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Introduction  

My practice explores the nature of truth and authenticity, the fluidity of fact and belief that shapes the 
world around our selves. It is my understanding that thoughts and words are not independent of the 
external world as such, only independent of an artificial classification we term ‘external’ -for we can never 
really experience the world outside of our own heads. 

Some of these works aim to open a dialectic regarding these concepts within the minds of viewers or 
participants; others are created with the intention of expanding my own insight, or in a Jungian sense, to 
work on my own psyche in a process of individuation.  

 
‘Ultima Thule’ mixed media installation, with sound and video (2010) 

The physicality of this practice manifests as a synthesis of arts, bringing together performance, prose, 
narrative archaeology (linked to psycho-geography as a location-based archaeological search for 
narratives), installation, music and other media. Not every work contains all these elements, but usually a 
combination of two or three. 

I also see film and photography as crucial, not only in themselves as individual art forms but for the 

documentation and distribution of works. Without documentation and distribution, works like ‘Ultima 

Thule’, due to their temporary nature would quickly be forgotten and eventually lost.  
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Mind-Space 

A key influence in my 

work regardsthe notion 

of a ‘perceived’ nexus 

point where the internal 

mind-space meets with 

the external world. Is a 

mind englobed by that 

exterior world, or is the 

world instead sheltered 

from within mind? 

It is possible, like viewing 

a Necker Cube, to cycle 

back and forth from 

these two ontological 

points of reference, one 

in turn giving way to the 

other and so on. In one 

word: reciprocity. 

                                                                                                  The Flammarion Wood Engraving, Artist Unknown 

 

‘As Franz Kafka wrote: “ it seems to me that I am not in front of my house, but in front of myself, in front 

of myself sleeping, and that I at the same time have the joy of sleeping profoundly and of guarding over 

my sentry.”Franz Kafka quoted by NicolasDe Oliveira (2003) Installation Art in the New Millennium 

 

From this concept, and the understanding that thoughts and language are not independent of the 

external world but interdependent, I believe my praxis ultimately revolves around an experiment with 

idealism. 

At times this experiment has been a playful one, for example the recent Hopwas Project involved the 

construction of an urban legendthat was intended as an outlet for performativity, and a kind of external 

or ‘living’ fiction. In this instance false P.R. statements and internet interventions (or if not false in 

themselves at least those based on false activities, individuals and artefacts) became performative texts 

which intervene in the course of human events and prompt actions. 

The decision to use false artefacts in this project was instigated by a reading of Jorge Luis Borges’ short 

story‘Tlön, Uqbar, Orbis Tertius’. A story in which strange artefacts called Hronir manifest over the 

centuries in the region of Tlön due to a great and secretive experiment in idealism.The major theme of 

this story is that ideas, one way or another, eventuallymanifest themselves in the physical world. 

‘We do not experience reality directly; we only experience a simulation of reality that we put together 
[with] ... the signals passing through our nerves. We are constructing our reality, so inevitably our own 
lives are fiction ... Our societies are texts. They are fictions that we, it is insisted, inhabit. That's not good 
enough. I think human beings have the power ... to come up with our own stories, stories in which we have 
more enjoyable roles than the ones that have been laid down to us.’Alan Moore, interview with writer Ismo 

Santala 
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Beyond the Edge of the Precipice (Theory) 

My recent essay ‘Beyond the Edge of the Precipice’ of which I am still expanding upon, attempts to 
ascertain the current disintegration and transformation of Postmodernism and discover the very edge of 
art theory and evolution. It attempts to go beyond this and look for an exit strategy informed by current 
events in art theory, an exit strategy that would propel the artist into a next stage of development. It 
seeks to reintroduce a mystical/spiritual approach to art and its creation, as well as a process of 
individuation for the artist while retaining a rational edge. 

The essay is also a reaction to different groups emerging at this time with similar aims, such as 
‘Remodernism’, ‘Transmodernism’, and the oscillation of ‘Metamodernism’ or the politically correct, post-
colonial P.R. drive that is ‘Altermodernism’ – due to a sentiment that none of these groups, concepts or 
movements really hits the nail on the head. It is my intention to eventually comprehend and appreciate 
the correspondences between these, so that I can formulate a truly current understanding of 
contemporary art and its future. 

This essay, which I intend to form the basis of a much larger thesis (PhD), has been informed by several 
renowned scholars, theorists and artists. The ideas of a couple I will mention below. I also intend the work 
to become an active methodology and philosophy for my own art practice as a manifesto. 

 

Mikhail Epstein 
The contemporary humanities, according to Epstein, are in transition from the 
philosophy of analysis to the ‘philosophy of synthesis’. Each act of the analysis 
contains a possibility for a new synthesis. The strategy of the language synthesis, 
or what can be called ‘constructive nominalism’, now presents itself as an 
alternative to the analytical tradition. Inasmuch as the subject of philosophy—
universals, ideas, general concepts—are presented in language, the task of a 
philosopher is to ‘enhance the existing language, to synthesize new terms and 
concepts, lexical units and grammar rules, to increase the volume of the 
speakable and therefore of the thinkable’. If in the 20th century philosophers 
concentrated on the analysis of language, in the 21st century, they will focus on the synthesis of the 
variety of new languages (discourses, disciplines). 

Epstein calls his method ‘potentiation’. Analysis is focused on the actual, whereas synthesis looks into the 
multiple potentials hidden in any given actuality.‘Potentiation’, according to Epstein, both inherits the 
method of deconstruction and moves beyond it. Potentiation is a ‘positive’, ‘constructive’ deconstruction. 

In the realm of aesthetics, Epstein (together with poet and conceptual artist Dmitry Prigov) is credited 
with introducing the concept of ‘new sincerity’ (novaiaiskrennost) as a response to the dominant sense of 
absurdity in late Soviet and post-Soviet culture.  

 

Ken Wilber 
‘Integral Theory’ is a philosophy posited by Ken Wilber that seeks a synthesis 

of the best of pre-modern, modern, and postmodern reality.‘Integral art’ 

offers an approach; to draw together an already existing number of separate 

paradigms into an interrelated network of approaches that are mutually 

enriching.’  
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Graphite Drawings 

Despite being an artist who works in multiple mediums, a major element of my practice involves drawing: 

for diagrams, in conjunction with other media or as a complete form in itself. Some of my larger drawings 

are executed in reverse: I will layer the paper or board with graphite until I am presented with a screen of 

gray-black, then I will take an electric eraser and etch into this to create the image. 

 

 
‘Mare Tenebrarum’, graphite on board in glass frame, (2011) 

 

The character of many of these works is that of the ‘apparition, the fever-dream, and the psychedelic leached of 

colour’. Originally inspired by the hallucinations and fever dreams suffered as a child, my later drawings then 

became an outlet through which to explore aesthetic and philosophical questions. Despite this, drawinghas 

remained the closest creative outlet for my psyche. For example,the drawing pictured below was influenced by the 

preceding installation ‘Ultima Thule’ andboth works express a turning-point, or crossroads in my life where magick 

and mythology have found viable rationale to enter my life once again, via a process of individuation.  

 

The drawings embody a conception of abyss orvoid, which is expanded upon in my essay ‘Beyond the Edge of the 

Precipice’ as is the concept of individuation, or rather re-individuation.In my artist statement I have also said these 

drawings are: ‘...intense, condensed onto the page. What I want for them is to emit light, so that they glow faintly 

within their own plate of abyss.’ I am still working towards this, but you can see in these drawings that they are 

beginning to achieve that aspiration. 
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‘Rhizome’, graphite on board in glass frame, (2010) 

But this abyss is not a total negation, it is not an absolute void in the sense that its non-existence means it 

doesn’t or cannot exist -it is pregnant with possibility. The use of graphite in powder and pencil form 

creates swirls and eddies in that void, seen as both light and dark it represents the concept of Eigengrau 

which is the background of the mind’s-eye. The material used to create this plane is all of one shade, this 

does not change, yet the way movement and reflection is used elements are createdthat become 

individualised. This is achieved with pencils and brushes, whatever I can find to generate the work in a 

cerebral, yet visceral manner. In the past I have also used tar on canvas in a similar manner but feel that 

graphite has more of a range to evoke these concepts. 

 
 

 
Close up details of graphite drawings 
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SOFTMACHINE II (MAFA Residency) 
 

These three pieces were made during a residency with other MAFA 

students in the Staffordshire University art studios. While working with 

each other we began to see a correlation between the ideas we were 

having at the time and decided loosely that this was the relation 

between inside/outside and deception/falsity. 

 

At the time there were 

white, painted squares on 

the floor running diagonally 

through the space we were 

meant to exhibit in and 

these had been left from a 

previous display. Rather 

than painting over these I 

thought that it might be interesting if I used them as a framing device 

informing the work that I would then produce. From the initiative of 

inside/outside, I began to mould different items of technology with 

plastercine to get what I would call sculptural negatives from them. 

The plastercine retaining an imprint of the negative space, in the way 

that Rachel Whiteread used concrete in her work House, only with 

small items, including an 8mm video camera, a 35mm camera and a 

camera phone.  

Two of these devices create negatives that are then converted to be observed –(it could also be argued that the 

camera phone also stores a digital negative).It was my intention to create sculptural negatives of the objects that 

themselves create negatives. These sculptural objects could then be deciphered, visually converted by the eye and 

physically by touch.  

 

There is also an element of falsity, we know that cameras do indeed lie 

and so do these sculptural objects. For viewers at first glance believed 

that these objects were made of lead, whereas they are in fact made 

from cooled plastercine covered with graphite powder and sealed with a 

mist of varnish. 

 

Stylistically they are not as adventurous or as risky as later work, being 

similar to previous drawings and the installation SOFTMACHINE. Despite 

this, their merit lies in the experimentation toreconcile drawing and 

printmaking with sculpture. Once installed they were most compatible 

with Michelle Parr’s work with wire suspension under which the pieces 

were displayed, following the diagonal line of wires which lined up 

agreeably with painted squares on the floor.  

 

The content of these works related most to Russell Willet’s painted door 

which also holds a kind of falsity within it, yet depicts or expresses itself 

as a painting of a door immediately upon viewing, there being no attempt to disguise this, but at once beingaware 

of its status as a representation. Also,Jill Impey’s work used an 8mm video camera (which correlates to the 8mm 

camera used for one of the sculptures) to create a projected video imbedded in an installation, as a response to her 

investigation into the work of Ben Rivers. Ben Rivers’ 16mm films have a chimerical, half in the present half in the 

past feel to them, and yet their creation is wholly contemporary, an element of illusion is employed in these films. 



Olivia Plendor 

‘Machine Shall Be the Slave of Man, but We Will Not Slave for the 

Machine’, Olivia Plender (2008) 

 

Olivia Plender is an artist who is probably best known for 

her graphic novel series‘The Masterpiece’. A work 

executed in pencil with techniques appropriated from 

underground Xeroxed ‘zines this has influenced my own 

graphite drawings in terms of style and use of narrative 

panels outside of graphic novels. Below I have outlined 

other elements of her work that has influenced my own. 

 ‘The Masterpiece: Evil Genius’, Issue 3, Olivia Plender (2004) 

 

‘Drawing is fantastic because it is a cheap and immediate way of making work. All you need is a pencil and a piece 

of paper. When I first left art school I wanted to make films, but I had neither studio nor money so I made comics 

instead. In my mind I was making cheap films – I was using a cinematic visual language on the page, exploring 

narrative, mis-en-scène and how words and images relate to each other.’Olivia Plender Olivia Plender, interview with 

writer Robert Stasinki, for ‘Flash Art’ magazine 

 

As well as graphic novels her work has embraced drawing and other printed material such as pamphlets. There is 

also video, installation and performances. The content of these usually involves the relationship of the past to the 

future and how it is understood and re-imagined.  

 

There is a heavy research element to her work and at times this can be quite esoteric, nevertheless this adds to the 

allure of her work as something to be deciphered and opened up to be fully appreciated, something that I aspire for 

while creating my own pieces. 

 

For example, ‘Machine Shall Be the Slave of Man, but We Will Not Slave for the Machine’focused on the early 20th-

century English youth movement, the Kindred of the Kibbo Kift, which later organized into a political party (the 

Green Shirts) promoting monetary reform in the shape of social credit: 

 
‘The work at the Tate Triennial comprised of a museological installation, complete with diorama, reconstructions of 
Kibbo Kift banners and costumes, along with a video which mimics the style of a museum information, with a few 
differences... The main theme that I wanted to address within the work however was how we tell the story of history 
and the ideological framework around the narration of history, which is an ongoing concern within my work.’ Olivia 
Plender, interview with writer Robert Stasinki, for ‘Flash Art’ magazine 
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This Jolly Anthropomorphism 

‘This Jolly Anthropomorphism’ is a speaking assemblage work with undertones of millennialism and 

ecological satire. This is set against the backdrop of an Albert Bierstadt reproduction image depicting the 

Rocky Mountains. This image is used for its thematic links within the accompanying text scroll and its 

wildly differing appearance to what the reproduction itselfdepicts. 

‘This Jolly Anthropomorphism’ Airspace Gallery, mixed media, electronics and sound (2010) 

 

The title refers to the apocryphal story of Theodore Roosevelt’s refusal to kill a bear cub during a hunt, the spurious 

story made famous by political cartoonist Clifford Berryman. The actual truth of the event is a little bleaker than the 

cartoon would suggest. Below is the first part of the text taken from the scroll: 

 

‘Although the Pagan fables are not believed, yet we forget ourselves continually, and make inferences from them as 

from existing realities...’ (This first sentence comes from Edgar Allan Poe’s lesser knownessay on the physical and 

metaphysical universe, ‘Eureka: A Prose Poem’.) ...and just as the fables: within every child’s bedroom as they 

sleep, whether soundly or no, lies the greatest symbol of Man’s terminal folly – the aching need to remake 

everything with great finger-work or intellect in his own image: the bear that Roosevelt supposedly spared ...This 

jolly anthropomorphism shall be the sign by which man will happily fall into desolation. The great spoiler’s flag shall 

be the bear-child…’ 

 

In this text I wanted to imagine a world that was part Walt Disney, part Jehovah’s Witness pamphlet, and part St. 

John’s Apocrypha. One in which everything is synthetic to the point where artificiality is natural, and nature itself is 

seen as filthy. In the scroll I juxtapose this with the notion of manifest destiny and the noble savage, as a metaphor 

for the colonisation of nature, which also links back to the Bierstadt image: 

 

‘...At last the Indians are all of lead. “We must protect them from the contaminating influences of the frontier!”’ 

 

Everything in this assemblage was to relate to the human desire to play God, in the seemingly small ways. For 

instance the Bierstadt Image is the mirror of which Socrates described to Glaucon, the mirror in which all things are 

recreated, yet distorted... hyper-real. Socrates of course was talking about the human mind, which is a dark glass at 

the best of times.  
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Below this image there is AstroTurf™, I find this an incredibly strange substancedespite its reasonable 

uses.Especially considering that natural grass is in such abundance. AstroTurf™ is even usedin people’s gardens 

because it is cleaner, doesn’t require any trimming, and is allergy free.Better than the real thing perhaps. Even the 

paint used on the plinth refers to this process.Initially I wanted to use Heritage Green™but as this wasn’t available, 

settled for Oak leaf Green™ instead. The preference for Heritage Green™ owed to it being the more hyper-real of 

the two as heritage is an abstract noun and therefore cannot have a real object of colour to refer too. 

 

"...Just a minute and you’ll be more surprised still. For this same craftsman can not only make all artificial objects, 

but also create all plants and animals, himself included, and, in addition, earth and sky and gods, the heavenly 

bodies and everything in the underworld.” 
 

"An astonishing exhibition of skill!" he 

exclaimed.” 
 

"You don’t believe me?" I asked. "Tell me, 

do you think that a craftsman of this sort 

couldn’t exist, or (in one sense, if not in 

another) create all these things? Do you 

know that there’s a sense in which you 

could create them yourself?" 
 

"What sense?" 

- 

"It’s not difficult, and can be done in 

various ways quite quickly. The quickest 

way is to take a mirror and turn it round in 

all directions; before long you will create 

sun and stars and earth, yourself and all 

other animals and plants and furniture and 

the other objects we mentioned just now." 
 

"Yes, but they would only be reflections," 

he said, "not real things." 
- 
"Quite right," I replied, "and very much to 
the point. For a painter is a craftsman of 
just this kind, I think. Do you agree?" 
 

"Yes.” 
Socrates to Glaucon 

 

‘Flint’s works reflect his disenchantment with the 

modern technological world, in this show a perverse 

yet idealised vision of how the world might be is 

dispersed by the interruption of an 

anthropomorphised item of technology’ Graham 

Coulter-Smith 

 
 

Images above and left are details from ‘This Jolly 

Anthropomorphism’11 



The text scroll is held up like a writ by an adapted toy robot. On the back of the robot itself, there is a black label-

gun sticker on which the legend ‘Mandarax’ is just visible to the viewer. This is a reference to the fictional voice 

translator, in Kurt Vonnegut’s novel‘Galápagos’, which audibly cites numerous quotes and paragraphs from 

famousliterature. 

 

 
‘This Jolly Anthropomorphism’, detail 

 

The robot reads this scroll to the viewer in a slow and belaboured manner, sometimes with a young child’s voice 

and sometimes with a woman’s, giving a very eerie quality to the assemblage. I wanted to have it seem that the 

woman was reading a story to a child, the child itself then chiming in with another part of that story. Yet neither 

the woman nor the child would be seen as human, but as compartments, or ‘personalities’ of the robot. These 

voices are then relayed from the microphone to the amplifier which further distorts the robot’s voices.  

 

Having the robot speaking through a microphone anthropomorphises it yet further, giving it more presence–after 

all, why would a robot need a microphone, its voice already an audio-speaker? The laborious reading of the text 

also requires the viewer to read the scroll for themselves if they want to know the whole piece.In fact the robot 

only reads about two thirds of the scroll which takes it fifteen minutes (a humorous enactment of the way we see 

technology, e.g. frustration and the need for more speed). 

 

Visually/thematically ‘This Jolly Anthropomorphism’is influenced Olivia Plender’s installation: ‘Machine shall be the 

Slave of Man, but We Will Not Slave for the Machine’,a work that questions the legitimacy of historical knowledge 

and the romantic idea of returning to a pre-industrial golden age. Also at the time I was looking at several of Juneau 

Projects’ works which combine electronics with traditional crafts, or Lo-Fi construction methods. 

 

After the Game Boy plinth in ‘SOFTMACHINE’ this was the second time I had used distorted sound in an assemblage 

work. However, it was the first time I used text-to-speech software and was a much more complicated process by 

comparison. 
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Airspace Exhibition: ‘One Step Forward, Two Steps Back’(May2010) 

 

‘One Step Forward, Two Steps Back’ is an 

exhibition that brings together a diverse 

mix of works by seven artists reflecting on 

the process of creating contemporary Fine 

Art. It is a discourse on making art at 

times informed by irrationality, absurdity; 

bringing together incongruous, 

incompatible elements to co-exist in 

space; the sublime and the ridiculous. The 

works show a concern with paradox: 

lightness and darkness, harmony and 

discord, order and chaos, construction 

and deconstruction--subjects that are 

irrevocably bound up with the temporal 

issues of past, present and future.’ 

 

‘This Jolly Anthropomorphism’ was first 

exhibited as part of the ‘One Step Forward, 

Two Steps Back’ at Airspace Galley in Stoke-

on-Trent. The artwork related to the theme 

of the exhibition through its awareness of 

human artifice, particularly technology, as 

riddled with myth despite the modern age, 

and its threat to return us to a previous one. 

 

 

                                                                                                        Exhibition poster/flyer for Airspace Exhibition 
 

‘Where the myth and mysticism of technology arises is within the undeniable fact that the introduction of any new 
technology always produces unforeseen side effects and consequences. This is especially true of this century where 
the complexity of technology has begun to outstrip our ability to completely comprehend it. As Arthur C. Clarke 
famously put it, "any sufficiently advanced technology is indistinguishable from magic”.’Erik Davis, Techgnosis: Myth, 
Magic and Mysticism 
 

The initial placing of this work would have had it sit within a tight alcove, nicely framing the assemblage as a whole. 

Unfortunately this would have rendered it invisible for those first entering the gallery space and it was decided, 

along with the other artists and curators involved, that it should be placed immediately at the end of the room. It 

could then be seen down the length of the space upon entering the gallery. 

 Stylistically this work also sat very well with Chris Parkes’artwork which involved brightly coloured assemblages, 

including plastic pigeons (decoys) and ceramic birds.Agreeably, the plinths used to display these were similar in 

style to ‘This Jolly Anthropomorphism’ and thedecoys were seen as a reflection of its own theme of artificiality. 

‘Technology, meant to extend our organs and our senses or even to support our phantasms of immortality and 

transcendence seems to threaten what we wanted to preserve by destroying us as the subjects we thought 

ourselves to be when we took refuge in technological projects and dreams’.Gabriel Schwab:‘Cyborgs’; post modern 

phantasms of body and mind, ‘Discourse 9’, spring/summer 1987 
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Common Ground: Green Man 

Performance, with Kate Lynch(2010) 

‘I am interested in reinterpreting ‘The Green Man’ as 

symbol of the city of Stoke-on-Trent at this point in 

time; a motif that not only represents a sense of 

regeneration and renewal but one that could also be 

used to bring about changes, by highlighting what is 

effectively public artwork that already exists.’Kate Lynch, 

‘A Conversation with the Green Man’. 

When I first heard about Kate Lynch’s plan for a 

performance involving the Green Man myth in Hanley Park 

in Stoke-on-Trent I immediately wanted to be part of it in 

some way. The idea of bringing this ancient character to a 

post-industrial city during an economic depression seemed 

quite surreal but all the more iconic for it. As well as a 

symbol of renewal it would hopefully highlight the wealth of 

artwork depicting the green man hidden in plain sight upon 

the buildings of Stoke-on-Trent.  

       Green Man Performance, Common Ground (2010) 

The project made me think of Olivia Plender’s 

work in which she takes artefacts and narratives 

from history and applies them to contemporary 

situations -in particular ‘Bring back Robin Hood’ 

(2009),‘This video’s cyclical narrative examines the 

recurrence of economic crises with reference to 

neo-colonialism and the nationalistic idealisation 

of the past, the latter personified by figures such 

as Robin Hood.’ The project also seemed to relate 

to my interest in understanding how myth affects 

us in the contemporary world, in previous works 

and the ‘Hopwas Project’ which I was developing 

at the time.  

            ‘Bring Back Robin Hood’, video still (2009) 

The project also seemed to relate to my interest in 

understanding how myth affects us in the 

contemporary world, in previous works and the 

‘Hopwas Project’ which I was developing at the time. 

I helped Kate Lynch create the costume, in the process 

learning to make one myself. After the costume was 

made, local children supplying the finishing touches of 

leaves and twigs, I donned the suit and walked 

sluggishly around a prearrangedtrail through the park. 

I felt that the Green Man should stagger slightly as if                   

       The graffiti that inspired Olivia Plender’s project in 2009              the current situation sapped his strength.                         
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Green Man Performance, Common Ground, Hanley Park, Stoke-on-Trent 2010 

 

Common Ground was a result of the Quality Streets research project, carried out by Staffordshire 

University, which aimed to find out what people living and working around Hanley Park thought about the 

area.  

The weekend saw nearby Hanley Park become the site for 18 artists to showcase their work as part of 

Common Ground. Led by Airspace Gallery’s studio artists the weekend included work from locally based 

artists, students from Staffordshire University and selected artists from across the UK. 
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Ultima Thule 

With the installation Ultima Thule I wanted to physically 

recreate the concept of mind-space: a space that the 

viewer could occupy and feel like they stood within the 

mind of another person. This other person would be a 

fictional character, the installation a confused recollection 

of a hut made at the edge of a beach, the character himself 

never made visible to bolster the feeling that it is a kind of 

internal, memory space. 

From my interest in merging art forms the installation 

contains sculptural elements, sound, prose, drawing and 

video. It was important for me to create this work 

physically and not as a virtual reality program as I wanted 

people to touch and smell the installation, to feel the 

vibrations of the sound and the sand scraping under their 

shoes. This is not possible with the virtual reality systems 

available to me at the present time and would lead to a 

distinct lack of affect. 

 

The visual style takes reference from the collages of Kurt 

Schwitters, after ‘Invisible Man’ - ‘The Prologue’ by 

photographer Jeff Wall, and the intense use of red light in 

the beginning of Gaspar Noe’s film ‘Irreversible’.  These works have a neurotic appearance, which mirrors that of 

the character’s psyche which is represented by the installation. The red light further gives the impression of an 

inner-space, bathing in the kind of colour one sees when viewing the sun through closed eyes. 

 
Below is text taken from an earlier description of the work to explain how the installation incorporates and 

represents the narrative of the fictional character: 

 

‘...here the medium of 

installation becomes a 

receptacle for the narrative of 

a Faustian traveller, gripped by 

romantic myths of freedom 

despite a genuine desire for a 

truth unfettered... 

...at the end of his travel, in a 

makeshift hut, realisation 

dawns that he has only 

assembled another cage to 

surround himself both 

physically in the form of the 

shack and mentally vis-à-vis his 

confused notions of liberty. 

                          Top and bottom image depict film stills from installation 
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‘This narrative is played out through 

documents, the relationship of objects, 

sounds, and video. Sound emanates from 

an experimental surround-sound setup 

from under the floor and at various 

angles in the installation to envelop the 

viewer. 

Mise-en-scène is geared towards creating 

the illusion of a neurotic thought space: 

cluttered, confused, with multiple points 

of reference for different senses. A 

heterotopia as such that it exists as the 

representation of our fictional traveller’s 

mind, and as an architectural space one 

can physically inhabit, the space in turn inhabiting the mind of the interloper.’ 

I’ve also had a film documenting the installation made, this is important since it was a one-off work, and from the 

film I have taken still images. Although the fictional character was not literallyrepresented in the installation I have 

subsequently used stillsthat include meas the character. These stills I see as artworks separate from the installation 

similar to the staged photography of Jeff Wall. 

As a development from ThisJolly 

Anthropomorphism this installation adds 

enclosure, media such as video as well as 

kinetic sound elements (e.g. sand scraping 

underfoot). The literary references are also 

more dense –and neurotic. 

The title refers to medieval geographies in 

which Ultima Thule denotes any distant place 

located beyond the "borders of the known 

world". It is believed Virgil coined the term, 

being synonymous with unattainable goals. In 

the installation this relates to the Faustian 

nature of the traveller, myths and reason. 

After 'Invisible Man' by Ralph Ellison, ‘The Prologue’ by Jeff Wall                                                                                                     

The Greek explorer Pytheas is the first to 

have written of Thule as an actual location 

doing so in his now lost work, On the 

Ocean, after his travels between 330 BC 

and 320 BC. 

 

What interests me is Pytheas’ reputation 

among his contemporaries as an arch-

falsifier, his travel to the land of Thule 

dismissed as boastful, and the subsequent 

influence the legend has over history. This 

also became one of the influences of the 

Hopwas Project. 

 

Top and bottom images depict film stills 
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MAFA Exhibition 2010 
 
The entrance for the installation was set into a far corner of the gallery space, the installation itself completely 

enclosed from the rest of the gallery, yet the muffled and distorted sounds of seagulls and surf can be heard from 

within. 

 
This was a two-part entranceway requiring the 

viewer to navigate a short ‘corridor’ that is spread 

with sand and detritus which scrapes underfoot. This 

‘corridor’ despite its length, was intended to be a 

staging-post between the gallery space and the 

installation-proper. The ideal, with a larger gallery 

space, wouldhave had this corridor run long enough 

for the viewer to feel, or have the thought:‘I am 

moving through a corridor’. This would be the 

moment when the outside, or gallery is temporarily 

left behind, the corridor becoming a kinetic, 

oraffecting means of disconnect from the gallery 

space. It consequently allows the viewer (now a 

participant, via their penetration of this divide) to 

inhabit a space (the installation proper) that 

physically exists within the gallery space, but 

psychologically does not. 

‘The immersive space remains fundamentally an 

experiential and sentient place, though it is also a 

means of escaping our everyday conditions. ...It 

succeeds in disconnecting thespectators from their 

everyday surroundings and transporting them to 

aplace of contemplation. This is not a direct 

contemplation of the world first and foremost, but a 

viewing of the self contemplating the external world. 

Warr, Tracy (2006)The Artist's Body: Themes and 

Movements 

     Gallery image, ‘Ultima Thule’ entrance draped with sackcloth 
 

Along with sound and prose there was also a strong olfactory element. This was created as a by-product of soaked 

and mulched newspapers, as well as rags I used to line the walls and floor. Dust from coarse sand also added to the 

musty odour. Originally the installation was intended to smell like burnt dust or ozone, but after several attempts 

and experiments I had to discard the idea. Also discarded was the idea of urinating in the space (for the affecting 

reaction - a smell one would never expect in an art gallery) as this could be seen as contravening health and safety 

regulations. The same was the case for the fibreglass insulation that was my first choice to line the walls. 

It is interesting to note that some viewers found the musty smell quite pleasant. One person even said “It smells 

like a tea chest”, which happily, but unintentionally coincides with the nautical theme of the installation. Whereas 

some viewers of this work said that they felt this was a comfortable, even cosy environment yet others have told 

me that they found the installation ‘creepy’ and that the environment made them anxious. 

In the image above you can see that ‘This Jolly Anthropomorphism’ has been set up once again, this time on the 

exterior wall of the installation on the left of the entrance. The sound from the robot and the inside of the 

installation comingle, and they can be heard in the distance when coming through the main entrance of the gallery 

space, the strange muffled voice and sounds creating a sense of curious expectancy in the viewer.                            18 



Open Transmission  

Enacted as an intervention during Conjunction 10, Stoke-on-Trent’s Contemporary arts biennale,‘Open 

Transmission’ was stationed outside of SHOP. SHOP once part of the famous Spode building is now funded by the 

Arts Council as an artistic space connected with the creative regeneration of stoke-on-Trent. 
 

‘Open Transmission’ was 

undertaken as practical 

research to see how 

people would interact with 

a sound work presented in 

a public place, especially 

when this involved the 

placing on of headphones. 

The sound works used at 

this point in time where 

my own creation, using 

sounds taken from 

archives related to Stoke-

on-Trent as well as 

recordings I have taken 

from the environment 

which I then mixed into 

ambient works.  

 

 

Eventually this would become a platform for a project in which various sound artists would be invited to upload 

their work onto these sandwich boards in multiple locations around a city or other location, with the use of a map 

to find each point where they would be located. 

 

The research revealed 

people were at first 

very hesitant to put 

the headphones on, 

despite finding the 

music and sounds very 

interesting I believe 

that I need to make it a 

more comfortable 

experience, taking 

location into account 

as a way of achieving 

this. Perhaps the 

participants’ own 

earphones could be 

used, plugged into 

various sockets hidden 

around a location 

                                                     Top to bottom right: Street in front of SHOP, ‘Open Transmission’ sandwich board next to Anna  

                                           Francis’ ‘Talking City’ poster, photographer Mark Brereton using the headphones to listen in 
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GRAPH: An Exhibition of Contemporary Drawing 
 

GRAPHwas a two week, self-curated, group 

exhibition at the Hastings Arts Forum, displaying a 

selection of contemporary drawings. It was 

initiated by World Domination Art Collective of 

which I am a member. All of the drawings on 

display were quite angular and monochromatic 

which allowed them to sit together very well 

visually while curating the show. 

The thematic of work on display tended towards 

the technological intrusion into the home and 

daily life. One series of works entitled ‘Catagorial 

Novum’ by Lisa Donovan, are enactments of the 

theory of emergence, her hand used as a machine, 

or mechanism -irregularities in execution then 

becoming the seeds for new patterns. 

The theme of emergence in these works seems to 

have a correspondence with many of my own 

drawings in which elements begin to emerge from 

a solid ground and are then allowed to follow 

whatever path they wish to arise in a kind of 

‘automatic drawing’. 

 

My own contributions to this 

exhibition included ‘Rhizome’, 

‘’Neath’, ‘Mare Tenebrarum’ 

and the larger work ‘Machine 

my Mother, Machine my 

Lover.’ Two of these drawings 

can be seen in the previous 

Graphite Drawings section of 

this portfolio with ‘’Neath’ 

depicted on the right. 

It is the first exhibition that I 

have done in which I visually 

documented the whole of the 

show for each of the artists 

involved. I also designed the 

poster/flyer (depicted above) 

together with Lisa Donovan. 

                                                                      ‘’Neath’, graphite powder, pencil on artist’s board mounted on aluminum (2010) 
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The Hopwas Project 

The Hopwas project was originally 

motivated by an idea I had during a 

previous series of works. These works 

were a suite of gothic photography 

based on urban legend ‘Bragolin’s Blue 

Boy’. The legend regards the painter 

Bruno Amadio, popularly known as 

Bragolin. The story is that he 

createdportraits of children from a local 

orphanage in Spain which subsequently 

burns down with many of the children 

still inside.The paintings were widely 

available in the 1970’s and are believed 

to burn the house of whoever owns 

them to the ground, leaning the 

paintings themselves unscathed.                                                                  ‘Blue’, C type print (2008) 

 

The idea was that I could somehow create my own urban legend, 

one that would have real effects on people. This idea came back 

to me while reading a compilation of short stories by Luis Borges 

in which, as I said In the ‘Mind Space’ section earlier ‘Tlön, Uqbar, 

Orbis Tertius’caught my attention through the notion of the 

‘Hronir’. 

But I would create these artefacts partially embedding them in a 
myth, or story that already exists, co-opting it to the point where 
it would become my own story - enabling, through these 
interventions the creation of a kind of ‘living-fiction’. This would 
be much like narrative-archaeology but with the premise of 
creating new narratives rather than collecting old ones-although 
the collection of old stories eventually become part of this project 
as well.  
 
The embedding in a basic but pre-existing story would lend a 
certain amount of credibility to start the project with. This living-
fiction would allow participants (not merely a viewer or a reader, 
but including these activities) to 
become immersed in narrative events 
and structures that use all the tools 
and devices of printed literature, but 
which are also married to and 
dispersed via rhizomatic connections 
between them and other medias.  This 
immersion would not entirely be for 
the purposes of fantasy or escape, but 
as in literature and the critical arts it 
would aim to trigger internal debate. 

                 An Image used in Local Newspapers 
 

This was never a cynical project; initially it was an investigation into fiction, not any kind 

of fiction but the kind of fiction that we frequently fail to remember is fiction.  

                                                                                                                                                                                         Hopwas Copper Plate 



My intention in Secret History was not 

to create a hoax, but rather to discover 

something about who I imagined my 

father to be. […} {It] became more than 

just the search to understand my 

father-it became an investigation of 

history, fiction, and truth itself. The 

work is about how we know what we 

know. It is a rethinking of the notion of 

truth. Eve AndréeLaramée, 2004 

The physical artefacts that I created for 

the project included two copper plates 

and an Egyptian style statuette. The 

first copper plate was found by the 

West Midlands Ghost Club and 

subsequently made it into the 

Tamworth Herald. And when the other 

two were not found I used false 

personalities to write to the newspaper 

over a period of months claiming the 

discovery of the other two artefacts. As 

well as those involved with these 

artefacts I also created several other 

characters which included Tabitha 

Wald, a woman who was a member of 

the Silver Star occult group in the early 

eighties whowrote several letters to the 

Herald calling for the plate to be 

returned to the woods due to its 

importance as a religious/spiritual artefact.       One of the Hopwas Copper Plates found by W.M.G.C, Hopwas Woods 

The project also became an opportunity to help protect an area of natural beauty that I have loved since I was 

young. The strategy being: to keep the woodland in the media and the minds of the local people, with the rationale 

that if the Hopwas Woods were in the minds of the people then it would make it much harder for anyone (e.g. 

Tarmac) to cut it down for the aggregates beneath. Despite this, the project is not subordinate to the woodland as 

a method of protection as it is important that the art is not seen merely as a P.R. exercise. 

The Hopwas project has been the largest of my projects to date, yet it has been easier to work with in some 

respects as it has involved working with others much more in order for it to be achieved. It required the use of 

networking, project management and curating skills, which also means there is a lot less room for perfectionism.  

Parts of the Project have managed to create a lot of discussion, particularly online via 

chartrooms, comments pages, and blogs but also in local newspapers: in 

Tamworth/Lichfield and Sutton Coldfield. There has also been interest from occultists in 

America and paranormal magazines in Australia – strangely, even a British Asian 

television company (BritAsiaTV) was interested to involve it in one of their shows. 

This is all very useful in bringing Hopwas Woods into the limelight, especially after a 

woodhouse dating back to the 16th century, which would not have happened if the 

interest was there. 

 Tabitha Wald on Facebook  
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I see the same practice at work with Eve Andree Laramee’s exhibition at the Islip Art Museum in New 

York, entitled ‘Secret History: Yves Fissiault, Artist of the Cold War Era’. Eve Andre Laramie, like Jamie 

Shovlin, posits herself as a curator, having come into contact with the material they curate by some 

capricious fluke. Then, hiding themselves behind a fictional character or group, they use tropes and 

display methods taken from institutional bodies such as museums to give their counterfeit artefacts an air 

of authority.This is the method I have chosen to explore with this project, yet intend to take it much 

further in scope over a period of years. 

 

Left to Right: ‘Joe C. Smith’s’ copper plate, John Conway of W.M.G.C. with Crowley plate, detail from ‘Joe C. Smith’s’ copper plate’ 
 

‘After all, that notion of the integrity of an 

historical epoch—that sense of what is 

possible and impossible in a given 

period—is literary as much as it is 

historical. Critics like Valla could spot 

inconsistencies, but in many cases it was 

the forgers who took on the most 

ambitious projects of historical recovery. 

They were the ones who were trying to 

make the past live again, to animate, to 

resurrect the lost worlds. They had to 

steep themselves in these worlds enough 

that they could actually inhabit them 

creatively. In a sense these sorts of 

forgeries are not an effort to falsify the past, but in fact to rescue it. The most radical version of this claim is 

fantastic: the forgers are the first real historians, since it is they who genuinely want to bring the past to 

life!’‘Deception as a Way of Knowing: A Conversation with Anthony Grafton’ Cabinet Magazine, Issue 33 

Deception 2009 

The next step of the project was to create an exhibition in which I could bring together all of the material that I had 

created so far.This is an exhibition that will retrospectively (along with other elements of the project) challenge the 

public to be more critical of theauthoritythat they give to trappings of ‘authority’. But not before taking on a life of 

its own through the media and other levels of communication, where information regarding elements of the 

project will be generated and disseminated by the public itself. This can be tested presently, simply by searching 

elements of this project online.                                                                                                                                                   23 



Hopwas Woods 

Exhibition 

The Hopwas Woods 

exhibition at Tamworth’s 

Town Hall was meant as an 

artwork in itself, a 

relational event that would 

create more material for 

the Hopwas Project 

narrative. It allowed a 

situation where the public 

could come directly into 

contact with the artefacts –

which were exhibited in a 

glass cabinetamongst local 

art and information about 

Hopwas Woods. 

                                                                The glass cabinet lends the false artefacts an air of credibility 

The exhibition coincided with the display of the Staffordshire, Saxon Hoard at Tamworth castle which is merely a 

few meters away from the Town Hall. This was an intentional consideration while planning the exhibition, knowing 

that many visitors to the larger Saxon Hoard display would come into contact with this exhibition due to the bottle-

neck effect of the bridge which links the castle grounds to the site of the town hall.  

The town hall bestows the exhibitionwith an institutional air, giving the material displayed a credibility and 

authority the false artefacts need in particular. These considerations were partly motivated through a conversation 

with artist Jamie Shovlin about institutional tropes, privilege and the authority of institutional framing with its 

embellishments. That any particular object could have many distinct (and almost subconscious) elements added to 

it depending on its presentation, such as the accepted presentation methods of the institution it is placed in. These 

methods of presentation may be deeply entrenched in notions of privilege, class, commercial and historical 

value.The exhibition was also quite pastoral, with wildlife artworks displayed on wooden easels and documents 

arranged simply in a way that would mimic other local events so as not to seem out of place, adding a level of 

humour for those in the know in regard to its authenticity.                                                                                                   24 



Hopwas Woods Exhibition with masks used by D.C. Fontana in their music video Meshkalina 

Left to Right: Wolfgang Tillman’s ‘Truth Study Centre’, Jamie Shovlin’s ‘Lustfaust’ exhibition, and Olivia Plender’s ‘Machine Shall 

Be the Slave of Man, but We Will Not Slave for the Machine’ 

Apart from the work of Jamie Shovlin, other stylistic considerations were influenced by the recent exhibition of 

Wolfgang Tillman’s ‘Truth Study Centre’ during BAS7: In the Days of the Comet anddisplayed at Nottingham 

Contemporary. 

Tillmans’ lo-fi display of photocopied newspaper-clippings under glass, set on top of simple wooden tables, gave 

me enough confidence to decide that not all presentations of my own work had to be pristine for it to be best 

represented. In fact it could be a complete mess, if that’s what it required for the best reception and context of 

that work. Once again, Olivia Plender’s‘Machine Shall Be the Slave of Man, but We Will Not Slave for the 

Machine’wasa consideration while constructing this display due to its DIY aesthetic and use of glass cabinet to 

privilege these objects. 

It is important to note that the Hopwas Woods exhibition was not a pastoral exhibition, but a reconstruction. It was 

a contemporary artwork in the guise of a pastoral exhibition, one that will create further material for an actual 

contemporary art exhibition at the end of the project when its full nature will be revealed.                                              25 



At this point only a small number of people that 

have helped me set up this exhibition know about 

the authenticity of the artefacts, and for them the 

viewers of the exhibition became the viewed. The 

visitors became part of the exhibition, itself as an 

event that was set up largely for the artefacts to 

interact with, and be placed within the 

publicenvironment adding to the cache of 

narrative that surrounds them. 

During the planning of the exhibition I got in 

contact with the famous pulp fiction novelist Guy 

N. Smith, perhaps most famous for his Killer Crabs 

series from the 1970’s, which could be seen as a 

British analogue of Godzilla. Knowing that he was 

born and grew up in the village of Hopwas I 

thought that his oeuvre could add a new avenue to 

the narrative that I was building if I were to gain 

his involvement with the project. 

                With Guy N. Smith the day before the exhibition  

Luckily after several letters I managed to get in contact with the author who now lives on the Welsh Border. At the 

time I commissioned him to write an article that would go into a booklet published for the exhibition, and later 

invited him to visit the exhibition. At this point in time I am still in 

contact with Guy N. Smith and hope to work with him on further 

projects. Despite this, he does not know elements of the exhibition 

were inauthentic yet. Remaining booklets from the exhibition can be 

purchased on his publisher’s website. 

I also managed to get hold of props from a music video created for 

the band D.C. Fontana. The recently filmed music video was entitled 

Meshkalina, shot in Hopwas Woods it was instigated by all the 

‘strange happenings’ surrounding that wood. I hope this is likely to 

have been due to the reportage of the copper plates and other 

artefacts in local newspapers at the time, it would then mean that 

the project is taking on a life of its own not only on weblogs, and 

local newspapers. I thought it was important to try and get the 

band’s participation to feed once again back into the project 

narrative in order to get a kind of feedback loop going. I’ve tried to 

use this feedback strategy with all people involved in order to get 

the most out of their 

participation, as well as 

keeping the narrative going. 

 

Another person I commissioned for the exhibition booklet, one that does know the full nature of the exhibition, is 

the archaeologist Mark Lorenzor. It was his interest in psycho-geography that led me to make clear the truth of the 

artefacts and the reason for their use. At the present time I’m assisting him with his historical blog Tamworth Time 

Hikes and the ‘online event’ that is Pastorm, both our projects becoming mutually beneficial.  

I also intend to use the research gathered through these projects,the discovery of the Staffordshire Hoardas well 

other elements, as material for a historical and partially meta-fictional novel in the near future. 
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