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Jenny Bain

Selected works from ‘Heart Body Soul’, 1998. 
Dyed and stitched silk organza. 
Each panel, 2metres x 85cm.

Jenny Bain is a textile artist who exhibits 
regularly in New Zealand and abroad. She was a 
senior lecturer in Textiles at the Dunedin School 
of  Art until 2006; and has worked for many 
years to promote the textile arts in her country 
and internationally. 

Michele Beevors

The Anatomy Lesson: Horse and Rider, after 
Stubbs, 2005-11.
Wool, urethane and aluminium. 
2000mm x 1700mm x 3400mm approximately. 

Michele Beevors trained on postgraduate level at 
the Australian National University in Canberra 
and at Columbia University in New York. A 
sculptor who exhibits widely in Australia and 
New Zealand, she is a senior lecturer and head 
of  Sculpture at the Dunedin School of  Art. She 
lives and works in Aramoana.

Victoria Bell 

Horseplay, 2007.
Textile, wood, metal and leather. 
450 mm x 800 mm x 800 mm approximately.

Dunedin based artist Victoria Bell has exhibited 
nationally for over a decade. In 2006 she was 
included in Ann Packer’s award winning 
publication ‘Stitch; Contemporary New Zealand 
Textile Artists’ and in 2005 she received the 
Olivia Spencer Bower Award. Currently she is the 
Program Coordinator - Diploma in Art as well as 
Studio Coordinator – Textiles and a Lecturer in 
Printmaking at the Dunedin School of  Art.

Neil Emmerson

Selected works from ‘The Glass Closet’, 2009. 
Plastic/nylon, various threads, zips, enamel paint and 
aluminum suspension system. 
Dimensions variable.

Neil Emmerson is an Australian artist living and 
working in New Zealand. He is a senior lecturer 
and Studio Coordinator of  Printmaking at the 
Dunedin School of  Art. 

Tenille Lategan

Packaged Chair, 2010.
Reclaimed chair, pallet wood, nails, newsprint, string, 
plastic wrap, foam, box tape, “fragile” tape, “this way 
up” stickers, strops.
W 97cm x D 97cm x H 104cm.

Tenille Lategan is in her second year of  the 
Master of  Fine Arts programme at the Dunedin 
School of  Art. 

Simone Montgomery

101 Reasons to Shop, 2010.
Recycled plastic shopping bags, clear plastic, zips, metal 
haberdashery, cotton thread. 
300 x 250 x 4000 (approx).

Simone Montgomery lives and works in Port 
Chalmers. She completed a Masters of  Fine 
Arts from the Dunedin School of  Art in 2010 
and has exhibited throughout New Zealand and 
internationally. 

Karen Taiaroa

Understanding Reality, 2010.
Mixed media and collage on paper.
Individual works 60cm x 80cm approximately.

Karen Taiaroa is of  Māori and Scottish 
decent. A mother of  three, she has taught 
art at secondary level for 19 years, researched 
and illustrated the book ‘The legends of  
Ngatoroirangi’ (who was a navigator on one of  
the first Māori canoes to come to New Zealand) 
and is currently undertaking a Masters of  Visual 
Arts through the Dunedin School of  Art.

Suture Self

23nd August – 2nd September, 2011. 
Dunedin School of  Art Gallery.
Curated by Victoria Bell.

Suture Self  is a component of  Art & Medicine, 
A Symposium, presented by the Faculty of  
Medicine, University of  Otago and the Dunedin 
School of  Art at Otago Polytechnic – Te Kura 
Matatini ki Otago.



Suture Self   is an exhibition that uses stitch-based 
artworks to provide a space to ask whether textile 
art and medicine might have some interests in 
common. Western European art and medicine equally 
evolved from a humanism centred on the value of  
the individual self  and the enhancement of  her or 
his capacity to experience and respond. However 
relations between art and medicine are more often 
constructed through the creation of  a Venn-diagram 
like establishing of  shared techniques. So histories of  
imaging technologies are frequently discussed in art/
medicine contexts as the progressively detailed and 
exploratory visualisation of  the human body at a 
micro level has moved hand-in-hand with visualisation 
techniques that make data intelligible.  Only in the 
past few decades have the expressive and at times 
therapeutic aspects of  art led to interdisciplinary 
exercises around the experience of  illness and wellness, 
the training of  doctors, the uptake of  medical 
treatments and the cultural safety of  medical practice. 
But stitch and fabric have always played a large 
part in medicine and have acquired resonances and 
associations from that relationship. 

While sculpture is characterised by its final form, 
painting by its activity, textiles is characterised by its 
primary material, cloth. The qualities of  materials 
lead to certain endpoints. The relationship between 
humans and textiles is an extraordinarily close and 
enduring one. It is rare for the newborn not to be 
wrapped in cloth; and after a life of  wearing clothes, 
be wrapped again in death. That relationship, nuanced 
as it is through life in clothes that reflect age, culture, 
activity and status, forms one of  the primary sources 
of  the work of  textile artists, for whom cloth comes to 
stand in for the body in the different strategies used by 
artists, for instance metaphor, metonymy, allegory and 
literal representation. Cloth is joined to cloth through 
the act of  stitching, and until recently so was skin to 
skin. 

The production of  textiles has a historically 
nuanced metaphorical aspect.  Etymologically and 
metaphorically the word textere is associated with both 
weaving and writing. The integration of  a structuralist, 
semiotic mind-set and art practice after the 1970s led 
to the frequent use by artists of  textiles to explore the 
literal action of  reading across lines of  writing, forming 
sentences through the organised construction of  
sequences of  words, involving repetition and difference. 
The development of  a gendering of  textile arts 
through its relegation to ‘women’s work’ also fuelled 
a new interest in textile arts as artists explored the 
renewal possible through the use of  forms previously 
characterised as minor. A regeneration of  textile arts 
occurred and they were placed within the disciplines 
of  art in most art institutions. At the same time, 
indigenous and traditional practices that had been 
relegated to the museum and craft sections of  the art 

environment were re-integrated into the wider visual 
and fine arts galleries and curricula. This exhibition 
reflects a very broad set of  practices but they cohere 
around a concern with the lived experience of  the body 
and the ways that it is associated with  the intensity 
of  the act of  stitching –including the knitted stitch- 
cutting and joining. 

Karen Taiaroa is concerned with the well-being, 
cultural, spiritual and physical, of  the Māori 
communities she is part of. Within her work text, 
image and stitch form elaborate reconfigurations  
of  everyday challenges and events, handled with 
a technical skill-set that retains close contact with 
its source material. Stitch, patchwork and collage 
juxtapose these elements that come from lives 
fragmented by social change and constantly in motion. 
Māori thought provides a coherent foundation for the 
political issues her work raises, issues very relevant to 
matters of  public, social and mental health. 

Bodies are often referenced in textiles by re-enactments 
and reminders of  contact. Artists  oftentake a simple 
relationship, such as that between the chair and the 
person sitting in it, and slip that relationship into 
something that is extended into an analogy for the 
person by a kind of  sleight of  hand that is uncanny 
because it is both reasonable and wrong. So Tenille 
Lategan’s treatment of  a chair as if  it were the patient 
or analysand within it is both logical and shocking.

Anatomical investigation is endemic to both disciplines. 
Anatomy is learned partly through the visual tools 
offered in representation and new imaging skills. 
Such an editing of  the body’s wider context and 
values can lead to a frightening sense of  dissociation. 
But medicine knows better than art how messy and 
complicated anatomical investigation can be, while 
art’s dedicated cleansing of  extraneous matter forces a 
focus on the implications of  dissociation. Skeletons are 
a common feature of  western European humanism’s 
concern with individual life and death. Beevors’s 
knitted horse skeleton, firmly formed in baby white 
wool, brings two ends of  life together. Here the knitting 
protects; we imagine dry white bones covered and re-
assembled, as in some mourning rituals.  But death and 
knitting have other associations, for instance death’s 
legendary pale horse, and the tricoteuses of  the French 
revolution, whose needles clicked as heads fell into the 
guillotine baskets.

Neil Emmerson’s Gay on Demand series takes the 
understanding that we perform our identities, in part 
through the act of  dressing; and, where sexuality, 
particularly gay sexuality, is involved, protection 
has become necessary to normal life. The works also 
consider how a satirical adoption of  the stereotypes 
projected onto such communities becomes a way 

of  negotiating discrimination.  His works reference 
protection and disclosure in unequal, teasing elements, 
sometimes making one think of  the beaked suits worn 
during the three centuries that the plague ravaged 
Europe, at others recalling the disclosure offered by 
shower curtains with a dressing of  steam and spray. 
Something inside is glimpsed, is hiding, wants and 
needs but also gives. Textiles and dress offer, protect, 
camouflage and betray at the same time.

Textile art often draws on the associative quality of  
particular fabrics, and produces parodic work through 
decontextualisation.  Picnic cloths, saddles, and 
stuffed toy fabrics are called on in Victoria Bell’s play 
with animal and human, saddle and rider, referencing 
passive and active elements in sexuality. These works 
also draw on a history in feminist and queer art of  
reclaiming very vivid sexual imagery in order to point 
out that a gendered passive/active division of  labour in 
sexuality has passed its use-by date. 

Simone Montgomery works with the appeal of  textiles, 
their capacity to attract their prey. She extends 
handbags as if  they were the lure of  some underwater 
fish with luminous tendrils, or a snake betraying the 
credit rating of  the compulsive purchaser. Texture, 
stitch, and the exaggeration of  familiar forms bridge 
the spaces between body and fabric and body and form. 

Jenny Bain’s transparent forms, ghost-like, hold 
stitched pockets in which such things as organs, the 
detritus of  daily life, or secret knowledges may exist, 
slightly veiled but necessary in the maintenance of  
the social order. Fabric is produced in what used to 
be called ‘yardage”; lengths of  woven material that 
is subordinated by cutting to fit the body shape, as 
in the European tradition of  couture, or in Japanese 
and Chinese traditional textile arts valued more than 
the body shape and retained and folded around the 
subordinated body. The tradition of  couture is that 
which provides the cut pocket, neatly aligned to body 
shapes but Bain also gives the full length of  cloth its 
due. 

The artists in Suture Self  use stitch and textile to make 
artworks that call on our bodies’ daily encounters with 
matters of  living and dying, constructing, fabricating 
and mending, resisting infection, distress and 
dissociation. This exhibition argues with some passion 
that the art/medicine continuum is formed of  whole 
cloth around the body.

Bridie Lonie

Section Manager: Art History & Theory/Drawing
Dunedin School of  Art.


