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Abstract 

Enfleshing Entanglements of Space, Time, and Matter Through Diffractive Artistic Processes: 
Conversations with my Late Great Nana Through Her Archival Journals. 

Natalie Pavlik 

Within this thesis I share the story of my entangled relationalities with my great nana, Dorothy, 

who passed away when I was three years old. Dorothy was a brilliant artist, and I grew up 

surrounded by her paintings that hang on the walls of my family home. Looking through these 

painted portals into Dorothy’s imagination throughout my life has greatly inspired my journey 

into becoming an artist, researcher, and teacher. Twenty-three years after her death, shortly before 

I began my graduate studies in art education, my family unexpectedly discovered a box of 

Dorothy’s archival journals, sketches, and photographs, within which she has documented her 

own various artistic processes. Within this inquiry, I explore Dorothy’s archival artistic processes 

through creating my own, expanding upon her past moments within my present pedagogic 

experiences, collectively weaving together a new story that defies boundaries, and enfleshes 

entanglements of space, time, and matter. As such, this research unfolds from the middle, through 

layers, rather than chapters, where past and future meet in the presence of becoming. This thesis 

both explores artistic processes and is composed as an artistic process in itself, rippling outwards 

from the present moment through various diffractive dimensions (Barad, 2007). Waves and 

undercurrents of meaning become increasingly dynamic as I investigate the pedagogic value of 

process through mapping an artistic process directly into the form and content of my inquiry.
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 1 

A Beginning 

A nonlinear story; a strand of DNA; 

A tangled and tightened knot; a path followed by memory to a place we once were; 

A body of flowing water, splashing, fluid, flux. 

Steadily leaving, re-turning, starting, ending, 

And always and also, 

Again. 

Figure 1: Me at age two beside my great nana at age 88. 
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A Prelude to Process 

My great nana’s name was Dorothy Belle Convery. She was born November 8, 1906, and 

passed away June 8, 1996, when I was three years old. I grew up surrounded by Dorothy’s oil 

paintings, which are displayed on the walls of my family home. I still vividly remember her 

voice, her touch, the essence of her being. (see Figure 1) After she died my nana, Joan, explained 

to me that these artworks would forever hold her presence around us, preserved in her canvases – 

a sentiment I have carried close to my heart ever since.  

Figure 2: My favourite always and also painting by Dorothy. 
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Throughout my life, when I engaged with these paintings, I envisioned Dorothy’s arm 

gesturally guiding her paintbrush coated in colours that echoed her emotions. I imagined her 

trials and errors concealed within the textured depth of her vibrant layered paint. (see Figure 2) 

Her artwork has allowed me to peek into the windows of her consciousness, her visions, her 

emotions, her process. This artistic influence has shaped the way I sense the world and has 

inspired me to become the artist, researcher, and teacher I am today. 

Twenty-three years after Dorothy passed away, in the spring before I began my graduate 

studies in art education, my family unexpectedly found a box that held Dorothy’s personal 

archive of her artistic processes. (see Figure 3) Cradled in this portal to the past was a pile 

composed of: 

A small stack of black and white photographs above, 

A red notebook full of art theory above, 

A stack of yellowed loose papers coated in rough sketches above, 

A blue journal filled with philosophical inquiries. 

As an artist, researcher, teacher and great-granddaughter, I was enthralled by the depth 

and complexity of this documented knowledge that had been preserved in this box, waiting to be 

found. A remarkable mapping of artistic processes demonstrating how Dorothy engaged with her 

own identity as an artist, researcher, and teacher. I was now able to read her words, trace her 

curved lettering with my eyes, and dive deep into the intricacy of her thought processes. No 

longer peeking through a window into her consciousness, I was now being invited to step in and 

join her in her imaginative world. (see Figure 4) In doing so I have shared with her moments of 

creativity that she lived before I was born, that I have envisioned throughout my life, and that I 

will continue to become within.  
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Figure 3: The pile of Dorothy’s archival artistic processes. 
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Figure 4: Dorothy's always and also painting of blue space and yellow time. 

 

 

 

The Potential of Artistic Process 

As I have grown within my identity as an artist, researcher, and teacher, I have become 

increasingly interested in investigating the pedagogic value of artistic processes, a term I use to 

embody the space, time, and matter that exists within the experiences of creativity. I distinguish 

the fluidity of artistic processes from the staticity of artistic products, a term I use to reference 

the material outcome of artistic processes. For example, the action of planning a composition, 

mixing paint on a palette, and layering brushstrokes, are aspects of what I consider the artistic 
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process of painting. The physical painted canvas that displays the final layer of paint is what I 

understand to be the artistic product of painting. As an artist, art student, art teacher, and art 

education researcher, throughout my life I have observed our society predominantly focusing on 

the technical skills of artistic products rather than the expressive fluidity of artistic processes. 

However, through my experiences within these domains of pedagogy, coupled with my personal 

positionality having grown up surrounded by artistic influences, I have come to a deep 

understanding of the unequivocal value of exploring artistic processes that embrace the dynamic 

in-betweens of creativity. I believe that an intentional shift towards recognizing the importance of 

artistic processes within all aspects of education has the potential to lead to an increased 

awareness and sensitivity to the relationalities that connect us all with ourselves, with one 

another, and with nature. Throughout this thesis, I explore and exemplify the importance of 

artistic processes through numerous entry points and creative ruptures. 

Archival Artistic Processes 

My practice of embracing artistic processes has grown alongside and through my 

evolving understandings of new materiality (Barad, 2007). This entanglement between practice 

and theory has intertwined with my exploration of Dorothy’s archive and has led me to my thesis 

topic. Within this arts-based thesis (Leavy, 2019), I explore the phenomenon of Dorothy’s artistic 

processes from the past through the apparatus of my own artistic processes in the present, 

mapping numerous diffractive patterns (Barad, 2007) of pedagogic value that entangle along the 

way. In doing so, I weave our artistic processes together into a web of relationalities that bring 

her consciousness into a state of becoming within my own research, igniting a flow of ideas that 

defy the boundaries of space, time, and matter. Anchored in art theory (Block, 2020) and queer 

feminist new materialist archival theory (Tamboukou, 2013, 2018), I document my research 
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through the discursive methods of written narrative (Tamboukou, 2013, 2018) and poetic inquiry 

(Prendergast et al., 2009), and the material methods of drawing, photography, painting, and 

digital art (Leavy, 2019).  

A Diffractive Approach to Artistic Process 

The concept of diffraction is anchored in an optical metaphor that references the patterns 

that are created when energy waves from different sources overlap (Barad, 2007). Presented by 

Karen Barad (2007) and Donna Haraway (1997) in the context of inquiry, diffraction illuminates 

and examines the relationalities between researchers and that which is being researched. Barad 

and Haraway propose the methodology of diffraction as a paradigm shift that responds to the 

issues of representationalism in the methodologies that focuses on reflection and reflexivity. 

Unlike the static frameworks of reflection and reflexivity, diffraction values difference and places 

great importance on recognizing and examining the complexities that are woven through the 

dynamics between the apparatuses and phenomena in research. Throughout my writing, I shift 

from the optical metaphors of reflection to diffraction to indicate the moments when I becoming 

aware of new layers of relationalities.  

Within the context of diffraction, Barad (2003) has introduced the influential notion of 

intra-action, stating “intra-actions are causally constraining nondeterministic enactments through 

which matter-in-the process-of-becoming is sedimented out and enfolded in further 

materializations” (p. 823). An understanding of this concept leads to a rupturing of boundaries 

embedded in contemporary life, allowing us to explore the woven mesh of existence between 

artificially constructed dichotomies. Intra-action is a key concept that I embrace within this 

research inquiry as it illuminates the numerous relationalities between Dorothy and my identities. 
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Additionally, I have adopted Barad’s use of the word sediment throughout my writing to gently 

allude to this process and refocus our attention back to the presence of intra-action in our story. 

The physical phenomenon of diffraction occurs in all types of energy waves including 

light, heat, radio, and water (Barad, 2007, p.86). Diffraction of light is perceivable in the physical 

phenomenon of iridescence, which is an optical metaphor that I call upon often throughout this 

thesis in reference to the diffraction I sense in Dorothy’s paintings. For me, the imagery of the 

diffractive patterns in themselves is most recognizable within water waves, since these are the 

only diffractive wave patterns that humans can readily see. This is observable, for example, when 

stones are dropped in still water and their ripples join together, mapping new patterns that could 

not have existed without this intra-action. I have drawn a diagram demonstrating a diffractive 

pattern, seen in Figure 5.  

Figure 5: Pavlik, N., (2022). Illustration demonstrating a diffractive pattern. 
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The small black circles represent the dropped stones, which are surrounded by a pattern of 

intersecting lines which represent the overlapping of rippled waves. This pattern of intersection is 

diffraction. Although demonstrated in this still image, diffraction is temporal as it is made from 

waves of energy which continuously change and flow. I re-turn and re-turn again in the 

forthcoming layers of this thesis to the concepts of water ripples as a tool for navigating and 

understanding the temporality and entangled patterns within artistic processes. When visualizing 

the patterns that radiate from dropped stones, we can imagine the extensive variables that would 

affect the presentation of this phenomenon, such as the space between the dropped stones, the 

timing of the dropping, the size of the stones etc. Building on this optical metaphor within the 

realm of research, diffraction is a way of understanding how things relate to one another through 

complex entanglements of causality within inquiry. Diffractive methodology illuminates and 

holds value within intricate intra-actions and finite patterns of difference that are woven within 

and through the relationalities between the apparatuses and phenomena of research (Barad, 

2007). 

Within this thesis, I embrace this methodology as I explore the relationalities between 

Dorothy and me by diffracting art theory (Block, 2020) with new materialist theory (Barad, 

2007), diffracting artistic processes (Leavy, 2019) with narrative archival inquiry (Tamboukou, 

2013, 2018), and exploring how both artistic processes and narrative archival inquiry embody 

diffraction in themselves. As I progress through my research, diffractive patterns of 

relationalities continually complexify within one another, collectively mapping a multi-

dimensional ever-evolving expansive terrain. Throughout my research, I expand on these themes 

both materially and discursively, and in both personal and encompassing ways. In doing so, I 

present my story not as a reflection of these ideas, but rather an apparatus of diffraction through 
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which we can investigate patterns of relationalities within existence through connecting with 

ourselves, one another, and nature.  

Diffractive Re-writing and Re-reading 

I intend for the composition of this arts-based thesis (Leavy, 2019) to embody an artistic 

process in itself, in order to weave the experience of navigating the dynamic potentialities of the 

nonlinear in-betweenesss of artistic processes directly into the reading experience that unfolds in 

the layers of this inquiry. As such, I write we, our and us to refer to myself as well as you, the 

reader, in order to entangle us both within the experience of progressing through this story 

together one step at a time. I use the phrase here and now in reference to specific and subjective 

experiences of present moments in the various dimensions of artistic processes within this thesis, 

signifying the expansiveness of presence throughout our story in numerous ways. In my writing I 

use recurring terms as discursive references to the relationalities that evolve as our story 

progresses. These terms continue to develop in complexity in varying ways, and are intended to 

activate pockets of alternative thinking that coincide with our story as it unfolds, exemplifying 

and continually reminding us how reading research is an intra-active process between the writer 

and the reader. I italicize these terms throughout my thesis in order to draw attention to the 

undercurrent of meaning that flows through these pages. I will continue to introduce these 

concepts within the forthcoming layer in our story, where I elaborate on each one within their 

relevant theoretical contexts.   
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An Entangled Mapping of Theory 

I begin to navigate the flowing space of our nonlinear story by finding my footing within 

our densely layered theoretical contexts. I introduce the philosophical theoretical foundations of 

my inquiry within this layer of our conversation, which I continue to build upon as our story 

progresses in order to illustrate and share my process of navigating between theory and practice. 

I embed the materiality of art theory throughout the body of this thesis as it arises within my 

artistic processes, which has enabled me to carve out and accentuate intricate details of 

importance as I map the rhizomatic nature of pedagogy directly into my writing. The theory of 

this inquiry serves as the ocean floor of our becoming body of water; essential yet transient, solid 

yet fluid, and crucial to everything that is becoming above. Sediment, stone, and mineral-rich 

clay dense with grains of sand. Our ocean floor of theory entangles repetition and difference 

(Deleuze, 1995), new materiality (Barad, 2007), queer feminist archival inquiry (Tamboukou, 

2013, 2018), and visual art theory (Block, 2020). These are not static labels, but rather fluid and 

flux concepts that ripple into one another as they meander through our story’s nonlinear ocean of 

becoming. 

The Artistic Processes of Repetition and Difference 

Throughout this thesis, in various contexts, terms, and mediums I explore the processes 

that entangle repetition and difference (Deleuze, 1995). These expansive ideas have woven 

themselves thoroughly through each step of my inquiry, as they embody artistic processes in 

their most fundamental form. In his book Difference and Repetition, Gilles Deleuze (1995) 

examines how existence is constructed from entangled relationalities that weave within and 

through space, time, and matter, which he refers to as assemblages and ideas. Deleuze is 

interested in the temporality of existence, which is flowing, gestural, and impossible to grasp as 
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it is continually evolving within every moment. His investigation of the relationality between 

difference and repetition is examined throughout his body of work through various avenues. 

Repetition refers to conceptualizations of ideas based on generalizations of similarities. 

Difference refers to the intricate and always-present distinctions between and within each 

repetition, even when these differences exist beyond our conscious awareness, which they often 

do. Both difference and repetition are necessary for existence. There must be a structural 

repetition of the past to construct the reality of our present, which in essence is always changing, 

and therefore woven through continual differing differences. And so, there must be differences 

within each present moment in order to account for the continual motion of temporality. Every 

emotion we have, every sight we see, and every feeling we experience in the present is 

simultaneously also entangled in the past and in the future.   

These theories only began to feel truly anchored in my understandings once I had become 

submerged within my inquiry into the pedagogic value of artistic process, which embodies the 

concepts of difference and repetition in tangible and accessible ways. Rather than repeating my 

exploration of difference, I aim to construct an experience of navigating the dynamics between 

difference and repetition into the process of reading my inquiry. I do this through embedding 

materializations of the temporalities, fluxes, and flows of difference directly into the words I 

write, the images I share, and the pauses I weave through these double-spaced lines. Through 

playfully experimenting with concepts, rhythms, and analogies that embody conceptualizations 

of difference and repetition, and are themselves repeatedly presented in differing contexts, I aim 

to weave texture and depth of meaning directly into the relationalities I explore. For example, I 

use the phrase always and also, throughout my inquiry when referencing my relationality with 

Dorothy and her paintings. In this context, always alludes to the repetitive and timeless sense of 
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existence of these paintings in my life, whereas also refers to the continually evolving meaning I 

perceive in these paintings as I grow within my identity as an artist, researcher, and teacher. I 

intend for this conceptualization of always and also to draw attention to how it is not only the 

paint on the canvas that creates the images that we see, but also our own subjective perspectives, 

which are constantly in flux. Additionally, I use the phrase one and other throughout this thesis 

as embodiments of repetition and difference, where one refers to the stability of repetition and 

other refers to the differences that unfold. One and other evolve as the story progresses, 

eventually becoming one another, as we will see in the following layers of our story.   

Virtual Colour and Actual Paint 

Deleuze (1995) describes the co-existence of the actual and the virtual within all of 

reality. The virtual refers to the finite yet endlessly expansive potentiality of temporality, and the 

actual refers to the materialization of temporality. All of existence is connected in the present to 

all possible moments of future, which are established through all patterns of the past, that have 

collectively brought us to here and now. In this way, Deleuze proposes that our world is both 

organized and full of new possibilities, highlighting the importance of the intricacies of the past 

as well as empowering the present moment with the potentialities of change for our future. 

Throughout my thesis, I explore the concepts of the actual and the virtual through colour, as I 

have come to understand these terms through the material experience of mixing paint on a 

palette. In this context, the colours that can be seen on a palette at any given moment are the 

actual and are connected to a series of traceable temporal moments that came prior. As they 

continually shift and evolve with each intra-action that we have with the palette, the potential of 

these shifts in colour is the virtual. Although in every new moment there are expansive 

possibilities for newness, the possibilities are still limited by the colours that are currently actual. 
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There can always be more paint put on the palette, but once the colours are mixed, they will 

never return to what they once were, and even if they look the same, they are made of different 

matter. With each new layer of paint added to our palette, relationalities between colours 

complexify. Through materially exploring the concepts of the actual and the virtual in this way, I 

have been able to further develop my understanding of philosophical theory through my practice 

of exploring artistic processes. As I continue to explore these relationalities throughout my 

thesis, I reference the virtuality of colour through the concepts of: values of embodiment, red 

matter, yellow time, and blue space, which entangle to create iridescence, where space, time, and 

matter diffract. Additionally I use the phrase, making a painting from an other’s palette, in 

reference to the complex relationalities of knowledge production and distribution.  

Roots, Rhizomes, Tracings, and Maps 

Deleuze and Félix Guattari describe various re-imaginings of ways to organize and make 

sense of experiences, concepts, places, and things. This is exemplified in their theory about roots 

and rhizomes, within which I see many entanglements in my investigation of artistic processes. 

Deleuze and Guattari (1987) introduce the notions of roots and rhizomes, which are linked to 

their descriptions of tracings and maps. The systematic existence of tracings contrasts with the 

entangled expansion of maps. However, both exist within each other and can only remain to be 

through symbiotic intra-activity. Our linear-focused world tends to value tracings, dismissing the 

untamable maps perhaps due to messiness, and perhaps too, a fear of the unknown. This leads me 

to question within my thesis: how can we create in a way that entangles maps and tracings in 

order to encourage becomings? I have come to perceive Dorothy’s art journals to be rooted traces 

of past artistic products of her being, which I weave within a rhizomatic mapping of becoming 

through narrative ruminations and artistic processes. I reference tracing and mapping as I 
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progress through my thesis to signify where I am tracing Dorothy’s footsteps, and when I am 

walking alongside her into new territory together.  

Smooth space, Striated Space, Feeling, and Seeing 

Deleuze and Guattari (1987) introduce the concepts of smooth space and striated space, 

which are distinct, but only exist within their relationality to one another. They elaborate on these 

concepts with various examples, such as smooth space being the ocean and striated space being 

the land; and smooth space being haptic close-range vision and striated space being optical long-

range vision. I interpret this to mean that striated space is centred around seeing and 

understanding space as a physical phenomenon, whereas smooth space is not truly a static 

physical space at all, but rather the movement or feeling within a space made of temporality and 

gesture. Deleuze and Guattari (1987) state “haptic is a better word than tactile since it does not 

establish an opposition between two sense organs but rather invites the assumption that the eye 

itself may fulfill the non-optical function” (p. 823). I have adopted this term quite prevalently 

within my own writing to more accurately describe perceivable senses that have feeling and 

texture but cannot necessarily be touched. 

Throughout my inquiry, I discuss switching between striated space and smooth space 

within my observation in order to reach different levels of awareness. Rather than looking at 

something optically as striated space, I switch to smooth space, in order to feel rather than see. I 

discuss these switches throughout each layer in my thesis as I go through the process of 

understanding Dorothy’s archive both materially and discursively.  

As my descriptions have begun to demonstrate, the concepts of difference and repetition, 

maps and tracings, and smooth space and striated space are interwoven and entangled. The 

important distinction between them that I have interpreted in my readings, and that I implement 
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within my research, is that difference and repetition are primary temporal concepts, maps and 

tracings are primarily material concepts, and smooth space and striated space are primarily 

spatial concepts. In my writing, I aim to use this vocabulary and its related concepts to reference 

the complex and expansive nature of space, time and matter that Deleuze and Guattari share 

throughout their work.   

A Body Without Organs as a Body of Water 

To Deleuze and Guattari (1987), a body without organs is a plane of existence without 

solidified organization. A body without organs offers a conceptualization of a space, time, and 

matter that is malleable, flux, and bursting with the potentiality of newness. In their writing, I 

perceive the abstraction of this concept as precisely its purpose; to stir up and provoke new 

organizations of thought that are not organizations at all. I have woven the concept of a body 

without organs throughout my inquiry and have deconstructed the materiality of the term itself in 

various ways. Specifically, I explore the phrase a body of water, in reference to a body without 

organs, and describe the experience of venturing into the unknown of artistic process as wading 

into a body of water. This term stands out as important within my current composition of 

Deleuze and Guattari’s concepts within the theoretical foundations of my inquiry because unlike 

the above-mentioned relationalities, a body without organs is not predominantly situated within 

space, time, or matter, rather it offers an openness to new possibilities of complete expansiveness 

and fluidity.  

Theoretical Extensions of Diffraction 

I return now to the work of queer feminist physicist Barad (2003, 2007, 2010, 2014), 

who consistently demonstrates that what we research is entangled within how we research it. 

They do this through numerous entryways, including literary devices, feminist ideology, and 
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through the lens of quantum physics. Barad writes with dashes, slashes and brackets to re-

organize our conceptions of language and to introduce new ways of reading and thinking into 

their work, which is something that I have now re-worked into my own writing. This literature 

has guided my inquiry towards exploring the rhizomatic potential of becoming within the 

entanglements between Dorothy and myself. I now will elaborate on additional theory that exists 

in relation to the previously discussed concepts of diffraction and intra-action that are integral to 

my inquiry.   

Onto-epistem-ological Apparatuses 

Barad (2007) refers to Onto-epistem-ology as an intra-action between epistemology and 

ontology. They state: 

Practices of knowing and being are not isolable; they are mutually implicated. We don’t 

obtain knowledge by standing outside the world; we know because we are of the world. 

We are part of the world in its differential becoming. (p. 185) 

This reconfiguring of becoming rejects the assumption that there is an “inherent 

difference between human and nonhuman, subject and object, mind and body, matter and 

discourse” (p. 829). I perceive onto-epistem-ology as an apparatus of knowing-being that 

materializes the phenomena of artistic processes because it is a manifestation of non-dualism in 

itself. By exploring the archive through an onto-epistem-ological lens I investigate the 

entanglements between the epistemology of theory and the ontology of identity. Regarding my 

thesis, I perceive onto-epistem-ology as an apparatus of knowing-being that materializes the 

phenomenon of nonlinear continuums because it is a manifestation of non-dualism in itself. By 

exploring the journals through an onto-epistem-ological lens I will investigate the entanglements 

between the epistemology of theory and the ontology of identity. The onto-epistem-logical 
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nonlinear continuum between Dorothy and myself is embedded in the following photograph of a 

section in her philosophy journal. (see Figure 6) Her thoughts and presence here echo my own 

and intertwine within my inner dialogue. These are some of the only words that have been 

retraced in this journal. Diffractive in its essence; first in pencil, then in pen; her voice, my 

voice, her voice again.  

Figure 6: Re-traced words in Dorothy's journal. 

 

Material-Discursive Practices 

In Barad’s (2003) work, they explore how through embracing the intra-actions between 

matter and meaning, material-discursive practices recognize the entangled causality between 

being and knowing. Descriptions of material-discursive practices are always depicted as in 

motion, “not a static relationality but a doing” (p. 803). Within a state of intra-activity, these 

concepts flow within themselves, exposing woven layers of meaning and matter along the way. 

As Barad (2003) states, “matter does not refer to a fixed substance; rather, matter is substance in 

its intra-active becoming—not a thing, but a doing, a congealing of agency” (p. 822). This intra- 

activity “shifts the focus from questions of correspondence between descriptions and reality . . . 

to matters of practices/doings/actions” (p. 802). Throughout this thesis I implement these 

understandings of the relationalities between material and discursive practices as I map the 

tracings of my great nana’s past products within the movement of my present and future 

processes. 
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Cutting Together-Apart my Inquiry 

Barad (2014) states, “entanglements are not unities. They do not erase differences; on the 

contrary, entanglings entail differentiatings, differentiatings entail entanglings. One move – 

cutting together-apart” (p. 176). Barad’s research expresses that how we experience the world 

becomes our apparatus of perception and, in turn, becomes the phenomenon we see. 

Throughout this inquiry, I implement these understandings of entanglements throughout 

my artistic processes, which I perceive to be physical manifestations of diffraction and cutting-

together-apart. Through focusing on the in-between negative spaces of material potentiality 

within the temporality of processes, I become my own apparatus of awareness, allowing me to 

onto-epistem-ologically investigate what it means to be entangled within the relationalities 

between difference and repetition. Throughout my artistic processes that intra-act with 

Dorothy’s archive, I continually discuss how cutting-together-apart is activated within my use of 

disassembled and re-constructed imagery.  

New Materialism 

Cartographies of our Processes and our Products 

Rick Dolphijn and Iris van der Tuin (2012) present interviews with some of today’s 

leading new materialist scholars: Rosi Braidotti, Manuel DeLanda, Karen Barad, and Quentin 

Meillassoux. These conversations are then linked to the foundational theories on which new 

materiality is built. Rhizomatic in its composition, this work encourages the comparison of ideas 

and exploration of entanglement between concepts, theorists, and references. Dolphijn and van 

der Tuin define new materialism as:  

A cultural theory that does not privilege matter over meaning or culture over nature. It 

explores a monist perspective, devoid of the dualisms that have dominated the 
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humanities (and sciences) until today, by giving special attention to matter, which has 

been so neglected by dualist thought. (p. 85) 

Using awareness of new materialism to reject dualism is precisely what I aim to 

investigate through the entanglements between past and future, process and product, and material 

and discursive. 

New Materialist Literary Devices 

Tim Ingold (2010) describes the complex existence of things that are interwoven within 

our universe, stating, “when I speak of the entanglement of things, I mean this literally and 

precisely: not a network of connections but a meshwork of interwoven lines of growth and 

movement” (p. 4). In contrast to objects, things are like pieces of a puzzle and a puzzle within 

themselves. Ingold believes artworks belong in the category of things because “art is not static 

in a singularity, but in dialogue with the society, the culture, the time, the place and the matter it 

is made from and of. Recognizing this is essential to bring the form of the work into being” (p. 

4). Throughout my inquiry, following Ingold’s method of italicizing ‘things’ in order to signify 

importance and complexity, as I encounter various things of substantial importance, I italicize 

text to signify them as such, and then continue to weave them throughout my thesis to 

demonstrate diffractive reading and re-reading in action. I do this in order to build a network of 

various terms and concepts that reference additional complex relationalities; repetition and 

difference that unfolds throughout my inquiry.  

Kathleen Stewart (2011) describes the value of awareness and description of the 

atmospheric attunements we encounter in life. The use of mismatched words that flow in and 

out of context within her writing creates pauses of potential shifts and atmospheric pockets. 

Stewart explains that the atmosphere we are entangled within is painted through our own 
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interpretations. Words activate responses that are unique within our own minds. Attuned 

awareness of this supports the reality that nothing stated is certain and that our descriptions are 

not reflections, but rather diffractions. And so, in my thesis, I resist reflecting on Dorothy’s 

journey, and instead embrace the sensorial reverberations that arise through my artistic 

processes. Stewart exemplifies the visceral potential that written descriptions can have. This 

attuned awareness and its links to new materiality are attributes I build upon in my narrative 

archival research in order to document my experiences through multiple entry points. I describe 

the environments, circumstances, and atmospheric shifts throughout this journey, which add 

layered discursive and theoretical depth to the written components of my thesis. 

New Materiality and Pedagogy 

Tara Page (2018) offers insight into the pedagogic potential of new materiality in 

educational settings. This positionality aligns with my inquiry, which investigates how learning 

through artistic processes can lead to pedagogic insights. Her research contextualizes new 

materialist scholars such as Barad (2007), Braidotti (2002), as well as Dolphijn and van der Tuin 

(2012) within the frame of education. Through these references, Page (2018) describes the 

significance of material awareness within pedagogy and how new materiality has always been 

entangled within learning environments. She exemplifies through numerous sources that 

attention to how matter is understood, approached, and respected within educational settings is 

essential in order to optimize embodied learning. Because of the very nature of new materiality, 

Page points out that this socio-material praxis will forever be in flux. Therefore, it is not a 

solidified pedagogy that she suggests but rather an awareness of these powerful and discrete 

forces that often go unnoticed unless examined through a new materialist lens. This focus on the 
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power and potential that resides within matter is precisely what I aim to exemplify through my 

work of investigating the materiality in Dorothy’s archive. 

Amélie Lemieux’s (2020, 2021) work offers terrific examples of how new materialism 

can be implemented in the classroom to encourage deep and meaningful learning. Her inspiring 

research is both innovative as well as soundly grounded within the foundational work of new 

materialist and post humanist theorists, including Deleuze (1987), Barad (2007), and Braidotti 

(2003). Lemieux’s research provides numerous examples of the positive outcomes that can 

come from challenging the boundaries of learning, what it means to collaborate, and what it 

means to educate. Within my thesis, I activate deep learning experiences through material 

explorations, informed by Lemieux’s successful projects. 

Feminist Archival Inquiry 

The progression of feminist archival researcher Maria Tamboukou’s (2013, 2015, 2018) 

focus over the past decade is extremely informative, as she began to move with strong 

momentum towards a new materialist perspective. Her work has guided me in my development 

of understanding how feminist new materialist archival theory could be established within my 

research. 

The Visuality of the Archives 

Tamboukou (2013) investigates Baradian theories in the context of archival research. 

She explores this when working at the Harry Ransom Humanities Research Centre at the 

University of Texas while reading the letters of Dora Carrington. Tamboukou describes how 

when responding to Carrington’s archives, the aesthetic and material components of the writing 

and images within her letters and artworks were incredibly integral to the entangled meaning of 

the archives themselves. This technique aligns strongly with my material-discursive response to 
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Dorothy’s archive. I have listened to the narrative voice and the materiality of the journals 

themselves, inviting Dorothy to guide my creative process through her own. 

The Potential of Negative Space 

Tamboukou describes the importance of absence within archival research, exemplifying 

that there is value not only in what tangibly exists but also in what is left out and what has been 

left behind. This fragmentation is inevitable in all stories of the past, and the context of these 

plateaus often says just as much as words themselves. The negative spaces, silences, and gaps 

within the archives hold potential knowledge that we must pause within, feel, and respond to. 

Throughout this process, I have continued to listen not only to the voice within Dorothy’s 

writing, but also the pauses between her words, the meaning between her lines, and the gestures 

between her brushstrokes. As I progress through my inquiry I reference and explore the concepts 

of negative space within artistic processes in relation to Tamboukou’s work.  

A Narrative Persona 

Tamboukou (2018) introduces the concept of a narrative persona, drawing on her 

research with the lives of women workers. She explores how this approach to understanding 

identities within archival research has historical and literary potential and explains how this 

notion originated from “Deleuze and Guattari’s conceptual personae in philosophy and aesthetic 

figures in art” (p. 942). As I explored the becomings of great nana’s identity, I have 

contemplated Taboukou’s statement that “although I will never find ‘the truth’. . . I have traced, 

reassembled, reread and effectively rewritten, creating a form for her narrative persona to take a 

position in the archives of feminist history” (p. 952). I develop a narrative persona for myself 

and Dorothy by writing alongside the process of creating and interweaving our voices and 

thoughts. 
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The Entanglement of Serendipity 

In Tamboukou’s (2015) work, she questions the commonly referenced notion of 

serendipity within archival research. She suggests that stories do not come into our lives by 

chance, but rather complex entangled intra-actions, of which we may or may not be aware. The 

alignment that is a result of this could be described as serendipity. However, Tamboukou 

suggests that recognition and analysis of these interwoven variables are more valuable than the 

concept of fate, and in fact, are necessary in order for the researcher to recognize their role 

within the story that is being told. Throughout my thesis research, I unpack the notion of intra-

activity to complexify my theoretical perspectives and their entanglements with my encounters 

with Dorothy’s archive. 
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A Rhizomatic Mapping of Methodology and Methods 

Throughout the process of mapping my inquiry, in order to harness the rich pedagogic 

potential of diffraction, I oscillate between methodology, sources of information, and meaning-

making throughout the conversations in the following layers of our story, discussing the rationale 

within each step of our process along the way. Rhizomatic in my approach, I follow the nudges 

and pulls of direction from the research itself, which has led me down unexpected lanes of 

inquiry, pathways of understanding, and patterns of meaningful relationalities. I offer visual 

images of my artistic processes along the way, not to reflect our story, but to offer diffractive 

apparatuses of understandings that use art to work through concepts, rather than to represent 

them. In this thesis, I diffract discursive artistic processes, including narrative archival inquiry 

(Tamboukou, 2013, 2018), and poetic inquiry (Prendergast et al., 2009), with material artistic 

processes, including painting, drawing, photography, digital art, and collage (Leavy, 2019). I will 

now briefly introduce these processes, and then describe them in detail throughout the thesis as 

they unfold. 

Narrative Archival Inquiry 

Narrative archival inquiry has enabled me to embrace Dorothy’s archive by diffracting the 

presence of her past artistic processes within what becomes my own, in turn, exploring the 

relationalities between her and me that expand beyond the boundaries of space, time, and matter.  

My narrative writing (Tamboukou, 2013, 2018) parallels and intertwines with Dorothy’s, 

examining how moments of the past can be diffracted with interpretations of the present to 

illuminate new patterns of meaning that would not exist without this intra-action. Throughout 

my narrative writing I embrace Barad and Deleuze’s style of communication that highlights the 
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material within the discursive, the theory within the practice, and the gesture within the 

structure.  

Poetry 

I have integrated poetic inquiry throughout my thesis in various ways in order to explore 

a use of language that prioritizes communicating raw sensation rather than literal descriptions. 

Poetic inquiry navigates the dynamic potential of what language can offer through using words 

and the spaces between them as porous instruments that harness the tempo and rhythm within 

writing to provoke new pockets of thought through weaving webs of associations that do not 

submit to the rules of logic (Prendergast et al., 2009). Within my poetic ruminations, I write 

viscerally, prioritizing feeling rather than clarity, offering different ways of understanding 

relationalities and exploring how the artistic processes of reading and writing poetry can rupture 

boundaries of perception. In regards to formatting, I distinguish these poetic expressions from 

the other aspects of my writing by centering them in the page. 

Arts Based Research and Material Artistic Process 

 In this thesis, I have embraced arts-based research (Leavy, 2019) in the form of artistic 

processes as diffractive apparatuses to investigate and explore the fluidity of space, time, and 

matter in my inquiry. These artistic processes include painting, drawing, photography, and 

cutting together-apart images digitally (Barad, 2014). Artistic processes examine the pedagogic 

insights revealed through diffracting different moments of temporality in creativity with one 

another, in doing so revealing the patterns of relationalities between difference and repetition that 

account for learning, change and growth.  
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A Diffractive Reading Experience 

This research inquiry is built on and of the concept of diffraction, which in its essence is 

ever-evolving. Throughout these pages, as waves meet waves, patterns are exponentially mapped 

within patterns. The pages of this thesis are just one piece of this assemblage: an embodied story. 

Not a start or an end, but an eternally divisible fractal of a middle. As I build the architecture 

upon which my inquiry rests, gaps and negative spaces are abound; staircases that lead sideways, 

corners that turn into more corners, skylights that peer underground. Within my research process 

this entangled architecture, which would make for quite a destabilized building, initially made 

me feel uneasy, made me yearn to tie up all the loose ends of my ideas into a tidy bow to place 

on top of my inquiry. However, through the artistic process of walking on the edge of the 

unknown, I have come to recognize the value in balancing atop of this knotted and porous border 

that dips between feeling and knowing, knowing and being and being and becoming. It is the 

phenomenon of artistic process as pedagogy I explore, and in order to embody the apparatus 

needed to do so, I embrace the rich pedagogy that resides in a diffractive realm where process is 

sewn from layers that ripple out rhizomatically in every direction. Where with each step forward, 

we also move backwards, sideways, under, over, and through, mapping new peaks and new 

plateaus into our multi-dimensional artistic process of becoming. Our nonlinear story at times 

skips over as to double back, repeats and repeats again as to weave difference, and echoes 

endings as to begin anew. I have come to display without apprehension, the frayed ends in our 

tangled tale, for it is where our threads fray that we are able to sense the complex woven fibres 

that our fabrics are made of; it is here that chaos breaks the seal, exposing the intricate insides of 

stories that are otherwise concealed.   



 
 

 

28 

Where my storytelling drops off are not dead ends in our map, but rather passages to 

other negative space, rich with the potential of more destabilized architecture waiting to be built. 

I invite you to tie your very own fibres to those threads which call to you and let them lead you 

as they may in a thesis that is a proposition for further exploration of interpretations and 

relationalities grounded in differences that matter. Fragmented yet continuous, striated yet 

smooth, the formatting of this thesis is built upon forgotten time, dismantled space, and mattered 

meaning. Through in-depth material-discursive explorations of artistic processes, within my 

thesis I propose reimagined alternatives to the constraining boundaries, borders, frameworks and 

dichotomies that are often implemented in education. Through exploring Dorothy and my 

entangled photographs of the past, written words of the present and painting processes of the 

future, I flow along the nonlinear continuum that never truly ended or began but always was, and 

always and also will be in motion.  
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Piled Layers of Black, White, Red, Yellow, and Blue  

Dorothy’s archive waits in front of me in a pile on a table in my family home. (see Figure 7) 

Figure 7: Photograph of Dorothy's archival pile of layers. 
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Figure 8: Pavlik, N., (2022). Diffractive interpretation of the Dorothy's archive. 

 

 

Her stack of black and white photographs above, 

Her red art theory notebook above, 

Her rough sketches yellowed with time above, 

Her blue philosophy journal, 

And always and also, 

Dorothy’s iridescent paintings hang on the walls; preserved piles in themselves; stacked 

layers of pencil and paint and turpentine. (see Figure 8) I trace my eyes over the striated space of 

the canvas of these paintings, straining my sight, struggling, squinting, searching for the artistic 

process I know is there, but that I can-not yet see. I coat her surfaces with an analytical stare, 

looking to find a framework of structure. (see figure 9) 
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Figure 9: Dorothy's always and also iridescent painting.  

 

 

I take a deep breath and blink my eyes. I stop staring so intensely, I stop looking for 

something unseeable in this static optic frame. I instead turn my attention to the gestures of 

meaning within this haptic portal to Dorothy’s imagination. I shift from looking for surface 

being, to feeling for deep becoming. From analyzing to experiencing, from tracing framed canvas 

to mapping a portal of process. I re-direct my focus and now peer into her paintings through 

time, space, and matter; into Dorothy's imaginative visions. 

The overarching theme of a steady flow of water dips in and out of her artworks. She 

captures rivers, ripples, light, depth, and bodies of water diffracting their surroundings. (see 

Figure 10) 
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Dorothy lived by and through water. She grew up in Halifax and treasured the time she 

would spend at the ocean’s cusp, where she would trace the edge where land met sea and 

watched the waves re-turn, and leave so as to re-turn again. Her paintings are full of her 

relationality to the sea. Water to Dorothy meant embodiment, matter, time, space, and always and 

also. When she was 60 years old, Dorothy’s mother, Jessi (my great-great nana) passed away, 

and Dorothy moved to Ontario to be with her daughter, Joan (my nana). She did not bring many 

belongings with her, but she did bring her journals, sketches, photos, and paintings. 

Her oceans came with her, 

Her diffractions came with her. 

Although far from seeing her seas, 

Dorothy continued to paint the water of her being, 

Of her becoming. 

My eyes trace the opposing curves of the ocean’s cusps sewn through these paintings of 

always and also, (see Figure 10) which lead me back to here and now. Back to the artistic 

processes that still lie waiting in front of me in a pile on a table in my family home. I pick each 

piece of Dorothy’s archive up, feeling their covers with my fingertips, peeling back one page 

after the next. Meaning pours into my peering eyes. Each layer in her pile sings with a distinct 

tone; different voices from the same singer lay layered into one song. Dorothy’s artistic processes 

announce their relationalities to me as I flip through their entangled waves. Here I find a layered 

depth that could never be contained within a framework. 
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Figure 10: Digitally layered water scenes from Dorothy's paintings. 
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In the stack of photographs, Dorothy and I diffract through values of embodiment. 

In the red notebook, Dorothy and I diffract through matter. 

In the pile of yellowed loose sketches, Dorothy and I diffract through time. 

In the blue journal, Dorothy and I diffract through space. 

And always and also, 

Dorothy’s iridescent paintings hang on the walls,  

Where Dorothy and I diffract through one another. 

I walk over to where I have begun to build another pile on a different table on the other 

side of the room. (see Figure 11) Here lies, 

My blank black sketchbook above, 

My empty red notebook above, 

My yellow tracing paper above, 

My blue lined journal.  
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Figure 11: The pile of my prelude. 
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Figure 12: Pavlik, N., (2022).  Diffractive interpretation of the room that holds Dorothy's 
archive pile distanced from my prelude pile. 

 
My own pile, also waiting, on the other side of space, of matter, of time. A prelude of potential, 

overflowing with negative space. (see Figure 12) 

And always and also, 

Dorothy’s iridescent paintings hang on the walls. 

They look back at me, but now from a different angle. I peer deeply into them, feeling 

their layers of pauses and planes and plateaus. I listen to Dorothy’s flowing imagery and join the 

two tables together in the room, carving out new room for me in the room with the always and 

also hanging iridescent paintings.  
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Figure 13: Pavlik, N., (2022). Diffractive interpretation of Dorothy’s archive beside my prelude. 

 

 

I sit in the space between the two piles. An archive of past, beside a body of present, 

beside a prelude of future. Together we look forward onto our waiting body of water; our body 

without organs. Ebbs and flows are activated between us through the potential of old-time, new 

space and empty matter. Above our ocean floor of theory; sediment, stone and mineral-rich clay 

dense with grains of sand, undercurrents and surfaces entangle and shift, weaving together the 

deep and the shallow.  
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Black and White Photographs and Our First Layer 

Figure 14: Dorothy's black and white archive beside my prelude. 

 

 

The Figures of Value 

Shadow and light shift and dance and dip and dive. Values of ink made of points too 

small for me to see swim together and sing a song of a story told beside me of crashing waves, of 

beating hearts, of watching change through budding trees and falling leaves and flowers sewn 

one stitch, the next. Value diffracts within our artistic processes of exploring the black and white 

photographs, where Dorothy and I diffract through embodiment. Value is the various ranges of 

light and dark in an image, which entangle to construct compositions (Block, 2020). Values do 

not have innate material or discursive meaning, but when in relationality with one another, they 

construct contrasts and continuums that collectively weave together positive and negative space. 
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Through the values in these black and white photographs, Dorothy and I diffract though absence 

and presence, through light and shadow, through archives and preludes, and through structure 

and gesture. Through embodiment. 

Our Gestural Story of Always and Also: Photograph Prelude 

Figure 15: Pavlik, N., (2022). Diffractive interpretation of photographs placed on the ocean's 
cusp. 

 

I reach for the first layer of our flowing piles. 

I pick up Dorothy’s photographs from her archive, 

And the black sketchbook from my prelude, 

Placing them beside each other in front of me,  

Right upon our ocean’s cusp. (see Figure 15) 

Giving both the space to breathe, 

To find their own rhythm, 

Heartbeat and pulse.  
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Experiencing the Archive of Photographs 

Figure 16: Me feeling the pile of Dorothy's photographs. 

 

 

 

I un-stack the black and white photographs, and lay them out in front of me, spreading 

the images out delicately, giving them each the space to breathe. (see Figure 16) I had seen many 

of my nana, Joan’s, old photos before. Growing up I often excitedly asked her to show me her 

old photo album when I would go to her house, and occasionally she would pull out the large 

brown and bound book full of images and tell me her stories. She would sit beside me and tell 

me of where she used to live in Halifax. She would tell me of the books she read on the front 

steps of her home. She would tell me of her long meaningful walks with Dorothy along the 

ocean’s cusp. Joan sat beside me and pointed out her younger self. I would stare deeply into the 

small photographs’ black and white values. Peering into her eyes of different ages, of when she 
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was young like me. Before she was a mother and before she was a nana. Before I had eyes to 

peer from. Joan showed me her past, and through it my past as well. The space and time and 

matter processed through lives lived that led to my life and continue to lead to my living here 

and now. 

But here and now these photographs in front of me are ones I have not yet seen. Ones that 

have been tucked away in a special holding place waiting to be found. I look at the new-old photos 

now with older eyes, eyes that miss my nana sitting beside me and telling me stories of when she 

was young. I remember her stories again now, through the lens of past time. I remember her 

occasional hesitance to show me the photo album that I was always so excited to see. I remember 

the emotional pauses that punctuated her memories with Dorothy that she shared with me. I now 

see from older eyes the longing in the telling of these stories, the longing for people passed. I see 

this now through the lens of longing for my nana, for her and her valuable stories she shared sitting 

beside me as we looked through values of ink in windows to the past.   

How to make sense of the value in future time, past space, and present matter? 

I lean into these haptic waves of feeling. 

I diffract Dorothy’s photographs through the apparatus of my own eyes and my own 

memories of Joan’s stories. I scan these photographs and save them on my computer, preserving 

them, sorting them, and in doing so reactivating these past moments in the present and in the 

future. Through embracing the nonlinear continuum between the analogue and the digital realm, 

I zoom in and expand these windows to the past, making these images exponentially larger than 

they ever were experienced by Dorothy or Joan. Through the apparatus of present-day 

technology I digitally see into the finite details of the past that were previously concealed in tiny 

values of ink. These windows share moments of posing and smiles and clothing and growing and 
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changing and learning and loving each other. As I sew together Joan’s words and my feelings, I 

peer into my nana and my great nana’s gazes within these valued photographs I had not yet seen. 

My Diffracted Re-readings of The Photographs 

The Embodiment of Diffracted Light 

Figure 17: My nana, Joan, in Halifax. 

 

Dorothy and Joan take two photos, taking turns standing in the sun. Eyes full of light 

from the sky and full of light from looking at one another. (see Figure 17) Gazes bright they 
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squint and smile, real smiles, smiles you give to someone you love, smiles that say what words 

can-not. Dressed in coats buttoned up, hair neatly pinned back. They stand outside their home in 

Halifax, the home Joan told me of in her stories of the past. These photos are their diffracted 

visions of one another. (see Figure 18) They are values of embodiment; our first layer.  

Figure 18: My great nana, Dorothy, in Halifax. 

 

How Joan looks at Dorothy behind the lens. 

How Dorothy looks at Joan behind the lens. 
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How Joan frames Dorothy in front of the lens. 

How Dorothy frames Joan in front of the lens. 

Two two-way-mirrors face each other in these windows to the past. I imagine the air in this light 

was crisp and fresh on their cheeks. I feel a cool breeze on mine now too. 

The Matter of Knowledge Passed On 

Figure 19: Joan graduating from secretary school. 

 

Joan and Dorothy take photos of one another. Light trickles through trees, just outside of 

where we can see. They smile warm, loving smiles. On Joan’s graduation day, they both stand 
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tall with their heads held high. (see Figure 19) Heads holding hats, hats holding meaning. 

Dorothy takes her glasses off for the photo to show her proud eyes as she looks on at Joan behind 

the lens. (see Figure 20) Joan looks honoured and confident as she looks into Dorothy’s eyes as 

her portrait is taken and this memory is preserved. Soft smiles, knowing smiles, smiles that say 

that this is a beginning.  

Figure 20: Dorothy before Joan's graduation ceremony. 
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Dorothy did not have a formal education but was deeply passionate about knowledge, and 

passed this passion on to Joan. Joan would always tell me stories about how she spent most of 

her time reading, looking forward to the summer when she would read for months on end. After 

work, Dorothy would join Joan with her own book, where they would share silent space as they 

entered their own imaginations. Where they re(a)d what matters; our second layer. 

Joan went to secretary school and loved to tell me about her time there, just as I loved to 

hear her stories, especially about learning shorthand. Growing up, Joan would sit beside me and 

teach me these symbols, promising the reward of being able to write secret notes that only she 

and I could read. Joan told me of how Dorothy loved to learn and continued reading daily into 

her old age when she started to go blind, at which point she transitioned to listening to 

audiobooks. Every week Joan would go to the library and pick these audiobooks up for Dorothy, 

who treasured each story told to her through her cassette player. I always knew of Dorothy in this 

light, but now with her journals, as I read her voice and her thoughts I feel submerged in her love 

and yearning for knowledge. I now see this love of knowledge in her smiling eyes. Eyes that she 

took off her framed glasses to show. 
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The Time of Self Portraits  

Figure 21: Time unfolding in Joan’s photobooth self-portraits, where she wears the passed on 
yellow earrings. 

 
I see in Joan and Dorothy’s eyes the looks they gave to themselves in their own 

reflections. Knowing looks. Looks that you give to your future self who will hold on to these 

moments preserved in black and white values. (see Figure 21) I imagine their excitement for 

these instant photographs, and I see the creativity that went into these moments of self-

expression. In the stories that Joan shared with me about her and Dorothy, she told me of their 

clothing; the layers of fabric and perfectly tailored outfits that she and Dorothy had sewn. 

Dorothy was a seamstress and learned to sew from her own mother, Jesse. Dorothy passed her 

skillful passion onto Joan, who then shared it through stories with me. Joan told me of the 



 
 

 

48 

textures, the movement and the unseen layers of their clothing, and most importantly she told me 

of the colours in their outfits. (see Figure 22)  

Figure 22: Time unfolding in Dorothy's photobooth self-portraits, where she wears the passed 
on yellow earrings. 

 

 

I always saw the most vivid hues in her black and white photographs, coloured not with 

printed ink, but with Joan’s visceral words that wove iridescent saturations into my imagination 

in ways that exist beyond the actual. Her crimson red scarf she wore in autumn to match the 

matter of changing leaves, her cobalt blue dress that she wore to spaces of significance. And the 

re-occurring presence of their favourite cadmium yellow clip-on flower earrings, that she and 

Dorothy would share, passing them between one another so that they could both wear them in 
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their self-portraits through passing time. (see Figure 21, 22) The yellow of time, our third layer. 

Woven frayed threads of past fabric, and precious stories, sew patterns of meaning through my 

memories as I look into these photobooth photographs. 

The Space of Diffracted Architecture 

Figure 23: Dorothy on her steps in Halifax. 

 

 

A house diffracted. Dorothy sits at the bottom of the steps that lead up to their Halifax 

home. She looks up at Joan as this shot is snapped. (see Figure23) The only photo in this stack 

where she is not fully prepared in a pose. Light from the sun, and shadows from these steps, 

cascade a pattern onto her sitting, as she leans back on the railing. I feel her comfort in this 

space, a place she fits perfectly within. Joan told me many stories of these steps. The steps where 

they would re(a)d what mattered to them, and observe the people passing by. The steps where 

they would watch the trees that here and now have small yellow buds soon to bloom in coming 
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time. The steps where they would they would talk and watch the sky and it’s flowing blue space; 

our fourth layer. I never saw these steps before this photo, but they had been built up sturdily in 

my mind for years through Joan’s stories. Holding this photo now in my palm, this window fits 

perfectly into the space in my imagination that Joan had carved out by sharing her memories and 

stories of these steps and where they lead. 

Figure 24: Joan standing in her home in Halifax. 
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More architecture is diffracted as we look into a frame where Joan stands in the living 

room of their Halifax home. Posed, and put together, she stands beside framed photographs of 

herself from a different time. And always and also, Dorothy’s iridescent painting hangs on the 

wall. (see Figure 24) The painting where the birds fly to somewhere just outside of where we can 

see. To blue space that flows outside of the frame. (see Figure 25).  

What happens when layered frames diffract? 

Figure 25: Dorothy's painting of birds flying through blue space. 
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The Always and Also Mirror Photo  

Figure 26: Joan beside diffracted light. 

 

 

A photo of Joan, her mirror, and a body behind the flash. In this stack of embodied black 

and white photographs, there are no photos of Dorothy and Joan together in the same frame, as 

they were always behind each other's lens. Hoping that this shot captured them beside one 

another in the mirror, I zoom in and search for the face that Joan looks into. I trace my eyes over 
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the reflection in the mirror, straining my sight, struggling, squinting, searching for the figure I 

know is there, but that I can-not yet see. (see Figure 26) The figure whose presence decided this 

present moment of the past was the window frame to capture and keep. As I peer into this body 

without organs I take a deep breath and blink my eyes. I stop staring so intensely, I stop looking 

for something unseeable in this static optic reflection.   

I instead shift from striated space to smooth space, from optic looking to haptic feeling 

from tracing reflections to mapping portals. In this smooth space I realize that these photos are 

not windows, but portals of lived processes from the present into the past for me to look 

backward, and from the present to the future for Dorothy and Joan to look forward. With this 

haptic vision, I now feel Joan looking out from her here and now into her future, into my here 

and now, to see me peering in with my own looking eyes. And in this present moment, where 

both our here and nows diffract, our gazes entangle.  

These layered window frames diffract into portals of process. 

I only exist because of the cartography of Dorothy and Joan’s living. All of these 

captured moments, each step of those stairs, each hat, each frame, each look they give into the 

lens, are virtual pieces of what led to my actual here and now.  In their artistic processes of 

living, they carved out their own futures and in doing so, carved out the negative space for me. I 

now see myself diffracted within all of these photographs because they each are steps on paths 

that map my existence. And as I zoom into this flash-filled mirror, I see a diffraction rather than 

a reflection. I see myself within this light beside my nana, and I see that it is my eyes that she is 

looking into. And in this present moment, where our here and nows entangle, I am once again 

beside her, looking into portals together, hearing her voice tell me our stories of the iridescence 

of always and also. 
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This process of exploring these portals of values through my own memories and 

interpretations has led to me feel many contrasting emotions.  I feel a deep and turmoiled 

longing, for a past I know has passed, that makes me question the essence of life and beings and 

bodies and beyonds. Yet simultaneously I feel a flow of love and belonging and becoming. 

While cradling these photos in my palms, I feel connected to something larger than my hands 

could ever hold, or that sentences on a page could ever express. I see now with older eyes, my 

own eyes as theirs. Time pulls me closer to an understanding of Joan and Dorothy, yet further 

from their presence in the present moment. And as my longing elongates, I also feel less alone.  

The Artistic Process of Diffracting Through Embodiment  

I respond to these co-existing, yet conflicting feelings of connection and separation 

through the artistic process of learning to draw the human figure. In doing so, I simultaneously 

turn inward to better understand the anatomy of my own body that separates me from the outside 

world, and outward to the foundational physicality of our species that connects me and every 

other human to one another. Through diffracting my intangible, entangled feelings of connection 

and separation with the tangible, artistic process of learning to draw the human figure, I have 

been able to gain an understanding of how the concepts of connection and separation entangle in 

a multidimensional way within all artistic processes.  

I explore the meaning of Dorothy’s archive through the matter of my own prelude, and in 

doing so map new patterns of diffractive becomings. Through this artistic process, I learn to feel 

values beyond sight. And I learn to translate these intangible feelings into something seeable; 

into figural gestures of charcoal pedagogy mapped on paper. (see Figure 27) 
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Figure 27: Pavlik, N., (2022). Artistic process of learning figure drawing. 

 

The lines of my sketches carve the paths of my evolving understanding. They swerve, 

dip, and dive through rivers of artistic processes that meander through diffractive patterns of 

becoming. I quickly came to understand that for me, figure drawing is not about drawing a body, 

it is about drawing the life that resides within a body. 

But how to breathe air into a charcoal chest? 

How to weave sight into 2D eyes? 
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Gesture and Structure 

Throughout my pedagogic process of learning to draw the human figure, I encountered 

the concepts of gesture and structure embodied in different terms in different ways and through 

different lenses of positionality. And through repeatedly taking new steps to find my footing in 

this art theory, I have come to recognize and articulate what these ideas mean to me and my 

relationalities to Dorothy. (see Figure 28) 

Figure 28: Pavlik, N., (2022). Artistic process of learning figure drawing. 
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Once situated in my awareness, the interwoven network of meaning between gesture and 

structure not only strengthened my understanding of art theory but also became strongly 

anchored within my evolving understanding of difference and repetition (Deleuze 1995) and new 

materiality (Barad, 2007). And most importantly, I came to recognize that the concepts of 

gesture and structure also embody the contrasting sensations of connection and separation I was 

seeking to navigate in relation to Dorothy’s photographs, in more expansive and 

multidimensional ways than I ever imagined. (see Figure 29) 

Figure 29: Pavlik, N., (2022). Artistic process of learning figure drawing.  
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But how to sing with a pastel mouth? 

How to map portals of process on paper? 

How to type what words can-not hold?  

How to draw the depth of negative space? (see Figure 30) 

Figure 30: Pavlik, N., (2022). Artistic process of learning figure drawing. 
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In figure drawing, structure refers to the parts. The fingers, the head, the arms, the 

proportions, the feet. The concepts we can study and repeat and recall in our minds. But alone 

these pieces are organs without a body; are technical skill without purpose; are architecture 

without a building. Gesture is how to sew these pieces together to sow life and movement and 

fluidity. (see Figure 29) Within figure drawing, gesture not only refers to what connects the 

components of the body to one another but also, just importantly, the little marks that shade and 

highlight value of meaning in discrete yet essential ways. (see Figure 31) 

Figure 31: Pavlik, N., (2022). Artistic process of learning figure drawing. 
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Difference and Gesture 

My understanding of the dynamic relationality between gesture and structure has been 

most significantly influenced by the artist and educator Steve Huston (2019). The way in which 

he de-frames these artistic terms as portals of process and knowledge within the context of life 

and the world, has greatly inspired my development of thought and has led me to further 

investigations of the congruent themes between art theory and new materiality. 

Art is built within and through the relationalities that entangle structure and gesture; the 

parts and the whole, separation and connectivity. Understanding and communicating this clear 

yet endlessly diffractive puzzle is the essence of art, the rhythm of human existence, and the 

melody of life. The pedagogic potential within the artistic processes, which consist of creating, 

analyzing and sharing ways that structure and gesture entangle, is powerful, an essential 

component of the human experience, and is why we need art.  

As my understandings of these concepts entangled, I began to entangle my figure 

drawings as well, layering them digitally together to add new dimensions to our map, valuing the 

intricate moments of rhizomatic creation that blossomed through the structure of these artistic 

processes that are now woven into gestural stories that evolved from the material itself. These 

images are complex and hold within them the temporal experience of artistic process as 

pedagogy. I feel that anyone looking into them may pick on different narratives that reveal 

themselves through my emerging understandings of structure and gesture. (see Figure 32) 

The connectivity between structure and gesture is discussed in all artistic processes, through 

various terms and numerous material embodiments. Gesture and structure are always in tandem. 

They never merge, yet both exist within each other and can only remain to be through symbiotic 

intra-activity.  
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Figure 32: Pavlik, N., (2022).  Diffractive figures and gestural process. 
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The concept of gesture is often neglected in art theory and art education because it is 

particularly difficult to articulate through verbal or written language, as it is nonlinear, exists 

within the haptic realm, and can only fully be experienced through the senses, as gesture is the 

sensations of force. However, gesture is often recognized as the most crucial aspect of art, as it is 

what brings art to life, what gives it a heartbeat, a breath, and a pulse. Structure is equally 

essential, and is what is often focused on within art education, as it is what can be quantified and 

clearly taught and assessed. Structure is what gives art its constructed substance. Structure 

provides gesture with the heart to beat, the lungs to breathe, and the veins to pulse. As such, in 

essence, gesture and structure can only exist within their relationality to one another.  

Structure is the music notes, the metronome, the chapters. 

Gesture is the harmony, the tempo, the arch of the plot. 

Structure is the tree, the tracing, the pieces. 

Gesture is the rhizome, the map, the puzzle. 

Structure is straight forward, tangible, sturdy. 

Gesture is curvature, intangible, flux. 

Structure is the building blocks, waiting to be built. 

Gesture is the ecosystem, the assemblage, the soul. 

Structure is repetition, is the outline of the landscape. 

Gesture is the difference, is the pull, squeeze and stretch of the wind. 

Structure is the steps in process, is being. 

Gesture is the flow of process, is becoming. 

Structure is dense earth. 

Gesture is patterned ripples in the sea. 
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Figure 33: Pavlik, N., (2022). Diffractive figures and gestural process. 
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The relationalities between gesture and structure are at the core of all artistic expression because 

they embody the essential questions of epistemology and ontology. (see Figure 34) 

We need anatomy to draw a graceful figure. 

We need petals to sketch a growing flower. 

We need clouds to paint a storming sky. 

We need notes to play a deep, smooth nocturn. 

We need characters to tell an enchanting story. 

We need steps to dance a rhythmic waltz. 

We need ocean floors to write a grounded thesis. 

What is it to know and be? 

Each of us is an individual vessel, 

Yet also is connected within the world. 

Each of us has a body that occupies tangible space, 

Yet lives within an intangible consciousness. 

Each of us has unique anatomy, 

Yet also belongs to the same species. 

Each of us is made out of unfathomably small molecules, 

Yet also exists within an inconceivably expansive universe. 

Each of us is  

One and Other, 

Yet also are  

One another.  
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Figure 34: Pavlik, N., (2022). Diffractive figures and gestural process. 
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Diffractive Meaning 

Whereas philosophical theory allows us to explore ideas discursively, art theory allows us 

to explore them materially. Through my artistic process of learning how to draw figures that 

weave together structure and gesture, I have been able to reach a deep, intuitive, and complex 

understanding of the relationalities between difference and repetition, maps and tracings, smooth 

space and striated space, and onto-epistem-ology. The relationalities between the temporality of 

gesture and the materiality of structure within all artistic processes can allow us to diffractively 

map philosophical theory within art theory. Navigating the entanglements between structure and 

gesture allows us to puzzle through, experiment, and express concepts of connectivity, 

empowering us to haptically explore the relationalities between One and Other that we all are 

encapsulated within. (see Figure 35) 

Learning generalizations about the physicality of eyes, hands, and ligaments within and 

through my own eyes, hands and ligaments grounded me within myself as well as connected me 

to the outside world, rhizomatically mapping pathways that expand simultaneously outward and 

inward. These contrasting directional forces I encountered through figure drawing, has led me to 

create One and Other, two characters that are both embodied within each of us. As the story of 

One and Other evolves we meander through the artistic process of navigating between the 

structure and the gesture that each of us holds within ourselves and within our relationalities to 

one another and the world. (see Figures 37, 38, 39) I have drawn these characters bursting with 

fluid lines, as I aim to capture the essence of pure gesture within the drawings of these beings, 

that are also embodied by the gesture of hands in the artistic process of creating and mixing 

palettes of coloured matter, time, and space. (see Figure 36) 
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Figure 35: Pavlik, N., (2022). The full map of diffractive figures and gestural process. 
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Our Gestural Story of Always and Also: Photograph Archive 

Figure 36: Pavlik, N., (2022). Diffractive interpretation of One and Other on the ocean's cusp. 

 

 

We once again sit, where we never quite left,  

Within the new room in the old room, 

With the always and also hanging iridescent paintings.  

Two piles and our becoming body of water. 

Waves crash upon our ocean’s cusp, tracing our archives of value. 

One and Other have three forms, 

Gesture and Structure, (see Figure 36) 

Being and Becoming, (see Figure 37) 

Virtual and Actual. (see Figure 36) 

One and Other in their three forms all take one step forward towards our waiting body of water. 

One steps upon Dorothy’s archive, other steps upon my no longer prelude. 

Our figures of value each stand upon our ocean’s cusp.  

Where the waves crash; steadily, leaving, re-turning, starting, ending, always, and also, again 
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Figure 37: Pavlik, N., (2022). One and Other on the ocean's cusp. 
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Figure 38: Pavlik, N., (2022). One and Other on the ocean's cusp. 
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Figure 39: Pavlik, N., (2022). One and Other on the ocean's cusp 
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Red Notebooks of Matter and Our Second Layer 

Figure 40: Photograph of Dorothy's red archive beside my red prelude. 

 

The Matter of Line 

Lines are the joining of one point, one thought, to the next, and the next, and the next.  

Connected, distanced, pulled, pushed, alone, together, one, and other. To draw a line with a 

pencil. To watch your inner thought transpire through lead paving its way through the negative 

space on a page. To hear the pauses between scratches of paper, to hear the lead break. Where do 

our lines converge and where do they dissipate? Line as movement, as story, as repetition, as 

difference. Lines of practice again, and again, until muscle memory takes over and you draw 

from the voice.  Nonlinear red lines of matter connect past writing with present re-reading to 

draw diffracted new maps of becomings. (see Figure 40) Lines carry ample information in their 

simplicity. Every edge, corner, and curve hold significance and materializes intention and the 

fluidity of thought.  
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Our Gestural Story of Always and Also: Red Notebook Prelude 

Figure 41: Pavlik, N., (2022). Diffractive interpretation of red notebooks placed upon our body 
of water.  

 

I reach again into our layered flowing piles. 

I pick up Dorothy’s red notebook from her archive, 

And the red empty notebook from my prelude,  

Placing them beside each other in front of me, 

Upon our body of water, 

In front of our figures of value 

A small step out from our ocean’s cusp. 

Giving both the space to breathe, 

To find their own rhythm, 

Heartbeat, and pulse. (see Figure 41)  
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Experiencing the Archive of the Red Notebook 

I open Dorothy’s red notebook with a hard-glossy cover; her red notebook with a tightly 

coiled wire that ties the pages into one. This book is neatly written. Pristine, clean, waves in 

letters in words in clear straight lines. Dorothy was particularly skilled with lines. Her 

handwriting, never flat, was rather dense with the dimension of her emotive strokes and dots. In 

her red notebook, letters are never misplaced. Words are carefully plucked and planted one after 

the next. Tied, twisted, bent, and bubbled lines. Rhizomatic lines, paths on maps, stories on 

paper, journals passed on. (see Figure 42) 

Figure 42: Pages of Dorothy's red notebook. 
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These pages are filled with her handwritten notes that she wrote while teaching herself 

how to oil paint. Written, waiting, imagery. As I piece through these pages, I begin to sense her 

voice. A steady, clear voice. Not the kind of voice that is auditory, but the kind of voice that is 

sensed beyond what is spoken. The kind of voice that holds warmth in cool air, soothes turbulent 

thoughts, and echoes distant memories. Her voice entangles with mine and we re-read the re(a)d 

notebook. In this art theory journal, Dorothy’s passion for pedagogy and knowledge seeps 

through every carefully articulated detail and structured sentence. No thoughts left untied, no 

lines without axis. (see Figure 43) 

Figure 43: Pages of Dorothy's red notebook. 
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My Diffracted Re-reading of the Art Notebook 

 I trace Dorothy’s steps, following her rooted lead as we venture into our growing 

rhizome. I document my mapping of Dorothy’s red notebook within my own red notebook, 

wading into no longer empty waiting space. (see Figure 44) 

Figure 44: Pages of my red notebook. 

 

My artistic style has always tended to be very reactive and emotive, and my creative 

process has always been quite fast-paced. Contrastingly, Dorothy’s detailed red journal shares 

her expansive planning, theory, and intention within her artistic processes.  As I dive into the 

lines of Dorothy’s red archive, I shift my perception of what artistic process can entail, listening 



 
 

 

77 

to her guiding voice and matching the tempo of her footsteps as we carve our collective path 

forward.  I embrace her focus on understanding composition through the relationalities between 

visual components as a launching point within my own research, where I discovered the 

insightful work of Bruce Block (2020) which led me to draw more lines of relationalities along 

my pedagogic journey as I continued to map my learning process through curves of connection, 

corners of contrasts, and coils of contemplations. (see Figure 45) 

Figure 45: Pages of my red notebook. 
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Navigating Visual Components to Compose Meaning  

How can we visually communicate our harmonies and tensions?  

Our corners and waves?  

Our foregrounds and backgrounds? 

Our shallow puddles and deep ocean divots? 

How do we decide what we see, what it says to us, and what we want to say about it? 

Dorothy’s words, her sources, my words and my sources entangle, in the material-

discursive artistic process of re-searching, re-reading, re-writing and re-drawing lines of matter 

and lines of meaning. (see Figure 46) As I begin to cut-together-apart our ideas, I observe the 

prevalence of five visual components becoming increasingly clear.  

Figure 46: Dorothy's archive diffracted with my prelude. 
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Value, Line, shape, texture, and colour. 

Within composition, visual components build upon each other, yet work in tandem. They 

are distinct within their focus, yet can only be fully actualized when in dialogue with one 

another. The relationalities between the characteristics of visual components establish and 

communicate meaning. They enable us to discuss discursively attributes that exist in the 

material, tactile realm, a task inherently dis-continuous in essence; writing meaning on matter. 

(see Figure 46) 

Figure 47: Dorothy's archive diffracted with my prelude. 
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The Artistic Process of Diffracting Through Matter 

After I diffracted the tracings of Dorothy’s red art theory notebook within my own red art 

theory notebook, I began sense the haptic artistic process woven directly through the notes 

themselves, where material diffracts with discursive, and where content diffracts with form.  

This has led me to perceive the visual components as conceptual apparatuses to be used in 

diffractive explorations. Through this inquiry, I have come to perceive each visual component as 

being associated with one layer of our story, where it is predominant in both matter and in 

meaning.  

Value within the stack of embodied photographs, 

Line within the red notebook that matters, 

Shape within the rough sketches yellowed with time,  

Texture within the blue philosophy journal composed of space, 

And colour within the always and also hanging iridescent paintings. 

These visual components build upon each other within each layer of our pile and serve as 

apparatuses to proceed into the phenomena we explore through each piece of our archive. This 

gives us material lenses to observe, diffract, and experiment with otherwise intangible concepts. 

(see Figure 48) Each layer describes its own visual component in the introduction to prime us 

with a material-discursive understanding of the optical metaphors that follow. In the following 

section, I have sorted various quotes regarding visual components found throughout Dorothy’s 

red notebook that resonate materially and conceptually with each layer of our piles. (see Figure 

49, 50, 51, 52, 53). Below the photos of the notebook, I have included the written description for 

each of the visual components, which I have included in the introduction of all of the layer in this 

thesis. I have written these with new materiality, and repetition and difference in mind, as well as 
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my understandings of the archives that they are relating to. Because of this, the clarity of 

meaning within these passages continues to grow as our story progresses. They begin here in this 

layer, fragmented and continue to weave together through artistic processes as we continue to re-

read.  

Figure 48: Highlighted quotes in Dorothy's red notebook. 
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Embodied Figures of Value, Our First Layer 

Figure 49: Figures of value. 

 

Shadow and light shift and dance and dip and dive. Values of ink made of points too 

small for me to see swim together and sing a song of a story told beside me of crashing waves, of 

beating hearts, of watching change through budding trees and falling leaves and flowers sewn 

one stitch, the next. Value diffracts within our artistic processes of exploring the black and white 

photographs, where Dorothy and I diffract through embodiment. Value is the various ranges of 

light and dark in an image, which entangle to construct compositions. Values do not have innate 

material or discursive meaning, but when in relationality with one another, they construct 



 
 

 

83 

contrasts and continuums that collectively weave together positive and negative space. Through 

the values in these black and white photographs, Dorothy and I though absence and presence, 

through light and shadow, through archives and preludes, and through structure and gesture. 

The Matter of Lines that are Re(a)d, Our Second Layer 

Figure 50: Lines of matter. 

 

Lines are the joining of one point, one thought, to the next, and the next, and the next.  

Connected, distanced, pulled, pushed, alone, together, one, and other. To draw a line with a 

pencil. To watch your inner thought transpire through lead paving its way through the negative 

space on a page. To hear the pauses between scratches of paper, to hear the lead break. Where do 
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our lines converge and where do they dissipate? Line as movement, as story, as repetition, as 

difference. Lines of practice again, and again, until muscle memory takes over and you draw 

from the voice.  Nonlinear red lines of matter connect past writing with present re-reading to 

draw diffracted new maps of becomings. (see Figure 40) Lines carry ample information in their 

simplicity. Every edge, corner and curve hold significance and materializes intention and the 

fluidity of thought.  

The Shape of Yellowed Time, Our Third Layer 

Figure 51: Shapes of time. 
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Architectural and organic shapes entangle and collide, weaving a story of contrasts and 

continuums.  Our architectural shapes are rectangular COPY papers. Our organic shapes are 

folded dried petals. Is the shape of our time architectural or organic? The swinging metronome 

draws the long sliver of the yellow moon. A crescent of our moon, never full, and never new. 

The same points drawn anew in each here and now. Can these long curves tell us time is time? 

Yellow sand falls one grain the next in our hour glass, never full and never new. Can these grains 

tell us time is time? Do these curves and grains COPY, or fold like dried petals?  

The Texture of Blue Space, Our Fourth Layer 

Figure 52: Textures of space. 
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The visual components of texture, shape, line, and value diffract together in our artistic 

processing of the blue philosophy journal. How Dorothy sees beauty in the world adds texture to 

her life, and in turn my life as I look into these portals of process. Texture is the mapping of the 

force of her hand, illustrating her rhythm, tempos, speeds, shifts, excitement, hesitance, and 

thought. Texture is the haptic, it is the tactile, it is the rough, slippery, hot and cold of artistic 

process. What do these haptic textures sing through written worlds? What is the texture of red 

matter, yellow time, and blue space?  

The Always and Also Colour of Iridescence  

Figure 53: Colours of Always and Also 
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Cool to warm, vibrant to dull, here to there, then to now. Hues to chromas, chromas to 

tones, tones to the rhythm of falling sand. Red to yellow, yellow to blue, blue to red; a tryptic 

harboring raw emotive affect. Colour is woven through the fibers of life, of memories, and of our 

imagination of what is to come. Colour is the process of diffracted light, an illusion both 

complex and undeniably innate. Colour sounds, colour tastes, colour smells, colour feels. Colour 

is sensation. Colour remembers, colour sings, colour dances, colour tells stories. Colour is deep 

and shallow. Colour contrast and harmonizing. Colour is matter, space, and time. Colour is 

relationality. Colour is our body without organs 

Diffracted Meaning: Connectivity Through art 

I perceive the layers of this thesis as is the structure of this inquiry. In turn, how these 

visual components and their layers weave together to establish a composition of meaning is the 

gesture of this inquiry. Building off of this, within our Gestural Story of Always and Also, I use 

the optical metaphor of diffraction materialized through water ripples to compose the visual 

components and the layers of our story into an interactive virtual map of meaning. I activate 

Dorthey’s artistic processes within my own, echoing the structure of her navigation between the 

visual components into my diffractive inquiry. Each ripple of diffraction explores and expands 

upon the entanglements between Dorothy and me, building upon each other and exponentially 

accumulating relationalities along the way. With each addition of a ripple, more concepts, ideas, 

and colours are added to our entangled map. I document these patterns of diffraction as they 

unfold and use them to inform the following ripples in order to fully submerges our methodology 

in artistic process, as both an apparatus and a phenomenon. 

  



 
 

 

88 

Our Gestural Story of Always and Also: Red Notebook Archive 

Figure 54: Pavlik, N., (2022). Diffractive interpretation of One and Other within red’s ripples. 

 

 

We once again sit, 

Where we never quite left,  

Within the new room in the old room, 

With the always and also hanging iridescent paintings.  

Two piles and our becoming body of water. 

Our red archives of line rest upon our ocean’s surface in front of our figures of value. 

One and Other in their three forms all take one step into our waiting body of water.  

One steps upon Dorothy’s archive.  

Other steps upon my no longer prelude.  

Both red archives gently settle to the bottom of our ocean floor of theory, 
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Joining sediment, stone, and mineral-rich clay dense with grains of sand. 

Water flows through our red archives and traces the force of these steps. 

Our first ripples are activated. 

Coils of red ripples radiate outwards from our pair.  

Patterns of differences weave waves together. 

Undercurrents fold pockets of tangled time. 

(see Figures 54, 55, 56, 57) 
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Figure 55: Pavlik, N., (2022).  One and Other on rippling red 
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Figure 56: Pavlik, N., (2022). One and Other on rippling red.  
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Figure 57: Pavlik, N., (2022). One and Other on rippling red. 
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Sketches Yellowed with Time and Our Fourth Layer 

Figure 58: Photograph of Dorothy's archive yellowed with time beside my blank prelude. 

 

The Shape of Time 

Architectural and organic shapes entangle and collide, weaving a story of contrasts and 

continuums.  Our architectural shapes are rectangular COPY papers. Our organic shapes are 

folded dried petals. Is the shape of our time architectural or organic? The swinging metronome 

draws the long sliver of the yellow moon. A crescent of our moon, never full, and never new. 

The same points drawn anew in each here and now. Can these long curves tell us time is time? 

Yellow sand falls one grain the next in our hour glass, never full and never new. Can these grains 

tell us time is time? Do these curves and grains COPY, or fold like dried petals? (see Figure 58) 
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Our Gestural Story of Always and Also: Sketches Prelude 

Figure 59: Pavlik, N., (2022).  Diffractive interpretation of yellow sketches placed on our body 
of water. 

 

I reach back to our layered flowing piles. 

I pick up Dorothy’s yellowed sketches from her archive, 

And the yellow tracing paper from my prelude 

Placing them beside each other in front of me, 

Upon our body of water, 

In front of our wading figures surround in rippled Red. 

Giving both the space to breathe, 

To find their own rhythm,  

Heartbeat and pulse. (see Figure 59) 
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Experiencing the Archive of the Yellow rough Sketches 

Figure 60: Dorothy's rough sketches. 

 
 

The next layer in our pile holds Dorothy’s loose pages of rough sketches. Assemblages of 

lines and values and shapes. Yellowed with time, these pages are folded, unfolded, in and 

through one another. Translucent COPY paper cradles the temporality of these nonlinear webs of 

artistic process. Creased and fragile to the touch, these pages like petals of a dried rose are 

preserved in their moment of bloom. The shapes on these pages are familiar with one another’s 

voices and are recurring symbols of meaning that are close and connected to Dorothy. Their 

tones, curves, waves, plateaus, and peeks, join through smooth and gestural space.  
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Figure 61: Dorothy's rough sketches. 

 
 

These rough sketches illustrate Dorothy’s ideas, her planning, her problem solving, and 

her pedagogy. The images that speak to her, and that re-turn and re-turn again throughout her 

archive. When I look at these creased pages, I see, hear and feel Dorothy’s inner dialogue. 

Intertwined cross contours, tempos and gestures come alive through inked waves and curves. 

(see Figure 61) Dorothy’s flowers bloom from the rhizome. They grow, and map, and meander 

through rich earth. Although drawn on 2D paper, the flowers in these sketches are anything but 

flat. They bloom with form, they dance with flow, and they sway with time. Figural flowers 

preserved in yellow continue to blossom. Cadmium yellow flower earrings passed back and forth 

through our swinging metronome. 
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Figure 62: Dorothy's rough sketches. 
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These sketches are in-between planes of plans. Of material experimentation, temporal 

exploration, and spatial conceptualization. These open bodies built of water sew shapes that join 

rhizomes to roots, difference to repetition, smooth to striated. Organic shapes become within 

their material-discursive artistic process of mapping fleeting thoughts on fragile paper with 

precise lines of ink. (see Figure 63) 

Figure 63: Dorothy's rough sketches. 

 

When we create rough sketches, we process and express our vision through shapes of 

personal meaning. Sketching meanders; carving paths through our memories, our dreams, our 

thoughts. Sketching flows through; eroding our pasts, channeling our presents, under currenting 

our futures.  Sketching materializes; mapping our eyes, our brains, our hearts, our veins, our 

hands. Our sketches are not reflections of what there is, they are multidimensional diffractions of 

who we are; hidden yet exposed, genuine yet distorted, vulnerable yet protected, true yet false. 



 
 

 

99 

Sketching is an essential component of creativity. As we sketch, we navigate internal 

abstract dialogue through shapes that construct symbols that come from our personal visual 

language and our relationalities to ourselves. These sketches illuminate the material-discursive 

beginnings of Dorothy’s always and also hanging iridescent paintings. (see Figure 64) 

Figure 64: Dorothy's rough sketches. 
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My Diffracted Re-reading 

I explore Dorothy’s sketches, searching for repeating values of difference. I trace her 

organic shapes of thought sewn of opposing curves, contours, and crosshatching. The 

conceptualization of rhizomes is both haptically and optically woven within and through these 

works. Through my mapping of where meaning meets matter and matter meets meaning, I sense 

once again the recurring significance of fluidity in Dorothy’s work. Both in her seascapes and in 

her flowing gestural flowers. She draws where water meets land, where trees meet earth, and 

where flowers entangle in wind. Looking at these sketches here and now, at the ripples and 

waves of Dorothy's pens, I hear again Joan's stories of their walks by the ocean’s cusp. I see 

Joan's descriptions of the waves from their strolls with one another. Diffracting, singing, 

sleeping, rippling, and shimmering waves. Water to Dorothy was art, world, self, life, and always 

and also. 

The Artistic Process of Diffracting Through Time 

Archival sketched plans and preludes of potential, 

Overflowing with negative space. 

Select all-copy-paste, I cut-together-apart our shapes of meaning, our waves of life. 

I weave our process, our pedagogy, our inner worlds into somewhere new. I scan onto my 

computer Dorothy’s COPY paper and my figures of value. (see Figure 65) I weave our analogue 

artistic processes together through digital collage. Sewing the actual back into the virtual realm. I 

reactivate Dorothy’s sketches of past artistic processes within my own artistic processes here and 

now. I cut-together-apart our gestural figures of value and give them homes within Dorothy’s 

landscapes of rippled seas and between her yellow swaying flowers of becoming. I re-imagine 



 
 

 

101 

the boundaries of what an architectural rectangular page is, as I cut up time and sew it back 

together with smooth space and rhizomatic matter. (see Figure 65) 

Figure 65: Pavlik, N., (2022). My figures within Dorothy's sketch. 
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Figure 66: Pavlik, N., (2022). My figures within Dorothy's sketch. 

 

By cutting things up, taking them apart, and teasing them out to see their differences and 

their frayed fragmentations, we can better sense how they connect together; focusing on how the 

cuts between are in fact the threads of relationality that matter; this is artistic process. These 

images strongly demonstrate Dorothy’s attuned awareness of the patterns in nature as well as the 

concepts within her own imagination. Through fitting my figures of process within her images of 
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nature, I perceive them to grow together into one another, entangling, and reaching for new sun, 

breaking free from their paused moments of bloom. (see Figure 67) 

Figure 67: Pavlik, N., (2022). My figures within Dorothy's sketch.
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Our Gestural Story of Always and Also: Sketches Archive 

Figure 68: Pavlik, N., (2022). Diffractive interpretation of One and Other within red and 
yellow’s ripples. 

 

We once again sit, where we never quite left,  

Within the new room in the old room with the always and also hanging iridescent paintings.  

Two piles and our becoming body of water. 

Our yellow archives of shape rest upon our ocean’s surface in front of 

One and Other in their three forms 
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Who all take another step forward. 

One steps upon Dorothy’s archive. 

Other steps upon my no longer prelude. (see Figure 68) 

Both yellow archives gently settle to the bottom of our ocean floor of theory, 

Joining red, sediment, stone, and mineral-rich clay dense with grains of sand. 

Water flows through our yellow archives and traces the force of these steps. 

Our next ripples are activated. 

Coils of yellow ripples radiate outwards from our pair. 

Yellow inside Red; time inside matter. 

Patterns of differences weave waves together.  

Our figures stand in front of past settings with present shapes that live on the ocean’s cusp, 

In front of where water meets land, 

Where trees meet earth, 

And where flowers entangle in wind. 

Undercurrents fold pockets of tangled time. 

(see Figure 69, 70, 71) 
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Figure 69: Pavlik, N., (2022). One and Other in rippling yellow and red, in front of where water 
meets land. 
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Figure 70: Pavlik, N., (2022). One and Other in rippling yellow and red, in front of where water 
meets land. 
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Figure 71: Pavlik, N., (2022). One and Other in rippling yellow and red, in front of where water 
meets land. 
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Blue Journals of Space and Our Fifth Layer 

Figure 72: Photograph of Dorothy's blue archive beside my blue prelude. 

 

The Texture of Space 

The visual components of texture, shape, line and value diffract together in our artistic 

processing of the blue philosophy journal. How Dorothy sees beauty in the world adds texture to 

her life, and in turn my life as I look into these portals of process. Texture is the mapping of the 

force of her hand, illustrating her rhythm, tempos, speeds, shift, excitement, hesitance, and 

thought. Texture is the haptic, it is the tactile, it is the rough, slippery, hot and cold of artistic 

process. What do these haptic textures sing through written worlds? What is the texture of red 

matter, yellow time, and blue space? 
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Our Gestural Story of Always and Also: Blue Journal Prelude 

Figure 73: Pavlik, N., (2022). Diffractive interpretation of blue journals placed on our body of 
water. 

 

 

I reach back to our layered flowing piles 

I pick up Dorothy’s blue journal from her archive 

And the empty Blue journal from my prelude, 

Placing them beside each other in front of me, 

Upon our body of water, 

In front of our wading figures surround by rippled yellow inside of rippled red. 

Giving both the space to breathe, 

To find their own rhythm, 

Heartbeat and pulse. (see Figure 73) 
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Experiencing the Archive of the Blue Journal 

I opened Dorothy’s blue journal titled Philosophy. (see Figure 72) A densely packed 

composition of her theoretically grounded diffractions on life, death, knowledge and identity 

written out in nonlinear, coloured lines. The materiality of Dorothy’s writing in this notebook is 

haptic. Embodying difference, these lines are distinctly energized waves, disorienting and 

entangled in comparison to the red art theory notebook we have visited at a different here and 

now. Emotive curves and corners spill out with each page I turn. Anything but straightforward, 

her blue journal lines jump between points, dive deep within words, and entangle themselves in 

tied knots. As I read over each inked sentence, purposely carved into space by a force of a hand 

that once was here, I search for clarity. 

I carefully trace my eyes over each page, reading and re-reading, trying to understand 

Dorothy’s thoughts. I bring the journal right up to my face, peering deeply within her words. 

Straining my eyes, struggling, squinting, searching for the meaning of these sentences I know 

must be there but I can-not yet quite read. 

I take a deep breath, and blink my eyes. I stop peering so intensely, I stop looking for a 

depth of meaning unseeable in the discursive representation of these words. Shifting from 

striated space to smooth space, from optic looking to haptic feeling. From reading words to 

sensing the value of textured lines and woven shapes. I now lean in closer with my eyes closed to 

hear her voice. The whispers of Dorothy’s pens are quiet, not with uncertainty, but with 

intensity; the most valuable secrets are always spoken in hushed yet intentional tones. I pause 

and let the negative space spread out and flow through the gestural marks she has sewn on these 

pages. 
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In this smooth tempo our voices entangle, a melody is sewn. A familiar song, my 

favourite song. A song I need to hear with my eyes closed, a song that settles itself deep in my 

chest. Her handwritten notes hold intentions, revelations, and contemplations both discursively 

and materially, embracing matter of great meaning and meaning of great matter within an 

endless process of becoming. The diffractive pages of this blue journal are intricately informative 

within their haptic, materiality which become portals of process for us to peer into with deep 

conceptual songs that sing between Dorothy’s theory and her process. 

Emotion ripples out from her lines in waves of soothing blue ink and zigzag charges of 

red. The interaction between the two pens indicate her process of re-reading and re-writing, as 

she re-turns to the previous pages from a past day to make new marks of meaning. These 

undercurrents of tonality add dimension to her cartography, which I continue to map as we dive 

deep into uncharted water. She indicates in her writing that her ideas come from her 

interpretations of the work of Aristotle, Socrates and Plato.  The words that now exist in this 

journal are her own process of diffractive re-readings, a painting made of an Other’s palettes. 

There is a depth of meaning within this writing that goes beyond just the discursive content. You 

can see Dorothy’s thoughts entangling as she intra-acts with the philosophical texts she is re-

reading and re-writing.  

My Diffracted Re-reading of the Philosophy Journal 

Deleuze (1996) proposes examining the philosophy of our past not as theories to be 

interrogated with our logic, but as creative conceptual windows into the human experience and 

the sociocultural climate of the time. Deleuze builds on this in suggesting that as such, 

philosophy is intrinsically entangled with art. Activated by this, I follow Deleuze’s path of 

inquiry within our rhizome. Initially, when trying to understand the content of this journal, I had 
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pulled out the original texts I believe Dorothy had read in the process of writing these pages. I 

attempted to analytically examine the context of the philosophers’ theories that Dorothy 

mentions. But this was leading me to a tracing rather than a mapping, by skipping over the 

journal and going back to the source, I was dismissing the rich value within the artistic process of 

this journal itself. How can we read this journal in a diffractive sense? 

I shift and began to explore her lines of words that hold meaning both materially and 

discursively within the context of the journal. I see her notes as her diffracted theory, portals of 

process into her understanding of philosophy. How we each individually understand philosophy 

is a product of our own subjective process of filtering ideas through our own eyes that are our 

apparatuses. This understanding is backed by the concept of diffraction. I see her words not as 

reflections of the theories she had re-read, but as diffraction of her own identity riddled 

apparatus. 

Dorothy’s journal poses questions revolving around process, change, life, souls, deaths 

and becoming. She is the artist of this diffractive book of theory. It is her eyes, her hand, her 

wisdom, her observations that I now see seeping through each textured mark of ink. She has 

diffracted this knowledge to me and now I will diffract it further through reading her words, 

analyzing them in relationality to my own theoretical foundations, and establishing emerging 

themes. These themes are not a reflection of Dorothy’s writing, rather they are a material-

discursive process of the intra-actions between our ideas. A phenomenon observed through my 

own theoretically saturated apparatus of inquiry, dense with the influences of queer feminist new 

materiality, diffraction, more-than-humanism and non-dualism. And now Dorothy’s painting 

becomes the palette from which I paint. 
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The Artistic Process of Diffracting Through Space 

My artistic processing of this journal has allowed me to dive deep into nuances of matter 

and meaning that Dorothy has shared through these portals. As I read through the journal I look 

for overarching themes of relationalities that stand out and that relate to the structures and the 

gestures of our archives. I have deconstructed and reassembled each page of the journal, sorting 

through the material attributes that stood out to me. I then coupled these with the discursive 

meaning that I understood from these pages, all while connecting these thoughts with my own 

understandings of new materiality (Barad, 2007). Each page began to show themselves to me as 

being in relation to layers within our archives.  

I respond to Dorothy’s blue journal through poetic inquiry, exploring the materiality of 

her writing and the journal as a thing of temporality.  My artistic process of writing poetry 

weaves together Dorothy’s pages, the composition of our archives, and my own theoretical 

foundations. My poetry feels Dorothy’s journal, the tone of the curvature in her handwriting, the 

coloured pens that indicate a different day, a different mood, a different wave rippling outwards. 

What story do these gestures and these structured words tell? What does the negative space 

between her words say? I trace along the boundaries of the malleable texture of words to map 

rhythms and tempos. Writing this poetry has allowed me to haptically explore sensations and 

gestures that hover and sing between heres and nows. Dorothy’s philosophy theory weaves itself 

into mine, and mine into hers, diffracting to create a new perspective.  Each page of poetry 

responds to the layers of our archive that continue to grow through this inquiry.  
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Diffracted Poetry 

Layered Covers 

Figure 74: Piled and layered covers. 
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Figure 75: Piled and layered covers re-construction.  

 

This book is different from the other. (see Figure 74) 

It covers more area, its cover is soft, easily creased. 

A blue faded yellow where the sun touched the edges.  

A book left out to see, book forever to hold. 

Philosophy, written on blue meets yellow. 

Red on green, stop on go. 

The Hilroy, Exercise Book, No. 996. 

A phone number for a name,  

What happens if I dial now? 

A call forever on hold. 

Written in red, read in red. 

A number of cents. (see Figure 75) 
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The Embodiment of Value, Our First Layer 

Figure 76: Remembering Value 
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Figure 77: Remembering value re-construction. 

 

The writing inside has shifted, 

Inside, this side is seen. (see Figure 76)  

Sturdy, slanted, red.  

Is it speed that fuels this tilt? Is it thought? Feeling? Fire? Heat? 

A number of sense. 

Reading Red; words are close, and letters spill, spaced even at the margin and rushed at the edge. 

A spoken story excitement trips words over words as they spin off the tongue. 

Underlined with waves of Red; tight, precise, intentional waves. 

Red for love or red for stop and read again? Vermillion? Or cadmium light? 

With a touch of cobalt to add depth to red that's read. 

Two Blue stars from far away blew over and rest beside two lines for you.  

For you, value only has meaning in terms of use. 

For you, what is useless is valueless.  

But who is you, that blew the blue. 

For you, value, and valueless. (see Figure 77) 
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The Re(a)d Lines That Matter, Our Second Layer 

Figure 78: Red matter 
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Figure 79: Red matter re-construction. 

 

Woven through all that is are curves of corners of waves. (see Figure 78) 

For-me to form,  

From part to whole, 

Who holds on to what always will be, 

Down to the bones, the grains, the vapour of it all. 

To write what’s right, 

To read what’s Red, 

To catch a whisper in a fleeting Blue mist of rain. 

The process that means, the spotlight that beams, 

The heart of the beat of the heart that putters along,  

And tells you, for-me,  

That you matter to matter, to matter. (see Figure 79) 
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The Yellow Shape of Time, Our Third Layer 

Figure 80: Yellow time 
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Figure 81: Yellow time re-constructed. 

 

Remember not to forget to look down at passing time. (see Figure 80) 

To where our lines mesh into sound, into words, into song. 

Our pages grow more yellow with our ticking passing time. 

Waiting paper holding heavy weighted curves and lines. 

Our ground sewn of yellow sand trickles through our hour glass. 

In-grained in gestures of our hand,  

Our hour is not enough to account for before and after. 

Our tree grows in sand, roots rise to the surface of our ground. 

Grainy wood, now paper; grains of yellow sand on once grainy wood. 

Time on paper; a matter of time. 

Would wood be enough to account for before and after? 

Becoming or change wading in yellow, waiting for eyes, for thought.  

For fleeting blue, for weighted red.  

Our hour is not enough to account for before and after. (see Figure 81) 
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The Blue of Philosophical Space, Our Fourth Layer 

Figure 82: Blue space. 

 



 
 

 

124 

Figure 83: Blue space re-construction 

 

How can we show we remember? (see Figure 76) 

Curved lines crissed and crossed, swirled and swung. 

Through meandering minds meaning seeps, 

Through every space, every pause, every breath.  

Every breath breathes shared thought. 

Cobalt ink dances, phalo blue dives deep. 

A still seen sea surface conceals,  

But I remember,  

I still read Red. 

Smooth blue lines blew over with a gust, with a nudge. 

A wave, a whisper, from a different day.  

Blue blew and balanced heat. 

And Re(a)d never forgot. (see Figure 77) 
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The Iridescence of Always and Also  

Figure 84: The always and also paintings. 
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Figure 85: The always and also paintings re-construction. 

 

Choose a moment in time and wring it until, (see Figure 84) 

Essence pours out in rippled clear streams of dreams,  

Of what could be, and what already is,  

In that small always present, always protected notion of you,  

That was never an I, 

Never a we,  

But only and always an also and also, and also. 

The space between words, the breath of a pause, 

The blink that reminds you that eye contact,  

That I contact, 

Is also an also and also. 

I meet you here, in these words, 

Again and again and again. 

You curve time, I move past. 

We whisper mumbled memories of future. 

So bright, so light;  

Eyes open, I open, 

And remember you,  

Where we were we, 

An always and also an also. (see Figure 85)  



 
 

 

127 

Our Gestural Story of Always and Also: Blue Journal Archive 

Figure 86: Pavlik, N., (2022). Diffractive interpretation of One and Other in red, yellow, and 
blue’s ripples. 

 

We once again sit, 

Where we never quite left,  

Within the new room in the old room, 

With the always and also hanging iridescent paintings.  

Two piles and our becoming body of water. 

Our blue archives of texture rest upon our ocean’s surface, 

In front of One and Other in their three forms, 

Who all take another step forward. 

One steps upon Dorothy’s archive,  
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Other steps upon my no longer prelude. 

Both blue archives gently settle to the bottom of our ocean floor of theory, 

Joining yellow, red, sediment, stone and mineral-rich clay dense with grains of sand. 

Water flows through our blue archives and traces the force of these steps. 

Our next ripples are activated. (see Figure 86) 

Coils of blue ripples radiate outwards from our pair.   

Patterns of differences weave waves together. 

Blue inside yellow inside red; 

Space inside time inside matter. 

Orange and green and purple flow out from our diffracted ripples, 

As light shimmers where water meets land, 

Where trees meet earth, 

And where flowers entangle in wind.  

(see Figure 87, 88, 89) 
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Figure 87: Pavlik, N., (2022). One and Other in a rippling rainbow, in front of where water 
meets land. 
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Figure 88: Pavlik, N., (2022). Figure 64: One and Other in a rippling rainbow, in front of where 
water meets land. 
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Figure 89: Pavlik, N., (2022). One and Other in rippling rainbow, in front of where water meets 
land 

.  
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The Always and Also Paintings   

The Colour of Iridescence  

Cool to warm, vibrant to dull, here to there, then to now. Hues to chromas, chromas to 

tones, tones to the rhythm of falling sand. Red to yellow, yellow to blue, blue to red; a tryptic 

harboring raw emotive affect. Colour is woven through the fibers of life, of memories and of our 

imagination of what is to come. Colour is the process of diffracted light, an illusion both 

complex and undeniably innate. Colour sounds, colour tastes, colour smells, colour feels. Colour 

is sensation. Colour remembers, colour sings, colour dances, colour tells stories. Colour is deep 

and shallow. Colour contrast and harmonizing. Colour is matter, space, and time. Colour is 

relationality. Colour is our body without organs. 

Our Gestural Story of Always and Also Entangle Our Here and Nows 

One and Other in their three forms 

Look down at our iridescent dispersed ripples sewn of archive and no longer prelude. 

Here and now as our figures of value look down at our ocean’s surface in which they stand 

We see our own images diffracted back at us.  

In our sea surface woven with waves, 

We see we are One and Other, 

In our sea, we are one another. 

Gesture and Structure, 

Being and Becoming, 

Virtual and Actual, 

We are the figures of value. 

We touch the water’s surface, 
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Feeling the waves our fingers weave, 

Seeing the patterns of meaning that flow from our movement, 

Hearing the voices of our colours harmonize. 

We reach into these ripples, these colours, 

This fluidity of blue space, yellow time and red matter. 

When we lift our fingers from these diffractions, our colours stay with us, 

Chroma coats us. (see Figures 90, 91, 92) 

We dip and dive our beings and becomings in our rippled colours, 

That are now inseparable from our light and shadow. 

In our diffractions in the sea, we see that our values now have hue, 

We see in our sea one another not only in values of light and dark, 

But entangled in the blue, yellow, red, green, orange, and purple, 

That our collective steps have woven through waves.  

We use our diffracted colours to make our very own palette from One and Other’s paint. 

We embrace the iridescent patterns on our sea surface. 

Three yellows, 

Three reds, 

Three blues. 

Our palette is primed with potential.  

(see Figure 93) 
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Figure 90: Pavlik, N., (2022). One another coloured coated in iridescent light. 
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Figure 91: Pavlik, N., (2022). One another coloured coated in iridescent light. 
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Figure 92: Pavlik, N., (2022). One another coloured coated in iridescent light. 
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Figure 93: Pavlik, N., (2022). A palette of actual and virtual. 
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Experience of re-turning Again to the Always and Also 

Figure 94: The always and also paintings watch me from the wall. 

 

The always and also iridescent paintings hang on the walls. (see Figure 94) I look up at 

them and they look down at me. The paintings that weave all of this together. The paintings that 

I have peered into my whole life, the paintings that watch over me. The always and also portal 

where Dorothy and I re-turn to meet again, and again, and again.  This is the piece of our 

archive where I hear Dorothy speaking directly to me. I close my eyes and hear her haptic voice 

instructing me about colours, about brush strokes, about painting dancing light on seas.  As I 

paint her words, her colours, her values, I am submerged within her artistic process, and she is 

submerged within mine. Our gestures diffract here and now.  

The Artistic Process of Diffracting Through Our Gestural Story of Always and Also 

Now that our piles are no longer piles at all, 

We take two final steps forward and reach our ocean’s cusp,  

On another side, 

No longer Other. 

We face forward to past settings with present shapes. 

We are where water meets land,  

Where trees meet earth, 

And where flowers entangle in wind. 
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We follow the directions written in ink, 

And fill these waiting spaces with their virtual colours. 

These becomings are once again here and now. 

We re-turn to Dorothy and my cut-together-apart sketches of process. 

On canvas here and now, 

I paint the trees from her COPY paper of the past. 

I listen to Dorothy’s voice. 

She describes the vibrant virtual colours she has transcribed on these rhizomatic maps.  

We weave the waiting colour within her plans; 

Within her preserved process. (see Figures 95, 96, 97) 

Our gestures entangle as we sew waves of new meaning, 

Through past matter, 

In our here and now.  

Our palette swings like a ticking metronome; 

Virtual, 

To actual, 

To virtual again.  

(see Figure 98) 
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Figure 95: Pavlik, N., (2022). Painted pockets of tangled time. 
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Figure 96: Pavlik, N., (2022). Painted pockets of tangled time. 
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Figure 97: Pavlik, N., (2022). Painted pockets of tangled time. 
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Figure 98: Pavlik, N., (2022). Diffracted virtual and actual colour. 

  



 
 

 

144 

The Artistic Process of Diffracting Through Matter 

Our sketches have been coloured-together-apart in here and now. And here and now our 

palettes are diffracted moments in time. (see Figure 98) Our palettes map our artistic process of 

painting from the voices on these sketches where water meets land, where trees meet earth, and 

where flowers entangle in wind. Now that more negative space has been made, within the new 

room in the old room. We turn back to our always and also hanging iridescent paintings.  

We use our diffractive palettes of processes to paint new skies, new reflection, and new ripples 

from our always and also. I use the written descriptions from the colour section of Dorothy’s red 

art theory notebook to guide me in my landscape paintings. (see Figure 91, 101, 103) I diffract 

Dorothy’s direct quotes with the colours, textures and layers I feel in her always and also 

hanging iridescent paintings, listening to her guiding voice both materially and discursively. 

Entangling our colours of meaning and our virtual space of becoming. I begin to join together 

the pieces of our story. Our painted figures of value, our painted sketches, our painted 

landscapes, all assembled with the always and also paintings that inspired them. (see Figure 100, 

102, 104)    
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Figure 99: Pavlik, N., (2022). Dorothy's discursive sky maps my material sky. 
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Figure 100: Pavlik, N., (2022). Dorothy’s painting beside my three paintings this piece inspired. 
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Figure 101: Pavlik, N., (2022). Dorothy's discursive reflections maps my material reflections. 
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Figure 102: Pavlik, N., (2022). Dorothy’s painting beside my three paintings this piece inspired. 
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Figure 103: Pavlik, N., (2022). Dorothy's discursive contrast maps my material contrast. 
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Figure 104: Pavlik, N., (2022). Dorothy’s painting beside my three paintings this piece inspired. 
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Figure 105: Pavlik, N., (2022). A processed palette of actual and virtual. 
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Our Gestural Story of Always and Also: Painting Archive 

Our paintings are now full, are now home. 

Our palettes now are diffracted through painted ripples and waves in the skies and in the seas; 

Artistic processes of always and also. 

I look beside me to see Dorothy looking back at me. 

As we look at one another,  

Dorothy shows me the canvas she is painting and then points to the other side of our sea,  

The other side of space, time, and matter. 

I follow her gesture and look across our ocean, 

Where I see her iridescent always and also paintings looking back at me. 

No longer made of paint, but made of here and nows. 

Made of Dorothy’s visceral virtual visions. 

Submerged in her landscapes of imaginations, 

We have composed together with One and Other, 

The other sides of the oceans that flow through her paintings 

I am beside Dorothy here and now as she paints the always and also. 

As I listen to Dorothy's voice tell me stories of her artistic process,  

I watch the colours from our diffracted ripples paint the ocean’s cusp,  

On the other side of space and time and matter.  

The ocean’s cusp in the always and also iridescent paintings that I am always and also within. 

Where Dorothy and Joan would take their walks. 

Where the waves crash; steadily, leaving, re-turning, starting, ending, 

Always and also, again.  
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Figure 106: Pavlik, N., (2022). Dorothy and I on the other side of her paintings. 
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Figure 107: Pavlik, N., (2022). Dorothy and I on the other side of her paintings. 

 

 



 
 

 

155 

Figure 108: Pavlik, N., (2022). Dorothy and I on the other side of her paintings. 
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Educational Significance 

Sensing Beyond Through art 

Artistic process is not only about creating, but it is also, just as critically, about the importance of 

seeing art around us; of turning frameworks into portals of process. The poetry of the changing 

seasons, the music of leaves shifting in the wind, the theatrics of deep violet light that arrives 

with dusk, the dance of long untrimmed grass swaying in singing wind. Artistic process is the 

experience of sensing these things in the outside world but also recognizing them within 

ourselves. The melody of our own laughter, the simultaneous longing and comfort we feel when 

we visualize deep memories that stir emotions that don't have names, the architecture of the 

nooks that exist only in our daydreams.  

This awareness of the vibrancy of life is the gift I was given by my great nana from a 

young age; experiencing her enchanting vision through portals of process that lead to imagined 

worlds that have guided me throughout my life. Her always and also hanging iridescent 

paintings have not only hung on the walls in my family home but have hung in my heart as I 

have grown up, and have illuminated my life with the diffractive iridescent light that she created 

and shared. Our palettes are not only the colours we pick up on paint brushes, but they are also 

the hues we distinguish when we look at deep water. Through artistic process, we teach 

ourselves to observe, to connect, to feel, to share, to value difference. Art enables us to observe 

virtual and actual things, not only with physical senses but also with internalized sensations that 

entangle relationalities beyond consciousness.  

This is why through seeing the luscious fruit in a still life painting, we can taste and smell 

beyond perception in a way that somehow deep down reminds us of the experience of enjoying 

childhood syrupy sweets. This is why through seeing a pocket of deep green in a stormy 
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landscape painting, we can smell and hear the cold and wet that somehow deep down reminds us 

of the experience of inner turmoil. This is why we can stand in an art museum looking at a 

painting beside a stranger and connect with them in a silent yet powerful dialogue of 

experiencing art together. Artistic process gives us the tools to more deeply feel, be, and become 

in our world. 

Through my experience of navigating how to document and share the relationalities 

between Dorothy and I through artistic process, I have come to sense the importance of artistic 

expression on a level I have always experienced, but had never fully articulated in communicable 

ways. In my process of inquiry, when my words lacked gesture, art led me through, and when 

my art lacked structure and clarity of meaning, my writing took over and continued to carve our 

map. Embracing artistic process as pedagogy has empowered me to make sense of nonlinear 

gestures and sensations by translating them into something haptic, allowing me to navigate these 

concepts, feelings, emotions and understandings in deep and meaningful ways.  

De- Framing Educational  

I believe that in order to build a better future for our world, we must reimagine education 

as a deconstruction of artificially constructed barriers, borders, and categorizations that divide us 

and prevent people from connecting with themselves, with one another, and with nature. The 

theoretic underpinnings of non-dualism, more-than-humanism and new materiality are centered 

on the importance of expansive relationalities and a valuing of difference. As such, I believe that 

this theory has the potential to instigate a shift toward a more equitable, diverse, inclusive, and 

accessible education system at all levels. As I progressed through the artistic processes in this 

inquiry, I felt my mind activating a haptic understanding of the concepts of diffraction, cutting 

together apart, and difference and repetition. This strengthened my ability to weave differences 
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together in meaningful ways in my writing and in my artwork. Artistic process can enable us to 

better understand and communicate feelings, intuitions, sensations, expressions, emotions and 

essences. I aspire for my continually evolving research to exemplify how de-framing complex 

philosophical theory through art education, specifically diffractive artistic processes, could offer 

a path towards exploring and sharing these theories in universally accessible and relevant ways 

by making them tangibly understandable, easily shareable, and dynamically versatile within our 

increasingly entangled, globalized world. 
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Another Beginning 

Figure 109: Pavlik, N., (2022). Diffracted palette in rippled sea. 
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We once again sit, where we never quite left, 

Within the new room in the old room, 

With the always and also.. 

I stand up and step onto our ocean floor of theory and feel beneath my feet,  

Red, yellow, blue, sediment, stone, and mineral-rich clay dense with grains of sand. 

I walk up to the wall that faces Dorothy’s iridescent paintings,  

And hang up my no-longer-preludes, 

Now also iridescent as our paintings diffract; 

Through always and also; 

Through repetition and difference; 

Through One and Other. 

I stand in-between our two paintings, 

And turn, and re-turn again and again.  

Looking through two portals of process that each lead to two different here and nows. 

Two piles and one body of water. 

I look down to see my turns and re-turns making ripples out of our always and also palette;  

The surface of our sea. 

Every moment new ripples form, new colours mix, and new waves crash upon our ocean’s cusps.  

Steadily, leaving, re-turning, starting, ending, always and also, again. 

I stand between Gesture and Structure, 

Being and Becoming, 

Virtual and Actual. 

(see Figures 110, 111, 112) 
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Figure 110: Pavlik, N., (2022). And always and also another beginning. 
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Figure 111: Pavlik, N., (2022). And always and also another beginning. 
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Figure 112: Pavlik, N., (2022). And always and also another beginning. 
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As I stand here and now, 

Above our ocean floor of theory, 

I reach back into a different pile on the other side,  

That was always here but I could not yet see. 

Picking up our canvas and our paint brushes, 

I dip our tools into the patterns of differences, 

That weave waves together on our ocean surface, 

That surrounds me in our body of water that now has organs, 

That now is full of embodied value, red matter, yellow time, and blue space. 

I pluck and place and swirl the iridescent colours made of artistic process, 

On the surface of our canvas, on our portal to more here and now. 

Our virtual space; our palette continues to ripple and flow, 

Providing me with hues that are always and also shifting. 

I paint the space, time, and matter that I see, hear, and feel around me. 

I paint what I sense beyond in our folded pockets of woven time. 

I look down at my diffraction in our ocean’s surface and see that Dorothy’s figure,  

Is still entangled with mine, 

As it always and also has been. 

 I see within our surface; our virtual; our palette; our living mirror,  

Whose heartbeat is our crashing waves. 

Dorothy is beside me, painting with me,  

Looking through portals of process to one another’s side. 

Always and also. (see Figure 113) 
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Figure 113: Dorothy and I beside one another. 
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