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At the beginning of the second semester, slab-
built structures were explored, also in response 
to some complimentary 2D explorations which 
investigated the possibilities of cutting through 
in order to reveal, create depth and draw the 
viewer in. These forms led to the construction of 
a solid shape to use as a template. 
 
 
 
 
 

This form represents in a sense a blank page in 
the three dimension. In this exploration, the 
initial drawing or 2D work was envisaged from 
the point of view of its support – almost as a 
framing device. The mould created a blank 
concave canvas, ready to ‘receive’ drawings. 
 
 
 
 
 

The second semester was also a time where I re-
established the importance of personal narrative 
within my work, as I worked through a series of 
drawings in black ink. It became evident that 
elements had to find a way into the making, 
being strongly associated with identity for me. I 
wanted to reintroduce meaning – conveyed 
through drawings, but not in a literal way, not by 
treating them as surface. 
 
 

 
Those drawings presented formal qualities and 
inspired new visuals with more abstract and 
more ambiguous qualities, where the 
fragmented ‘stories’ were less linear, less 
resolved thus more intriguing, as a new system 
of reading had to be devised to create meaning.  
 



The recognition of the formal values contained within the drawings, that allow forms to 
emerge in the three dimension, was a key stage of the second semester and was 
undoubtedly a resolved outcome from the first semester were those narratives had been 
removed. I became more aware of the evocative power of the line and of the importance of 
the formal qualities of line as a way to convey something subtle, mysterious yet familiar. 

 
 
 
 
 
 
 
 
 
 

 

The mould was used as a three 
dimensional page, working backwards 
in layers – a method that reverses the 
process of adding. By working inside 
out, the drawings become object. 
With this technique, there is an 
element of discovery within the 
making. New lines emerge and there 
is a possibility to cut through 
elements in the hollow form in order 
to reveal new spaces and obtain new 
forms. 
 
 
 

 However, the possibilities offered 
were counterbalanced by a 
restriction of that carrier form, that 
became too much of a frame – form 
and surface appeared staged 
together as an object. In addition, 
the object created was hollow and 
there was a recognition that the 
quest was ultimately towards a more 
complete object – an object inducing 
of a world, as opposed to a world on 
an object. 
 

 

Several elements brought this to my attention. Firstly, through the process of mould-
making, the component became more interesting for me as “object” than the composed. 



Secondly, a miniature object bought on holiday in France at a car-boot sale reaffirmed a 
fascination for the ‘small world’ object. 
 

 

Finally, the work of Ron Nagle was 
inspiring me in terms of its scale and its 
one-ness as intricate, delicate objects. 
Its small scale is conducive of intimacy 
and offers a poetic phenomenological 
response. The clarity of lines is visually 
appealing and contrasts with the depth 
of surface achieved through an 
additive/layering process.  
 
 
 

In a video interview, Ron Nagle explains: “Everything I’ve done in the last 5 years has come 
from a drawing. The whole goal for me is to keep the spirit of the drawing.” 
 

 

I returned to the drawings and attempted to 
generate forms by using solid blocks of clay and 
cutting into them, abstracting some of the qualities, 
filling up the volumes. This represented a second 
stage in my exploration of translation from drawing 
to making – now the drawing was not envisaged in 
terms of the canvass or the page but in terms of its 
potential volume in 3D space. 
 
 

 

A series of clay maquettes was created, with a 
sense of economy of lines, to investigate the form. 
This revealed that some shapes could become 
versatile: for example a chair shape, used in 
another way and with other drawings, could 
become table.  
 
 
 
 
 

 
Drawing inspired clay form, and was followed by mould-making as a way to create new form 
by using the negative print. This negative space created a new object and a new potential, 
reinventing the chair-drawing from which it originated. The sequence reveals the presence 
of dialogue or conversation, and the evidence of the translation that has taken place. 



 

 
 
 
 
 
 
 
 
 
This image shows some of the outcomes of two initial moulds based on a drawing of a chair. 
 
 

The process of mould-making was 
established as a working method in order 
to generate forms from an initial drawing. 
The mould components become new 
objects made through process rather than 
through design. They then become objects 
in their own right, and more moulds can be 
made, generating new parts, infinitely. 
Through this process, what is obtained is 
not a designed shape but new possibilities 
that are linked to the original drawings but 
also removed from them. 

 
 

 
Visually, my response to the paintings by 
William Scott invites me to consider colour 
palette in the composition, but also the 
actual referencing of common domestic 
objects and their evocative power. My 
drawings almost always start from an 
object as a phenomenological response to 
that ‘thing’ with which a relationship 
exists.  
 
 
 

 
Me taking off my glasses; thinking of that chair, using that coffee pot or remembering that 
light switch is much more than that pair of glasses, that chair, that coffee pot, that light 
switch. I wish to evoke experienced emotions through the depiction of objects.  
 
 
 
 



As painter Douglas Swan wrote: “A cooking pot observed ‘in the passing’ is not only a 
cooking pot. How to paint it? And its multiple meanings. …To measure that which has never 
been measured and translate it into another dimension with an intuitive yardstick”. 
 
 
 
 

 
 
 
 
 
 
 
 
 
 

A new phase of ink drawings was influential in terms of reflexion. The intuitive execution 
renders the thought-process visible – the composition and association of images create 
narratives but ask the viewer to become active and participate in order to reveal meaning or 
make connexions. Through the objects I am now making, I am aiming to create a similar 
engagement, by having different elements on different pieces which engage into 
conversations. Displaying the pieces created as a mapping of lines, forms and narratives 
would allow viewers to take part in the creative process as they engage with the work. 

 
 
 

 

 
 
 
 

 
 

 
In my extended essay, I investigated how the 
process of making and drawing could be 
associated with translation and if theories of 
linguistic translation could help gain 
understanding in the context of an art-based 
practice. One thing that particularly caught my 
attention was how translation has been 
considered for a long time only in terms of its 
final outcome, people comparing the source 
text on the one side and the target text on the 
other; whilst more recently, specialists are 

looking more into the grey area, in the process itself, by analysing drafts, comments, 
problems and choices. This inspires me to look at the “steps” that I put in place along the 



way of making an object. Sometimes these steps seem even more interesting than the final 
object which is why I have started to document them as photographs and intend to use 
them as reference. I am interested in those stages for their minimal qualities and I would 
like to exploit this in the final outcomes. What has emerged therefore are multiple ways of 
translating, with a sense of freedom to explore and map numerous territories. Each piece 
created can be seen as a draft, a note, a comment, a revision, a highlight, a synonym, an 
ellipsis and so on and so forth. 
 

 

I now intend to create conversations by 
setting up elements that will allow multiple 
readings, playing on the multiple pieces to 
create discourse and creating a narrative 
that is not self-contained but spread out 
over a number of individual pieces, each 
with their identity, that identity being able 
to change according to the objects 
surrounding it. Through this approach, it is 
hoped that the final work will be both 
multitude and world as a whole.  I intend to 
use both cast forms and free-formed pieces 
made in response to cut-outs. 

 
 
 
 

Another possibility is also emerging, by 
scaling up forms through templates and 
slab-building. This transfer of scale 
forms yet another mode of translation, 
indicating that ultimately, the work is 
about the creation of multiple 
translations as many interpretations or 
variations, accentuating different parts 
of the process. I am investigating 
several ways of working within a same 
vocabulary in order to explore lines. 
These varied methods will allow me to 
make the process of translation visible 

as opposed to delivering the ‘one’ finished object, unlike a translator who has to arrive at 
one final piece of text which will never show all the meanders of the process. 
 
 
 
 
 
 
 



 

 
In turn, the 3D collages of forms and surfaces have started to inspire new 2D work which 
proves the iterative quality of the dialogue between 2D and 3D.  
 
 
 

 At this point in time I have set out a map with which to work in the next months, and that 
offers numerous possibilities for exploration. This exploration – this map – will be concerned 
with the translation of 2D and 3D envisaged as process, whereby negotiation will be 
occurring in visual terms – with choices relatively to where lines stop and begin, where an 
object finishes and starts, how much its perception changes when placed near other similar 
yet different objects. 


