photography (London: Penguin Books Ltd, 1979). 
 
Stewart, S., On Longing (USA: Duke University Press, 2007). 
 
Sturken, M. and Cartwright, L., Practices of Looking; an Introduction to Visual 
Culture (New York: Oxford University Press, 2009). 
 
Towell, L., The World From My Front Porch (UK: Chris Boot Ltd, 2008). 
 
Evocative Objects, Things We Think With, ed. by Sherry Turkle, (USA: MIT Press, 
2007). 
 
Mirzoeff, N. (ed.), The Visual Culture Reader (UK: Routledge, 1998). 
 



63 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Wasserman, K., The Book as Art, Artists’ Books from the National Museum of 
Women in the Arts (New York: Princeton Architectural Press, 2007). 
 
West, N. M., Kodak and the Lens of Nostalgia (USA: University Press of Virginia, 
2000). 
 

 
Journal Articles; 

 
Arnould, Eric J., Curasi, Carolyn Folkman, and Price, Linda L., ‘Older Consumers’ 
Disposition of Special Possessions,’ Journal of Consumer Research, Vol. 27, No.2, 
(September 2000), http://www.jstor.org.v-
ezproxy.smu.ac.uk/stable/pdfplus/10.1086/314319.pdf?acceptTC=true [Accessed 
04/05/2012] (pp.179-201). 
 
Arnould, Eric J., Curasi, Carolyn Folkman, and Price, Linda L., ‘How Individuals’ 
Cherished Possessions Become Families’ Inalienable Wealth,’ Journal of Consumer 
Research, Inc., Vol. 31, (December 2004), http://www.jstor.org.v-
ezproxy.smu.ac.uk/stable/pdfplus/10.1086/425096.pdf [Accessed 04/05/2012] 
(pp.609-622). 
 
Bardzell, Shaowen, and others, ‘How Deep Is Your Love: Deep Narratives of 
Ensoulment and Heirloom Status,’ International Journal of Design, Vol.5, No. 1, 
(2011), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=511012751 [Accessed 04/05/2012] (pp.59-71). 
 
Brett, David, ‘Things in Their Places,’ Visual Culture, Vol.10, No.2, (July 2009), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=4&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505438334 [Accessed 04/05/2012] (pp.125-138). 
 
Brown, Glen R., ‘The Anthropic Aura,’ Ceramics Monthly, Vol.59, No.6, 
(June/July/August 2011), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=511030456 [Accessed 04/05/2012] (pp.52-5). 
 
Brown, Roni, ‘Identity and Narrativity in Homes Made by Amateurs,’ Home Cultures, 
Vol.4, No.3, (November 2007), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=8&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505251759 [Accessed 04/05/2012] (pp.261-85). 
 
Campbell, Emily, ‘Personal touch’ Crafts (London, England), No.200, (May/June 
2006), pp.52-5. 
 

http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/10.1086/314319.pdf?acceptTC=true
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/10.1086/314319.pdf?acceptTC=true
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/10.1086/425096.pdf
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/10.1086/425096.pdf
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511012751
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511012751
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511012751
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511012751
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=4&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438334
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=4&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438334
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=4&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438334
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=4&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438334
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511030456
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511030456
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511030456
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=511030456
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=8&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505251759
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=8&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505251759
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=8&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505251759
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=8&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505251759


64 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Clarke, Alison and Miller, Daniel, ‘Fashion and Anxiety,’ Fashion Theory, Vol.6, No.2, 
(June 2002), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=10&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=504993003 [Accessed 04/05/2012] (pp.191-213). 
 
Digby, Susan, ‘The Casket of Magic: Home and Identity from Salvaged Objects,’  
Home Cultures, Vol.3, No.2, (July 2006), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=17&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505163233 [Accessed 04/05/2012] (pp.169-90). 
 
Dillon, Brian, ‘The Revelation of Erasure,’ Tate Etc. No.8, (Autumn 2006), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=19&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505188003 [Accessed 04/05/2012] (pp.30-37). 
 
Graves, Jane, ‘Clutter,’ Issues in Architecture, Art and Design, Vol.5, No.2, (1998), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=21&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505719846 [Accessed 04/05/2012] (pp.62-9). 
 
Grimberg, Salomon, ‘Frida Kahlo’s Still Lifes: "I paint flowers so they will not die",’ 
Woman's Art Journal, Vol.25, No.2, (Fall 2004/Winter 2005), http://www.jstor.org.v-
ezproxy.smu.ac.uk/stable/pdfplus/3566514.pdf [Accessed 04/05/2012] (pp.25-30). 
 
Hoggard, L., ‘Making History,’ Crafts (London, England), No. 170, (May/June 2001), 
pp.42 45. 
 
Leslie, Deborah and Reimer, Suzanne, ‘Identity, Consumption and the Home,’ Home 
Cultures, Vol.1, No.2, (July 2004), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=26&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505093569 [Accessed 04/05/2012] (pp.187-208). 
 
McGurren, Diane D., ‘Becoming Mythical: Existence and Representation in the Work 
of Christian Boltanski,’ Afterimage Vol. 38, No.1, (July/August 2010), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=28&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505339436 [Accessed 04/05/2012] (pp. 9-13).  
 
Miller, Daniel, ‘Things That Bright Up the Place,’ Home Cultures, Vol.3, No.3, 
(November 2006), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=30&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505194484 [Accessed 04/05/2012] (pp.235-49). 
 

http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=10&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=504993003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=10&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=504993003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=10&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=504993003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=10&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=504993003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=17&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505163233
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=17&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505163233
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=17&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505163233
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=17&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505163233
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=19&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505188003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=19&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505188003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=19&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505188003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=19&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505188003
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=21&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505719846
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=21&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505719846
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=21&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505719846
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=21&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505719846
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/3566514.pdf
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/3566514.pdf
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=26&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505093569
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=26&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505093569
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=26&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505093569
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=26&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505093569
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=28&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505339436
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=28&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505339436
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=28&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505339436
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=28&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505339436
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=30&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505194484
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=30&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505194484
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=30&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505194484
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=30&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505194484


65 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Norman, Donald, ‘Selective Memories,’ Metropolis, Vol.28, No.8, (March 2009), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=21&sid=5aa66367-3fa0-4052-ac3b-
ed4b46926db7%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db
=aft&AN=505399608 [Accessed 04/05/2012] (pp.90-1). 
 
Oppenheim, Lisa and Kelm, Annette, ‘A Precise, Wideranging Scavenger,’ Flash Art, 
Vol.43, (March/April 2010), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=34&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505307461 [Accessed 04/05/2012] (pp. 76-9). 
 
Pekarik, Andrew, ‘The Power of the Object,’ Curator, Vol.45, No.2, (April 2002) 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=38&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505018962 [Accessed 04/05/2012] (pp.89-91). 
 
Pollen, Annebella, ‘Sweet Nothings: Suggestive Brighton Postcard Inscriptions,’ 
Photography Culture, Vol. 2, no.1, (March 2009), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=40&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505399559 [Accessed 04/05/2012] (pp.77-88). 
 
Poon, Janie, ‘Palimpsest: the Future of the Past,’ Visible Language, Vol.42, No.3, 
(2008), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=42&hid=14&sid=8194cac1-f188-488d-9a5c-
061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=
aft&AN=505276701 [Accessed 04/05/2012] (pp.237-263). 
 
Rice, Charles, ‘Evidence, Experience and Conjecture: Reading the Interior Through 
Benjamin and Bloch,’ Home Cultures, Vol.2, No.3, (November 2005), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=17&sid=94058262-b3e1-49ab-bb98-
6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d 
[Accessed 04/05/2012] (pp.285-97). 
 
Stallybrass, Peter, ‘Worn Worlds, Clothes, Mourning, and the Life of Things,’ The 
Yale Review, Vol.81, No.2, (April, 1993), pp.35-50. 
 
Tozer, John, ‘Personal Effects, Spacex, Exeter,’ Art Monthly, No. 220, (October 
1998), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=7&hid=17&sid=94058262-b3e1-49ab-bb98-
6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db
=aft&AN=505764926 [Accessed 04/05/2012] (pp.26-27). 
 
Van Der Werf, Els, ‘“A woman’s nature is like a great house full of rooms”: 
Edith Wharton’s Personal and Fictional Representation of Homes,’ Home Cultures, 
Vol.6, No.2, (July 2009), http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=9&hid=17&sid=94058262-b3e1-49ab-bb98-

http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=21&sid=5aa66367-3fa0-4052-ac3b-ed4b46926db7%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399608
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=21&sid=5aa66367-3fa0-4052-ac3b-ed4b46926db7%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399608
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=21&sid=5aa66367-3fa0-4052-ac3b-ed4b46926db7%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399608
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=6&hid=21&sid=5aa66367-3fa0-4052-ac3b-ed4b46926db7%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399608
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=34&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505307461
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=34&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505307461
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=34&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505307461
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=34&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505307461
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=38&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505018962
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=38&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505018962
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=38&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505018962
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=38&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505018962
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=40&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399559
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=40&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399559
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=40&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399559
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=40&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505399559
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=42&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505276701
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=42&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505276701
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=42&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505276701
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=42&hid=14&sid=8194cac1-f188-488d-9a5c-061430241f2f%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505276701
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=3&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=7&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505764926
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=7&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505764926
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=7&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505764926
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=7&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505764926
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=9&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438673
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=9&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438673


66 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db
=aft&AN=505438673 [Accessed 04/05/2012] (pp.179-197). 
 
Weiner, Annette B., ‘Inalienable Wealth,’ American Ethnologist, Vol.12, No.2, (May 
1985), http://www.jstor.org.v-
ezproxy.smu.ac.uk/stable/pdfplus/644217.pdf?acceptTC=true [Accessed 
04/05/2012] (pp. 210-227). 
 
Weiss, Brad and Mines, Diane P., ‘Materializations of Memory: The Substance of 
Remembering and Forgetting,’ Anthropological Quarterly, Vol. 70, No. 4, (October 
1997), http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/3317222.pdf 
[Accessed 04/05/2012] (pp. 161-163). 
 
Weder, Adele, ‘“Waste Not” and “Fragmented History: Objects and Meaning”,’ 
Border Crossings, Vol.30, No.1, (March, April, May 2011), 
http://web.ebscohost.com.v-
ezproxy.smu.ac.uk/ehost/detail?vid=11&hid=17&sid=94058262-b3e1-49ab-bb98-
6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db
=aft&AN=505396192 [Accessed 04/05/2012] (pp.84-5). 
 

 

Film and Documentary; 
 
Christopher Nolan and Jonathan Nolan, Memento, Dir. Christopher Nolan (Twentieth 
Century Fox, 2002). 
 
Johan Grimonprez and Tom McCarthy, Double Take, Dir. Johan Grimonprez (Soda 
Pictures, 2010). 
 
Obsessive Compulsive Hoarder, Channel 4 
http://www.channel4.com/programmes/obsessive-compulsive-hoarder/4od#3295278 
[Accessed 21/03/2012]. 
 
Get Your House in Order, Channel 4 
http://www.channel4.com/programmes/get-your-house-in-order/4od [Accessed 
28/04/2012]. 
 
The Hoarder Next Door, Channel 4  
http://www.channel4.com/programmes/the-hoarder-next-door/4od  [Accessed 
09/05/2012]. 
 
Britain’s Biggest Hoarders, BBC 
http://www.bbc.co.uk/iplayer/episode/b01hllr3/Britains_Biggest_Hoarders/ [Accessed 
10/05/2012]. 
 

 

 
 
 

http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=9&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438673
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=9&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505438673
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/644217.pdf?acceptTC=true
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/644217.pdf?acceptTC=true
http://www.jstor.org.v-ezproxy.smu.ac.uk/stable/pdfplus/3317222.pdf
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=11&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505396192
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=11&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505396192
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=11&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505396192
http://web.ebscohost.com.v-ezproxy.smu.ac.uk/ehost/detail?vid=11&hid=17&sid=94058262-b3e1-49ab-bb98-6151429a8774%40sessionmgr15&bdata=JnNpdGU9ZWhvc3QtbGl2ZQ%3d%3d#db=aft&AN=505396192
http://www.channel4.com/programmes/obsessive-compulsive-hoarder/4od#3295278
http://www.channel4.com/programmes/get-your-house-in-order/4od
http://www.channel4.com/programmes/the-hoarder-next-door/4od
http://www.bbc.co.uk/iplayer/episode/b01hllr3/Britains_Biggest_Hoarders/


67 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Websites; 
 

Archimedes Palimpsest, http://archimedespalimpsest.org/digital/google-book.php 
(date unknown) [Accessed 16/04/2012]. 
 
Boltanski, Christian, information and learning resources from Guggenheim, New 
York, http://www.guggenheim.org/new-york/education/school-educator-
programs/teacher-resources/arts-curriculum-online?view=item&catid=732&id=153 
(date unknown) [Accessed 16/04/2012]. 
 
Boltanski, Christian, information from MOMA, 
http://www.moma.org/collection/artist.php?artist_id=649 (date unknown) [Accessed 
16/04/2012]. 
 
Boltanski, Christian, information from Pompidou Centre, Paris, 
http://www.centrepompidou.fr/education/ressources/ens-boltanski_en/ens-
boltanski_en.htm (date unknown) [Accessed 16/04/2012]. 
 
Cameron, Melissa, jewellery designer, http://melissacameron.net (date unknown) 
[Accessed 16/04/2012]. 
 
Cayless, Alexena, furniture designer, http://alexenacayless.co.uk/products-
page/product-category/fly-tip-furniture-cabinet (date unknown) [Accessed 
16/04/2012]. 
 
EBay, online auction, http://www.ebay.co.uk/ (date unknown) [Accessed 
16/04/2012]. 
 
Ebay, online auction for ‘Used Make-Up,’ http://www.ebay.co.uk/sch/Health-Beauty-
/26395/i.html?_pppn=v3&rt=nc&LH_ItemCondition=12&_nkw=make%20up&_fln=1&
_sop=1&_ssov=1&_trksid=p3286.c0.m1539 (date unknown) [Accessed 21/04/2012]. 
 
Elkins, James, http://jameselkins.com/ (date unknown) [Accessed 16/04/2012].  
 
The Foundling Museum, ‘Threads of Feeling’ exhibition, 
http://www.foundlingmuseum.org.uk/events/view/Threads-of-Feeling/ (date unknown) 
[Accessed 13/05/2012]. 
 
Hiller, Susan, ‘From the Freud Museum,’ 
http://www.susanhiller.org/Info/artworks/artworks-FM.html (date unknown) [Accessed 
16/04/2012]. 
 
Howley, Kerry, jewellery designer, http://www.kerryhowley.co.uk/ (date unknown) 
[Accessed 16/04/2012]. 
 
Ishiuchi, Miyako, http://sepiaeye.com/thumbnails?artist=miyako-ishiuchi (date 
unknown) [Accessed 16/04/2012]. 
 

http://archimedespalimpsest.org/digital/google-book.php
http://www.guggenheim.org/new-york/education/school-educator-programs/teacher-resources/arts-curriculum-online?view=item&catid=732&id=153
http://www.guggenheim.org/new-york/education/school-educator-programs/teacher-resources/arts-curriculum-online?view=item&catid=732&id=153
http://www.moma.org/collection/artist.php?artist_id=649
http://www.centrepompidou.fr/education/ressources/ens-boltanski_en/ens-boltanski_en.htm
http://www.centrepompidou.fr/education/ressources/ens-boltanski_en/ens-boltanski_en.htm
http://melissacameron.net/
http://alexenacayless.co.uk/products-page/product-category/fly-tip-furniture-cabinet
http://alexenacayless.co.uk/products-page/product-category/fly-tip-furniture-cabinet
http://www.ebay.co.uk/
http://www.ebay.co.uk/sch/Health-Beauty-/26395/i.html?_pppn=v3&rt=nc&LH_ItemCondition=12&_nkw=make%20up&_fln=1&_sop=1&_ssov=1&_trksid=p3286.c0.m1539
http://www.ebay.co.uk/sch/Health-Beauty-/26395/i.html?_pppn=v3&rt=nc&LH_ItemCondition=12&_nkw=make%20up&_fln=1&_sop=1&_ssov=1&_trksid=p3286.c0.m1539
http://www.ebay.co.uk/sch/Health-Beauty-/26395/i.html?_pppn=v3&rt=nc&LH_ItemCondition=12&_nkw=make%20up&_fln=1&_sop=1&_ssov=1&_trksid=p3286.c0.m1539
http://jameselkins.com/
http://www.foundlingmuseum.org.uk/events/view/Threads-of-Feeling/
http://www.susanhiller.org/Info/artworks/artworks-FM.html
http://www.kerryhowley.co.uk/
http://sepiaeye.com/thumbnails?artist=miyako-ishiuchi


68 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

Jones, Taylor, photographic project, http://dearphotograph.com/ (date unknown) 
[Accessed 16/04/2012]. 
 
Kerr, Natasha, textile art, http://www.natashakerr.co.uk/ (date unknown) [Accessed 
16/04/2012]. 
 
Klett, Mark, re-photographic project, http://www.thirdview.org/3v/home/index.html 
(date unknown) [Accessed 16/04/2012]. 
 
Kristeva, Julia, ‘Powers of Horror’ 
http://www.csus.edu/indiv/o/obriene/art206/readings/kristeva%20-
%20powers%20of%20horror%5B1%5D.pdf (date unknown) [Accessed 15/04/2012].  
 
Kyoko Moses, Tabitha, textile art, http://www.tabithakyokomoses.com/index.htm 
(date unknown) [Accessed 16/04/2012]. 
 
Le Grady, George, ‘Everyday Stories, 1979-1980,’ http://www.georgelegrady.com/ 
(date unknown) [Accessed 16/04/2012]. 
 
Lear, Rowan, photographic research blog, http://thathasbeen.wordpress.com/ (date 
unknown) [Accessed 16/04/2012]. 
 
Leslie, Esther, ‘The World as Thing and Image’, 
http://www.militantesthetix.co.uk/waltbenj/opticwb.html (date unknown) [Accessed 
16/04/2012]. 
 
Michals, Duane, information from Museum of Contemporary Photography, Chicago, 
http://www.mocp.org/collections/permanent/michals_duane.php (date unknown) 
[Accessed 16/04/2012]. 
 
Millar, Leslie, Transition and Influence resource, 
http://www.transitionandinfluence.com/gallery/home.html (date unknown) [Accessed 
16/04/2012]. 
 
National Valentines Collectors Association, http://www.valentinecollectors.com/ (date 
unknown) [Accessed 16/04/2012]. 
 
Old Shop Stuff, ephemera online shop, http://www.oldshopstuff.com (date unknown) 
[Accessed 16/04/2012]. 
 
Orphan Pix, lost and found photographic project, http://www.orphanpix.com/ (date 
unknown) [Accessed 16/04/2012]. 
 
Oxford Dictionaries definition of ‘Envelope,’ 
http://oxforddictionaries.com/definition/envelope?q=envelope (date unknown) 
[Accessed 22/03/2012]. 
 
Playing with Pictures: The Art of Victorian Photocollage, exhibition at The Art 
Institute of Chicago, 

http://dearphotograph.com/
http://www.natashakerr.co.uk/
http://www.thirdview.org/3v/home/index.html
http://www.csus.edu/indiv/o/obriene/art206/readings/kristeva%20-%20powers%20of%20horror%5B1%5D.pdf
http://www.csus.edu/indiv/o/obriene/art206/readings/kristeva%20-%20powers%20of%20horror%5B1%5D.pdf
http://www.tabithakyokomoses.com/index.htm
http://www.georgelegrady.com/
http://thathasbeen.wordpress.com/
http://www.militantesthetix.co.uk/waltbenj/opticwb.html
http://www.mocp.org/collections/permanent/michals_duane.php
http://www.transitionandinfluence.com/gallery/home.html
http://www.valentinecollectors.com/
http://www.oldshopstuff.com/
http://www.orphanpix.com/
http://oxforddictionaries.com/definition/envelope?q=envelope


69 
Nancy Mitchell, MA Textiles- Contemporary Dialogues, 2012 

 

http://www.artic.edu/aic/collections/exhibitions/VictPhotoColl/index (date unknown) 
[Accessed 16/04/2012]. 
 
Pre-Loved, online auction, http://www.preloved.co.uk/ (date unknown) [Accessed 
16/04/2012]. 
 
Schmid, Joachim,  http://schmid.wordpress.com/ (date unknown) [Accessed 
16/04/2012]. 
 
Scott, Walter, ‘Marmion’ poem, http://allpoetry.com/poem/8479539-
Marmion_Canto_VI._-_The_Battle-by-Sir_Walter_Scott (date unknown) [Accessed 
13/05/2012]. 
 
Stezaker, John, information from Saatchi Gallery, London, http://www.saatchi-
gallery.co.uk/artists/john_stezaker.htm (date unknown) [Accessed 16/04/2012]. 
 
Wallace, Jayne, digital jewellery design, http://www.digitaljewellery.com/ (date 
unknown) [Accessed 16/04/2012]. 
 
Dr. Watson, Rowan, ‘Blood on Paper’ essay for V&A, 
http://media.vam.ac.uk/vamembed/media/uploads/files/45746_file.pdf (Date 
unknown) [Accessed 21/03/2012]. 
 
 
 

http://www.artic.edu/aic/collections/exhibitions/VictPhotoColl/index
http://www.preloved.co.uk/
http://schmid.wordpress.com/
http://allpoetry.com/poem/8479539-Marmion_Canto_VI._-_The_Battle-by-Sir_Walter_Scott
http://allpoetry.com/poem/8479539-Marmion_Canto_VI._-_The_Battle-by-Sir_Walter_Scott
http://www.saatchi-gallery.co.uk/artists/john_stezaker.htm
http://www.saatchi-gallery.co.uk/artists/john_stezaker.htm
http://www.digitaljewellery.com/
http://media.vam.ac.uk/vamembed/media/uploads/files/45746_file.pdf

