


This artist’s book documents the research that lies behind 
the body of work that I had hoped to present at my degree 
show. It takes the appearance of a personal sketchbook, 
filled with images, articles, exhibition ephemera and 
drawings, and is separated into four chapters, which each 
relate to a different theme that’s present within my studio 
practice. 

These themes are: 

 1. Castles
 2. Animation 
 3. Postcards
 4. Hair

I chose these themes because their variety represents the 
wide range of my research interests, which is also reflected 
in the multidisciplinary nature of my practice. The works 
that I discuss in this book span sculpture, print, digital 
video, animation and painting, and I consider my desire to 
work in this way, across multiple mediums, just as integral 
to my practice as the exploration of contextual themes and 
ideas. My process of making is often driven by an urge to 
learn a new skill or technique, whether that’s learning a 
new printmaking process, how to edit a video, or how to 
braid synthetic hair, and thus practical, skill-based research 
plays a large role within my process of making art. 

Within my work, I’m particularly interested in exploring the 
“disneyfication” of contemporary culture. I often 
appropriate imagery that’s associated with fairytales, 
cartoons and digital culture; I’m fascinated by the way that 



elements of contemporary digital culture, such as facial 
filters and augmented reality apps, not only dominate our 
digital lives but cartoon our realities through a 
juxtaposition of the “real” and the “digital”.

This juxtaposition relates to a more subconscious interest 
that occupies my practice, which revolves around exploring 
states of paradox. Paradoxical states such as the digital 
and the analogue, the old and the new, the high and the 
low, manifest through the materials and techniques that I 
use to make my work, whether that be a combination of 
hand-drawn and computer-generated animation, cartoons 
and Renaissance paintings, or letterpress and laser-etched 
text. I believe that this interest has largely stemmed from 
my experience as a student in Edinburgh; a city steeped 
in history, yet also considered a contemporary capital, and 
where I have been simultaneously occupied with the realms 
of both art history and contemporary art practice.



This page, above: ‘castle this 
way’, forest signpost for Neus-
chwanstein Castle, Germany. 
Right: Embracing the tourist 
selfie and enjoying the view of 
Neuschwanstein Castle on the 
Marienbrücke (‘Mary’s Bridge’).

This page, top to bottom: detail 
from ‘Septembre’ illustration in 
the Limbourg Brothers’ illuminat-
ed manuscript ‘Les Très Riches 
Heures Du Duc De Berry’, c.1412-
16. The view of Neuschwanstein 
Castle from the Marienbrücke. 
Sleeping Beauty’s Castle, Disney-
land, California. 

This first chapter explores the role that the motif of the CASTLE plays with my 
practice, and the development and design of a dark space structure that was to 
be a central component of my degree show. Whilst I’ve outlined “castles” as the 
main focus of this chapter, this title is used as a broad term that encompasses 
the full range of my research for the work ‘Castle dark space’, which begins not 
with a castle, but with a cottage. I initially began thinking about the design for a 
dark space in response to the Tent Gallery in ECA’s Evolution House. I was   
               writing a proposal for a possible exhibition within
               the space, in which I wanted to show a video   

work and needed to design a dark environment in 
which it could be shown. I settled on the idea of a 
dark space that would take the form of a 
fairytale-style cottage or cabin, as not only would 
this form reference the content of the video 
inside (which is discussed in chapter 2), but its 
squat shape suited the gallery’s low ceiling and 
square dimensions. In the following pages I 
outline the development of this initial design, 
showing the progression from the preliminary 
drawings, to a cardboard maquette and finally to 
a digital mock-up of a wooden scale model within 
the Tent Gallery space. I was influenced by the 
design of contemporary art exhibitions, 
in which I noticed 
the popularity of 
unpainted wood 
as a structural

aesthetic. I wanted to replicate this 
aesthetic within the design of my dark space, 
as it seemed to provide a functional backdrop 
for digital works, but also convey an enticing 
yet eerie feeling of emptiness. I continued to 
develop the idea of a dark space as I moved 
my focus towards planning my degree show. 
As the ‘Cottage dark space’ had been a site 
specific response, I wanted to redesign it to 
suit my degree show space. I had been 
thinking about castles for some time and 
earlier in the year, had  taken a trip to south 
Germany to visit the Neuschwanstein Castle. I 
had become interested in this castle after

documentary explained that whilst 
Neuschwanstein Castle was built as a 
romantic 19th century vision of a medieval 
past, taking its inspiration from castles 
depicted in illuminated manuscripts (such 
as the one pictured to the right), 
contemporary reimaginings of medieval 
architecture often turned to 
Neuschwanstein as an authentic original; 
the primary example of this is the Disney 
castle which was created to resemble its 
Bavarian predecessor. I enjoyed these 
exchanges of appropriation; “come and 
see the fake castle that inspired another 
fake castle!” And I did. I began to think 
about these castles in relation to 
Edinburgh Castle, which could be seen 
from the window of my studio at ECA. One 
of the first things that I remember being 
told at ECA was “DO NOT DRAW THE 
CASTLE” which has stuck with me ever 
since. This advice had struck me as both 
amusing and absurd, because for someone 
who was new to Edinburgh, the grandeur 
of a castle view was anything but banal. 
I decided that I wanted to play off this 
advice, as well as the appropriation of the 
castle as a romantic motif, by giving the 
castle a prominent role within my degree 
show. I planned to create a dark space that 
would allude to and juxtapose the 
grandeur of Edinburgh castle, which would 
be viewable from my degree show space. 
The following pages document the 
development of this and include a map 
from my trip to Germany, research images, 
preliminary drawings, an image of a scale 
model for ‘Castle dark space’, the 
development of two accompanying prints, 
and both a photoshoped imagining and  
   a 3D render of  
   the dark space 
   within its intended  
   degree show 
   setting.

 watching a BBC 
documentary called ‘The 
Fairytale Castles of King 
Ludwig II’. This



This page, top to 
bottom: Jordan 

Wolfson’s ‘House 
with Face’, 2017 and 

‘ARTISTS FRIENDS 
RACISTS’, 2020. Both 

Sadies Coles HQ, 
London. Proposal 
drawing for Tent 

Gallery exhibition, 
2019. Front and back 
fascades of Cornelia 

Parker’s
‘Psycho Barn’, 2016. 
Royal Academy, Lon-

don. Ticket and im-
age from the ‘Prince.

sse.s des Villes’ 
exhibition, Palais de 
Tokyo, Paris, 2019.

This page, top to bottom: ticket and 
image of Ed Atkins’ ‘Old Food’, Venice Bi-
ennale, 2019. Image of dark space at the 
‘Joint is Out of Time’ exhibition, La Gal-
leria Nazionale, Rome, 2019. Cardboard 
maquette for Tent Gallery exhibition 
proposal, 2019. Nathan Coley’s ‘The Lamp 
of Sacrifice, 286 Places of Worship, Edin-
burgh 2004’, 2004. Olivier Grossetete’s 
‘Lost Castles’, Liverpool, 2018.





Studio 
16/09/19
15:29

Previous page: digital 
mock-up of ‘Cottage 
dark space’ for Tent 
Gallery exhibition pro-
posal, 2019 (incorpo-
rating image of scale 
model). This page: 
view of Edinburgh Cas-
tle from the window of 
studio E.11. 









Studio 
24/09/19
16:48

Previous pages: draw-
ings and dimensions 

for ‘Cottage dark 
space’ and its scale 
model. Map of the 

Schwangau and Füssen 
areas that surround 

Neuschwanstein 
Castle, Germany. This 
page: another image 

of the view from 
studio E.11.



This page, left to right:
Laura’s Tower, Shrewsbury, 
England. Neuschwanstein 
Castle, Schwangau, Germany. 
Edinburgh Castle, Edinburgh, 
Scotland. Castle Terrace flats, 
Edinburgh, Scotland.

This page, left to right: 
Sleeping Beauty Castle, 

Disneyland, California, USA. 
3 Miller Row, Edinburgh, 
Scotland. Hohenschwan-
gau Castle, Schwangau, 
Germany. St Cuthbert’s 

Watchtower, Edinburgh, 
Scotland.



This page: digital mock-up 
of vinyl sticker, ‘Do not 
draw the castle’, 2020. 
Opposite page: drawing 
for propositional letter-
press, ‘I will not draw the 
castle, 2020.



This page and opposite: 
drawings and scale model 

for ‘Castle dark space’. 
Following pages: digital 

collage and 3D render of 
‘Castle dark space’ degree 

show installation.  







Opposite page, left to right: Still 
from Disney’s ‘Alice Comedies’ 
series, 1923-27. Still from Dis-
ney’s ‘Who Framed Roger Rab-
bit’, 1988. Still from Warner Bros. 
‘Space Jam’, 1996. This page, 
top to bottom: still from Lana 
Del Rey’s music video ‘Norman 
F***ing Rockwell’, 2019. Gucci 
X Disney trainer. Cindy Sherman 
Instagram selfie, 08/08/19.

This chapter will focus on the role that ANIMATION plays with my practice and 
the concept of “Post-Disney”. “Post-Disney” is my own term, which I created to 
describe the contemporary cultural pervasion of Disney, cartoons and animation. 
It’s also the title of what would have been my degree show exhibition and its 
titular work: a three-channel digital video, created using smartphone video 
footage, CGI and hand-drawn animation. The term “Post-Disney” can be 
understood as akin to Marisa Olson’s definition of “Post-Internet” art, which she 
defines as art made after the internet - by which she means, art that has been 
made after the internet became culturally pervasive through the advent of social 
media during the early 2000s. So in turn, “Post-Disney” can be defined as after 
cartoons and animation similarly became normalised within contemporary 
culture through the advent and ease of digital phenomenons such as snapchat 
filters, augmented reality and personalised avatars. The full definition of 
“Post-Disney” can be found on the central insert of this chapter, which describes 
the term in the format of a dictionary definition. This was written as a piece of 
“creative interp” that would accompany and give context to the various works 
within my degree show exhibition. The insert also includes some research 
images that relate to the animated title sequence of the video ‘Post-Disney’  
    (pictured behind the insert), which makes use of  
     a gothic font that is similar to that 
     depicted within the cinematic paintings of  
     Ed Ruscha and the title sequences of 
     Disney’s animated fairytales. The initial  
     idea for the term ‘Post-Disney’, stemmed  
     from an artist talk that was given at ECA  
     in 2018 by the artist David Claerbout.  
     Claerbout spoke about one of his works  
     that was on show at the Talbot Rice 
     Gallery, called ‘The Pure Necessity’, which  
     is a 50 minute “reanimation” of Disney’s  
     1967 version of ‘The Jungle Book’, in   
              which Claerbout “de-humanises” the Disney  
     characters by removing their human 
     behaviours and replacing them with their  
      native ones. 

Claerbout contextualised this by asking: 
“what happens to Disney characters in 
their post-Disney career?” But whilst 
Claerbout saw “Post-Disney” as form 
of character retirement, I imagined it as 
a bathetic fall, in which characters were 
forced to leave the safety of their 
cartoon worlds, and enter into the 
reality of the real world. This is the 
context for the work ‘Post-Dinsey’, 
which was inspired by existing unions of 
cartoon and real-world footage, such as 
Disney’s early ‘Alice Comedies’, the 
blockbuster films ‘Who Framed Roger 
Rabbit’ and ‘Space Jam’, and more contemporary 
examples, such as a Lana Del Rey music video, 
pictured above. The following pages outline 
the development of ‘Post-Disney’, which 
remains a work in progress. They highlight 
examples of animation within contemporary 
art, noting key influences such as Ed Atkins 
and Jordan Wolfson, and document unfinished 
experiments with motion capture technology, 
which I had hoped to use in order to animate 
a CGI cartoon character, made in my own 
image. This chapter also includes examples
some of the work’s footage that was taken 
using apps such as Snapchat (this is explored 
further in chapter 3) and the Gucci app. The image
of a Gucci trainer adorned with Disney’s Mickey 
Mouse, becomes symbolic of the “cartoonification” 
of consumerism, and relates to ‘Post-Disney 
Definition’, in which the Gucci trainer is compared 
to Cinderella’s glass slipper. The process of using 
footage taken directly from apps was inspired by
Cindy Sherman’s recent Instagram selfies, in which 
she creates images in the style of her signature 
portriats through the lenses of photo-editing apps. 
   The final pages of this 
   chapter reveal the process of 
   “reanimation” that lies 
   behind the hand-drawn 
   elements of ‘Post-Disney’, as 
   well as a 3D render of the
   work’s imagined installation.



This page, from top to bot-
tom: still from David Claer-
bout’s ‘The Pure Necessity’, 
2016. Still from Jon Rafman’s 
‘Dream Journal’, 2016-19. 
Still from Jordan Wolfson’s 
‘Con Leche’, 2009. Still 
from Ed Atkins ‘Old Food’, 
2017-19.

This page, from top to bottom: 
still from Oliver Beer’s ‘Rean-
imation (Snow White)’, 2014. 

Still from Jordan Wolfson’s 
‘Raspberry Poser’, 2012. Still 

from footage taken with Olafur 
Eliasson’s augmented reality 

app, ‘WUNDERKAMMER’, 
2020. Still from Paul McCarthy’s 

virtual reality experience 
‘C.S.S.C. Coach Stage Stage 

Coach VR experiment Mary and 
Eve’, 2017. 



This page and opposite: 
testing Vive motion capture 
technology in the uCreate 
Studio, Edinburgh, 2019.



This page, top to bottom: Still from 
Ed Atkin’s ‘Ribbons’, 2014. Compar-
ison image of Cab Calloway and a 
still from the Fleischer Studio’s ‘Betty 
Boop Snow White’, 1933. Still from 
‘Vive Mocap’ Youtube tutorial. Image 
from a workshop with the University 
of Edinburgh’s Dance Science MSc stu-
dents. Still of Disney princesses from 
Disney’s ‘Ralph Breaks the Internet’, 
2018. Opposite page: “self portrait’ 
as CGI cartoon character, 2019-20.



This page: still of 
screen-recorded foot-
age from the Gucci app, 
used in ‘Post-Disney’, 
2020. 





Previous page: text from 
‘Post-Disney Definition’. This page 
and opposite: research for title 
sequence in ‘Post-Disney’, 2020 (a 
still from this sequence can be seen 
behind this fold out). From left to 
right: Ed Ruscha’s ‘The End’, 1991. 
Still of title squence from Disney’s 
‘Sleeping Beauty’, 1959. Still of an-
imated text from Jordan Wolfson’s 
‘ARTISTS FRIENDS RACISTS’, 2020.



This page: picture of David and Venus 
‘Dress Me Up!’ magnets, taken in 
Florence, 2019. This image relates to the 
following double page which shows stills 
of screen-recorded Snapchat footage that 
was used in ‘Post-Disney’, 2020.





This page: still of back-
ground footage from 
‘Post-Disney’, 2020. 
Opposite page: still from 
‘Post-Disney’, 2020. 



This page: still from Disney’s 
‘Bambi’, 1942. Opposite 
page: still from Disney’s 
‘Snow White and the Seven 
Dwarfs’, 1938.



This page: still of background 
footage from ‘Post-Disney’, 
2020. Opposite page: still 
from ‘Post-Disney’, 2020. 
Following page: 3D render 
of ‘Post-Disney’ degree show 
installation.





This page: ‘glass slippers into 
Gucci trainers’. From top to 
bottom: still from Disney’s 
‘Cinderella’, 1950. Embel-
lished Gucci trainer. Advert 
for Axel Arigato trainers.



This page: three vintage 
postcard from Tacita Dean’s 

‘c/o Joylon’ series, 2012. 

This page, from top to 
bottom: selfie with Snapchat 
dog filter. An engraving 
from Max Ernst’s artist’s 
book ‘Une semaine de 
bonté’, 1934. Lizzie Fitch 
and Ryan Trecatin’s image of 
the models Kendal Jenner 
and Gigi Hadid wearing 
animal prosthetics for W 
magazine, 2016.

I have always collected things from places and exhibitions that I visit; tickets, 
hand outs, booklets - anything and everything becomes a souvenir, especially 
if it’s free. After visiting an exhibition I will always head to the gift shop and 
scan the rows of postcards for my favourite painting, just so I can take home my 
very own miniature version and either put it in a sketchbook or in a box. I never 
thought about the possibility that these collected postcards could be anything 
but ephemera, until I attended a lecture at ECA in 2018, given by the artist 
Tacita Dean. In this lecture, Dean spoke about how she is a collector of objects  
   and that one of the things that she collects are vintage 
   postcards. She spoke about a series of postcards titled  
   ‘c/o Joylon’, which has been shown as both a series of  
    artworks and as an artist’s book. The series consists of  
    100 vintage postcards that depict various views of a 
    pre-war Kassel, Germany, which Dean has then painted  
    on top of with gouche paint, to show the postcards’ 
    contemporary views. I was immediately interested in  
    the postcards’ paradoxical fusion of old and new, as it  
               related to an idea that I had been thinking about in 
	 	 	 	regards	to	contemporary	digital	culture,	specifically	the		
	 	 	 	Snapchat	facial	filter	(or	lens).	Some	of	most	popular		
	 	 	 	facial	filters	are	those	that	use	facial	recognition	software		
    to turn their users into a selection of “cute” animals by  
               adding a pair of cartoon ears and a nose to a 
     person’s face, making their cheeks blush  
	 	 	 	 	 and	adding	a	glossy	gaze	to	their	eyes	(as		
     demonstrated on the right with the “dog  
	 	 	 	 	 filter”).	I	had	been	thinking	about	which		
                works of art could be considered to be
	 	 	 	 	 precursors	of	the	facial	filter;	perhaps	Max		
     Ernst’s animal-human hybrids from his 
     artist’s book ‘Une semaine de bonté’? Or  
          maybe a more 
             recent hybrid  
             creation by the  
             artist duo Lizzie  
             Fitch and Ryan 
             Trecartin, who  
             depict the 
             models Kendal  
                      Jenner and 
             Gigi Hadid as  
             a future race of  
                  human pets?

However, the most obvious of precursors 
seemed, without a doubt, to be Duchamp’s 
‘L.H.O.O.Q.’;	a	postcard	of	the	Mona	Lisa,	on	
which a moustache and beard have been added 
in pencil. Duchamp’s readymade and the 
phenomenon	of	the	facial	filter	are	connected	
yet further in that they have comparable 
connotations to promiscuity; when said out loud 
‘L.H.O.O.Q.’ is a pun of the French phrase “Elle 
a chaud au cul”, an expression that is used to 
suggest a women’s sexual restlessness, whilst 
Snapchat’s	“dog	filter”	has	somewhat	bizarrely
achieved similar cultural connotations. I decided 
to begin my own series of edited exhibition
postcards, in which I would cement this 
connection	between	postcard	and	filter,	by	
painting	the	Snapchat	“dog	filter”	on	top	of	
collected postcards of Renaissance works of art. 
I began the series in 2019, with a group of
acrylic paintings that can be seen on both the 
previous page and in the following pages, where they 
are shown installed at Edinburgh Central Library. I 
made the decision that the series would only include 
paintings that I had seen in person, so that the series 
would continue to evolve over time. This year the 
series has included a group of three oil-painted 
postcards that relate to and accompany my video 
work ‘Post-Disney’, and are hence titled 
‘Post-Disney Stills’. I made the decision to switch 
from acrylic to oil so as to be able to allow more 
working time. The video stills from which these 
paintings derive are pictured in the following pages 
and show footage taken within the Snapchat app, 
in	which	“dog	filters”	have	been	placed	on	top	of	
the faces recognised within three paintings from the 
Scottish National Gallery: Raphael’s ‘The Bridgewater 
Madonna’, Titian’s ‘Venus Rising from the Sea’ and 
Reynolds’ ‘The Ladies of Waldegrave’.	The	final	pages		
        of this chapter, depict the 
       paintings themselves as 3D 
       renders within their imagined 
       degree show setting and a series   
       of letterpress experients, printed   
       on postcards that were collected 
       from Neuschwanstein castle.



This page: Sassoferrato’s ‘The 
Virgin and Child Seated in 
Clouds’, c.1650s, with a selection 
of Snapchat filters, National 
Gallery of Ireland.



This page: Duchamp’s 
‘L.H.O.O.Q.’, first conceived of in 
1919. Opposite page: ‘Filtered 
(after Duchamp)’, oil on postcard, 
2020. Following pages: screen-
shots of the Wikipedia page for 
‘L.H.O.O.Q.’ and the daily dot 
article ‘How did the dog face 
become Snapchat’s ‘hoe filter’?’, 
30/05/17.





This page and opposite: view 
of acrylic postcard series 

at the exhibition ‘Fine and 
Dandy’, Edinburgh Central 

Library, 2-31st August, 2019. 
Following pages: stills from 

‘Post-Disney’ footage, 2020.







This page, opposite 
page and following 
pages: 3D renders 
of oil postcard series 
‘Post-Disney Stills’ de-
gree show installation.





This page: tests for 
letterpress postcard 
series. Opposite 
page and following 
pages: letterpress 
postcard series, 
2019.







Opposite page, top to bottom: 
“self portrait” at Hospitalfield, 
Abroath, Scotland, 2019. David 
Hockey’s ‘The Tower Had One Win-
dow’, etching and aquatint from 
‘Six Fairy Tales from the Brothers 
Grimm’, 1969. Digital collage 
proposal for ‘Fairy-tail’ instalation 
at ECA’s fire station, 2019. 
This page, top to bottom: Screen-
shot of Youtube tutorial, ‘How to 
do a Rope Twist Braid’. Image of a 
woman climbing a rope in a shop 
window, George Street, Edinburgh. 
‘Household Stories’, illustrated 
collection of Brothers Grimm fairy-
tales, 1857, and ‘Little Snow-White 
and other fairy tales from Grimm’, 
1898. Both National Library of 
Scotland.

The final chapter of this book is focussed 
on HAIR and documents the research 

that lies behind the work ‘Fairy-tail’, a 
12m braided rope, made out of synthetic 
hair and cable ties. I initially had the idea 

for this work in early 2019, when I 
visited Hospitalfield in Arbroath, 

Scotland. I was drawn to the romantic 
quality of its Scottish baronial 

architecture and its towers reminded 
me of an etching by David Hockney that 

illustrates a scene from the fairytale, 
Rapunzel. In this etching, Rapunzel’s hair 

flows down the length of a rectangular 
tower, not too dissimilar from the tower 

of the ECA fire station. After looking into 
the history of the fire station, I learnt 

that the tower was a old training tower, 
which firemen would have used to 

practice scaling tall buildings. In my 

who outlines the symbolic meaning that hair has 
held throughout history and art. Out of the all the 
chapters in this book, this is the chapter that 
focusses the most on the practicalities of making 
an artwork, as the making of ‘Fairy-tail’ was an 
extremely intimate and tactile process. In the 
following pages, I outline a step by step process, taken from a Youtube 
tutorial of a mother braiding her daughter’s hair, and which I used to braid the 
16 individual sections of the rope. By making the work in individual sections, 
‘Fairy-tail’ had the ability to be site specific, as it could be taken apart and made 
shorter or longer. This chapter documents this through images of the work’s 
various iterations; it’s shown as a composition of individual parts on my 
studio wall, at its full length hanging from the balcony of ECA’s sculpture court, 
wrapped around the steel architecture of the IO Design office, and formed into 
a spiral pile on the floor of the painting project space. (Although I had hoped 
to carry out my ititial idea and install the rope from the top of the fire station 
tower, health and safety would not permit it). A screenshot captures a viewer’s 
interpretation of the work, whilst a duo of drawings, photos and 3D renders 
show the preparation and imagining of ‘Fairy-tail’s final 
iteration as part of my 
degree show 
installation.

mind, these two types of towers began to merge into one; Rapunzel’s tower, 
which a man climbs to rescue the person inside, and the fire station tower, which 
a man climbs to rescue the 
person inside. I wanted to 
create a work that would 
combine these two stories 
into one and came up with the 
idea of creating a rope that 
would allude to both the tale of 
Rapunzel and the traditionally 
“feminine” attribute of hair, 
and to the ideas of strength 
and rescue, traditionally 
associated with the 
“masculine”. To work out what 
form the rope might take I 
looked to many sources: 
images of the type of climbing 
ropes that are used in gyms 
and schools, original 
illustrations from copies of the 
Brothers Grimm fairytales, 
contemporary animation, and 
the writing of the 
mythographer Marina Warner, 



This page, left to right: Bar-
bora Maštrlová’s ‘The Whip’, 
2013. Jannis Kounellis’ 
‘Untitled’, 1969. Peter Paul 
Rubens’ ‘Samson and Del-
ilah’, c.1609. Botticelli’s ‘The 
Birth of Venus’, c.1485–1486. 
Titian’s ‘The Penitent Magda-
lene’, c.1531-35.

This page, left to right: 
Tilman Riemenschneider’s 

‘Altarpiece of the Magdalen’ 
c. 1490-92. Marisa Merz’s 

‘Untitled’, 1966. ‘St. 
Barbara’, attributed to the 

Italian School, 15th century. 
‘St Wilgefortis’, attributed 

to a German artist, date 
unknown.  Sheela Gowda, 

‘Behold’, 2009.



BRAIDING -
STEP BY STEP



This page: individual 
segements of ‘Fairy-tail’ 
in the studio, 2019. 
Opposite page: ‘Fairy-
tail’ installed in the 
exhibition ‘buffering...’, 
3-6th Feb, 2020. 
Following pages: still 
from ‘Shrek the Third’ 
GIF. Installation views 
of ‘Fairy-tail’ from the 
exhibition ‘ECA//IO 
Design’, 14-21st Feb, 
2020.









Opposite page: close 
up of project space 

installation, 2020. This 
page: a viewers reaction 
to ‘Fairy-tail’, screenshot 

taken from Instagram, 
2020. The following 

pages: drawings, studio 
tests and 3D render of 

‘Fairy-tail’ degree show 
installation.
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