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Project proposal 
Section 1: Review 

I started Foundation with an existing practice rooted in drawing and 
physical exploration of the world, via walking, particularly in the 
Kent countryside. Through FAD I have broadened my experience of 
working with a range of media and come to understand my physical 
relationship with materials is vital. I like to think with my hands, 
physically moving and investigating things in three dimensions. This 
has lead to my choice to pursue a pathway in sculpture with a 
supporting pathway in Fine Art. 
 
 I am keen to continue to build and expand my 3D skills through this 
project. I have also come to better understand the themes and areas 
of philosophical inquiry that drive my practice. This centers around 
a 'phenomenological' investigation of the organic world we exist 
within, at a time of ecological crisis. I am influenced by the 
writing of Merleau-Ponty and a lineage of work stretching from the 
Neo-concretists in 1950s Brazil to the contemporary work of Ernesto 
Neto and Olafur Eliasson. 



Project proposal 
Section 2: Project Concept 

In a pixel-thin world, I believe in the inconvenience of physical matter. For my FMP I 
want to enter into a dialogue with my materials through play. As Merleau-Ponty writes "I 
am conscious of the world by means of my body". A physical interaction between body and 
material. Touch, feel, push, poke, drag, drop, hang, stretch, squash. The actions of a 
scientist? an artist? a child? 
 
Drawing on theories of phenomenology and play in early childhood development, I will 
explore the potential of my materials to inhabit new forms and possibilities. I will 
work with plaster for its strong interaction with gravity as it changes state from 
liquid to solid. I will experiment with paper pulp and metal armatures as a way of 
making larger lightweight pieces that may offer possibilities for audience interaction. 
I am inspired by the work of Bartusová, Barlow, West and Hesse and how they imbue their 
work with a sense of physical potential. In 2D I will explore the material of paint as a 
substance, in particular oil and acrylic for its malleability. I will investigate how my 
3D work can inform my 2D work and possibilities for interaction between the two lines of 
inquiry. 
 
Through play, I am deliberately engaging in an unpredictable and experimental process to 
generate creative possibilities. Through this a 'final form' may emerge, a physical 
interaction with the audience may be elicited or the work may become more about the 
performance or documentation of the process. 



Project proposal 
Section 3: Evaluation 

I will use ongoing personal reflection on my investigative work, 
particularly using stream of consciousness writing to guide my project 
forward. I will engage peers for critical feedback both informally and 
formally via crit sessions, this will be vital for testing 
possibilities for audience interaction.  
 
I will evaluate the overall success of the project based on the level 
of confidence I feel in working with these materials that I can take 
into my ongoing practice. I will also consider how successfully I 
manage to navigate from quite an abstract and theoretical underpinning 
with much uncertainty to a cohesive physical outcome. Lastly I will 
observe audience response to my work. 
 
I shall also consider whether I manage to navigate the uncertainty and 
fear that can be inherent to the creative process with a feeling of 
lightness that reflects the spirit of play that I seek. 



Context: 

1	 Understanding and application of 
subject knowledge, and 
underlying principles 

My work is about physical interaction between the body and 
the material world. In a society increasingly mediated by 
digital screens and recovering from the pandemic, physical 
touch and the material has taken on a heightened meaning. 
 
I have chosen to work with play as a methodology drawing a 
connection between Merleau Ponty’s theory of 
phenomenology – the body as a site of perception -  and the 
way that children physically explore the world through play. I 
am interested in going beyond the rational and using play 
and the body as alternative ways to generate knowledge. 
 
In this sense my work responds to a lineage of artists who 
were influenced by Merleau-Ponty, particularly the Neo-
Concrete artists such as Helio Oiticica and Lygia Pape and 
contemporary artists such as Olafur Eliasson.  
 
	 



Context I: The physical experience of matter. Considering the role of materiality in with 
materiality and created physical encounters. The growing interest in ASMR (Autonomous 
Sensory Meridian Response) content suggests a need for sensory stimulation.  

Visiting ‘Weird Sensation Feels 
Good’ at Design Museum, 
London, a show exploring  the 
online phenomena of ASMR –
content which provokes an 
‘Autonomous Sensory Meridian 
Reponse’ in the body. 

My reflections on the show … 
ASMR as a need for friction: 

My drawings from ASMR videos at the show.  

My sculptural 
forms interacting 
with the physical 

environment. 

MATTER 



Context II: The Body. Considering how other artists have engaged with the idea of the body 
as a way of mediating space / perceiving world. Reflecting on my own navigation of space in 
relation to Merleau Ponty’s proposition of the body as a site of perception.  

“The body is our general medium for having a world.” 
 

“We know not through our intellect but through our 
experience.” 
 

― Merleau-Ponty, Phenomenology of Perception 

‘Le Diviseur’, 1968,  
Performance in Rio de Janeiro, 
Lygia Pape 

My writing and 
photography exploring 

my own movement 
through space. 

BODY My construction of wire 
armatures using the 
contours of my own 
body. 



Context III: Other ways of knowing. In a society largely shaped by rational thought I am 
interested in alternative modes of generating knowledge. Like the Neo-concrete artists, who 
were also influenced by Merleau-Ponty, I seek to go beyond rationalism. I embrace play as a 
methodology, inspired by how children physically explore the world through their bodies. 

Visit MUVIM, Valencia, an experiential 
exhibition charting the shift of Western 
European thinking from a faith-based 
knowledge to one of scientific investigation and 
rationalism. My work considers the limitations 
of a mechanical rational worldview rooted in 
Enlightenment thinking. 

“Rationalism robs art of its autonomy and 
substitues the unique qualities of art for 
notions of scientific objectivity” 
 
“Neo-concrete art reaffirms the 
independence of artistic creativity in the 
face of objective knowledge (science) and 
practical knowledge (ethics, politics,industry 
etc.)” 
 
The Neo-concretists cared about  what they 
called the ‘eye-body’ not the ‘eye-machine’ 
 
Neo-concrete manifesto, 1959 
 

“Play has no extrinsic goals.” 
― Mandy Andrews 
 
 
“Play is indeed the child’s work” 
― Susan Isaacs, 
( from studies of children in the 
1920’s and 1930’s) 

‘Feelings are facts’, by Olafur 
Eliasson  at Ullens Center for 
Contemporary Art, Beijing, 2010, 
 
There is a lineage of 
contemporary work which 
continues to investigate 
‘knowing’ through the body. 

PLAY 



Research : 

2	 Identification and investigation of 
varied primary and secondary visual, 
academic, ethical and cultural 
sources 

My research started with reading Merleau-Ponty's text 'The 
Phenomenology of Perception' over a number of weeks, which made 
me more conscious of my bodily perception. It prompted me to write, 
make drawings and take photos as I thought more about the interface 
between body and world. 
 
Conducting material research through experimentation and play has 
been key to my work.  I have looked to the interactive work of Franz 
West and Helio Oiticica as I have sought to extend this dialogue of 
play to the audience. Looking at Oiticica taking his fabric ‘Parangolés’ 
out of the gallery and into the favela in Rio de Janeiro particularly 
influenced my drive to take my work into everyday settings. 
 
More broadly I have considered connections to American Action 
Painting, the documentation of Gutai artists’ work, the performative 
nature of work by female artists such as Rebecca Horn and 
Rosemarie Castoro and the broader philosophical position of my 
work, investigating beyond the tradition of Western enlightenment 
thinking. 	
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Research I: Material Play. As per my proposal playfully exploring the potential of plaster 
to inhabit different forms, inspired by the work of Maria Bartusova and Eva Hesse, 
particularly her small scale studio experiments. 

My experiments in casting with 
different materials including 
clay, tights, egg shells condoms 
and strings. 

Setting up a small-
scale ‘aerial assualt 

course’ for plaster, 
inspired by Eva 

Hesse’s work. 



Research II: Exploring perception of the body through the wind, responding to medieval ideas 
of the wind. Ultimately I dismissed this approach as too illustrative, however the gestural 
methodology I discovered related strongly to my proposal and I carried this forward. 

My reflective writing 
considering the wind as a way 
we perceive our body. 
 
My drawing of wind cherubs 
from ‘Venetie’ by Jacopo de 
Barbari, 1498-1500, at The 
British Museum. 

Using physical, gestural mark-making, working in ink and 
chalk pastels. Ultimately I found this work unsatisfactory – that 
it felt somehow closer to illustrating an idea and was more 
caught up with the image. However starting to work more 
physically, with my hands and body involved and at larger 
scale felt like a step towards to my project’s goals. 



Research III: Thinking about how children navigate the world through physical interactions 
and play. Using abstract prompts for my painting and modelling and discovering this to be a 
fruitful way of escaping from the tyranny of ‘image’.  

Revisiting one of my favourite childhood books, 
focused on physical concepts in material 
space  and using this to prompt material 
explorations in clay, plaster and paint. 

My work in plaster to 
explore the idea of ‘over 
and under’.  

Considering colour 
and its relationship to 
play. Working with 
primary colours to 
connect with child-
like play.  
 
However primary 
colours felt heavy, 
and dark, leading to 
my decision to work 
with pastel tones. 

Lego, named from 
the Danish for ‘play 
well’, chose simple 
inorganic colours for 
their ability to 
facilitate play.  

My painting responding to prompts on canvas and 
paper, (‘Wide, Narrow, Under, Over’) 

Exploring Kandinsky’s geometrical forms in pastel tones.  



Development of Creative Practice : 

3	 Skills to enable the realisation of 
ideas, appropriate to creative 
practice. 	
 

I have taken a conceptual approach, centered on phenomenology 
and play and used this as a vehicle to explore different material 
possibilities. I have worked in plaster, developing a confidence and 
understanding of a new medium, in particular through increasingly 
experimental casting methods. I have developed new skills 
working with hand tools, wood and metal to facilitate these 
experiments. 
 
Working in paint, I have experimented with different application 
methods, working with the body and working on different surfaces 
and scales. 'Painting' is something I've previously had a huge 
mental block around and engaging in this novel approach I have 
found a way to start to understand paint as a material and begin to 
form a relationship with it.  
 
As the project has progressed I have selected materials 
appropriate to my intentions and in particular have developed a 
range of sculptural forms, supported by sophisticated wire 
armatures that have meaningful interactions with residues of my 
performative actions in paint. 



Creative Practice I: Working at large scale with paint. Exploring possibilities of different 
tools for mark-making, embodied gestural marks making use of full range of motion of body. 
Working in parallel on a wall and floor piece, moving between the two. 

Using a large brush on a bamboo 
cane to create large scale marks. 

Working from abstract prompts, 
drawn from a face-down pile. 

Layering up colours, rotating the 
piece to work from different angles. 

Adding white to break up the 
density of marks and colour. 

My first time creating a large scale 
work. Though I started to 
understand the physicality of 
working at scale, I still felt very 
caught up in my head. 



Creative Practice II: Developing larger scale experiments with plaster, seeking to provoke a 
stronger sense of gravity and greater kinetic potential in my materials. I would like to 
develop this work further, working with more elastic material to get more of a globular 
stretch and to work at even larger scale.  

My initial drawing for the aerial ‘gravity 
casting’ 

I was very pleased 
with the organic 
quality of these 

forms. I enjoyed the 
balancing act and 

sequential pouring as 
cells threatened to 

merge together.  
It spoke to me of 

some kind of 
interconnectedness 

of forms and 
ecosystems. 



Creative Practice III: Developing new skills working with hand tools and being sensitive to 
the physical experience of making in this way. From this an important idea emerged regarding 
measuring in relation to the body, exploring the infinite lines around the human form. 

Measuring wood lengths relative to my body. The frame constructed to support my casting. 

Working with hand tools and my body, to act on the materials and 
transform them. 

I felt very conscious of bodily observations while  making the 
wooden frame. I documented the experience through 
photography and drawing.  
 
The idea of exploring the infinite dimensions and 
measurements around the human form emerged. This relates 
to Merleau-Ponty’s writing around the intentionality of the 
human body and its relationship to surrounding space.  



Problem solving : 

4	 Solve problems and adapt to 
unforeseen challenges in the 
realisation of creative practice 

I was keen to explore direct audience interaction but felt the 
possibilities were limited working in plaster. Looking at the work of 
Helio Oiticica and Franz West helped me choose to work with the 
more tactile and robust material of papier mâché. This material was 
also more conducive to working at a larger scale, which could relate 
to the human body and ultimately led to my work in public settings. 
 
I have grappled with the question of what is meaningful and truly 
playful interaction. Though the imagery of my classmates' interaction 
was seemingly strong, the process felt voyeuristic and intrusive. In 
later interaction I have left out the camera or sought interaction with 
inanimate settings. I do however like my self-portrait photography 
showing bodily contact with the pieces, as I have more agency over 
the image. I would like to further explore documenting bodily 
interaction, through collaboration with others and giving them agency 
over making the image. 
 
Lastly while working in paint, I drew inspiration from Phyllida 
Barlow’s series ‘Nightworks’, a series of small sculptures made in the 
dark. This lead me to work blindfolded, as a way to engage in a more 
physical and gestural approach not dominated by image. 
 



Problem Solving I: Working in paint I was conscious of thinking a lot, considering the 
image, the whole, rather than exploring the physical possibilities of paint. Reading about 
Phyllida Barlow’s ‘Nightworks’, a series of small sculptures made in the dark, I decided to 
explore painting while blindfolded. Removing sight as a deliberate strategy to engage in the 
physical process.   

I used my hands and rags to throw and apply paint . I chose to 
work on unprimed canvas for its quality of friction and durability 

I applied paint blindfolded, working in 4-
minute intervals with a single colour. 
During that period I was isolated in 
space and time just present through my 
body with the canvas, 

Exploring the material possibilities of the 
residues of painted materials – in 
particular the energy of draped, tangled 
painted strips. 



Problem Solving II: Inspired by the work of Helio Oiticica and Franz West I was keen to push 
towards work that could allow direct audience interaction and continue the dialogue of play 
developing ideas for papier maché which would have visual appeal.  

Franz West, Woman 
with an Adaptive, 
Vienna, c. 1975 
Photo by Cora 
Pongracz. 

Helio Oiticica, 
P15 Parangolé 

Cape 11,  
Embody Revolt 

worn by Nildo of 
Mangueira, 1967 

I was concerned that working in plaster 
limited my possibilities for direct audience 
interaction – plaster is inherently fragile and 
I wanted to work with a material that 
facilitated safe, uninhibited play by the 
public. I decided on papier mache as it is 
robust and lightweight.  My drawings for pieces intended to be intriguing, lightweight  

and interactive. 

Considering the 
idea of ‘Carnival’ – 
a place of play and 

ceding control. 
 

  Looking at  
connections with 

cotemporary work 
by Hew Locke. 
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Problem Solving III: Inviting classmates to interact with my lightweight tactile pieces.  
Though seemingly aesthetically successful, it felt voyeuristic and intrusive and that the 
presence of the camera changed the nature of the play itself. I used extensive reflective 
writing to understand this and determine my next step, to focus on public settings. 
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Planning, progress and production : 

5	 Management of own learning and 
progress through active reflection, 
negotiation, planning, self‐direction, 
subject engagement and commitment. 	
	

I have actively managed my time balancing the demands of the FMP, 
a part-time job and being a student rep.  
 
I have planned to undertake big, messy activities that I simply could 
not conduct at home on my allocated studio days. 
 
I have planned production and outdoor documentation of papier 
mâché around good weather. 
 
I have used my journeys to and from college to actively reflect on my 
work, often gauging public reactions, evaluating how the work feels/
responds to different settings and engaging in conversations with the 
public. This has helped me to understand the work better and to 
refine how I communicate about it. 
 
I have used written reflection extensively to both document methods, 
physical sensations/associations and to draw out meaning and 
connections with my academic research. 
 
 
 
 



The early stages of my project focused on material research and 
play through working with plaster and paint. During this time I 
also read widely and visited a broad range of exhibitions and 
museums, some of which came to directly inform my work, but 
others of which I discounted.  At an interim peer crit session I 
received positive feedback regarding my intention to move towards 
working in papier mâché as a way of making work that facilitated 
more physical interaction with my audience. 

In the latter stages of my project my focus has shifted towards 
production and exploration of my papier mâché forms. This has 
included taking them into public settings and inviting interaction 
with a range of audiences. During this time I have grappled with 
what form my work should take in the gallery environment. I have 
conducted further research regarding presentation particularly 
at Tate Modern to inform my thinking and work in this area. 



Progress I: Wire armatures. I tested out working with chicken-wire, but found the material 
quite harsh and industrial. Instead I developed a methodology for developing aramatures in a 
free-form manner from a single wire, working from the body.   

elbow 

Using my body to 
shape the 
underlying form. 

My calculations to 
work out length of 
wire used in armature 
= 34.5m in total. 

I enjoy the visual quality of the wire armature in itself, particularly 
when working only with a single wire. In some ways it feels akin to 
drawing. I’d like to do further work to explore these structures, but for 
this project I felt leaving any of the structure exposed would detract from 
my aims of making tactile, safe to handle pieces. 

I deliberately thought about making my pieces ‘hand-sized’ so they 
could be easily gripped and picked up, to facilitate interaction. 



Progress II: Selection of organic materials to enhance the meaning of my work. Planning my 
work around weather to accelerate drying times. Refining the final layer of my pieces to 
create a more visually unified form, desirable in itself and also to create stronger 
photographic documentation. 

Working with the free newspapers given away on the streets of London, gives the 
work a democratic quality and helps it relate to the public environment and the 

street. I feel a strong sense of digestion of the public atmosphere that surrounds 
our bodies in my pieces. I think the humble, easily understood material helps 

audiences relate to the work when they interact with it  

Working with traditional flour 
and water papier mâché, 
using salt as a preservative. I 
chose to work with organic 
materials to strengthen the 
relationship to the body and 
as a more environmentally 
sustainable material. 

Planning around 
weather allowing me 
to work outside and 
accelerating drying 
times. 

I selected small text ‘body copy’ from the 
newspaper and used this for the final layer. 
This helps create a more visually unified 
form – not broken up by photos or adverts. 
I had considered painting the forms but I 
prefer this solution as it retains the 
material qualities of the pieces. 



Progress III: Production of muslins. I wanted to produce more coloured muslins to use in 
combination with my sculptural forms. I could have simply dunked the muslin in the relevant 
colour but instead I worked playfully, exploring different physical techniques for applying 
paint so that ultimately the materials carry the residue and energy of the physical action.   

Working at large scale on cotton 
muslin layed over paper. Continuing 
playful exploration and process, using 
a paintbrush suspended by string. 

Working with painted soaked muslin to 
apply paint to the surface. 

Marks carry the energy of the process and 
the spirit of play.   

Residual 
paper 
may be of 
use for 
further 
work. 

 Considering the canvas as “an arena in 
which to act”, as described by the critic 

Harold Rosenberg in his 1952 essay “The 
America Action Painters’ regarding the 

work of artists such as Jackson Pollock, 
Willem de Kooning and Franz Kline.   



Evaluation and reflection : 

6	 Taking active responsibility for own 
learning, development and decision 
making using critically evaluative and 
reflective skills 

I have used stream-of-conscious writing to question and investigate 
my work and in particular to understand the deeper meaning of my 
instinctive reactions. I find writing a dialogue with myself … Why 
this? Why that? and answering in response, is a powerful way of 
understanding my feelings towards my work. 
 
I document the practical steps in my work and find this naturally 
leads to reflecting on the decisions I have made, this often helps 
illuminate and unpick new discoveries, which may have emerged 
from a quite instinctive place. This helps me identify them and hang 
on to them for future work. 
 
I have improved my record keeping during the FMP keeping records 
with dates, which has proved useful in keeping track of a much 
larger, evolving project. 
 



Reflection I: Observing reactions of public, discovering how contact with a surface 
activates the forms, identifying through written reflection the importance of these forays.  

I particularly enjoyed the clash of my playful, absurd form with the ‘We Work’ logo. I would like to do further exploration of my forms in office 
environments, in particular as this relates to my personal experience working for many years in a corporate environment. 



Reflection II: Exploring interaction with more diverse audiences. Identifying that I care 
deeply about making my work accessible to a broad audience, but that ultimately the 
intention of my work drives my decisions. 

Display in a visually appealing way, 
with some context. Following my 
previous experience I chose not to 
take photographs of audience and 
found play occurred more freely. 

Interaction by Glenn, a neurodiverse 
individual. We used writing to help 
our communication and lower 
photo by him, at his request. 

Interaction with 
neurodiverse group 

‘Books Beyond 
Words’. Photo taken 

at suggestion of 
Glenn and after I had 

checked the 
consent with the 

tutor. I took written  
notes on 

interactions, and felt 
far happier with my 

decision not to 
photograph the 

audience interaction. 
Absence of camera  

facilitated a far freer 
version of play. 

From prior experience 
working with 
neurodiverse adults I 
could identify ways to 
make my forms more 
sensorial for this 
audience. Though I 
value making my work 
accessible to a broad 
audience, I realised that 
ultimately this could lead 
to a path more akin to 
the design of sensory toys, which is ultimately not what my 
work is about. 



Reflection III: Throughout my project I have used reflective writing to analyse and 
understand my own work and identify the next step forward. I also find it useful for drawing 
connections with different sources and artists’ work. 

Reflecting on my aims working in paint. 

Reflecting on my 
use of specific 
newspaper text– 
feeling connection 
to the current 
political climate 
we exist within and 
my pieces acting 
as some kind of 
bodily digestion 
of this.  
 
 
 
Drawing 
connections to 
broader organic 
themes that 
interest me. 

My drawings of mycelium activity. 

Reflecting 
on the 

broader 
political 
aims of 

my work. 



Communicating and Presenting a Creative 
Practice : 

7	 Communicating and presenting a 
creative, individual or collaborative 
personal practice. 


I have chosen to use materials that enhance the intentions of my 
work: organic materials that relate to the body and newspaper as 
a democratic material that relates to public interaction and the 
political climate we exist within. 
 
I have heavily explored possibilities for presentation and 
interaction with my work, in multiple public settings and through 
physical interaction with a diverse range of audiences.  
 
My conclusions from this exploration is that I value opportunities 
to facilitate playful interaction in public settings outside of the 
gallery. However my experience of the distorting effect of the 
camera on play, leads me to conclude that seeking direct 
interaction in the artificial environment of the gallery may offer 
limited success and not be a strong translation of the spirit of my 
work.  
 
Instead I have chosen to pursue a playful installation, resolved 
onsite in response to the gallery space, which offers a strong 
material and physical experience for the viewer 
	



Presentation I: Testing my pieces in different settings has directly informed my decisions 
about gallery presentation.  

Why not just show photos? 
-  Because the work is about 

physical matter.  
-  I want the audience to directly 

experience the material 
qualities of the pieces and 
provoke a physical experience 

-  Looking at documentation of 
Gutai artists’ work at Tate 
Modern, I have a strong 
feeling of being distanced 
through space and time from 
the work. I want to give a 
more immediate experience. 

Why not direct audience 
interaction in the gallery? 
-  Because I want greater control 

of the physical experience and 
presentation of the work 

-  Because ‘the gallery’ is also a 
strange artificial setting and not 
necessarily conducive/ 
representative of free play  

-  Because I want to see if the 
work can speak clearly enough 
without relying on direct physical 
interaction. 

A strong surface/plane can activate the forms, as can shadows 

Relationship to body is vital 
can be evoked through direct 
contact, or occupying the 
space of the body, eg seated 
on sofa.  
 
Tangle of forms and colours 
visually exciting. Feelings of 
chaos, energy, lifeforce – all 
qualities that I seek in my final 
presentation. 

Looking at how other artists have used specific 
settings to activate their work – eg. Phyllida 
Barlow’s use of the domestic setting. 



Presentation II: Considering options for a gallery installation. 

Suspended alone, I 
liked the multiple 
viewpoints but form 
felt inert, lacking 
activation of a plane. 

Wall-mounted and 
suspended, I like the 
possibility to walk between 
the forms, feel your body 
in space between them. 

Use of chair creates strong 
feeling body equivalence 
and references in some 
way my exploration of 
other settings. 

Wall-mounted, at body-height, the protruding forms create strong feeling of 
bodily equivalence, a physical echo. The lightweight forms hang securely 
from screws against the wall, giving a feeling of living encounter with the 
surface. The white wall creates a strong visual contrast. Forms spread over 
c.150cm, provoking movement in viewer and multiple viewpoints through 
tangle of painted residues. Coloured muslins carry life-force, energy, the 
residues of performative actions in paint, draped with the action of gravity 
shaping their forms.  My only concern with this approach, is that it doesn’t 
look too static and take on the demeanour of a pinned down butterfly/ scientific 
specimen. The forms aren’t pierced which helps avoid this analogy, but this is 
something to be aware of in the final installation. 

Looking at Phyllida Barlow’s work, in particular how her work occupies space, 
protrudes and makes the viewer very physically active in their perception of 
the piece – giving a very physical experience, dialogue with viewer. 



Presentation III: ‘A Matter of Play’ an installation of sculptural forms and painted 
residues. Final configuration to be determined on site in response to the space. If space 
allows a short series of photographs of work in a public setting to be shown. 

Use of strong lighting to highlight materiality of the work and to 
animate the installation through strong shadows. 

I expect the final installation of the work to be largely wall-mounted against a white wall, at body-
height, to create a strong physical dialogue for the viewer.  
 
I will reach the final configuration through a process of playful installation responding to my 
allocated space in the gallery and continuing the spirit of my overall project. I think this is 
conceptually the strongest approach and will retain a fresh, energetic and dynamic feel. I may 
decide that to achieve this effect I need to reintroduce suspended or floor-based elements. I have 
highlighted this on my exhibition proposal and will come prepared for this possibility. 
 
Materials: Wire, flour, salt, newspaper, cotton, acrylic paint.   Dimensions: 190 x 150 x 50cm (HWD) 
 



Final Evaluation General Comments 

I am thrilled with how this project has evolved and that I have reached some work that feels deeply 
connected to who I am and my intellectual concerns about society. At the outset of the project I was 
concerned that I had been too ambitious in trying to combine the notion of play with the philosophy 
Merleau-Ponty. I was pleased to discover that I can work from abstract concepts, navigate considerable 
uncertainty and find my way to cohesive physical outcomes. I have found that it is possible to stay 
true to a guiding spirit of play and lightness and yet maintain a grounding in serious intellectual 
concerns. 
 
I have developed valuable new skills which I will carry in to my ongoing practice. I have gained 
confidence working independently in plaster and the start of a meaningful relationship with paint, 
which has previously eluded me. Through continued interrogation in different settings, I have  
developed a more nuanced understanding of the materiality of my work and how it can relate to space. I 
have learned to highly value my sensitive perceptions as an artist in all situations. It was recording 
my physical 'embodied sensations' while constructing a wooden frame, which sparked the sequence of 
thoughts that lead to my bodily sculptural forms. 
 
I have affirmed how much I care about making my work accessible to a broad audience and in settings 
outside of the gallery. I am pleased that I have been able to make this project engaging and 
accessible in public settings in a way that is meaningful to my overall conceptual aims and still 
retain its academic rigour. 
 
I have identified several avenues for further work, namely: continued work with wire armatures and 
gravity casting, in each case drawing connections with my broader interests in organic structures. 
Further development of this project through exploring the work in office settings and the 
possibilities for collaborative photographic documentation, offering greater agency to the audience. 
 


