So-Ha Au.
I use dressmaking patterns to map the interior space unoccupied by the clothed body, to explore representations of absence/presence. Deconstructing the shapes, like displaced limbs. Reconstructing them again, almost as flat plans for referencing an unoccupied, internal space of the absent and displaced. I am interested in exploring the theme of mapping memories and the layering of time, as a way of mediating personal histories and identity. 
www.sohaau.com 

info@sohaau.com
Adrina Rivera

Daily, most of what is presented to us through various forms of media has little to do with reality, like a distorted reflection of real life.  For example, in the advertisement we can see “real” images from the “real” world; images with an unattainable and non-existent perfection which turns them into un-real images. Individuals tend to follow these fake stereotypes, holding, for example, social ideals about beauty and self-identity that are un-real. Consequently, they simulate a mask which doesn´t exist.
The artvertisement´s aim is to break and reveal this simulacrum, through the use of the same medium; the mass media communication itself, confronting and questioning its power and role in our society. Through the use of aggressive and grotesque painting, the artvertisement catches the general public attention, contrasting the un-real perfect images that the advertisement many times shows.

Sara Andersdotter

The motivation behind my practical work is an inability to recognise my childhood in my family photographs, which has raised doubts regarding generally held views of a presumed, direct ‘bond’ between memory and photographs, how memory is experienced and where it is ‘found’. The works are a part of a practice-led research project at the University of the Arts London (Wimbledon), and speak of memory, cultural displacement and inadequacies in current ‘generally held ideas’ of the mnemic. As I am unable to connect with my past through my family photographs, I have continuously undertaken regular journeys to my native country of Sweden in hope that this return will connect me with my past. I have been looking at elements of this past that was never documented photographically and one such project has resulted in a series of images of large hunting towers. I am continuously working on this series, in which the towers have come to represent both the ‘undocumented’ and an intersection where personal and cultural memory merge. However, each trip ‘back’ has been futile; instead of connecting me with my country and my past, the journeys have highlighted the extent of the disconnection, demonstrated my status as an ‘outsider’, and shown me the nature of the cultural, spatial and temporal exile that I am in. 

http://www.andersdotter.com
Emily Watkins

The inspiration for my sculptures comes from scientific imagery. Early anatomical diagrams in which body parts are depicted in a vague ambivalent manner and organs often resemble plants particularly fascinate me. I am interested in the blurring of boundaries between animal and mineral and subsequently use abstract shapes in my work that could refer to either. 

I am also interested in the organic forms often found within mechanical objects. I intend to explore how successful forms within nature often inspire synthetic objects. My work merges the mechanical with the organic by arranging familiar non-natural objects in a way that is reminiscent of natural forms or human organs.

I am interested in the way natural growths adhere themselves to surfaces. My wall based installation work aims to flow from the surface absorbing its surroundings. I see my installation work as a development of the uncomfortable objects I create. By giving them a relationship with real space I introduce the idea of the unknown invading the familiar.

My work takes the form of assemblages of found objects or casts, drawn together by some kind of central structure or coating which gives them sculptural form. Shapes resembling spheres, tendrils and vertebrae feature regularly in my compositions. My work utilises repeated shapes referring to the ability of natural forms to replicate themselves as well as referencing commercial replication within industry and science’s attempts to homogenise nature. However my use of hand stitching and other non-mechanical processes evokes individualism and the potential for chance.  

Beatie Fox

Based in drawing, my work has recently involved the installation of paper and paint directly onto architecture, to further include the spectator in the piece. The installations have been fuelled by my interest in the role of space as a stage for the viewer to cross and pick his position according to the work. I want the works to have a feeling of play: with the eye being momentarily fooled by illusory perspective, and in the shifting of these trompe l'oeil 'drawings' as the viewer walks about. 

I'm interested in how the mind can fill in the gaps that arise between abstraction-figuration or between 'illusory space'-'real space'. My installation of illusory boxes painted onto a corridor, was concerned with creating a new vanishing point (thus making the viewer uneasy), and creating open boxes one can never see inside: the image falls apart on approach. It was an exercise in whether the image could overcome the architecture and fool the eye into a separate idea of where the floor was. The viewer, on finding the correct viewpoint for the illusion, would be rewarded with a sense of unsteadiness-where does the ground lie?, while his mind attempts to see both image and reality at once.

In keeping the images stark, their purpose is to present an object's idea, not an attempt in realism. I want to explore the relationship between the depiction of a weighted object and the ephemeral nature of illusion, which seem at odds with each other. The medium of installation is relatively new to me and I will be researching its outcomes, prospects and connotations in terms of my working practice.

Lene Shepherd
The foundations of my practice is rooted in an interest in topology; specifically the transitory nature of places and spaces and whether people still constitute their identity in relation to a place. It is our emphasis on speed and time in society today, our movement through space in whichever way be quickest and most convenient which has created hypermodernity’s lack of integration between past and present. The continuous introduction of new technology means communication and consumption is possible at the touch of a button, reducing our need to move through space physically.
It is the status of the physical space which I am pre-occupied with. By making site-specific work through repeatedly drawing and distorting the space, (most recent works have referenced the place in which the work is to be hung) the intent is to create a piece, or series of pieces, which establish a confused relationship between the work, audience and the space in which they inhabit. As the viewer begins to draw parallels between the occupied space and the distorted translation of that space on paper, a kind of mental space is created in between real and unreal space. The aim being to create a sense of disjointed confusion, making it difficult for the audience to locate oneself. 

The drawings are constructed in a way that is influenced by Paul Virilio’s theory of the ‘oblique function’. The distorted angles and planes being a response to the proposed ‘end of the vertical as an axis of elevation, the end of the horizontal as a permanent plane, in favour of the oblique axis and the inclined plane’ (Virilio and Parent, 1996). This is an attempt to encourage the viewer to contemplate the way in which they move through space, believing that what is productive is not that which is sedentary but nomadic and that space should be as Virilio explained, ‘experienced not through the perception of the eyes but through the movement of the body...’. 

My work is currently a continuation of these ideas which I plan to expand upon. By beginning to draw architectural and spatial reference from the surrounding spaces outside of the gallery, I want the drawings to gain a sense of largeness as the drawn space expands outwards beyond the edges of the paper and gallery space. It is the relationship between the individual and their spatial and temporal situation that is central to my work.
Sue Cohen
‘This is the story of Gilda she is 114 years old. In her day she was quite a girl and liked to flirt with the dangerous side of life.’ 
‘Gilda’ is a continuing series of works that explore the stories and events through a narrative that often has a shady undercurrent. Eventful and sometimes dangerous Gilda’s life is a masterpiece of survival. 

In OH GILDA the everyday objects including Gilda clothes are beginning to absorb her life events. Stories become locked into the atmosphere some are hidden away in wardrobes, absorbed by her lampshades, even appear as the design on her table cloth. Her home becomes a torrent with the ghosts of her past and present. For Gilda remembrance is not  warm and sentimental but dark and mysterious where life events were harsh and many secrets to atrocious to divulge. 

Sara Bevan

Dead Water 2008

Dead Water is a term coined by the explorer Fridtjof Nansen to describe a phenomenon that occurs when a layer of fresh water exists above a layer of more dense salt water, making sailing conditions extremely difficult. In a play on the phrase going up west, this work is inspired by Nansen's attempt  to reach the North Pole by sailing from Norway to the Arctic ice in 1893. His hope was that once the ship was frozen in to the ice he would eventually drift towards the pole. In this installation the vulnerable rowing boat sits on top of a waterless sea, abandoned on a pile of salt. A poetic meditation on Nansen's story, this work plays with the idea of the vastness of his task and his melancholy wait in the ice. 

In Sara Bevan's work the viewer is invited to explore the presence of the mythical and poetic in the everyday. Referencing Victorian photography and often using digital images in combination with three-dimensional work she creates works which are suspended in a half-lit world, haunted by presences which allude to elsewhere. Born in Wales, she graduated from Goldsmiths in 1999, following this she completed an MA at the Royal College of Art in 2003. In 2002 she won the Folio Society’s Illustration Award for her illustrations for Dracula by Bram Stoker. She has participated in several group exhibitions and her first solo show was held at Haji&White, Brick Lane, in November 2004. Following this, in 2005, she exhibited an installation, Forty Thousand Against The Arctic, at the Great Eastern Hotel in Liverpool Street and more recently A Dreamless Sleep at Kensal Green Cemetery.
Carol Mandeville

The ‘device’ is an art object that looks like a prop for a sci-fi film, but  more Dr. Who than the Matrix.  There is a surreal dimension to the object as it will give the appearance of ‘being alive’, albeit from an obvious technological source. 

The Upholstered Device will have elements of a biology but will not reference the organic but more the mechanical - a sophisticated man-made toy not a living one.

The following additions to the device give the appearance of an internal ‘biology’.

Lung/Heartbeat:  A pneumatic device that will make a ‘balloon’ inflate and deflate: being able to see the lungs during a dissection of a frog.

Interactive eye: The eye moves and appears to follow the viewer about the room.

I am interested in a reading of  technology that blurs the line between humanism and post-humanism and our ability to believe  and  be terrified at the same time.  The use of craft techniques, such as upholstery, cites a fascination with human ‘cleverness’ to create an engineer the physical world to hide and soften ugliness or the unacceptable.

