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hell Warrior stands defiantly upon

a four-legged urn reminiscent of

a Chinese bronze censor ready

to burn incense - offerings to

win favours from the Gods. The
feathered shoulders initially purposed for an
owl hold up an aqua-blue battle helmet and fix
in place the yellow hooves chopped from the
limbs of a forgotten donkey. Shell Warrior is an
assemblage of liberated fragments which have
come together through a continuing series of
breakages, edits and re-arrangements until final
confirmation.
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The accidental piece has an

T——

ambiguous

qu?Iity; YOu can't quite work them out
which is why they remain in the memory

During the process, broken pieces get
changed around. By moving things out of their
original context, interest builds, like how
reading a paragraph with a sentence out of
sequence causes the reader to go back to read
it again. As the work starts to mutate, it is a
fight to pull it back together, and that battle
stretches the piece emotionally. Making a piece
whole again requires labour - it’s like trying to
complete an impossible jigsaw. Yet, the history
of toil can be seen in the surface and form.

To focus on breaking work seems incongruous
to practice and misfortune inevitably happens.
Therefore, help is already available in traditions
such as the Japanese art of kintsugi which treats
breakage and mending as part of the history of
an object, rather than something to disguise.

There is a language to be made from the
immanent - the materials of our world.

Some materials have immediate burdens and
attachments that, once accumulated, create a
web of relationships that involve the viewer and
the material world. There is a feeling to things:
the soft fabric surface that nestles against a
hard-shiny glaze is provoking. In the making,
found objects are also fused into the body of the
work. I collect, for example, bottle tops, twigs,
shells and coral - these souvenirs represent
another view, or perhaps validate a personal
experience. These mementos from distant
destinations embody nostalgia provoking
memories - the sand between tiny toes as the
promise of a rock pool sucks in cold hands and
they search blindly under the dark of seaweed
for the found object, or what Kandinsky called
the ‘dead that quivers’.

In museum collections, there are many
examples of ceramic objects combined with
other materials. In the 17th and 18th Century
the European practice was to mount imported
Chinese porcelain to heighten, re-purpose or
adapt the object to a European interior. The
mounts feel like imposed prisons — gilded cag.es
sharp against the fluid milky-white of porcelain-
like a knife scratching at the surface ofa plate.
Perhaps in my work, there is aneed to make
those materials feel as though they are meant to
be together.
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nd. This is part of the decision
process for me - materials can be an inspiration
and a tool. T use alot of fabric in my work as
strategies either to join, mend or build, allowing
me to recapture the spontaneity that is felt
initially when working with wet clay. In this way
the emotions and ideas that are channelled int(;
my work are kept fluid and gestures can find
form. There is also a shift while making between
the object and the material. You have to let the
material free sometimes and let it be itself:
allowing it to simply be paint or clay, a wash of
colour, a paint drip.

My intention is to make work that feels like
itis living and breathing and perhaps create a
feeling of uncertainty and strangeness in what
is being experienced. Like the animated turning
of Talos’s head - the bronze Titan statue on
the island of Crete in Ray Harryhausen’s Jason
and the Argonauts (1963) - I want to turn the
object from something ordinary, familiar, and
immediately accessible, into something peculiar
and unexpected.

Contingent was exhibited at Marsden Woo
Gallery, London. September — October 2018. B
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