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This exhibition catalogue celebrates the work of 2018
graduates of the BA (Hons) Fine Art and Fine Art & Art
History courses. The degree exhibition represents
for each student the culmination of three years of
study and development, their acquisition of skills in
a broad range of practices and, in particular, their
willingness to take risks, and learn from both their
successes and failures. We are proud to congratulate
every student on their accomplishments and look
forward to following their professional progress.
We live in turbulent times – as Britain prepares to
leave the EU, with fundamentalisms of various kinds
on the rise, with increasing social inequalities and
environmental destruction. Against this backdrop
making art seems to carry little significance at first
sight. But we would strongly argue the contrary,
in the belief that art can operate as an agent
for understanding wider developments within
culture and society. Art is as important as ever,
perhaps even more so at this point in time.
These students have benefitted from a broad-based
course, delivered by practicing artists, and so have
experienced a diverse range of practices from
painting, photography, sculpture, performance,
video, life drawing, sound and digital media. The work
exhibited in the degree show reflects a wide range of
concerns and ideas, from the overtly political to the
small and personal; from dealing with difficult social
issues to contemplating the human condition.
In 2018 we have brought in the vision of curators
Lucy Rollins and Ben Borthwick from Plymouth Arts
Centre to assist the students in the preparation
of their show. This has given the presentations a
contemporary edge, and given the students useful
insight into the world of contemporary art.
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This year’s cohort has spent time together in the
studios, the workshops, the library, and the computer
suites, and have worked together on field trips in
Berlin, Barcelona and the Venice Biennale. They have
also undertaken placements in schools, art galleries,
museums, art collectives, welfare organisations,
social enterprises and more, and some of the students
will follow a professional pathway that began with
these experiences. Whilst on the course they have
formed lasting friendships and established strong
and relevant networks of support that will serve
them well in the future. Perhaps most importantly
they have gained an independence of thought
and action, and have developed the competences
to create alternative visions and imaginaries.
Plymouth University Fine Art Staff Team June 2018
“We are delighted to have collaborated with University
of Plymouth students and staff on the 2018 BA Fine Art
Degree Show. The students have worked closely with us
to coordinate and deliver the degree show, working on
aspects of the curation, logistics and communication plan.
This year’s exposition explores a range of contemporary
concerns: ecology and the landscape; advancements in
technology and their impact on society; explorations of
future and alternate realities; the body and feminism; how
the artist can work with communities in a ‘socially engaged’
practice. Over the course of their degrees the artists have
had studios at the University’s Roland Levinsky Building in the
town centre and at Royal William Yard so we wanted to create
a dialogue between these sites, and students’ experience
of them, through the exhibition. Curatorial decisions about
the installation have arisen from the needs of the work, the
themes addressed, and the different qualities of the gallery
spaces, introducing artists to the considerations of exhibiting
alongside others and working with practicing curators.”
Lucy Rollins and Ben Borthwick, Plymouth Arts Centre

7

8

Alice Benbridge

10

Jemma-Leigh Cuthbert

44

Amy Arrowsmith

12

Jess Plowright

46

Ashley Harris

14

Jessica Gould

48

Averil Bartlett

16

Josie Conway

50

Bethany Skinner

18

Catrin Wallace - Thesis Extract

52

Bradley North

20

Lucy Gunningham

54

Alice Benbridge - Thesis Extract

22

Madeline Childerley

56

Catrin Wallace

24

Magdy Rozeik

58

Charlotte Barsby

26

Marian Arnott-Weeks

60

Chloe Wright

28

Mia Evans

62

Danielle Jenkins

30

Polly Irish

64

Emma Dyason

32

Poppy Attwell

66

Grace Jackson

34

Rachael Aylmore

68

Hannah Giles

36

Rai Burroughs

70

Hayley Booth

38

Shannon Moles

72

Helen Flaherty

40

Veronica Skerrett

74

Jamie Bennett

42

9

Alice Benbridge
I approach art and life from the same orientation;
as two intrinsically linked and indistinguishable
entities. Everyday experiences and encounters
lend themselves as my material, in which I
contemplate and attend to the components of life
that make it life and not spectacle.
I aim not to produce fictional illustrations or ideals,
rather works that comment on, recreate, or exist
as actions or qualities of life themselves. These
manifest as live performances, playing tasks and
everyday interventions, through which I utilise the
public space and its communication systems.
My interest in people stems from our relatability
to one another, as we share knowledge of
human experience and existence. Audience
participation and engagement are requested in
the co-authoring of works, provoking connection
and conversation. Through collaboration, I
hand over agency to others, embracing flux and
chance. Thus, works are open-ended and develop
organically. Whether I interact with others directly,
or alter my own engagement within the everyday,
works aim to resist the role of passive bystander,
operating beyond the field of art in both public and
private space.
10
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Amy Arrowsmith
Personal experience and secular morality are
fundamental elements within my practice. This
stems from a personal fear of futility, in addition
to being profoundly inspired by philosophy and
concepts such as absence and presence.
Installation permits an immersive atmosphere. By
creating intimate situations or moments it allows
for communication between people, thus a deeper
understanding is formed and a more intense
connection to others and our surrounding world.
Initially being inspired by mortality and
preservation, I now wish to engage myself
with the present, exploring the necessity of
nurture and care. By encouraging a gentle
reflection on ourselves, the people around us
and our environments, we begin to thoughtfully
understand our secular existence.
Personally valuing engagement with others,
the work suggests an atmosphere for sensory
and metaphysical experience. This opportunity
of sharing the process of my personal growth
and development is also a reflection on my
generation’s significant social, cultural and
political progression.
12
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Ashley Harris
My work involves manifestations of my own
subjective and experienced reality, and is both
conceptually and symbolically underpinned
by an awareness of Buddhist teachings and
other eastern philosophies. My interests lie in
creating imagery based on experiences that
are often troubling me, hence I use painting to
record and display my thoughts in a similar way
to that of a diary. I use imagery of landscape
as metaphor for the relationship between
unpredictability and certainty. I am always present
in each piece of work, particularly in the energy
that arises from simplicity of both form and
colour, and allusions to a symbolic narrative.
14
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Averil Bartlett
My work is an exploration of my subconscious,
with images revealing themselves to me through
the process of drawing. I do not know what
dramas and narratives I will create once I start,
but act as a medium, decoding the symbolism
and secrets of the subconscious. Many of the
topics arising concern personal narratives of
relationships and abuse, but some details are a
mystery even to me. The figures in my drawings
are directed as in a play, and are archetypes and
symbols in themselves. I am inspired by Medieval
art, Mexican retablos and the work of Paula Rego.
16
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Bethany Skinner
Within my work, sculpture and nature harmonize
together; constructing sculptural installations
that have interactive elements, including the
installation experience and the sense of touch.
My ideas stem from a personal interest in the
environment, a place where I feel peace and
inspiration. The manipulation of natural materials
that have once grown is very important to the
process of creating, as well as the gathering,
collecting, etc. The structures I produce are
created through weaving materials together
using nothing that has been man-made. The
weave resembles the interconnectedness of
nature, a theory that fuels my work and allows it to
mimicking natural forms and processes.
The large-scale work is for a group of people to
experience. They become a part of the piece as
they interact with each other and the elements of
the work.
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Bradley North
I’m not interested in painting, I’m not interested in
the conventional sense of representation, nor the
use of conventional materials. My work embodies
lived experience through autographic mark
making. Working is a process of understanding.
In my art practice I explore theoretical
manifestations of experience, approaching
this through research into phenomenology
and philosophy. Psychoanalysis pinpoints how
thoughts are immediately embodied into the
object we are creating, manifesting itself as
lived experience.
Consciousness of self plays a key role in my
practice, often realised at the speed of thought.
In doing this I attempt to achieve a surface plane
that acts somatically, through the use of semantic
writing that embodies past trauma.
I attempt to engage the audience with a notion
of displaced knowledge by creating work that
becomes an object of contemplation. Using
the concept of palimpsest, the surface plane
contains traces of previous trauma. Thoughts
manifest themselves as cognitive triggers, giving
the audience the receptive knowledge to infer the
context to the work.
20
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Alice Benbridge
Relational Aesthetics:
The Elite’s Art Form or The
People’s Platform?
In this extract, Alice considers the
democracy and relatability of Relational
Aesthetics, and whether the elitist
‘agonisms’ of the artworld are inherent
to populist theories of form.

While Relational Aesthetics presents itself
as an art form for ‘the people’, it operates
within a society and artworld governed
by the elite (Laclau,1977 & Bourdieu,
1984). This unequal distribution of power
presents a paradoxical question which
the following section will attempt to
unpick; Are relational artworks elitist?
Firstly, I should discuss what is meant by
the term ‘elitism’; what it means to be elitist
and how the notion of elitism operates
within the artworld. Elitism is an issue more
commonly associated with sociology,
therefore it is not easily defined in regard to
the artworld. I believe it should be approached
in conjunction with the term ‘populism’,
where ‘elitism is the denial of populism’
(Hamilton, 2009) - widely characterised by
its appeal and reference to ‘the people’
(Laclau, 1977) and with a contemporary
resonance in global politics. Laclau’s thesis
assumes populism to be comprised of a
‘synthetic-antagonistic complex’, locating
popular-democratic elements against
the alternative, dominating ideology,
and recognises that the two, although
contrasting and opposing in their actions,
do not work independently of one another.
John Skorupski, a philosopher who writes
around epistemology, ethics, moral and
political philosophy, posits ‘moral, cultural,
and spiritual ends and values invite
substantive and not merely instrumental
deliberation, and that some individuals are
more penetrating judges of these questions
than others’ (Hamilton, 2009) – which we refer
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to as the ‘elite’. Therefore, since populism
operates antagonistically with a dominant
force, we can distinguish elitism as said
dominant force since ‘populism rejects
critical authority’, the very basis of elitism.
Pierre Bourdieu acknowledges that in
consuming art, ‘a work of art has meaning and
interest only for someone who possesses
the cultural competence, that is, the code,
into which it is encoded’ (Bourdieu, 1984,
pp.3) and thus, is a function of knowledge.
Bourriaud cites Bourdieu, identifying the
art work as a space ‘defined by power
plays’ (Bourriaud, 1998, pp.26) determining
its relationality, as it ‘presents a “system of
differential positions” through which it can be
read’ (Bourriaud, 1998, pp.27). This ideology is
shared by Arthur Danto, who famously wrote
‘to see something as art requires something
the eye cannot descry- an atmosphere of
artistic theory, a knowledge of history of
art: The artworld’ (Danto, 1964, pp.580).
However, elitism permeates art on multiple
levels; institutionally, impacting artist status;
between artist and audience; and in an
art form itself; thus reflecting hierarchical
structures within society. But perhaps elitism
is the ‘necessary evil’ of the artworld.
SO, WHO IS IT FOR?
Bourriaud (1998) claims relational artworks
indemnify spaces for missed encounters
and compensate for the void left by our
changing society by providing spaces for
communication and reflective thought, which
do ‘not transcend day to day preoccupations...

[but] bring us face to face with reality though
the singularity of a relationship with the world’
(Bourriaud, 1998). While on the other hand,
Laclau links the emergence of populism to
‘a crisis of the dominant ideological course’
or ‘general social crisis’, resulting from an
internal instability, which ultimately requires
neutralisation via an appeal to ‘the people’.
Laclau’s theory sees the inauguration of
relational art as a populist movement,
responding to a societal ‘crisis’ of restricted
specific and efficient ‘communication
zones’ (Bourriaud, 1998). This implies the
audience have a need for, and reliance
on the artist and thus, relational art.
WHO HAS THE POWER?
Art generally presupposes a relationship
between art, artist and audience in the
consumption of a work. To draw in Dickie’s
‘essential core’ or ‘presentation group’,
acknowledges a reciprocity and symbiotic
relationship between ‘presenters’ and
‘goers’, in which both the artist’s activity
and the presenters and goers’ presence
and cooperation are deemed ‘necessary if
anything is to be presented’ (Dickie, 1974).
Relational Artworks, however, request greater
investment from their audience, requiring
active participation in the constitution of
the work. Bourriaud (1998), Bishop (2004) and
Kester (2004)), all stress, along with many
artists, the essentiality of co-collaboration in
which the traditional hierarchical separation
of artwork, artist and audience is blurred.

WHAT ABOUT THE QUALITY?
Bishop’s 2004 critique of Relational Aesthetics
concerns the absence of a necessary
examination of quality, of the very inter-human
relations these works request to be judged
by. She deems Bourriaud finds this inessential
to the works aesthetic value as ‘all relations
that permit “dialogue” are… democratic
and therefore good’. She. suggests if we
focus only on the structure created by the
artist and what it elicits, and not the matter
of which the structure is comprised, our
judgement of both are limited in depth.
Aided by Laclau and Chantal Mouffe’s
theory of antagonism (or agonism), Bishop
acknowledges a functioning democratic
society or system must include antagonisms
and conflicts, in which unexplored politics
are debated, as ‘without antagonism there is
only the imposed consensus of authoritarian
order – the total suppression of debate and
discussion, which is inimical to democracy’.
I would argue that perhaps the discussed
levels of elitism and struggles are inherent
to the democracy, relationality, political
and interaction-prompting nature of these
works, wherein they determine the quality
and depth of the relations produced.
A FINAL WORD
Given the many ways that relational art can
exercise levels of elitism, for example, by
isolating particular groups or audiences,
because they do not have the necessary
knowledge or skills with which to access
or decipher works. and through the ‘power
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plays’ the art work encourages, it would
be right to ask whether such works can be
described as democratic? Or is it these
characteristics that make it representative
of real-life and our current society that in
fact make it democratic? There will likely
always be governing figures within society
and in our institutions, and varying levels of
education, for there are differing levels of
interest and access. However, I would argue
this necessitates and validates relational
art, as the paradox and contradictions of
the work appeals to a varied audience,
opening up multiple levels of interpretation.
Thus, if artworks evidence components of
our day-to-day lives and society, surely they
are achieving their aims by being ‘ways of
living and models of action within the existing
real’ (Bourriaud), as without these differing
levels the works would not be relational. As
Bishop explains, citing Rosalyn Deutsche:
‘conflict, division, and instability, then, do not
ruin the democratic public sphere; they are
conditions of its existence’). I believe that
the nature of relational art is intertwined and
inseparable from the artworld itself, causing
these works to tussle within the antagonism
of elitism and populism, and within capitalist
and hierarchal structures, which in turn
provides the possibility for democracy at all.

Catrin Wallace
As a Welsh person living in England, it has become
apparent to me how many misconceptions
about different cultures are perpetuated by
the media. I’ve found that a lot of people I
meet in England make strange assumptions
about Welsh life. Likewise, my perception of
English life has proven to be fairly skewed,
largely owing to the influence of characters
and ideas portrayed in broadcast media.
In my work, I have decided to take on the role
of Welsh Cultural Ambassador to Plymouth,
embracing and exploiting outdated stereotypes,
and educating the audience through the very thing
that gave them all these wild ideas, the television.
Through a combination of original footage,
appropriated video and text, I’m allowing the
audience a glimpse into Welsh life through the lens
of a real-life Welsh person. You may reconsider
the idea of a caravan holiday to Rhyl afterwards.
24
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Charlotte Barsby
For some the ocean is a beauty, for others a beast.
In my work I explore the physical, metaphorical
and psychological properties of human interaction
with water. Waves are exclusive physical
structures: once they have crashed they cannot be
reproduced. Similarly, fluid techniques of painting
give a unique outcome for each image, and I allow
them to be completely responsible for generating
the shapes, patterns and tonal variations. I am
aware that the ocean can dominate both the
human mind and physical body, and hence
scale is an important factor within my process.
Although my theoretical research concerns Chaos
Theory, fractals, ecology and environmental
change, when I am painting I want to allow the
image room to form itself in order to give the
most intense visual experience. My practice has
been informed by a number of artists, including
Damien Hirst, Katsushika Hokusai and Mike Lacey.
26
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Chloe Wright
My ambition as an artist is to generate
conversation. I aim to create artworks prompting
the viewer to discuss issues surrounding
feminism and gender politics, as well as instigate
conversation about wider societal issues. My
work uses a subtle satirical approach in order to
achieve this, and because of the focus on social
issues, the human form, portraiture and selfportraiture play a leading role.
I work primarily with photography, both analogue
and digital, and constantly push myself to learn
new photographic methods and techniques.
I’m an avid believer in equality. I don’t believe
conditions such as gender, sexuality, social class
or race should affect equality of treatment.
Notable Influences include Sarah Maples, Leland
Bobbé, Cindy Sherman, John Coplans, John
Berger, Susan Sontag, and Grayson Perry.
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Danielle Jenkins
Inspired by the natural environment and wanting
to explore the relationship between humanity
and nature, I have collaborated with the
landscape to record its trace. By temporarily
leaving the canvases on the beach for the sea
to wash over them to strip away the paint or to
add to them, it sparks the idea of a conversation
between humanity and nature. This conversation
is built on the basis of the damaging effects that
humanity is causing, due to environmental
issues such as climate change and pollution.
By placing the canvases within the natural
environment, it gives the suggestion that nature is
having its own say and answering back, by leaving
its mark or stripping away what has been put
there by humankind.
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Emma Dyason
In 1967, the American writer Richard Brautigan
wrote a short poem entitled ‘All watched over by
Machines of loving Grace.’ The poem’s account
shows humans living in harmony with technology,
where technology is both a loving and caring
gaze. I suggest that this is not the case in
contemporary life.
Our society is heavily reliant on technology
and social media, which claims to provide
connectivity around the world, while offering a
sense of privacy. However, with an estimated 5.9
million CCTV cameras in England (which works
out as 1 camera per 11 people) we are now being
monitored in a way that few would recognise
it as part of a healthy democratic society. This
work aims to challenge the current state of mass
surveillance that attacks the sense of privacy we
all feel we deserve, and draws attention to how
personal surveillance occurs in our everyday
physical and virtual lives.
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Grace Jackson
Within my work the fold is both metaphor and
formal obsession. It embodies notions of the
domination of a dreamlike self over an everyday
self, and is achieved through painterly rendering.
It also folds in the idea of romantic narrative
to demonstrate that the intention is not simply
decorative. The drapery manipulates the viewer’s
subjectivity, folding their thoughts into the
concept of the painting. The work is a dream that
folds in upon itself, the story bubbling just under
the surface.
The fold is a language, of which ‘red’ becomes
the translator. Connoting sexuality and eroticism,
together they create a depth both actual and
psychological. The caressing crevasses of the
surrounding fabric often create a ‘navel’, the
colour overpowering, allowing the nudity to
be subtle in its obviousness. I want my work
to become a link between the contemporary
eroticised nude and Renaissance aesthetics,
folding the past into the present.
Understanding the emblematic nature of the
‘fold’ enriches the concept behind my work, and
nestles it innately within Deleuze’s diagram of the
Baroque house.
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Hannah Giles
My painting concerns the relationship between
colour, psychology, and mental health. I work
mainly with acrylic on canvas or paper, but
lately I have extended my practice by using
Photoshop to translate my original source
paintings into digital abstracted geometric
versions. I am using this method to represent
dreams that are so emotionally challenging
they can be mistaken for memories of events
that have actually happened. This new method
is suggestive of dream-like states, and also
gives the viewer a greater imaginative scope.
In reality it was just a dream is a series of
images relating to ways the human brain
stores information, and how certain images
and emotions, can become imprinted as false
memories. This can be overwhelming for people
with certain mental health problems, where
distinguishing the difference between reality
and fantasy can become highly problematic.
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Hayley Booth
I use sculptural objects and images to explore the
connections between human activity, ecology,
the environment, and time. I am inspired by what
I see, then I bring these things back to the studio,
modelling the ideas. My focus is on investigations
of the natural world, revealing the profound
force exerted by humans and the environment
on one another, and highlighting how ecological
systems can exhibit traces of human damage.
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Helen Flaherty
Yellow is a powerful and emotive colour, a colour
that sparks huge emotional turmoil across every
inch of my body. I use this colour as a metaphor
through which to understand myself, delving
systematically into the darkest areas of my mind,
tapping into my psyche to understand the way in
which my mind and body react to situations.
Hetian Patel, Neha Choksi and Oliver Desagazan
have hugely inspired my practice. Their use of
performance to create an emotive reaction,
combined with the playful use of film, has been
decisive in refining the process leading to my
final piece.
Collaborating two contemporary dancers, Joel
and Lucas, has been important to the creation
of a powerful performance that presents an
emotional autobiographical answer through
space, ribbon and dance.
40
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Jamie Bennett
Architecture, and its properties, has always
interested me, and through my art practice, I
try to incorporate it into my work in one way or
another. In previous research, I have explored
the idea of form, light, and its effect on the
viewer, but recently I have been developing my
knowledge and understanding of particular
architectural movements, then linking this to
my practice. In my most recent project, ideas
of reflection and transparency encourage me
to create work that challenges the viewer’s
physical boundaries and perceptual ability. The
experience of seeing oneself reflected through
a change in colour of Perspex pillars, is intended
to cause the viewer to question momentarily
what is a reflection and what is physical reality.
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Jemma-Leigh Cuthbert
Throughout this project I’ve focussed on two
main forest spaces located in my home county of
Berkshire. I have explored my walks within them
and the spiritual and emotional connections I have
with them.
My work attempts to bring this experience to the
audience, recreating the landscape through my
eyes to reflect my own experience but also to
generate an new experience in the audience.
The large tree drawings have a story-book
illustration appearance, turning a natural forest
landscape into an enchanted fairy-tale in lifelike scale, something that has been part of my
imagination since I was much younger.
I intended for this work to bring the experience of
walking through nature to the viewer, by offering
them an opportunity to walk within a space
surrounded by drawings of trees.
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Jess Plowright
Devotion mixed with affection: a screen-print
series of self-portraits representing emotion
through colour theory.
Inspired by colour theorist and artist Charles
Webster Leadbeater’s ‘Meaning of colours’
chart, found in both ‘Colour in Art’ by John Gage
(2006) and ‘Thought Forms’ by Annie Besant and
Charles Leadbeater (1901), I have been exploring
the meaning of colour, and its connection to
spirituality and emotional states.
My practice has evolved from not only drawing
myself, but expanding and editing my drawings
through Photoshop and Screen-printing.
The exploration of colour through the selfportrait series is intended to convey the everchanging complexity of my emotions to the
viewer, yet allows room for each print to be
independently interpreted.
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Jessica Gould
“Everything you see is me! We all have layers.
We all do different things to represent ourselves.
My work, no, our work, is a celebration of our
connection. I AM ART. The geometric speech
bubbles are my voice, the sculptures are my body
and the liminal space is our shadow. The mirrors
are my question to you... Where do you see
yourself in my art?”
Throughout my work this year, I discovered my
alter ego Legion, and O for a voice like thunder!
is about showcasing our understanding of one
another. My art will always tell you a story, if
you’re willing to listen. I value art that comes from
a personal level, and because of this, it’s what I
aspire to in my own practice.
Legion and Jess
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Josie Conway
As an individual who finds the act of writing to be a
vital stress reliever, the power of text and the ways
in which we express our thoughts, feelings, life
experiences and anecdotes through the written
word has become of great interest to me.
Whilst analysing social media which is regularly
used as a platform for openly broadcasting
thought and emotion to one’s followers, I became
fixated on public expression and confessional
pieces of text.
Balancing contradictions in the variety of materials
I work with, I have created my own unique pieces
of writing inspired by a collection of personal and
relatable thoughts and experiences. Through
incorporating each with humour, I aim to not only
amuse my audience, but to also prompt thought;
drawing attention to the human condition and the
undesirable qualities of life.
50
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Catrin Wallace:
The Television: Domestic
Technology in the Gallery
Catrin’s thesis considers how the
broadcast media has influenced
contemporary art, and also the role of
the television monitor in contemporary
gallery settings.She focusses in
particular on the Korean artist Nam
June Paik, whose groundbreaking
contribution is discussed in this extract.

The first successful incarnation of the
television was introduced in San Francisco
in 1927 but it was not until the 1940’s that
television sets started to become a household
staple throughout the US and parts of Europe.
Nicholas and Price argue that this widespread
adoption established “a relationship in the
home which transformed popular culture
in these parts of the world” (Nicholas, J. &
Price, J. 1998: 76). However, the television
was not accepted into the home as quickly in
other parts of the world. In Japan, television
was consumed communally away from the
home “on street corners, in front of railway
stations and in parks and shrines – locations
that attracted large numbers of people.
Thus, TV in the mid-1950’s was something
like an open-air theatre” (Wasko, J. 2010:
540). Similarly, in Italy a domestic television
was a rarity in the 1950’s instead, crowds
would gather at bars, restaurants and even
churches to watch television. By 1958 – four
years after televisions were introduced
in Italy - it was estimated “there were on
average thirty viewers for each television
set throughout Italy” (Buonanno, 2008: 15).
In more recent years, the television has
started to fall out of favour, making way for
the next generation of viewing platforms:
laptops, tablets and smart phones. Live
television is quickly becoming a thing of the
past. With the introduction of services like
Netflix, Hulu and YouTube, infinite content is
at our fingertips and television is becoming
somewhat redundant, particularly with
younger generations. In early 2017, an Ofcom
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report stated that “viewing of broadcast TV
by children (four to 15 years old) and 16- to
24-year-olds fell 33%” (Sweney, M. 2017)
between 2010 and 2016. The television is no
longer the centre of the home. Carr argues
that the idea of a communal screen is vastly
outdated: “When it comes to the traditional
screen that families gather around, live
television is competing against a growing
array of self-selected content” (Carr, D. 2012).
However, if you were to walk into any major
contemporary art gallery, you would more
than likely come across at least one television
monitor. Like the public television displays in
Japan and Italy, the television set is now widely
used within the gallery, showing video art
rather than broadcast media. The television
has far greater impact than just being a
method of display. The sculptural qualities
and the physical presence of the television
are also hugely important. In his 1990 essay,
Television, Furniture, and Sculpture, Vito
Acconci – a pioneer of video art in his own
right - discusses the sculptural qualities of
the television set in the home, comparing the
television to a piece of art: “It couldn’t be sat
in, like a chair; it couldn’t be sat at like a table;
part of the console could, as a by-product,
function like a cabinet, for storage, but not the
TV part itself. Compared to other furniture, the
television set couldn’t be used, it could only
be looked at; it had the uselessness that one
associates with art” (Fifer & Hall, 1990: 128).
Even before the invention of the television,
art has been greatly influenced by the
media, particularly helped by the advent of

mass media production in the late 19th to
early 20th century – for example the use of
newspaper clippings as a collage component
in Picasso’s Bottle of Vieux Marc, Glass,
Guitar and Newspaper and Braque’s Violin
and Pipe, both from 1913, or the fragmented
images and text from magazines and journals
integral to Dadaist photomontage, like
Hannah Höch’s Cut with the Dada Kitchen
Knife through the Last Weimar Beer-Belly
Cultural Epoch in Germany, 1919. Just as
video artists embraced the television as
a way of capturing the social and political
zeitgeist, collage artists used newspapers and
magazines as a source of material – literally
using the object that brought them news
and entertainment. Using current events,
photos and dates to timestamp their work.
A refugee from the Korean war, Nam June
Paik studied art and music history at Tokyo
University before travelling to West Germany
in 1956. While continuing his studies in
Germany, Paik became involved with the
Fluxus movement, working with John Cage,
Joseph Beuys and video artist Wolf Vostell.
Already known for his work as an avant-garde
musician and composer, in the March of 1963
Paik held his first solo exhibition: Expostion
of Music – Electronic Television (the title
suggesting Paik’s progression from music to
television) at Galerie Parnass, a gallery in the
private residence of architect, Rolf Jährling.
From basement to attic, almost every room
of the house was filled with Paik’s work and
was opened to the public, featuring pianos,
record players, radios. This exhibition is widely

acknowledged as the first to feature modified
television sets. Such is the significance of
Paik’s work that Dieter Daniels argues that the
inclusion of the television sets “made 1963
into zero hour for the history of video art”
(Rogers, 2013:127) despite no video equipment
actually being used in the making of the work.
It would be later, in 1965, that Nam June Paik
would venture into video work. If legend is
to be believed, Paik bought one of the first
Sony Portapak’s available in New York, which
he then used to film the commotion caused
by the papal procession on Madison Avenue
from a taxi while stuck in a traffic jam. Because
the Portapak was able to input directly to a
television monitor, that afternoon Paik showed
his twenty minutes of footage to friends at
Café au Go-Go in Greenwich Village on a
cathode ray tube set. Thus, video art was
born (Rogers, 2013; Meigh-Andrews, 2014;
Hölling, 2017; Walther, 2000). Though the story
is widely disputed, it cannot be denied that
1965 was the year video art came into being,
particularly helped along by the introduction
of the Sony Portapak. The portability and
accessibility of the Portapak opened up a
world of possibilities for artists like Paik, with
curator John Hanhardt identifying its release
as a pivotal moment by “placing the tools
of the medium in the hands of the artist”.
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Lucy Gunningham
My intention is to provide an experiential
installation which is both personal and collective,
creating a range of sensory and emotional
experiences through contrasting light and shade,
individual experience and awareness of others,
provoking feelings of apprehension, excitement
or intrigue.
My work focuses on how people view the world,
as I am fascinated by experience and the varying
responses different people can have to the
same situation. Currently, my work is informed
by Minimalism, and focused on the audience’s
perception of space and how a room creates
varying feelings of spatial awareness. I attempt to
create the illusion of space through light, lines, and
reflections; how the audience experience space
and how they relate it to themselves is crucial.
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Madeline Childerley
Compound
I work with the documentation of trace to initiate
thinking of how mental illness has affected me
on the average day, with a focus on sharing
personal struggles such as my relationship with
my body and obsessive-compulsive disorder; I
use trace to enable discussion without using an
illustrative approach.
My body features in all my work, often as a visual
aid, and is heavily involved in the processes I
have chosen. These are frequently repetitive and
tedious, such as hand stitching, rubber mould
casting and dripping wax, to mimic the dull
repetition of ritualistic behaviour.
By revealing such personal details, the audience
becomes voyeur to my confessions, intruding
upon my personal thoughts and anxieties, such
as intrusive thoughts in the mind of someone with
OCD. In my participatory works, the audience are
given an experience of another’s mental wellness
that perhaps differs from their own, but is perhaps
also surprisingly similar.
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Magdy Rozeik
Having been raised a Catholic, religion has
played a significant part in my development and
Christian art has influenced my creative work.
Consequently, religious themes run through
my creative work, even if they are not always
obvious, such as in my current project, which
considers notions of escape from reality.
Painting has been a potent feature of Christian
iconography, especially in the medieval and
Renaissance periods, in which works such
as Michelangelo’s Sistine Chapel frescoes
played a significant part in both the history
of Christianity and the history of painting. I
choose to work mostly with paint because
it allows me to contribute to that history,
keeping the tradition alive, while refreshing it
for use in a contemporary environment. For
me, the spiritual aspect of religion has some
connection to notions of the sublime – the aweinspiring mystery of the world. My recent work
positions the sublime ironically, to speak of the
difficulty and distance of the religious world.
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Marian Arnott-Weeks
This body of work is concerned with transience
and timelessness, the momentary and the eternal.
Taoist philosophy is an influence. The underpinning
concept is that of constant mutability.
We observe an ancient rock-face and describe
it as “timeless.” We see morning mist and know
that it will soon evaporate, yet both are part of the
perpetual flux of all that exists.
I am attracted to wild, sea-battered islands, where
I find compelling examples of this ebb and flow,
especially close up. Those timeless rock-faces fall
piece by piece into the sea below where they are
wave-beaten into sand and again compressed into
rock; ageless moors shift continuously as peatbrown rivulets daily change their course.
Such places raise both my ecological awareness
and my appreciation of humanity’s symbiotic
relationship with the environment. My art
continues to be experimental in that I am still
exploring ways of sharing this with others.
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Mia Evans
Write. Rub. Roll. Rinse. Repeat.
A series of movements stimulated memories for
me whilst cleaning out my late Dad’s builder’s
van. It’s a process I’ve come to live by this year in
producing my own felt. I was promised £5.00 for
completing this chore, which consisted of being
enveloped in a tool-infested, sawdust-settled
space, with tea breaks and chatting every 20 or
so minutes – the reward of the £5.00 was often
not received. Despite the unpleasantness of
the job, it’s a memory I am happy to look back
on in the making of this piece, for which I’ve
drawn influence from Joseph Beuys, a prolific
user of felt, and an array of perfumers including
Jo Malone and Roja Dove. My final piece is a
commemorative work in homage to my Dad.
Scented with personal associations, the audience
is encouraged to enter and take a whiff.
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Polly Irish
Folk stories and music have been interwoven
in English history for many centuries, with new
interpretations being made of both tunes and
stories. I am exploring this reinterpretation of
stories through the means of music composition,
sound, illustration and installation to give the
audience a sense of attachment to these different
pieces. With each piece having the musical
transcript as well as the story, the audience
can consider how I have interpreted them, and
how the two relate, although as each tune has
a different title to the story itself, they can also
bring their own interpretations to the work.
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Poppy Attwell
This work deals with the sensitive subject of the
Holocaust. My practice involves reinterpreting
histories and my aim is to seek an emotional
response from the viewer. My work is centered
around my personal motives and those I
care about, and / or people whom I believe
deserve to be commemorated through my art.
Although the Holocaust didn’t overtly affect
me, my Grandfather was part-Jewish and Jewish
history is something that interests me.
Deeply immersing the viewer in my work is
important to me, and I have therefore created a
large installation piece that the audience must
directly interact with. I want the viewer to question
the concepts behind the work, and specifically to
consider the preconceived decisions and strategic
planning that the Nazis made during the Holocaust.
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Rachael Aylmore
At least my dog loves me
Rather than an artist, I see myself as a facilitator
that explores dialogue and participation through
an artist practice. My practice is inspired by the
work of Claudia Capocci, Peter Liversidge and
Ciara Philips and their focus on participation and
engagement in conversation. My practice employs
workshops that use stitch as a tool for wellness
and generating conversation, whilst aiming to
address the positive and even humorous side of
the everyday mundane: that uninspiring spark that
allows each and every one of us to get out of bed in
the morning and tell ourselves... We are doing okay.
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Rai Burroughs
I use real life as inspiration to create socially
engaged works about everyday issues, and am
currently exploring conversations around death.
A child-like excitement and curiosity about
mundane objects draws me to use overlooked
objects to symbolize issues and to create
interactive, performative and sculptural works.
This body of work, Contact, uses hair and
archaic technology to explore nostalgia, the
way we remember deceased loved ones and
how we have conversations about mortality.
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Shannon Moles
Shift The Pendulum
As a strong advocate for restoring our planet’s
health, my project focuses on the devastating
effects we as a species have caused, particularly
focusing on the state of our oceans and coral
reefs. Using research and data to establish how
we have reached such a critical point, I aim to
bring these issues forth through a number of
visual concepts, in the hope that the public
will relate to them, and understand that urgent
change needs to happen. Although many of us
are currently tackling issues across the globe,
I hope by putting it in the spot light as much as
possible we can create a greater movement,
sparking new solutions and projects to reverse
the planets plight and ‘Shift the Pendulum’.
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Veronica Skerrett
Memory, Experience, and Material have together
become a platform to build my practice on.
Lying somewhere between textile, sculpture,
and installation, my work responds to human
emotion and experience and attempts to:
Challenge Memory | Trigger Experience through
the senses | and Manipulate Chosen Material.
Exploration and experimentation with material play
an important role in the process of working. Using/
re-using is a key component. In order to transform
and give it new meaning, materials are selected
for their appropriateness, although the response
to their attributes may be in a contradictory
manner, to continuously test the possibilities of
Manipulation, Juxtaposition, and Repetition.
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