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This project investigates play, how play can be used within art and how this 

creativity can help to access issues as one might through therapy.  I am 

influenced by researchers such as Tim Ingold, whose book titled Making 

(2013) examines how people learn through hands on creativity. This ‘hands-

on’ approach to an understanding of materials or ‘handiness’ was also 

supported by Heidegger  (1996, p.65). I started working in the studio, 

handling plastic model kits, considering how they might be re-purposed as 

art. This reminded me of re-purposing of the Ikea flat pack by Guy Ben-Ner 

(2005) Treehouse Kit where the artist discarded the instruction manual and 

assembled a new object out of the component parts, this subversion was 

both playful and anarchic. Ingold goes on to write about Aristotle’s 

hylomorphic theory of form and matter, that proposes that certain objects 

are destined to be certain things. Ingold attempts to disproved this notion, 

providing an example of basket weaving (pp.22-25).  He claims that every 

fibre of the surprisingly recalcitrant willow fights against the weaver’s actions.  

Paradoxically it is this very tension and friction that resists the imposed 

shaping that enables the basket to retain its form.  Deleuze and Guattari also 

opposed the hylomorphic model as it fails to deal with the reality that 

materials do not have a single purpose but are multifarious in application. 

This encouraged me to re-cast the objects in kit form in a variety of materials 

to investigate their inappropriateness and how this might be appreciated. 

A major influence on my final piece was Cornelia Parker’s installation 

Transitional Object (PsychoBarn) (2016) which I saw in the Royal Academy’s 

courtyard in November 2018.  The artwork is  a near full scale model of a 

house façade, constructed from a dismantled American red barn. It 

references the house in the Hitchcock film Psycho (1960), which itself 

represents a building depicted in an Edward Hopper painting House by the 

Railroad (1925).  Pertinently the title Parker uses is a term first coined by the 

British Paediatric Psychoanalyst D.W. Winnicott in his paper Transitional 

Objects and Transitional Phenomena (1951).  The term identifies things that 

enable developing infants to be weaned off their mother’s breast, such as 

“comforters”, small, soft pieces of fabric that comfort the child when they 

are anxious. Whilst Parker also employs the term in a more literal sense, that 

being the slightly unsettling, ’found materials’ were re-purposed, their 

usefulness as a working barn was stripped out, and the materials were re-

shaped into a build that provides a new meaning yet retaining some of the 

old references.  

Winnicott further describes a part of the infant’s psyche that is a halfway 

house for the real (external world) and the conscious (internal world); 

allowing a space for the surreal, where the mind intertwines fantasy and fact; 

a necessary agency for creativity.     The emergence and the development of 

this playground for the mind marks the beginning of its journey of 

“individuation, i.e. realization of the self” (Fordham, 2002, Loc 904). 

Therefore  a degree of introspection is inevitable when investigating ‘play’.  

Introduction
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These castings investigate materiality within a given form, that of the frame from a toy model kit.  From bottom left in a clockwise order the objects 
also consider a cycle of life, influenced by Jasper Johns’s print series The Seasons (1987) which I viewed (5th November 2018) in the print-room at the 
Tate Britain in addition to his sketches on the lifecycle of insects in Cicada (1979).  

Caution: this is not a toy 
Image 1: Matter and Form (lifelong breakdown) (2018) (74 x 47.7 x 4 cm) [Silicon, polyester resin, GPR with iron filler, thumb tacks and tissue paper 
on plywood] 
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Caution: this is not a toy (continued) 
Image 2: Matter and Form (lifelong breakdown) (2018) [detail]   Image 4: Matter and Form (lifelong breakdown) (2018) [detail]  
Image 3: Matter and Form (lifelong breakdown) (2018) [detail]   Image 5: Matter and Form (lifelong breakdown) (2018) [detail] 

The materials selected for the castings are each inappropriate for the objects intended purpose, whether a representation of a Spitfire MK II or the real thing.  
Whether too brittle, corrosive, flexible or heavy each material does not suit its given form.  This is a contemplation on Aristotle’s theory of hylomorphism and 
Ingold’s (amongst others challenges to it.
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This casting utilises a low temperature melting alloy within the same investments used for the previous set within the Matter and Form series.  Whilst 
this too examines hylomorphism it tackles other issues too.  In October 2018 I attended the Headway Neuro Conference whose speakers included Professor 
Robert Winston and Dr Jane Hawking, I was struck by Dr Hawking’s candid eloquentness when she spoke about how society tends to veil the disabled, and whom 
often in reality they would rather not witness them as they can remind them too readily of their fragilities and ultimately their own mortality.  Although malformed 
and disfigured the castings remain recognisable even through the polythene film, the trace of its idealised form exists.  Whilst arguably they are protected under 
the film they are also withdrawn.  Sigmund Freud (1919) quotes Schelling to describe das unheimliche [the uncanny] as ‘the name for everything that ought to 
have remained… hidden and secret and has become visible…” (p.4) Freud goes on to explain that “in reality noting [is] new or foreign, but something familiar 
and old - established in the mind… estranged only by the process of repression” (p.13).

Caution: this is not a toy (continued) 
Image 6: Matter and Form (meltdown) (2018) (18 x 30.5 x 4 cm) [Pewter and thumb tack, on plywood under polythene wrap]  
Image 7: Matter and Form (meltdown) (2018) [detail]     Image 8: Matter and Form (meltdown) (2018) [detail]



Page  of 5 19

Caution: this is not a toy (continued)  
Image 9: Untitled (Times Past) (2018) (50 x 40 cm) [Iron Oxide on paper, on fibre board]

This indexical trace is created by the imprinting of oxidisation on to paper. In so doing it demonstrates the ageing process of the corroded iron in Matter and 
Form (lifelong breakdown) thus capturing time. Deleuze describes this in his text on the theories of Henri Bergson, Bergsonisme (1991). Bergson’s  example of the 
dissolving sugar cube demonstrates how this material change in form depicts time itself, “this alteration, which is one with the essence or the substance of a 
thing, is what we grasp when we conceive of it in terms of Duration. In this respect, Bergson’s famous formulation, “I must wait until the sugar dissolves” has still a 
broader meaning than is given to it by its context. It signifies that my own duration, such as I live it in the impatience of waiting, for example, serves to reveal 
other durations that beat to other rhythms, that differ in kind from mine…” (pp.31-32).  The awareness of these rhythms may remind the viewer of their own 
rhythm.
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The idea behind this work started off with two shop bought dolls house kitchen clocks that referenced Felix Gonzalez-Torres’s artwork ‘Untitled’ (perfect lovers) 
1991. However when the clocks arrived as pieces of turned end grain wood, painted white with clock face stickers stuck on in a slap dash manner I decided to 
make my own version. I researched the manufacture of the timepiece Gonzalez-Torres used originally, I attempted several methods to recreate them on such a 
small scale. I considered buying working clocks, which are available on this scale, yet I planned for the clocks to be stopped, as in the title, and the opening line 
from Funeral Blues (1938) and often quoted following the line by “another splendid bugger: WH Auden” from Four Weddings and a Funeral (1994). I also wanted 
to make them myself, simply, so I did so out of MDF and sellotape with hand tools.

Play Time 
Image 10: Stop all the clocks (After Gonzalez-Torres ‘Untitled (Perfect Lovers)’) (2018) (5.5 x 3 x 0.7 cm) [MDF, paint, sellotape, inkjet print on paper]  
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The original clocks were working, synchronised and set to the same time. As indicated by their title, the clocks represented the artist and his lover, unfortunately 
both have since died, and they did so at different times. This miniaturised work takes a literal interpretation of the facts and so depicts two stopped clocks. Others 
consider love and art to go on after death, I am unaware of any proof that beyond the memories of the living there is anything after death.  

The work here is shown installed on the wall of the 1/12th scaled model gallery.

Play Time 
Image 11: Stop all the clocks (After Gonzalez-Torres ‘Untitled (Perfect Lovers)’) (2018) [Exhibition 4-1-2019 JL Gallery, Elmsett] 



Page  of 8 19

This found object is a simple electronic digital clock which is supplied in kit form, in order that it appeared small I replaced the USB charger with a 5v battery 
supply that is discreetly hidden from view, since the plug and socket would have appeared incongruous and out of proportion. The clock mimics the digital clock 
that was above the front door of the White Cube Gallery in Hoxton, London. Making time is paradoxically a waste of time, the time spent is time that cannot be 
replaced and access to clocks is no longer a luxury as the accurate time is available 24/7 to all.  

The making of this work is the subject of the video on the opposite page.   

Play Time 
Image 12 (left): Making Time (2019) (8.1 x 3.9 x 2.3 cm) [Perspex, electronic components , solder, flux, nuts and bolts] 
Image 13 (left): Making Time (2019) [Exhibition 4-1-2019 JL Gallery, Elmsett] 
Image 14 (right): Making Time (2019) [Exhibition 4-1-2019 JL Gallery, Elmsett]
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Play Time 
Image 15: Making A Time Machine (2019) [film still]    Image 17: Making A Time Machine (2019) [film still] 
Image 16: Making A Time Machine (2019) [film still]    Image 18: Making A Time Machine (2019) [film still] 
Video 1: Limond (2019) Making A Time Machine. [Click image to play video] 
Available at: https://youtu.be/zBVxchuqGM4 (accessed: 06-01-2019) 

This video shows me building the digital clock (opposite) from component parts. It mostly uses a split screen edit supplied from two independent and 
simultaneous sources, the slippage and play with one of these during the editing process provides a second meaning to the term ‘time machine’.  

####################################################### # # # # # # # # # # # # # # # # #############################################################################################################################################################################################

https://youtu.be/zBVxchuqGM4
https://youtu.be/zBVxchuqGM4
https://youtu.be/zBVxchuqGM4
https://youtu.be/zBVxchuqGM4
https://youtu.be/zBVxchuqGM4
https://youtu.be/zBVxchuqGM4
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This sculpture is a creation that depicts an alternate dimension drawing on ideas from on modern culture such as The Good Place (2016) and Lucifer (2016) with 
mythology. It depicts a personal afterlife with it’s owns fate in the balance. Above there is an idealised gallery space, below there is a dank storage locker. 
Presently the only work on show is a work that has become the artist’s online avatar, the remainder of the artist’s work is in storage. 

Play Time 
Image 19: Persistent Creative Illusion in the Discovery of Reality (2019) (72 x 65.5 x 75 cm) [Exhibition catalogue, MDF, paint, plastic, wood, pico projector, 
gauze, cardboard, screws, glue, cellophane, gold leaf, acetate, brass, solder, giclée print on paper, Perspex, electronic components , solder, flux, felt, paper, 
nuts and bolts] [Exhibition 22-1-2019 Long St., University of Suffolk, Ipswich]  
Image 20: Persistent Creative Illusion in the Discovery of Reality (2019) [Exhibition 22-1-2019 Long St., University of Suffolk, Ipswich] 
Image 21: Persistent Creative Illusion in the Discovery of Reality (2019) [Exhibition 22-1-2019 Long St., University of Suffolk, Ipswich]
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The model is made out of MDF with some components (door, windows, paving, the narcissi) being supplied by a dollhouses retailer then finished and fitted by 
the artist. The packing crate the model sits on is a ‘found object’ I bought in the ‘Freudian Sheep’ gallery’s closing down sale. The behind the scenes feature of 
the model have been influenced by Cornelia Parker’s Transitional Object (2016) and as Parker references the movie Psycho I nod towards other contemporary 
fiction.  

On the box there is also a copy of the gallery’s catalogue A Body of Work which is described further below.

Play Time 
Image 22: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (scale model on open crate) 
Image 23: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (façade with narcissi) 
Image 24: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (behind the scenes scaffolding and wiring)
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Play Time 
Image 25: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (interior showing Making Time and a storage unit with art book, sketchbooks, a 
bowl of pomegranates, paint box and a pipe in an ash tray)   
Image 26: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (Aerial view of interior, showing boxed up artwork and a copy of A Body of 
Work 1:12 scale on the worktop) 

The interior of the model is set up like a gallery with lighting and important safety features like an emergency exit and fire notices. It includes motifs referencing 
art and transcendence including: two keys on a hook, one made of silver and the other of gold being suggestive of St. Peter’s keys to heaven and a bowl of 
pomegranates that relate to Persephone’s journey in to the underworld. The slightly incongruous placement of a pipe next to a paintbox references the surrealist 
René Magritte’s painting The Treachery of Images (1929) which depicts a pipe with the caption below stating “Ceci n’est pas une pipe” [This is not a pipe] but 
only a symbol, a signifier of a pipe. There is also a book showing Da Vinci’s Vitruvian Man (c. 1490) on the cover, a drawing by the polymath that details the 
proportions of a human.  
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Play Time (Left to right top to bottom) 
Image 27: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (internal studio lit view of the 1/12th scale light cube from Fate (tbc) 
Image 28: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (internal studio lit view of the 1/12th scale grain cube from Fate (tbc) 
Image 29: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (actual view through the eye piece to the crate) 
Image 30: Persistent Creative Illusion in the Discovery of Reality (2019) [detail] (internal studio lit view of 1/12th scale body of work, with 1/1 scale heart)

In the storage box a number of my own works can be seen, the stand out piece being the 3d printed heart which is suspended in the middle of the 
space from a rope secured on a cleat via a pulley system in the gallery directly above. This artwork was shown in the Scarred for Life (2016) exhibition 
at the Waterfront Gallery that supported the work of the Somerville Foundation. There are also works from my degree show installation Fate (tbc) 
(2016), Time (2015), artworks from my flag series (2014) and 9.69 - An existence in the pursuit of a moment (2012) a photograph that was awarded 
runner up in a national competition. 

The ladder up to the drain cover and the rope lifting the heart provide a physical connection between the two spaces.
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Play Time 
Image 31: A Body of Work (2019) (10.5 x 14.8 x 0.4 cm) [1:4 scale catalogue of artists works inkjet, wax thread on paper] 

The scaled example of an exhibition catalogue lists my entire back-catalogue of artwork since my enrolment at the University Campus Suffolk (2011). The details 
of the works exist without thumbnail images, only boxes show the location where these images maybe positioned on the page. As per custom and practice red 
dots denote sales.
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Play Time 
Image 32: A Body of Work (2019) [detail] (opened to last page)

The booklet is bound with waxed thread using the saddle stitch technique. A second 1:12th scale copy is available in the JL Gallery and is part of the Persistent 
Creative Illusion in the Discovery of Reality (2019) installation, it is visible in image 26.
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The theme of this project is ‘play’, and I found it interesting that although I 

hadn’t intended it the work returned to my previous focus of mortality and 

oneself.  The project culminates in a work that is both introspective and 

dwells heavily on time. These two themes have been repeated throughout 

my work, and I had intended to try out new concepts within this project yet it 

circled back.  

The group crit considered the work under the main heading ‘Caution: This is 

Not a Toy’. The crit informed me that the work was not being read as I had 

intended.  I expected the observers to pick up a sense of breakdown in 

others, relating to childhood play that can impact consequentially on poor 

future decision making. Instead the work was seen as reflecting my recent 

experiences during gallery visits and my personal life. As pointed out by 

Heidegger (1977, pp. 3-35) the preconceptions of an artist held throughout 

the making of an artwork may hamper the intended unconcealment for 

others. Barthes (1977) adds that once an artwork is complete and revealed 

to the world the artist may provide no further influence over the viewers 

experience. So I decided to move away from casting objects with the intent 

to provoke a sense of others issues, and towards creating a free form  model 

which spoke of my personal story.  

I was given a prognosis which I have outlived. A Sisyphean act, or more 

contemporaneously that of Anthony Hopkins’s character in Westworld (Les 

Écorchés, 2018) both of whom cheated death; as I sometimes feel I have. A 

sensation that is compounded by my career transition from engineer to 

artist. The group crit mentioned the evocation of both a lifecycle and a re-

purposing of skills from technical to creative. I intended to embrace this with 

intent in my final piece in the project, an assemblage of found objects and 

artworks. The title of the piece is Persistent Creative Illusion in the Discovery 

of Reality, it is paraphrased from a line in Maria Walsh’s book Art and 

Psychoanalysis (2013). Whilst carrying my story of life, death, do-over (a cycle 

of being hung, taken down, and awaiting a re-appearance in the gallery 

through ones body of work) the creation is further inspired by a few other 

things, mythology, particularly elements that consider introspection 

(Narcissus) and references to the afterlife (Persephone and the 

pomegranates), Christianity (the stations of the cross and St. Peter’s keys), 

the Hoxton White Cube art gallery and the associated myths discusses by 

O’Doherty (2012) his text on the ideology of the White Cube gallery space. 

Also Winnicott’s theory of ‘transitional phenomena’, Cornelia Parker’s 

installation Transitional Object (PsychoBarn) (2016), and thoughts around 

artworks representing the artist and our perceptions. Including models of my 

past artworks, it represents my body of art since I started my studies at the 

University in 2011.  As diminutive objects of actual things, they are imbued 

with symbolism and biography, albeit a passive agency as described by 

Alfred Gell (1998, p.129-133). These objects, that already exist as self-

referential creations become emblematic. Further to this the painting 

exhibited in the model gallery Praxis V - Spraying (2014) also represents me 

as my avatar on social media, therefore it takes on a totemic role since the 

Evaluation
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internet will ensure it’s continued presence and accessibility even 

posthumously. 

In the storage space below the model a modified video (by the addition of 

audio), which I originally created for my degree show as part of the 

installation Fate (tbc) (2017) lights the space. Its projection onto the model 

light cube reveals the other objects stored in the space. These objects are all 

in abeyance, waiting for a new opportunity to be seen. This provides both a 

sense of loss and hope, as is intended with the selected contrasting colours.  

The connecting thread between the model and the store is both thin and 

strong since it carries the weight of a suspended life size heart. The rope is 

routed through the space, and up through the floor of the gallery, it is tied 

off on a cleat next to the Emergency Exit (a dummy door that is inoperative). 

It appears as if the gallery staff hold both St. Peter’s keys (to their left) and 

the means to lower or raise the heart (to their right), or since the rope is 

located in the public space within the gallery, maybe it is the gallery goers 

who have control over the heart? This is intended to be a reference to the 

Sword of Damocles. In the myth, a sword is suspended above the king, only 

he can see it and it remains a constant threatening presence; giving 

Damocles a persistent sense of uncontrollable foreboding. This is a 

sensation that I became personally familiar with following my diagnosis, and 

I felt that the suspended heart effectively demonstrated a similar loss of 

control of ones fate. It also relates to the openness an artist demonstrates 

when publicly exhibiting artwork that is borne out of introspection.    

Although ‘play’ was the theory I had researched and employed, the subject 

of my work returned to my interest in time and mortality. As with Edvard 

Munch’s and Jasper Johns’s art which became increasingly focused on these 

themes, they will no doubt continue to resonate for me. Related 

philosophies are sure to influence my art practice as they inform me about 

myself and the world around me. 
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