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(1) INTRODUCTION/ABSTRACT 
 
Inspired by research in psychoanalytical and philosophical enquiry and my 
own imagination, my work attempts to describe the internal world and uncover 
the hidden dramas of the psyche. My creative process demands a nuanced 
balance between exploring the subjective, fluid and infinite space of the mind 
and the act of visualizing the landscapes and inhabitants of the inner world in 
objective representation. In resurrecting found objects alongside manipulated 
new material I can potentially reveal what is uncannily familiar, expressing the 
existential tension of reconciling the confrontation between perceived 
experience with our knowledge of the outer ‘real’ world. This reflects the 
distorting filter of memory to represent past events, the slippage, exposing the 
emotional and psychological workings of the mind as it experiences and 
meets the reality of the world. I am exploring the transitional space between 
fantasy and reality, a liminal hinterland littered with the residue of lived 
experience. Through my investigation I will encounter the relationship we 
have with objects and things, our construction of an ever shifting and elusive 
identity and the nature of dreams, fantasy and nightmare. Without the 
structure and guide of a given script, I trust the process of free association, 
serendipity and in presenting my ideas to others, the alchemy of exchange. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(2) PAST PRACTICE 
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1978 -79 Manchester Polytechnic, Art Foundation Course 
1979 -83 Wimbledon School of Art, BA honours in Theatre Design 
1991 -93 Slade School of Fine Art,  PG Higher Diploma, Theatre Design 
2008 -09 UAL Cltad,   PG Cert in Learning and Teaching 
 
BA creative practice and theory 
 
Over the summer holiday prior to my foundation art course, I had worked back 
stage at the Royal Exchange Theatre in Manchester and assisted the 
designer Peter Benion. He had studied at Wimbledon School of Art and he 
described a training and profession that would embrace all my interests and 
passions – painting, drawing, designing and making, theatre, dance, music, 
literary analysis and a curiosity into the human condition. 
 
I was not disappointed. The curriculum at WSA covered the broad spectrum 
of performance genres and actively encouraged a personal response and 
interpretation; mostly in speculative design projects and some fully realized 
productions. I practiced the technical skills of precision model making and 
drawing, to communicate ideas, design costumes and create technical plans 
and storyboards. Theatre design requires background contextual research to 
inform the design process, so the theoretical component on the course was 
largely a historical and contextual study of performance and design. For my 
final dissertation, I chose to study the life and work of Isadora Duncan, looking 
beyond her notoriety to reveal a radical approach to dance and movement 
and her unique contribution to the development of contemporary dance. I was 
also becoming fascinated by myth, fairy tale and legend and the workings of 
the unconscious in fantasy and the imagination. Bettelheim’s The Uses of 
Enchantment: The Meaning and Importance of Fairy Tales offered an 
alternative, Freudian, interpretation. I chose to design a speculative 
production of The Firebird by Stravinsky, as my final piece, exploring a less 
traditional ‘ballet’ visual language and attempting to express the stories’ 
darker layers of meaning with designs drawn from the style of traditional 
Mongolian art. 
 
1982 – 1991 
 
My design work was very detailed and illustrative and as a result I was 
commissioned to work on a TV series of narrated fairy tales with illustrated 
captions. This led to similar commissions from the BBC children’s programme 
Jackanory and also illustrated children’s books for publication.  
 
My making and painting skills were employed in animatronic puppet making 
primarily for the Jim Henson organization working on film and TV projects 
such as Labyrinth, Little Shop of Horrors and The Story Teller Series. 
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Animatronic puppet, ‘Labyrinth’. Jim Henson Productions, 1985. 
Painting and fabrication work. 
 
Over this first decade of professional life I developed a lot of new skills and 
techniques, responding to different briefs and adapting to complex 
hierarchical systems and industries. However, I ultimately felt frustrated that 
there was very little room for personal expression. I fulfilled the perceived 
expectations of the publishers and the practical demands of animatronics. It 
was the desire to develop my own ideas that compelled me to further 
postgraduate study in Theatre Design at the Slade School of Fine Art. 
 
PG Higher Diploma creative practice and theory 
 
The course at The Slade in many ways took a very traditional approach to 
Theatre design, and was almost entirely studio based. Treating the designer 
as Artist and Director, the collaborative nature of performance, practical 
considerations and budget restrictions were largely ignored. It was 
wonderfully indulgent, allowing our imaginations free rein to explore a 
personal response and develop an individual aesthetic and visual language.  
 
To develop a visual language for a performance, theatre designers tend to be 
collectors and curators of images from diverse sources, the fine arts, 
photography, architecture, and historical documents. I often found a particular 
artist that resonated with my ideas. The theoretical component was again 
contextual research in support of and evidenced in our design process. For 
example, in designing The Bacchae by Euripides I researched both ancient 
Greek and contemporary views on performance, ritual, mythology, religious 
belief and philosophy. My interpretation reflected themes of the fear of 
madness resulting from the conflict between uncensored animal desire and 
repression, and religious fanaticism. I had recently seen a performance by a 
Bhutoh dance company, which influenced my design. The mystical, extreme 
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physicality and ritualistic style, appearing ancient and contemporary, suited 
my interpretation. 
 
For my final piece I chose to design a production of Tchaikovsky’s ballet The 
Nutcracker, freely interpreting the original story by ETA Hoffman to explore 
concepts around memory, childhood fears and perceptions of the adult world. 
My research explored psychology, mental breakdown and madness alongside 
the historical context of the Enlightenment. I began to research more 
contemporary psychoanalytic theory, such as The Divided Self by RD Laing, 
and the Drama of the Gifted Child by Alice Miller. This was the most personal 
work to date. My grandmother was suffering from Alzheimer’s and I witnessed 
her slide into a mental state where her memory and perception of reality were 
muddled. She described the world she looked out on, with a childlike wonder 
as her father’s kingdom. The piece I conceived was as if seen through the 
eyes of an old woman looking back at her transition from childhood to 
adulthood and the events that led to the moment of loss of innocence. 
Themes that recur in my work emerged to do with perception and memory, 
the liminal spaces between fact and fantasy, and anthropomorphism as a 
means to express unconscious desires, fears and motivations. My 
grandmother, like ETA Hoffman was German and it seemed appropriate to 
make my design reminiscent of the illustrations from a book she read to us 
called Struwel Peter. I also looked at the animation of Jan Svankmajer and 
the Brothers Quay. 
 

 

Costume designs for ‘The Nutcracker’: 1993 
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As our designs were never realized, the finished products for assessment 
were the scale models, drawings, costume designs and storyboards – and I 
therefore became very involved in the model as an artifact for display. 
 
 

 
 
1:25 Model ‘The Nutcracker’: 1993 
 
Relevant practice since PG 
 
1993 – 1998 
 
I pursued work as a designer on a wide variety of productions, including new 
writing, devised and classical dramas, musical theatre, short films, designs for 
large and small-scale, traditional and site-specific venues.  
 
With my previous experience in puppetry this included a number of children’s 
productions. For many of these productions I became involved in the 
realization process of set building, costume making and scene painting.  
 
I carried on working after the birth of my first child but hit a crisis when as my 
career progressed found I was working between Birmingham, Nottingham, 
Croydon, Clwyd and Watford. I took a maternity break until my son was 
established in his school life. 
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   ‘Beauty and The Beast’, Midland Arts Centre, Birmingham: 1996 
 
 
During this time I contemplated training as an Arts Psychotherapist. In further 
reading I encountered psychoanalytic theories such as those espoused by 
D.W. Winnicott to do with transitional objects, attachment theory explored by 
John Bowlby, and the work of Jean Piaget and Erik Erikson on child 
development. I was struck by the potential connection between transitional 
phenomena and the development of the imagination, creativity, art and 
culture. 
 
I was profoundly affected by the premature birth and death of my second 
child. I needed time to recover and turned down further theatre work. 
However, I was compelled to sketch and doodle images that initially had no 
particular purpose beyond an outpouring of my deepest thoughts.  

 

 
 
 
                 ‘Doodle’: 1998 
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2001 - 2014 
 
Michael Pavelka, the course Leader of the Theatre Design BA at Wimbledon 
College of Art, invited me to teach a Costume design project with the first 
years. Each student designed costumes for the full cast of a given play or 
opera in 2D – a small selection were then chosen to be made up into full head 
to toe characters with minimal budget and time. These were then presented in 
the theatre in a theatrical context.   
 

 
 

 
 
‘The Visit’, Student Costume design project: WCA Theatre 2012 
 
 
I found that in teaching I needed to deeply understand the process of 
designing and appreciate the many ways students come to their own 
understanding. My teaching was hugely influenced by the respect with which I 
held the core staff team in Theatre Design and their student centered, holistic 
approach to education. The PG certificate in Learning and Teaching afforded 
me the opportunity to reflect on my teaching practice within the light of 
contemporary pedagogic theory, challenging my philosophical approach and 
the nature of the subject.  
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Much of my own design work at this time was within an educational context. I 
designed Musical Theatre and Play productions at Mountview Theatre 
Academy assisted by their theatre production students. In 2010, I began a 
creative partnership with the Director, Teacher and Psychotherapist Anna 
Sternberg, and together we formed the ‘Theatre of Thin Air’ – a company of 
young people aged 11 – 22 and offered work experience for WCA students. 
We have created 3 productions, Shakespeare’s A Midsummer Night’s Dream, 
The Crucible by Arthur Miller, and The Seagull by Chekov. This work required 
a different approach to teaching, facilitating the student’s own creativity and 
ideas to work alongside my own. 
 
 

 
 
‘The Crucible’, by Arthur Miller, Theatre of Thin Air: 2012 
 
 
In 2005 and again in 2007, I was invited to participate in a professional 
workshop organized by ‘Theatre de Complicite’ called ‘Laboratoire d’étude de 
Mouvemant’ (LEM). Other participants included directors, performers, 
designers, artists, musicians, photographers and writers. Developed by the 
French drama teacher, Jacques Lecoq and the Architect Krikor Balakian, the 
LEM explores links between space, physical drama, drawing and 
construction. The pedagogy is not a prescriptive technique but takes an 
experimental approach leading to creativity based on feelings not reflection. 
Using basic materials, what the body discovers through movement is 
transformed into charcoal drawings, 3D structures and architectural forms that 
can then in turn be put into motion.  
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                Drawing from LEM workshop: 2005. 
 
The dramatic potential of portable structures, masks and dynamic costumes 
can be explored through movement and the rearrangement of space. This 
improvised way of developing ideas is inherent to the rehearsal room but was 
a revelation as a means for designers to explore the body in space. I 
developed these ideas, incorporating them into workshops for performance 
design and fine art students across the UAL colleges.  
 

 

 
         Student workshop, ‘The Transformed Body in Space’: CSM 2009. 
The PGCE course culminated in An Action Research Project and I chose to 
focus on the potential learning experience of these experiential workshops. 
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The outcomes reinforced my conviction of the importance of holding a safe 
space open for experimentation, learning through trial and reflection and the 
need sometimes to trust a process of ‘not knowing’, free-wheeling, serendipity 
and the alchemy of exchange. 
 
From 2005 I became the 3rd year coordinator, tutor and a programme 
examiner at WSA. In supporting each student design a bespoke final year 
program of study that encourages a more personal ambition, their projects 
frequently pushed the boundaries of performance design and challenged my 
own and the course’s definitions of what performance design and practice 
might be. From 2011 to 13, I became the Acting Pathway Leader, and 
although I learnt an immeasurable amount was totally absorbed by the 
demands of being responsible for managing and delivering the entire 
programme. I took on more teaching, introducing the first year’s to scale 
model making through a design project that also explored the potential for 
spatial design to communicate metaphorical ideas.  
 
 

 
 
‘Hiding Places’, Student model making project: WCA 2012 
 
My own recent artistic practice is shifting its focus from fulfilling the demands 
of a professional design brief to express a more personal response, driven by 
my own preoccupations. I have found it liberating and exciting to work 
differently – to change my approach to thinking and the testing out of ideas, 
following a course of enquiry that responds and supports the development of 
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my work, not always knowing where this will lead. I have found that the role of 
drawing, for example, serves not so much as a tool for resolving design 
problems or as a means of communicating with collaborators, but as a form of 
thinking – a doodling with intent, again working without an end in mind. 
 

 

 
 
 
 
‘Doodles’, studies in anthropomorphism, 2014 
 
 
 
I participated in a group exhibition ‘Resonate’ at the Crypt Gallery, Euston. It 
has been a natural progression to use model making as a medium for 
expression and I chose to develop further some of the drawn images I had 
made after the death of my child. I played with mixing found and made objects 
within these constructions to explore a hinterland between fantasy and reality. 
Re-appropriating discarded things revealed an unsettling ambiguity, with 
echoes of bodily use, intimacy, fetish and relic, and suggestive of the familiar 
and uncanny. These pieces, in response to my own experience, were an 
attempt to express feelings and past events through the filter of memory. 
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  ‘Still Life’: 2012.

  ‘Shame’: 2012
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To experience in a more direct and pragmatic way the relationship between 
art and the unconscious I have been participating in an open group workshop  
at the London Centre of Art Therapy, led by the artist and Art Psychotherapist 
Hephzibah Kaplan. The work is produced spontaneously and fast, responding 
to the available materials and weekly prompt, be it a given theme or object to 
be incorporated into the work. This intuitive way of working, a kind of visual 
free association, I have found liberating, reveling in a more visceral and 
abstract expression in paint and creating sculptures from simple and scrap 
materials. The process is as meaningful and revealing as the final artifact. The 
results of this work have led to more ideas to explore from the realm of the 
unconscious and philosophies of the mind.  
 
 

 
 
Art for the Heart, ‘Luggage Label’:  2013 
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(3) CONTEMPORARY CONTEXT: ARTISTS AND THEORY 
 
Introduction 
 
The black feathers pinned under various discarded plastic food containers on 
a flattened cardboard box are no longer of any use to the bird. Partially 
stripped, exposing their boney spine, they are displayed like artifacts in a 
museum. Each ‘thing’ preserved and catalogued appears precious. I have 
used birds before in my work as anthropomorphic representations of emotion. 
These black feathers were given to incorporate into a piece of work during a 
group Art therapy session. As I worked, the feathers became imbued with 
personal meaning, representing things lost and mourned, not symbolically as 
stand-ins, but deeply in themselves. 
 

 
 

Alison Darke: One Thing and More Things. 2014 
Feathers, plastic, card, pins and masking tape 

24 x 8 in 
 
We surround ourselves with ‘things’ invested with our memories, and yet they 
remain stubbornly indifferent to us. In ‘The Tears of Things’ Peter Schwenger, 
in describing the psychoanalytical theory of object relations, accepts that the 
primal object is the Mother to the child’s subjective experience and the 
separation from the mother causes an existential angst that is never quite 
comforted by our alienation in a world of objects. There is something in this 
tension that inspires a desire to create transformational objects to express our 
existential grief for the primal lost object, perceived as an internal empty 
space. I am reminded of the performance stage described by Peter Brook as 
an expectant space, full of potential. It becomes a transitional space for the 
workings of the imagination. Connected to the first transitional object of the 
child, Schwenger explores an artistic practice that not only expresses our 
being a subject among objects – reminders of this angst and sense of loss, 
but also how the quest for transformational phenomena inspires and 
motivates creativity. 
 
For this study I have been drawn to artists whose work delves into the 
mysteries of human ‘being’, and who seem compelled to express their inner 
worlds, landscapes and the inhabitants that dwell there. When I encounter 



 17 

their work I also have the ‘uncanny’ sense that it is not for the first time. I am 
‘moved’ to a place that I recognize but cannot always fathom. The mystery is 
unnerving and exciting – they communicate thoughts beyond words and 
maybe even pre-words.  
 
I am aware that each artist has striven to find the ‘right’ form, material, space, 
and connections between things to communicate a delicately nuanced 
emotion. I sense a post modern experience on the edge of conceptual 
powers, revealing a multiplicity and the instability of a single vision, and how 
their artistic practice becomes a means of negotiating the world. Their work 
explores the territory of memory, attempts to bring into external form an inner 
perception, and their manipulation of the tension between what is real, 
imagined, found or recreated in order to communicate and challenge our own 
perception and desire to make sense.  
 
In approaching an understanding of their motivations and to deepen my 
appreciation of their work I have explored ideas in psychoanalytical theory. 
Ideas in object relations, transitional and transformational phenomenon 
provide a prism through which to examine the creative process, content and 
final artifact all in relation to our own subjective experience with the artwork as 
an object. 
 
 
Louise Bourgeios expressed through her life and work a profound existential 
angst, experienced as terror, defensive aggression, loneliness and loss. She 
described a compulsion to create objects, words and images to keep these 
fears at bay, to conquer or at least to quell them through her absorption in 
creative activity, her process becoming the sublimation for a waking anxiety. 
She hoped to reconcile inner and outer realities by working through, 
presenting, giving form and making concrete what was within – to offer some 
kind of containment and illusion of power over her painful memories and 
obsessional thoughts, that at times seemed overwhelming and limitless.  
 
Critics in the past have possibly paid too much attention to a narrow Freudian 
interpretation of her work. This can prevent a personal engagement – her 
work needs approaching with all the senses. It was the Oedipus complex – 
the three-person relationship and incestuous, dynamic tension of Mother, 
Father and child that Freud saw as central to psychoanalysis. However, the 
psychoanalyst D. W. Winnicott’s theories of transitional phenomena and a 
focus on the infant’s early dependent vulnerability provide a potentially less 
rigid approach to appreciating her creativity. ‘The Importance of the internal 
world and its objects, the elaborate and pervasive power of fantasy, the 
central notion of primitive greed – all these ideas Winnicott takes over from 
Klein and uses in his own way.’ (Adams, 1988, p. 9) Through his observations 
of the mother and child dynamic and the child at play he developed his 
theories of the transitional space created between mother and child, and the 
transitional object as conceived by the child. He proposed that ‘ No human 
being is free from the strain of relating inner and outer reality, and that relief 
from this strain is provided by an intermediate area of experience.’ (Winnicott, 
1986 p.15)  
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In Little Madnesses Patricia Townsend suggests that at critical moments 
‘….there is no distinction between me and the not-me. Inside and outside not 
only coincide, they cannot be distinguished’. (Kuhn, 2013, p.181) 
 
Louise Bourgeois’ work spans the 20th Century from modernist certainty to 
post modern anxiety. Symbiotic with her own psychoanalysis, her work pre-
figured the self as a reference point in contemporary art, developing an 
autobiographical and idiosyncratic visual language. She didn’t show an 
allegiance to any particular movement or artistic school but followed an 
independent path. In her work I recognize my own perception of a shifting 
sense of self, unstructured, multi dimensional with no fixed viewpoint. I sense 
her desire to repair some psychic damage and a searching and yearning for 
the promised transformational object to provide meaning and relief. 
Throughout her career there have been multiple reincarnations in different 
media and a mutability of form, with subtle shifts and manipulation of the 
tension between abstraction and figuration.  
 
Her Personages from the late 1940s were symbolic bodies, representing an 
expression of mourning and loss of the people she had left behind in France 
when she moved to America. This move from painting into 3D was to heighten 
and play on the reality testing within her work. In contrast to the illusionary 
space of painting, sculpture could engage with the real space of where it was 
situated, the artist and viewer then use their own bodily experience to provide 
new perspectives. Later in the 1960s she explored materiality and it’s 
potential for expression through the physical processes of manipulation. She 
worked with plaster, latex, resin, hemp, wood, cloth and wax, – pouring, 
flowing, cutting and carving, to create psychologically and sexually evocative 
forms. ‘Her new pieces were bulbous and swollen, with apertures suggestive 
of fissures in the landscape, openings to primitive dwellings or bodily orifices – 
flesh as much as landscape, body and building in continuous 
metamorphosis…they spoke of physical, emotive and psychological realms, 
of sexuality and mortality.’ (Morris, 2007, p.1)  
 
In the late 1980s Louise Bourgeois created installations she named Cells. It is 
these works I find so arresting and that seem to bring together all her ideas. 
‘She had found a new way of harnessing her own eclectic, restless and 
multifaceted materiel practice within a more ambitious format.’ (Morris, 2007 
p.15). The enclosures suggest an internal world we are permitted to 
penetrate, a private intense space where real and fantasy objects co-exist in 
an interiorized architectural space. Some are semi-enclosed, surrounded by 
doors and windows, through which we get a glimpse of the interior; others are 
more visually accessible, but physically barred to us. 
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Louise Bourgeois: Precious Liquids 1992 
Wood, metal, glass, alabaster, rubber, cloth and water 

Height 168in x Diameter 175in 
 
Alex Potts describes the encounter with these installations ‘…from a distance, 
what already seems most intriguing about it is blocked or slightly hidden from 
view, veritably impelling one to shift viewpoint and move in to take a closer 
look. And once one is positioned where the interiors are fully revealed, the 
external shape is often literally invisible. Close viewing turns the work inside 
out.’ (Potts, 1999) The mysteries of ‘being’, of reconciling a sense of physical 
presence and memory of the past, conscious and unconscious drives, inner 
and outer landscapes all seem present at once in these Cells. ‘We oscillate 
between thinking our self out through the selection of objects that promote 
inner experience and being thought out, so to speak, by the environment 
which plays upon the self’. (Bollas, 1992, p.4) 

 

 
 
 
 
 
 

 
 
 
 
 
 
 

Louise Bourgeois: 
Cell (Eyes and Mirrors) 1989-9 
Marble, mirrors, steel and glass 
91 x 83 x 86in 
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Christopher Bollas explains that we ‘consecrate the world with our own 
subjectivity’ (1992, p.3) and describes the process of forming, and experience 
of being a ‘character’, as we ‘constantly endow objects with psychic meaning, 
we therefore walk amidst our own significance…the human subject becomes 
the dream work of his own life ’. (1992, p.13) 
 
This negotiation between inner and outer reality of transitional phenomena as 
described by Winnicott is not confined to childhood but is the place for culture, 
arts and play – but Bollas goes further to explore a ‘liminal space’, a 
metaphorical space’ that gives potential to shift, change, exchange and 
transform and gives the sense that our identity and view of the world is not 
fixed – this is the place of learning and creative potential – it is also a place of 
vulnerability and fragility and therefore open and susceptible to defenses, 
sublimation, obsessions and fracture. It therefore can be a potential place of 
pathology and also healing. 
 

 
 

Louise Bourgeois: Le Femme Couteau 2002 
Fabric, steel and wood 
27.3 x 12.7 x 10.1cm 

 
Louise Bourgeois continued working into old age, producing small scale 
stuffed and hand stitched figures that are as unsettling and challenging as her 
previous work, presenting ‘outrages wrought on the vulnerable, cloth 
embodied female subject itself.’ (Morris, 2007, p.194) 
 
She was also a prolific writer – producing unedited outpourings of her 
thoughts and feelings. Similarly, her drawings reveal an obsessive and 
repetitive mark making that seems like an exorcism of mental energy. Her fear 
of fragmentation seems alleviated and held together by the activity of writing 
and drawing. She felt as an artist she was condemned to a life of repetition as 
a re-enactment of the original childhood trauma. This creative work as 
sublimation gives us insight into the interconnectedness between 
psychoanalytic theory and her art in form, content and process. There is some 
sense however, that words, analytical theory and artistic endeavor always fall 
short of complete satisfaction, perfection of communication, or catharsis – this 
goes someway to explain her impetus to constantly begin again the quest for 
the transitional object and self realization through her art. 

http://www.google.co.uk/imgres?imgurl=http%3A%2F%2Fresources3.news.com.au%2Fimages%2F2012%2F11%2F21%2F1226521%2F492511-louise-bourgeois.jpg&imgrefurl=http%3A%2F%2Fwww.theaustralian.com.au%2Farts%2Fvisual-arts%2Fspider-sculptor-wove-a-web-of-pain%2Fstory-fn9d3avm-1226521491236&h=366&w=650&tbnid=nDmls41iMWuEgM%3A&zoom=1&docid=ieF6n91v6JnHiM&ei=mmZ2VIuQJYreapSpghA&tbm=isch&client=safari&ved=0CCsQMygJMAk&iact=rc&uact=3&dur=797&page=1&start=0&ndsp=29
http://www.google.co.uk/imgres?imgurl=http%3A%2F%2Fresources3.news.com.au%2Fimages%2F2012%2F11%2F21%2F1226521%2F492511-louise-bourgeois.jpg&imgrefurl=http%3A%2F%2Fwww.theaustralian.com.au%2Farts%2Fvisual-arts%2Fspider-sculptor-wove-a-web-of-pain%2Fstory-fn9d3avm-1226521491236&h=366&w=650&tbnid=nDmls41iMWuEgM%3A&zoom=1&docid=ieF6n91v6JnHiM&ei=mmZ2VIuQJYreapSpghA&tbm=isch&client=safari&ved=0CCsQMygJMAk&iact=rc&uact=3&dur=797&page=1&start=0&ndsp=29
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Louise Bourgeois: The Family, 2008   
Gouache on paper   
Each: 59.4 x 45.7 cm 

 
 
In Fear and Art in the Contemporary World Caterina Albano recognizes the 
‘uncanny’ in Louise Bourgeois work, where ‘repressed fears and the menace 
of their resurfacing are potent motifs.’ (Albano, 2012, p.79) ‘As an aesthetic 
device the uncanny is similarly tied to a visceral sensation that overcomes the 
subject and produces a temporal gap between past and present, reality and 
imagination, memory and fantasy.’ It is powerfully manifest in the work of 
Annette Messenger. 
 
 
 
In her early work Annette Messenger played with an objective and subjective 
position by creating fictitious persona who produced fake collections and 
observations of imagined actions – she was deliberately playing at the life of 
an artist. These fake works took some of the ideas of collage a step further in 
manipulating and transforming images to create multiples of heinous acts of 
vandalism and displays of female aggression and vanity. Through the 
appearance of childlike pretending, she was able to explore contradictions 
and create a visual vocabulary of mythologized appropriation, which is 
fundamental to her work. Her work has a ritualistic element, and subverts the 
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female traditional crafts of sewing and making to her own ends. She turns the 
activity into a means of exploring the world of her imagination. 
 

 
 

Annette Messenger: 
Les Enfants aux yeux rayés - Album-collection No. 3 1971-72. 

Ink on five gelatin-silver prints, each 14 x 19 ½ in 
 
Albano describes Annette Messenger’s work as ‘suspended between humor 
and disturbance. The result is a cabinet of curiosities for our time, filled with 
odd relics and strange objects, embodiments of fears that are both archetypal 
and deftly contemporary.’ (2013, p.83) Manipulating objects symbolic of 
childhood and innocence, photos of babies, soft toys and small birds she 
evokes thought, memory and feeling. 
 

 
 

Annette Messenger: Les Depouilles – Skins 1997 
Children’s clothes, empty stuffed toys 

 
‘By intervening in the physical appearance of objects, artists affectively 
manipulate artifacts and replicate a perceptive blurring of reality and 
imagination that is aesthetically akin to the uncanny.’ (Albano, 2013, p.86) 
This experience reflects an alienation, uncertainty and anxiety in the 
contemporary world. The cuddly toy merges with something far more 

http://tuckthatinson.files.wordpress.com/2009/11/tumblr_kphkznc0vg1qzzbn3o1_500.png
http://tuckthatinson.files.wordpress.com/2009/11/tumblr_kphkznc0vg1qzzbn3o1_500.png
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dangerous and Annette Messenger works at the border of sanity. She works 
in a nightmarish hinterland of transitional phenomena subverting the idea of 
trusted containment and security, seeming to enter forbidden territory and 
stirring the viewers’ psychic wounds. Her continual reworking of elements 
from one exhibition to the next gives the impression of an indeterminate state.  
She also uses materiality to suggest multiple meanings – such as black net as 
veil, container, and to give the suggestion of mourning. Recently in Mes 
Transports she wrapped objects in black tin foil creating a kind of fossilized 
hellish vision. These were placed on static trolleys around the space 
uncannily suggestive of objects in transit. 
 

 
 
 

Annette Messenger: Mes Transports 2012-2013 
21 wheeled platforms, wood, blankets, aluminium, mixed medium 

Variable dimensions 
 
 

I am drawn to explore the realm of the uncanny in the work of others and my 
own, discovering the echoes of the past in the present and providing a rich 
source of ideas. Something gets lost in the translation from the German 
‘heimlich’ and ‘unheimlich’ that Freud was to explore through the phenomenon 
of what is ‘unhomely’ in the homeliness of the familiar.  
 
These words are ‘uncanny’ for me as the language is evocative of my German 
maternal grandparents and the complex relationship with my German and 
Jewish family history. Freud says the ‘uncanny derives from what was once 
familiar and then repressed.’ (2003, p.153) So then that which is ‘heimlich’ 
relates to what is familiar and comfortable and the ‘unheimlich’ is what is 
concealed and kept hidden – in a sense they almost co-exist.  
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Triggers in the present bring back these memories recognized as uncanny 
and can be experienced as frightening and disturbing. Through the filter of 
distorted memory the uncanny reveals how we engage with the world of the 
present. Through making my own work evoking past memories and emotion I 
recognize the territory of the ‘unheimlich’. I am interested to explore further 
the actual architecture of the home that can powerfully evoke the uncanny. 
The ‘unheimlich haus’ being the ghost house with its ability to conjure the past 
into the present and the associations with death, bodies and spirits.  
‘The House is a discursive arena in which inside and outside spaces hold 
specific social and cultural associations that can be subverted through artistic 
representation.’ (Perry, 2013, p.25) 
 
I have been developing ideas for certain anthropomorphic characters that are 
reminiscent from Germanic folklore and Carnival festivals of the Schwabische 
Alb in southwestern Germany and uncannily familiar from my childhood. The 
‘Trickster continually violates the boundary between nature and culture; he is 
part animal, part human, part man and part woman and a violator of cultural 
taboos’ (Stewart, 1993, p.106) I am also reminded of the art of Albrecht 
Durer and Hieronymus Bosch and their extraordinary depictions of 
disturbing demons, witches and hybrid creatures that populate their paintings 
and have something of a certain Germanic dark vision and humor.  

 
 

 
 

Hieronymus Bosch: 
Detail from ‘The Temptation of St Anthony’ 1501 

Oil on panel 52 x 90 in 
 
 

Although referencing a different genre Cathy Pilkington’s work is no less 
disturbing and provocative. She creates miniature sculptural work that remind 
me of mantelpiece nick-knacks, scenes of stock characters, reminiscent of 
quirky childlike animals from cartoons and fairytale, some sculpted from clay, 
others found figurines that she has adjusted, distressed or adorned with new 
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clothes. Their bodies are human and their heads animal giving an impression 
of people in fancy dress The effect is powerfully uncanny and ambiguous as 
the anthropomorphic mythic animals appear to be in the middle of some 
human activity, monstrous sexual acts or dexterous work that seems to be a 
commentary on the conflict between Art and Craft and contemporary Artists’ 
ambivalence towards creative skill. ‘Constructing, fixing, stitching, finding, 
assembling, painting, cobbling; any and every approach might be employed if 
the piece demands it – they are all freaks and they are all welcome. There is 
no hierarchy, no high or low, in the mixture of techniques that feed into 
Pilkington’s work.’  (Walton, 2007, p.1) 

 
 

 
 

Cathy Pilkington: Threesome, 2009 
Jesomite and paint 

50 x 50 x 35cm 
 

I have been working with the resonance of discarded objects as a starting 
point. As Albano points out ‘from its earliest appearances the art-object has 
challenged representation through the creation of recognizable and yet 
provocative transformed artifacts that are duplicitous and subversive. 
Recognition is interwoven with ambivalence and incongruence…things are 
made, acquired, kept, handled, broken, forgotten or lost.’ They belong or are 
given and received.’ (Albano, 2012, p.84) 
 
 
In encountering the installation work of Cathy Wilkes I was profoundly moved 
and unsettled. The collection of objects carefully placed in relation to each 
other and the space hint at the scattered debris of some event. Inhabited by 
mannequins or papier-mâché figures, real objects and made props there is an 
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ambivalent reality of time – the past, present or visions of the future seem to 
co-exist.  
Cathy Wilkes says, “The work is inhabited by both the living and the dead. 
There is both materialism and disappearance of physical things, it is 
understood that it is the natural retreat of material reality.” (National Galleries 
of Scotland, 2014) 
 

 
 
 

Cathy Wilkes: Untitled 2012 
Mixed media, dimensions variable 

 
Wilkes creates a haunting melancholy and fragile reality. The objects and 
figures in her work suggest some stylized theatre of absence and presence. 
This recalls Maurice Merleau-Ponty’s idea that we are ‘caught up in things’ 
and that the ‘body is a thing among things’ (1964, p.163). Bill Brown in his 
discussion of ‘Thing Theory’ explains that we encounter the ‘thingness of 
objects when they stop working for us…. The story of objects asserting 
themselves as things, then, is the story of a changed relation to the human 
subject and thus the story of how the thing really names less an object than a 
particular subject-object relation’. He continues that ‘things’ are ‘what is 
excessive in objects’, what goes beyond their utilization and materialization as 
objects and thus ‘the magic by which objects become values, fetishes, idols 
and totems.’ (2009 p.140-1)  Simultaneously present, the object then and the 
thing, presented in art, can become something else onto which we can project 
our own ideas and associations.  

https://contemporaryartglasgow.files.wordpress.com/2014/07/photo-3-copy-41.jpg
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Cathy Wilkes: Untitled 2010 
Mixed media,  

Dimensions variable  
 
 
 
This playing with the object, transforming it by re-presenting, or by altering its 
physical properties toys with a perception of reality, which is further 
challenged when the organic or live object is encountered such as in the 
installations of Kounellis with live horses or the organic matter in the work of 
Anselm Keifer.  
 
There is something too in the work of Juan Muñoz explored in the in-between 
spaces of his architectural models of balconies, stairways and doors, isolated 
from their buildings, that become redundant ‘things’ – making awareness of 
an absence in the gallery space. And like Cathy Wilkes’ figures his sculpted 
characters challenge through their complex relationship to each other and the 
viewer. Like ‘things’ his figures are self absorbed and indifferent to the viewer 
– giving a heightened awareness of our gaze. ‘His concern was how to 
resolve the challenge of representation: how to allow the figure to model a 
parallel reality and presence that opens up a new sense of consciousness 
and selfhood.’ (Wagstaff, 2008, p.101) 
 

http://www.kunstverein-muenchen.de/en/cathy-wilkes
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Juan Muñoz: Many Times 1999 
Polyester and Resin 
Dimensions variable 

 
 
 
In the work of Cathy Wilkes I experience the melancholy of loss. The 
existential angst of human ‘being’ is explored in The Tears of Things where 
identity and ‘corporeal unity is founded on a separation from the object and a 
consequent sense of loss, a sense that generally remains at the level of the 
unconscious.’ (Schwenger, 2006, p.9) The strong desire to recover the lost 
object, the sense of primal loss, that seems to cause such existential angst is 
an attempt to be whole – ‘Whatever substitutions are attempted for the lost 
object, whatever strategies to make us once again one with the world, an 
undertone of melancholy persists.’ (Schwenger, 2006, p.10) The presentation 
of familiar objects as ‘things’ in Cathy Wilkes work evokes alienation, 
strangeness and sadness and appears to be the aim of the artist – to awaken 
a longing for that which is inaccessible and lost. Her work also evokes a 
sense of the aftermath of something – the debris and waste of human activity 
and invites the viewer to imagine some narrative or emotion beyond words. 
The impossibility of representing experience is expressed in her work and Will 
Bradley describes the ‘failure is its fragility’, and in the exhibition catalogue for 
Xavier Hufkins Gallery 2014 her work is described as finding ‘that tipping 
point, the critical moment at which the meaning of an object changes – the 
‘how’ and the ‘why’ fascinate Wilkes.’ In her book On Longing Susan Stewart 
describes nostalgia as ‘a sadness without an object, a sadness which creates 
a longing that of necessity is inauthentic because it does not take part in lived 
experience…Nostalgia is the repetition that mourns the inauthenticity of all 
repetition and denies the repetition’s capacity to form identity.’ (Stewart, 1993, 
p.23) 
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It is significant that Anselm Keifer was born in 1945 at the close of World 
War II, into the ruins of Germany. The rubble and dust of a bombed city 
became his childhood playground and fantasy world. Out of this formative 
experience he has created his own iconography, and built a body of work 
preoccupied with the key question of challenging the collective memory of the 
German nation in response to the atrocities they committed particularly to the 
Jewish people. The weapons and symbols of war, and ravaged landscapes 
form a visual language through which Keifer has sought to create an art of 
redemption for Germany. In his early work he hoped to re-appropriate 
German Art after the exploitation and distortion of their cultural heritage by the 
Nazis. Although I was unaware of Keifer’s motivations when I first 
encountered his work at the White Cube Gallery, I was captivated, haunted 
and somewhat seduced by the ancient, mythical and apocalyptic imagery. I 
felt in the scorched earth and ruins a tension between destruction, peace and 
new life.  
 
His massive paintings suggest landscapes and forests – sometimes with 
objects attached, and photographic images, that turn the canvas into a liminal 
space. He attacks the surface of the encrusted layers of paint, stained with 
rust, and thickly textured with organic matter, giving the simultaneous 
experience of the surface as abstract and expressionist along with the 
figurative image of the landscape – so the viewer’s gaze oscillates between 
the dense painterly canvas and distant horizon. 
 
 

 
 

Anselm Keifer: Black Flakes, 2005 
Oil, acrylic, emulsion, shellac, burnt sticks and lead book 

330 x 570cm 
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Keifer’s work is monumental. He has produced cycles of art that respond to 
the places he has worked in – in Barjac, southern France he moved into the 
landscape – creating excavations, tunnels, and towers using his favorite 
materials of metal, concrete, lead and steal, straw and mud. In ’Forests of 
Myth, Forests of Memory’ Christian Weikop describes how ‘fire, earth, metal 
and water all play compelling metamorphic and metaphoric roles in his 
immersive layered landscapes and installations. Along with his textural 
aesthetics of ruination manifesting his interest in processes of both decay and 
growth, the artist is clearly fascinated by the poetry of elemental flux and ever-
shifting borders.’ (2014, p.47) A fascination for ruins has been prevalent in 
western art since medieval times, but is now heightened, perhaps by the fear 
of ecological collapse and global financial disaster. The images created might 
possibly be inspired by some unconscious desire or fantasy ‘as routes out of 
our moment – portals into past present and future’. 
(Dillon, 2014, p.53) 
 
 

 
 
 

Anselm Keifer: Sprache der Vögel  1989   
Lead, steel, wood, oil, plaster, resin and acrylic 

  290 x 493 x 170 cm 
 

 
The artists whose work I have begun to study describe a hinterland between 
fantasy and reality –visualized through the distorting lens of memory, 
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subjective experience and perception. By re-appropriating real objects or 
materials alongside fabricated things they create powerful iconographies and 
a tension between that which is uncannily familiar and disturbingly new. 
Alongside psychoanalytic and contemporary art theory, philosophical enquiry 
into our relationship with objects and ‘things’ has deepened my appreciation 
of their artistic processes, motivations and the final products. What I have 
learned has challenged various assumptions about my own work and 
encouraged new avenues of enquiry. I am questioning my use of scale, and if 
using real or creating life-size objects, what forms these should take and what 
meaning is engendered, particularly complex when representing the human 
figure. In my use of anthropomorphism I need to research further into 
Bakhtin’s and contemporary theories of carnival, the wonderfully subversive 
nature of various folklore characters and the human/animal relationship as 
discussed by Derrida and others. 
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(4) CURRENT AND FUTURE PRACTICE  
 
The shift from the starting point of the play script to a more personal vision 
forming the focus of my practice has fundamentally altered the content, 
methodologies, process and products of my creative work. 
 
CONTENT and PRODUCTS 
 
It is through the process of working through an idea that the real subject 
matter is revealed. I may start with a series of sketches but it is not until I 
begin to plan the making in 3 dimensions that questions of materiality, form 
and presentation in real space emerge and a conceptual richness develops. 
For example, from an original drawing of an anthropomorphic rabbit, ideas 
about identity and disguise emerge. An inner conflict between the desire to 
withdraw, hide or give up and the terror of disappearing completely have 
become apparent.  
 
 
 

 
 
 
 
There exists also in these characters the personality of the abject outsider, the 
misfit and the scapegoat. As I struggle with the form, I recognize that by 
making the ‘disguise’ explicit I expose the ambiguity of the human figure’s 
relationship to the ‘costume’ and here was further potential meaning. 
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I have been looking at the relationship of the body and a physical perception 
of the self in the world to our sense of an identity. I am aware of an ambiguity 
and fluidity in this – am I an animal only, a creature, a monster, a witch, a 
devil or an angel? Am I the persecutor or the victim? 
 
 

 
 
 
To further develop these ideas, I have been looking at characters from 
folklore, particularly of the festivals from Europe in which the ‘Wilder Mann’ is 
present – a person adorned with ambiguous animalistic, demonic and witch-
like features. These outsiders are ritualistically hunted down and symbolically 
expelled in order to protect their communities.  Robert McLiam Wilson, in the 
foreword to Freger’s extraordinary book of photographs of ‘Wilder Mann’ 
describes them as ‘ A personification of sins or desires, of failures or 
fears……..A circus of the hidden parts of being human.’ (Freger, 2012 p.12) 
 
There is something in the grotesque outsider, masked and hidden, ambiguous 
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and frightening that brings us to the borders of the unconscious mind. I am 
reminded of childhood fantasy games and toys invested with projected 
emotion and the transformational phenomena of Winnicotts psychoanalytical 
theory of human development and imagination.   
 
I am continuing to explore the anthropomorphic possibilities of objects and the 
potential for ‘things’ to become invested with emotion. In combining real and 
made things I can play with and alter their meanings. These miniature desks 
are part of an on going project to create a series of model buildings – 
suggestive of dolls houses in which a child might have played at home 
making. I am interested to express from my own experience and research the 
undercurrents and hidden dramas of family life. Each model house will 
suggest a past history and the walls being in a state of decay expose the 
structure and rooms within. I am interested to explore the uncanny in the 
familiar. 
 
 
 

 

 
 

Alison Darke: ‘Shame’, 2014 
Balsa wood, steel scissors, plumbers’ hemp, dust and flies 

55cm x 35cm x 15cm (scale 1:10) 
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I have acquired two dilapidated old armchairs. They are disintegrating, worn 
out, discarded and no longer of any use. Their structures reveal their rotting 
upholstery and rusting springs. The coarse hair stuffing is falling out. Their 
exposed framework, layers of fabric, padding, stuffing, springs and broken 
legs remind me of damaged bodies. Chairs are so closely designed for the 
body they take on the ghost of the human form.  
 
 

 
 
 

I am also waiting the arrival of a collection of old gaenocological instruments. 
As yet I am unsure how to use them – but the opening into the body of the 
chair invites the comparison to the mother’s womb. This continues a theme 
from previous work inspired by my own personal history but which I hope 
expresses the more universal theme of the fascination and fear of our own 
bodies, their power and their fragility.  
 
There is much to explore in the role of mother and a wealth of research to 
inform both pieces of work. The article ‘Ghosts in the Nursery: A 
Psychoanalytic Approach to the Problems of Impaired Infant-Mother 
Relationships’, written by Selma Fraiberg, Edna Adelson, and Vivian Shapiro 
proposes that ‘In every nursery there are ghosts. They are the visitors from 
the unremembered past of the parents, the uninvited guests at the 
christening. Under all favorable circumstances the unfriendly and unbidden 
spirits are banished from the nursery and return to their subterranean dwelling 
place.’ (Fraiberg et al., 1975) 
 
The other chair is equally worn and damaged but less ‘crippled’ revealing a 
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different history and potential relationship to the other. 
 
 
 

 
 
 
Through the process of making and presenting these objects, models and 
characters I am interested to explore and express existential anxieties - the 
fear of fracture and madness, being and discovering the abnormal, ambivalent 
and ambiguous and the fear and fascination with death and decay.  
 
Other sketches are less developed. I have begun to construct the 1:25 figures 
for a landscape – a strange vision of man’s aspiration to get to heaven as yet 
still a sketch. The figures climb a mountain laden with their sins. As they reach 
the summit their substance evaporates. Hell would be the terrifying reverse – 
the inverted mountain leading to the underworld – the figures clinging to the 
rock face, only to fall into oblivion. Purgatory is the only place between the two 
where there is activity and time. In developing this work I am trying to grapple 
with ideas about the nature of the mind – the soul and the psychic home, 
inspired following a fascinating days symposium at the Freud museum 
contemplating the nature of purgatory in relation to contemporary 
psychoanalytic thinking and historical views of the after life. 
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I also have doodles of more characters, the ideas exploring the relationship of 
the mind and body – the scale, materials and presentation undeveloped. 
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METHODOLOGIES AND PROCESS 
 
My methods of research and creative strategy are informed and symbiotic 
with the creative and practical process of developing each piece. I am 
discovering that working from one piece to another informs the progress of 
each.  
 
In changing the scale of the figures from miniature models to life size I hope to 
emphasize the human form inside the ‘costume’ with the animalistic qualities 
becoming adornments to the body. However, the troublesome form of the 
figure remains and I have re-examined the representation of the human body 
in the work of the artists I have studied. I also thought about the furniture I am 
using in other pieces and wondered what it would mean to make the figures 
from upholstery fabric, reversing the metaphor. They could also be worn out 
revealing their layered fabric skins, wounds, and stuffing and treating the body 
as a functional object, maybe some kind of mannequin on which ideas can be 
projected. The body becomes a skin stuffed rather than a molded or carved 
form. I am also reminded of my favorite childhood toy, a now dirty stained 
white rabbit, worn-out and fragile, its sawdust stuffing falling out from frail 
seams.  
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I am gathering the materials with which to proceed making the figures - linen 
and hessian fabrics, animal hair stuffing, felt padding and the armature wire 
with which to make a framework skeleton. For the animal adornments I have 
various furs and leathers and an assortment of things to fabricate textures and 
details.  
 
I have stalled in the project developing a sculpture based on a character of a 
stork that is an anthropomorphic figure of death. The problem has been 
deciding on the materials and form of the main part of the body. However, in 
developing the other figures I may be able to answer these questions.  
 
The final part of the process will be to consider the presentation of the 
artifacts. Looking at some of the more recent sketches of the figures and the 
change in scale I recognize an altered relationship with the potential space 
and the viewer. This work is moving into the territory of installation and I find 
this natural progression into the space exciting. Defining the space will be part 
of the process and may only become clear in the doing.  
 
I am reminded of an early ambition for this programme of study, to develop a 
process keeping an open minded development of ideas trusting more in 
serendipity and free association.  
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(5) PROFESSIONAL PRACTICE 
 
 
Joint exhibitions 
 
2010, Wimbledon Space, ‘Difference: Reflections on Performance Practice’, 
Theatre designs for 3 productions with and for young people. 
 
2011, The Crypt Gallery, ‘Resonate’, Group exhibition, ‘Still Life’, 8 small 
model sculptures, and 1 installation. 
 
 
Teaching  
 
2011 - 2013, Acting Pathway Leader, BA hons. Theatre Design WCA. 
2005 – 2011, 3rd Year coordinator, and Internal examiner WCA. 
2004 – 2005, Theatre Design Lecturer, Mountview Theatre Academy.  
2001 – 2014, Associate Lecturer, University of the Arts, London, 

Wimbledon College of Art,  
London College of Fashion,  
Central St Martins. 

 
Conferences 
 
2011, 2012, 2013, Association of Theatre Design Courses conference. 
2011, 2012, UAL Academic Group, ‘Feral Space’, symposium. 
 
 
Theatre Design 
 
2012, ‘The Seagull’, ‘Theatre of Thin Air’, directed by Anna Sternberg.  
2011, ‘The Crucible’, ‘Theatre of Thin Air’, directed by Anna Sternberg.  
2011, ‘Carousel’, Mountview Theatre Academy, directed by Tom Littler. 
2010, ‘Parade’, Mountview Theatre Academy, directed by Tim Luscombe. 
2010, ‘A Midsummer Night’s Dream’, Bodens, directed by Anna Sternberg. 
2009, ‘Anne Frank’, Mountview Theatre Academy, directed by Rhys Thomas. 
2009, ’Pendragon’, NYMT, The Rose Theatre, Kingston.            
2007, ‘Leitmotiv’, Aurora Nova, Edinburgh, directed by Andrew Dawson. 
2006, ’Rags’, Mountview Theatre Academy, directed by Marina Calderone. 
2005, ‘Honk!’, St Peter’s Church, Vauxhall, directed by Carol Metcalf. 
1998, ‘Kind Hearts and Coronets,’ National Tour, directed by  Giles Croft 
1997, ‘The Seal Wife’, Warehouse Theatre, Croydon, directed by Jenny Lee. 
1996, ‘Kind Hearts and Coronets’, Workshop, National Theatre Studio.  
1996, ‘Beauty and the Beast’, Midlands Art Centre, directed by John Ginman. 
1996, ‘Fair Game’, New End Theatre, directed by Jonathan Bavatlana 
1995, ‘Arabian Nights’, Midlands Art Centre, directed by John Ginman. 
1995, ‘Arabian Nights’, Midlands Art Centre, directed by John Ginman. 
1994, ‘A Spanner In the Works’, Greenwich Studio Theatre, directed by 
Marguerite Forsythe. 
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1994, ‘Beans and Blood in Nottinghill’, Monkey In Heaven Films, directed by              
Smita Bhide. 
1994, ‘Burning Love’, Monkey in Heaven Films, directed by Smita Bhide. 
1994, ‘Pendragon’, National Youth Music Theatre, directed by Jeremy 
James-Taylor. 
1993, ‘Peter Pan’, Midlands Arts Centre, directed by Anna Farthing. 
1982, ‘Slips’, Lumiere and Son, ICA, directed by Hilary Westlake. 
1981, ‘The Nightingale’, Northern Chamber Orchestra, by David Sumbler. 
 
 
Animatronic Puppet Design For Film And Tv  
 
1984, ‘Legend’, Warner Brothers, Art Department assistant. 
1984, ‘ Dream Child’, Jim Henson Creature Shop, puppet fabrication, painter. 
1984-5, ‘Labyrinth’,  Jim Henson Creature Shop, puppet maker, painter.  
1985-6, ‘Little Shop Of Horrors’, Warner Brothers, Plant fabrication and paint 
coordinator.   
1986, ‘Tom’s Sausage Lion’, Jackanory, BBC TV, puppet designer.    
1987, ‘The Bear’, Jim Henson Creature Shop, body costume fabrication.  
1987, ’The Story Teller’, Jim Henson Creature Shop, puppet finisher, painter. 
1988, ‘Witches’, Jim Henson Creature Shop, puppet fabrication, painter 
1988, ‘The Last Of The Dragons’, Jackanory, BBC TV, designer, model 
maker.               
1998, ‘Fafner Hall’, Jim Henson Creature Shop, puppet painter. 
1990, ‘Teenage Mutant Ninga Turtles’, Jim Henson Creature Shop,  
costume fabrication, painter. 
 
 

Illustration 
 
1990, ‘The Ice Journey’, full colour picture book, published by Dent.  
1988, ‘Aladdin’, full colour picture book, published by Dent. 
1987,  ‘The Nightingale’, full colour picture book, published by Methuen. 
1987, ‘Thumbelina’, full colour picture book, published by Methuen.  
1986, ‘Upside Down Stories’, Penguin Books. 
1986, ‘Every Poem Tells A Story’ , Penguin Books. 
1986, ‘If Only’, Penguin Books. 
1984,  ‘Dragon Days’, published by Bodley Head. 
1984, ‘The Living Garden’, published by Bodley Head. 
1984, ‘The Living House’, published by Bodley Head. 
1983, ‘Japanese Folk Tales’, Jackanory BBC TV. 
1983, ‘Hallowe’en Special’, Jackanory BBC TV. 
1982,  ‘A World of Stories’, illustrated captions, commissioned by EothenFilms
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(6) Forward Plan (5 year - part time) 
 
Year 1 (2014-15) 
Attend research methodologies module. 
Research and write doctoral proposal to be completed March 2015.   
Develop creative and professional practice: continue the development of my 
studio practice alongside the theoretical research, working towards 
contributing new work to a group show at the Truman Gallery in September 
2015. My research will continue to explore psychoanalytical theory, 
philosophical enquiry and contemporary artists to deepen my understanding 
of the ‘inner world’, the unconscious and the workings of the imagination to 
help give form to my own ideas. Through my research and creative activity I 
hope to extend knowledge and find new ways to express the relationship 
between artistic practice and transformational and transitional phenomena. 
 
The research I intend to carry out will study the traditional cannon of 
psychoanalytical theory alongside more contemporary ideas in understanding 
the workings of the human mind, the unconscious and the imagination. Initially 
I will investigate transitional phenomena, object relations and the formation of 
identity. I will also look at philosophical enquiries into the nature and 
experience of ‘being’ to deepen and extend my own beliefs. I will identify 
artists whose work reflects these preoccupations and from this the 
contemporary artistic theoretical ideas to challenge and inspire my own 
creative response when exploring the inner world and the visual expression of 
what I discover. 
 
 
Year 2/3/4 (2015 – 18) 
Reflect on the work and response to the exhibition in September 2015 at the 
Truman Gallery, and continue to develop creative and professional practice 
underpinned by my on going theoretical research. Work towards another 
group exhibition at the Crypt Gallery in early 2016. 
Write Annual Review. 
 
Years 3 and 4 plan further exhibitions and possible residencies and continue 
to reflect and develop my creative and professional practice.   
  
 
Year 5 (part time) (2018 -19)   
Write Doctoral Report to be submitted by January / February 2019 
Mount exhibition for viva examination. 
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