
Rachel Payne-

1 ext: Rachel Payne interviewed byju/t'ana Monsalvr Cam·tto 

After working in the cheatre and film industry, production and spatial 
designer Rachel Payne became interested in che intersections of storytell­
ing and space. During her time in the MA Narrative Environment~ course 
at Central Saine Martins, Rachel developed Comuming 1And1<.apa, an 
immersive audio walk that explores the complex relationship between food 
systems, the ab'Ticultural landscape and the artificial interior of the super­
market. Winner of the Maison/0 Green Trail Award 2023, the 40-minute 
audio prompts the listener around the supermarket while simultaneously 
playing soundscapes and interviews as mechanisms for storytelling. 

Rooted in firsL-h:md fieldwork with farmers, the project offers insights 
into farming methods and demonstrates the importance of locality. For 
d1is issue, UQ's Juliana Monsalve Carrillo interviewed Rachel about how 
local landscape:, have been transformed in response to farming, political and 
social demanili. l'hc interview has been edited for length purposes. 

don't think of ourselves as part of that system, then 
we are not going to make good decisions. 

I would say it's a critique of the supem1acket space 
for its lack of story about how food is produced. 

I have become interested in the supermarket space 
and its pact in susuinablc food produuion. A lot 
of the work on me Narrative Environments course 
is about urban spaces, but we don't actively interact 
with rural areas. 

The omer things that pin-down my project are d1eory 
and environmental philosophy. Bill McKibben (US 
environmenulist) developed the concept that nature 
is dead because there ace no more pristine landscapes. 
Thinking about nature as pristine isn't a helpful way 
of preserving it. !Iumans affect the system and if we 

RP-
Two reasons really. I didn't want ro design more 
srulf. The film induscry i.s hugely wasteful. It's all 
about being able to produce the right stulf in rlle 
righ1 place. If I want to keep engaging in environ­
mentalism, I must question what I am making and 
how I am making il. 

The othe, reason i~ tha1 supermarkets wouldn't let 
me go in and criticise them, so this was the only way 
of doing iL. While I was researching, I spent a lot of 
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time in supermarkets and had to go undercover filming, so I used sound­
~capes to explore an environment from a different perspective. 

I'm also interested in the difference between a "soundscape» and "noise". 
Uncut recordings reveal a landscape that even in remote areas is filled with 
human activity and rraffic noise. If you look at me Welsh Hills, your eyes tell 
you one thing, but when you listen you arc never far away from the sound 

of :m engine. 

RP-
When l started the project, l wanted LO be able to connect the supermarket 
spa~ with agriculture land. For instance, to hcac d1e rain from the c.irrot 
farm, or the insects during summer when choosing your veggies. One of the 
ideas I approached was putting a microphone on an organic wheat field and 
compare the ~ound to a conventional field. Could I register a difference in 
the biodiversity and insects? This can aho be done by exploring Se.t.\om. For 
chi.~ project I was only able to do winter. But it is something T would like to 
continue in the future. 

nd. 

RP 
It started from looking :u a bign that said: ,f you drink non-dairy milk, you 
reduce your carbon foolprint by 20%. If we follow that logic and nobody 
had dairy milk, then there wouldn't be any dairy cows, and T wondered 
how that would change the UK landscape. Then I started to look at land 
use and it blew my mind that only 8% of the UK is built on and 70% is 
agricultural. That's the majority of our environment, yet we arc only con­
cerned with chat 8%. 

RP-
\Vhcn I was younger, growing up in Norili Wales, the countryside was just 
a backdrop. When you ace young you take things for granted and chink d1ey 
are unchanging. I now have tw0 children and J have tO think about feeding 
them. There arc so many different things about food, complex conflicting 
diets of what you should or shouldn't be following. But we should be taking 
our lead from the land, what is good for the land and good for us. 

What I have learnt from working on this project is that regenerative and 
~llStainable farming works on a very different time frame. A rotation in a 
field can be seven years, and planting trees as part of an agroforestry scheme 
won't be folly realised for many years. There aren'r many businesses thac 
work like this. 



RP-
There is this notion abou\ milk and certain foods 
being bad. But considering history, we are lucky to 

have healthy food. We still have a broken food system, 
but it's better than it's been before. With milk, people 
have different dairy and non-dairy options. There are 
good things going on that can be changed instead of 
throwing everything away. 

One of the biggest things is tha1 organic is seen as a 
luxury, artisan, or a nice thing 10 do for your health, 
but it is not sold as "organic= biodiversity". Produce 
that comes from genera1ive farming systems tends 
to cause damage. Conventional fumers are trying to 
use sprays or chemicals as carefully as possible. But 
the reason they arc having to do it is because of the 
pressure of producing food the cheapest. 

The other thing is that livestock are crucial for land 
management. Even if you're vegan, there must be 
livestock, you can't grow or have organic f:u ming 
without there being some type of livestock within 
the system. It is possible to grow veg without having 
any animal input, but that can't be replicated on all 
soils and at scale. For instance, the organic cai rot 
furm doesn't put manure the year that the carrou. arc 
growing in the field, but within a seven-year rotation, 
there would be organic material spread on that field. 
Livestock are part of the big-time frame, and it is 
about being able to communicate d1at. 

RP-
There is a lot of pressure on farmers to take land out 
of active agriculture and rcwild it. But if you do that, 
there would he less agricultural land to grow the food 
from and then that pushes up the price of things like 
bread. The wheat farmer I spoke ro used to have 
mtxed farms with livestock, but they had to get rid 
of the animals and other crops to be able to produce 
at scale and buy the machinery for that. Otherwise, 
they couldn't make a living out of farming. Now 
they don't have a choice and they must use man• 

made fertiliser to produce continual crops. They cry 
to do it in seven-year rotations and stay as clever as 
they can, but they are still pressured to continually 
grow wheat. 

RP-
At the end of the day, ir comes down to govern­
ment policies. A lot of what sits behind this project 
is chat we left the EU where the farmers used to 
have CAP, which is the Common Agricultural 
Policy. Since Brexit they arc moving towards ELMS 
[Environmental Land Management Schemel where 
farmers are compensated for public goods, "public 
goods" being environmental schemes. But there is 
a lot of controversy because there are disagreements 
over what an environmental scheme is. For instance, 
they are paying the farmers to let the land sit fallow. 
That would work tor a big landowner who doesn't 
need that land in production becau.se they own other 
properties, but for small farm owners it doc_sn 't. 

I did ask all the farmers about this. When T spoke 
to one of the wheat f.trmers. he said they created 
margins for birds co feed. However, hecausc it's an 
open locarion, people are going through it with their 
dogs, there's lircer and the margins got destroyed. 
This happens because people don't understand and 
are not educated about whac happens in the coun­
tryside, but ic doesn't mean people shouldn'c have 
access ro these spaces. 

RP-
I wanted to have a map with a circular walk, giving 
the idea than1/C arc going on a walk around the UK. I 
senc many emails out, thinking I would gee responses 
from lots of veg growers and that no one would let 
me near a pig or a cow. But in fact, the opposite was 
true. I received responses from lots of dairies, beef 
farmers and people with livescock. Noe a single con­
ventional vegetable grower got back to me. Only rhe 
organic farms reached out. The reason for that, I 
think, is that people will be shocked about whac goes 
into vegetables, because it is very intensive for the 
land. Showing how much goes imo growing organi­
cally, show, how many herbicides are used to conrrol 
weeds in convemional growing. For example, to grow 
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carrots they have to burn off the weeds. If it's not done wi1.h herbicide, then 
it's burnt off and removed by hand, which makes it very expensive. Jf they 
are using herbicidci,, d1en they also have to use pesticides and fertilisers. In 
a lot of very fertile land in the UK, they don't practice rotation. If chey do, 
they will do a rotation of different members of the brassica f:unily [broccoli, 
cauliflower, cabbage] which isn't a proper seven-year rotation so it'~ quite 
incensive. 

RP-
Because it is connected to the supermarket spacC1,, I am hoping that super• 
markets would change, and I would like to be involved in changing those 
spaces. R.Jght now, supermarkets arc completely commercial spaces, press 
ing people ro buy at all costs. 

With food ~fety standards rising, the next evolution would be to connect 
ro where we were post-World War IJ, reconnect with some of d1ose F.um­
ing methods and bring them into the modern age. At the moment, the 
<upcrmarkct ha, made the consumer ,nfuntile. We go to 1.he supermarket, 
have anyrhing we want at any time of the year, and we don't know anydiing 
ahour ir We need to stop that. It shouldn ·t be •what do we want?" but 
rarher, uwhat i< there available to eat?". We have enough chefs and clever 
Idea.< ro he able to make that happen. And l thmk tha\ has go1 to involve 
the supermarket. 



AISEAND 
s 

lmage1: Sho Sbibuya 
Text: Sara Aguiar d.t Silva 

Lockdown prompted artist Sho Shibuya w paint sunrise sky visCIS from his 
Brooklyn flat, in a ~cries entitled sunrises from a small window. The artisl 
recently rerurned to this visual medicative device, leading to the 30 paint• 
ings, caprured hetween January and May 2023, that were displayed al his 
recent solo show, Montb, at the Unit Gallery in London. 

Much like Shihuya, painters Turner and Monet were particularly dr.iwn to 
the special light and hues suffused by dawn, a veritable buffet of quickly 
changing tints for painters ro feast on, as evidenced by paintings ~uch as 
SunriJt over tbe Sea and lmprwion, Sunrise. 

Using the daily front page of the New York Times, the artist further con­
veys the pa.~sage of time as well as the rirualistic narure of the project. Sho 
Shibuya follows a long tradition of artists beguiled by chis motif and his ver­
sion, using a pro~aic newspaper as canvas, feels fresh and decisively modern. 
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Text: Alexandra Steinacker-Clark 
(magc: Felix Helmut Wa.gner 

The stench reached my nose before my eyes could register what was caus­
ing ir. Sickly, hordering on sweet, rotting. During a particularly warm week 
in Scpremher 2021, ar rhc Scmmelwcis Women's Clinic in Vienna, the 
alkrnativc arr fair Parallel was raking place. Artist< and galleries occupied 
the rooms of the old clinic, cxhibi ting their works across multiple stories 
of rhe abandoned builcling. On rhe t.op Aoor, Fdi.x Helmut Wagner, an 
Austrian performance artist, insra.llcd People look at me/am. Melons don't 
laok at people. The work consi~tcd of a screen playing a video performance 
surrounded hy a wooden strucnirc and, as everyone on that Hoor would 
become increasingly aware a~ the week went on, 104 pieces of watermelon 
wrapped in clingfilm. 

Throughout the course of the week, the watermelons began to rot, their pink 
flesh slowly changing and decaying to a sickly brown. Wagner created this 
piece co serve as a provocative illustration of the semiotic notion of ascrihing 
meaning to objects. He srares that "people give meaning to things, which 
include works of arr, and nor the other way around". Through Wagner's 
incorporation of the rotting fruit, and through It~ inevirahle deterioration, 
the relation to human flesh and morcality was strongly evoked. In line with 
Wagner's claim, how would one come to ascribe this Interpretation, this 
meaning, to the work if ir were not for the sensory effect created as time 
wenc on and the smell of rotting fruit filled the room (and the hallway ... 
and a bit of the stairwell)? As a result, the artwork bestowed on "time~ the 
capability co con tribme co the result of the piece, In itself no longer abstract 
but instead functioning as an active agent. 

The use of perishable goods in PefJ/}le look dt melom. Melom don i look at 
people is reminiscent of other Installations in which the temporal try nf the 
object played a key role in the work itself. Looklng hack into art history, Lee 
Bul's Mdjesric Spkndor involved a lavishly decorated raw fish to que.~tion 

the notion of ornamented beauty, however, it also simultaneously filled the 
Museum of Modern Art in New York with such a rerrible stench that the 
work had to be removed in 1997. Zoe Lconard's Strange Fruit is another 
example, as it mcorporared 300 fruit ~kins taken apart and stitched back 
together after the msides of the fruit were consumed, the process of decay 
unfolding for all viewers to experience as time went by. 

The main characteristic of these works is their underlying ephemerality, 
entering a new transitory state each day umil, over time, the process of 
decay prevails. As a viewer or a curator, each day the insr:illation has the 
potential to surprise and change 10 unexpected ways. It leaves less room for 
comrol and more space for the artwork to unfold in its own time. lbere are 
possibilities to exert some form of control over 1.he deterioration, depend­
ing on the environment the works arc displayed in, Lee Bul began ro use 
potaSSium permanganate to miagatc the smell of rotting fish. Zoe Leonard 
experimented with drying and preserving fruit co eiplore the possibilities of 
halting the process of decay. Felix Helmut Wagner's installation is captured 
rlirough photography and the non-peri.lhable p:m of the installation, the 
video work, is still in existence. However, the end result iJ; v:1.1tly different 
from how the work would have originally been displayed. No matter what 
precautions are taken, nr curatorial strategies are imposed, the impact time 
has on these ephemeral works of art is inevitable. 



WALLS 
Text: S,ucha LO 

If my bedroom walls could talk, 
I think that they would hitch about me behind my back, 
Like they woulci roll rheir eyes ahout the time that 
My sister printed off all the things she liked, 
Tracey £min Jackson Pollock The Office (US version) ere, 
And stuck them up using hluetack, 
And then I prinr.ed off all the things that my sister llked, 
Lily Allen Hozier Glee (except for the last three seasons) ere, 
And stuck rhem up using hluetack. 

Or how when she grew out of that, 
She bought cheap blackboard paint, 
So she could turn her wall into a chalkboard, 
She dld drawings and wrote things like, 
'Fuck Trump' and 'Piss off mum', 
I used her leftovers and wrote, 
'To do list' at the top of mine 
And then never wrote anything else. 

l still don 'r like enough things to fill a wall, 
And I don't chink blackboard paint works 
because chalk is impossible to get off it. 
When she painted her room white again, 
I painted mine a pale Beshy pink 
And then when she moved our, 
r waited a year 
And then so did I. 
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SEEDLINGS_ 
TOWARDS 
THESEEC> 

Text: Qianx,m Chen 

Seedlings_ is a digital ecosystem where words are plained as sews with the 
help of the Dawnusc APJ, a data-driven word-finding engine. Seedlings_ 
follows pre-coded generative rules d1at are bundled under die namcs of 
plants (willow, dandelion, pine, bamboo, ivy ... ). TI1ese generative rulcs con­
sist of a series of word-finding queries defined by a seed word and a domain 
word. Other than words in monospace fon l, lines of dashes are the only oilier 
visual elements, expressing minimalist aesthetics in d1ese potentially infinite 
two-dimensional linguistic beings. 
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TAP I ZAN DO 
LAS PAREDES 

DEL AECUEADO 
Text Yimages: A1arla Paula Romero 

According to Andreas I Iuyssen, humanity has 
reached a point at which all aspec1s oflife are in con­
stant evolution. Everything that seemed new once 
rums ohsolctc in a matter of seconds, and there Is 
no real evidence of the present. 11,e past and the 
future arc in constant movement toward each other, 
creating a limbo that will not allow us co hold on 
to something tangible in the present. As a result, 
humanity i~ haUJ1ted by existemial crises and ques­
tions ahout our own identity. 

This project started with the need to understand nos­
talgia, as it is a recurnng sentiment in my personal 
experience. Nostalgia uses memory to calm the exis­
tential crises that ansc from the rapid change of rhe 
present. Experiencing this ambivalent feeling, which 
cannot be defined as completely good or bad, awoke 
in me a profound interest in exploring and under­
standing it from different conceptual and macerial 
interpretations. Further, I analysed the different ways 
nostalgia manife.~ts itself in the construc1ion of iden­
tity chrough memory practices. 

Consequently, I created a series of physical man­
ifestations that characterise and define nostalgia 
rhrough textures and colours that evoke emotions 
and moments. These became evidence of practices 
and phenomena that give the fcclfag of nostalgia a 
tangible presence that answers to intangible aspecrs 
like time and memory. By creating thh "noscalgic 
universe• I started to understand nostalgia not only 
as a remembering practice but also as a practice of 

1 started to 
understand nostalgia 

as a praaice of 

rrcotleaion 

nnt ()1t~y aJ a 

bt1t 

and 

(re)e/lnstructio11 
of memory. 
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recollection and (re)conscrucrion of memory. As a 
resulc, Tapizando la1 Parcde.r del Recuemo I Draping 
the Walls of Memory] become.~ a textile colbgc that 
embodies the construction of identity through the 
ace of remembering funlly rituJtl~ and other memory 
practices. 

Morivatlon-
Noc long ago, another design project forced me to 
mke a rrip down memory lane hy looking through 
family albums. In this compilation of images, I 
found a photo of my parenL~ char evoked an uncon­
trollable sensation of melancholy. It is not a sad 
photo by any means, it could he considered funny or 
silly, but when I saw that picrurc, I could not help 
buc reel a tinge of sadnes.~. I rry ro not dwell on feel­
ings of sadness or day-co-day affiictioM. But for some 
reason, looking at that photo overwhelmed me with 
a sensation ~imilar to sadness or longing, something 
commo11ly known as nostalgia. 

This experirnce inspired Tapizando laJ Parede.r 
de/ Re,uerdo, where I submerged myself in the 
feeling of nm.talgia, to expose myself to le through 
ditferem emotions, practices and concept.~. This 
project focused on dissecting my personal nosta!gic 
experience, as wdl as other conceptual and philo­
sophical descriptions of ir, to find different insights 
that allowed me to materialise nostalgia and turn It 
into something that can be manifested in a physical 
form. 

The act of designing, more often than nor, takes 
inspiration from introspection in order to create dif 
ferem design opportunities. I believe that if we aim 
to design for human beings, it is important to start 
by srudymg ourselves. Creating sp-dccs for medita• 
tion and self-knowledge, to produce experiences and 
products that connect wid1 od1ers through emotions 
and shared experiences. 

Muia Paula Romero Corte<, Taphandn la, Parrdr, dd R<t•t1·dQ (2022) 
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lbe Textile-
One of the mam insights in the project is that mem• 
ory serves as a refuge and covering. Blankets from my 
childhood inspired me to explore, in the act of blan­
keting, the different ways one can physically cover the 
body. Refuge can also be explored from an abstract 
pointofvicw, becauseotherthan beinga physical place, 
one can also lind emotional refuge in diffcrcnt acts 
and practices. Thinking about the physical manifesta­
tion ofnostalgia, led me to consider different materials 
that could embody or communicate these emotions 
or experiences. 

My relationship with textile surfaces comes from my 
childhood and has accompanied me through sev­
eral moments of my life. Textiles remind me of my 
upbringing and connect me to my grandmother, my 
mother and my nana. I was embraced by handmade 
textiles from the moment I was born, and larer, they 
were the ones who mught me different rextile tech­
niques. Knitting itself is a very interesting technique, 
as it requires a lot of time and Intention. Having a 
single thread and handling it for hours, weaving ir 
into a textile becomes meditative and develops a very 
close connection to the person who create.~ it. 

Tapizando la1 Pt11-rdes del Rmtemo depicts f.un.ily 
members, moments, imagery and phrases from my 
childhood. These hm1ly memories become mech­
anisms that allow me to uJ.k about nostalgia as a 
comforting expenence, that, through the act of 
remembering, promotts the construction of family 
and personal identity. This piece explores die impor­
tance of homely spaces where you find safety, but 
also how nonalgia 1s the result of different memories 
that connect and form a fabric or space of peace in an 
unreachable past. 



THE 
NATH 

Text~ image: Kilnika .Barghav 

In the tapestry of lndian heritage, every jewel holds 
a narrative, a purpose beyond adornment. le be­
comes a keeper of stories and cakes on the statu.s of 
an heirloom wilh each piece carrying che legacy of 
generations ~l. 

The tradition of pa~ing jewellery co daughters when 
they come of age~ deeply rooted in Indian culture. 
Indian women score and save their gems in a locker, 
wrapped between tissues, opened and worn once in 
a blue moon wid, utmost care and love. 

Among all che precious rrcasurcs in my mother's 
1cwdlery box, one piece holds a unique and cher­
JShed place - the Nath, a traditional nose ring in 
I lindu culture. !bis simple piece of jewellery Carrie.~ 
within it an epic Lale oflove, resilience, and heritage. 

My maternal grandmom, whom we affectionately 
call «Nani", was a young girl living in the Hindu 
region of Lahore when the tides of history turned 
and the subcontinent was divided into India and 
Pakistan. During the escalating violence, families 
faced a painful decision - stay and risk everything in 
what would soon become Pakistan or leave behind 
their cherished homes for an uncertain future in 
[ndia. Amid the chaos, f:i.milies were forcibly torn 
apart, and ancestral homes, brimming with memo­
ries, were left behind. 

Families clung to the few possession, lhey could carry 
as they we~ separated from a life lhey had always 
known. Among them was the cherished Nath. My 

grandmom, with fear m her voice, recalls the thou­
sands of people trying to board the trains, some even 
sitting on their roofs, and how my grear-grarn.lmom, 
a single mother and a very brave woman, held my 
grandmom in one hand and discreetly secured the 
Nath within the folds of the s,i/war kameez (uadi­
tional Punjabi suit composed of trousers, a lunic 
and scarf), fearing 1t might be stolen on cheir jour­
ney from Lahore to Delhi. 

This nose ring was precious; it would have brought 
them a hefty sum even at that rime. Bur how could 
she have ever ler it go? It was more than just .u1 orna­
ment; it was a connection to her house in Sialkoi, lO 

her in-laws, to the vows of marriage. It was lhe only 
thing that remained of her land as well; the stones 
were from its soil. It was born there, just like her. 

The Nath's origins arc said to ne~tle in a village amid 
Sialkot's rolling hills, now in Pak.isu.n. Fashioned 
from gold with a peacock motif, it has graced count­
less weddingccremonic~ in my family. Mygrandmom 
wore it on her wedding day, as did her mother 
before her, forging a chain of traditions through 
the generations. And in due time, it found its way 
to my mother. 

Today, whenever I ~cc my mother adorned in the 
Nath, I'm taken back to the era I've only heard of. 
It's a symbol of the matriarchs in our family, a con­
nection to the women who wore it before me. The 
story of the Nath is our story - a story of love that 
defies borders. 

Oppo,;« K,niu.'< mvthc1 Mceml.;hi Bh~•·, photograph«! wearing the Nath in 1m. 
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A NEVER· 
LANDING PLANE: 

SS:,ACE IN 
DANIEL 

GAEENFIELD­
CAMPOVEADE'S 

\NOAH 
Ttxt·S,mtiago Va/mad. Pa"a 

lmagtJ: D,rnicl Gr,.mfie/d Campoverd,· 

Philosophers Gilles IJeleulC ;And Felix Gum.ui con• 

<trucred an inrertWincd nuuon of territory based 

on the Idea of potcmiality; an experimentation of 

time(s) and place(s) tlm imroduces new rdations 

into the bodily, che linguhli~ and the foundations of 

experience. Their id= of lei ritory arc suswned on 

a politics ot narratives and ~ouncer-narutives. Self­

mbjectivarion passes tl1rough affective and semiotic 

experiences chat can Ix: dhwvcred or created Tn 

th= experimcncniom, difference is an mte~tice of 

openness, chat questiom ;Arni displaces a hneu exist­

ence. However, cerritoric\ Mc coristantly organised, 
categorised and submiu~-<l into rigid gnds. Time and 

place arc signified and marked. Today, with endless 

promises ot identity expc1 imentation thu come from 

prefigured capitalisric muul~. we are reminded and 

haunted by the ghost of being someone, when we 

could be anyone, entering arid tcrritc,nes for aesthetic 

creations that perverc IJcleuic: and Guatun's idea<. 

The~ notions of die territory arc revaluared in 

rhe work of Vene-tudm-bom London-based arri,t 

Oanlel Greenfield-Campoverde {he/him} (b 198-1, 

C::aracas). His work, a dcli,;ate diary on queer hor 

derlng, pl:tce and memory, gives us a door ro rhc 

di~ of che territorial, by c.arcfully SUV1ng in,idc his 

acqu:tlntllllccs. His uti,tiL oeuvre •p.m• dra\\ing, 

painting, photography and video. Artistic exercises 

snch as Cuademo Cilobo (1992), a notebook where 

rhe artist as a child drew from memory maps from 

rra\-cl brochures, prc,tnl his cverll<ting intere,r 

in place making. In Cuad~mo Globo, line:< enact 
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the idea we have of places and how we n3me them. 

Territory h not only a diuortcd representation of 

what could be called an "ohjtttivc" prcsent:1tion of 

the glolxll map, but a nai,-c and productive exercise 

of spatial ,omtrucoon and ir, limit:1tions. 

This ob,e,;ion with carrography is ever present in 

Greenfidd•Campoverde'< practice. Why is it Ml 

imporcmt? ls the artisr representing the world, or 

by doing tlllS 1s he crying to discover a new place, 

ro name a new cartographic practice? Naming and 

drawing tlHough cartography becomes an exercise 

of expanding the reality of these places. And so the 

quesrion anscs. How havr contemporary technolo­

gies, ,cience md bordrr polit1cs created a "correct• 

rcprcscntarion of the world, and what is lost of the 

childish IU.1\-Cty of the artl<r and of the spaces he 

dreamed? The point, then, 1, how to configure: map• 

ping S) stems that excttd mual undersundings of 

canography, to enter subrle vanishing poim.) thu, 

contradicting mual experience, allow us to give a new 

look ro reality. 
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Daniel Grccnficld-CampO\'Ctdc,Monum,,u IQ rlx /n,Jkt.,.,,n (1Jll7-prc.tc:nr). 
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Incursions into sp:icc arc also accessed through 
ready-made objects. The series Monument to the 
In-Between (2017-present) is an archival collection 
of postcards the artist has gathered since living 
in Caracas, and throughout his journeys to New 
York and London. Each postcard, presented as it 

would be displayed in an airport or souvenirs shop, 
depiccs aeroplanes and airports in a sort of fro:zcn 
time-lapse. As mnemonic objects, these postcards 
represent places and situations that, being generic, 
remain of extraordinary personal significance to 
the anise. Tile presence of a certain place, a specific 
location, is explored through the simulacrum of the 
constructed image that nevertheless stands in for 
multiple travellers. Greenfield-Campoverde explores 
an open window between places that are accessed 
through specific images, that also remain generic. 
The no-places represented by aeroplanes a.nd air• 
porn; because of their transit essence arc founded 
on the reproduction of dlc industrial image, and the 
singularity of f~ling it creates. This work promp,:,; 
us to bre.tk apart the representation of a ~pecific 
location, to face a dislocated group of images, that 
participate in a contemporary culnireof conn,,ctivity 
and globaJisation. 

Widlin this contemporary promise ofintcmational­
and why not, at some point interplanetary- move­
ment, the artist is further exploring a sen~e of 
possibility and connection as the postcard, and rhe 
image, arc today an integrated clement of the travel 
experience. These postcards are then passages that 
delve between commodities and life. The middle 
ground of Momm1mt to the In-Between reflects, pre­
cisely, rhi~ double reahty that carries the image. By 
creating this synchronicity of the postcard as expe­
rience and as representation, the artist's project gives 
another connotation to ordinary objects and pro­
duces a new territory of meaning, as he introduces 
nouvelle relationships into it. 

Simu-'taneity is yet again reflected in Leave to Enter 
(.Bimvenido a Lo,u;/m), a video the artist created 
when arriving in London. In 2021, as a diarlsdc 
exercise, Greenfield-Campoverde recorded his acqu• 
aintances when discovering the city. This work, 
composed of moving images, an important presence 
of distorted notions of time, and a disconnection of 
place, is a tender commentary on his travel expert• 
ence and his own queer journey. More than answers, 
Leave to Eni<r possesses the tension of the occupied 
place and the dreamt one, an "objective" and subjec­
tive account of time, and how they finally expand 
on a new territory of their own. His experience as a 



migrant functions inside an idea of ceaseless movement, cleverly explored 
inside the film with parallels between the dancefloor and the ~elmg ofjet-
1:lg. The migrant occupies and lives mside a specific context, yet continually 
pointing to other time.~ and places that, ratlier than fixing to hi~ past, seem 
to push his identity inro zones where his life is yet to be constnicted and 
rediscovered in new territories. As with his cartographic exercises, or his ob­
session with aeroplanes and airports, this work carries important references 
to space through architecture and landscapes. 

TI1e British landscape, the geography of the country, its fabrics, its bridges, 
and its geometric distribution, revolve arow1d Greenfield-Campoverde's 
own signifiers of home. But the point is not to fixate on a certain place, 
but to expand on diverse ideas of belonging, to produce a different sense 
of meaning. How to inhabit and make a new home of the.se labyrinths? By 
staying inside them. This brings the artist, once again, co explore territory as 
an open ended, intertwined road: a queer, incomplete, sometimes hurtful 
journey chat doesn't end but continues deconscruccing into his life. Here, 
d1e arrisc can create and experience a moving-place, and a no-rime that ends 
up being his own life configured as the teniwry of a never landing plane. 
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Text e5 images: Vita Clough-Paxman 
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For many, time is understood spatially. The rhythms 
of day to night, the cycles of the moon, and 1.he pro­
gression of the seaso1ls are ancient signifiers of d1e 
passage of time. Similarly, devices such as clocks and 
calendars establish conventions of time. They enable 
repetition and associations of habits or occasions to 
be repeated every day, week, month or year. Time 
means more to some than to others. The citizens 
of Konigsberg would set their clocks to the rou­
tines of their odd neighbour, the philosopher Kant. 
The Piraha of the Amaron have no concept of time; 
indeed, evidence suggem most cul cures didn't before 
the world felt the innovations of Ancient Persia. 
Some culture.~ view t1me, and the world as cyclical. 
In Western culture, time is often portrayed as a line. 

The line has long been a central character in temporal 
representation. The line wiggles its way across visual­
isations of time: bar charts, line graphs, heat maps, 
stacked graphs. Tn fact, as WJT Mitchell explores, 
the Western, linear understanding of time is baked 
into its languages. We experience "long" and "short" 
periods of time, of intervals, of before and after. For 
many the line has become a framework for the way we 
understand the forward motion of present to future. 

While people have vi.rually communicated time for 
mille,mia, it was not until the mid-18th century that 
the visual vocabulary of time, with which we are 

familiar, became commonplace. Quickly, it was the 
timclinc, alongside related rime-mapping practices, 
that became an established means fur understanding 
and arranging rhe passage of time in Europe. 

·me timeline has proved a useful way of organising 
the forward motion of time, but how does it stand 
when the passage of time is nor linear, when the 
experience does not follow the established path? 
Chronological and subjective time are nor always In 
harmony. Just think back to how long a few hours 
felt at six years old and compare chem to how quickly 
they pas~ as an adult. This is a pillar of modern phys­
ics, summarised neatly by Einstein: «Put your hand 
on a hot stove fora minute, and it seems like an hour. 
Sit with a [nice person) for an hour, and it seems like 
a minute. That's relativicy." Time is too easily influ­
enced by outside factors. Go skydiving and you'll 
observe that fear can slow n:mporal perceptions, 
allowing you to process complex information in the 
blink of an eye. Stimulants, such as coffee, amphet­
amines and the music of DJ Dairylea Donker rend 
to cause the overe.timacion of time intervals, whereas 
depressants, such as nitrous oxide, barbiturates and 
Morrissey do d1e opposite. 

While some dilference between the clock and subjec­
tive time is common, many ncurodivcrgent groups 
experience this more acutdy. lbisconclition is referred 



:o as :ime bl:.nc.ncss M:.d ~ co:nrno::1 fur pcop.e fill: r:ic, who M-c ADHD. 
lnere are sc·,"?r.1.1 •~tions :as ro why people widl ADHD u-e mctt likely ro 
struggle with perceptions of cim~ lime sequencing a.,d time rcprodocticn. 
Sc-Jd:o Sl:gg:stccrcbdla: func ticoing. emmional stirnu..i. and dt:icits in cuc­
urive func::ion, mdt :u 11.'0rlin5 m::mor1, coul:l all be f.K:to.rs in ADHD time 
pcrccpoon issues. 

Mee., r?Search exarrin:ng tim~ v:d :>C'm'Odivergcn::e focuses on !h::m-enn 
dmcts, :ifrer J tbe<i~ .-.ave the most 1.m:nedfate inin::t.. ln.;re:a.c. oflooking :a 1 
rr.iJl~u:-by-;:ni,uccditfacnces, 1 want to portra) the longer time "'"Up•CX?C· 
ri:nccd by pcop'.e Lem~ 

WMe [ can more cuil) grapple with shoncr dura:ions, rrmuting Lpc,n 
langcr pcto:ls of tirce a~ them ro beoom~ blurrier and more illma1y. 
11:is can mm looga--:c:r.n pbnning ilin :o sn:..pping a picnue of :a ~a 
with a ~mud.g:d ler. ~- er an empty fruit bowl. Witn r.'le5e gnpb [ w:u look­
ing m exp'.ore ho11,· you migb L:.SC L.ncs co m;ip-ou1 ~~onaJ, ~li#icly slippery 
perccpticru of tir.x. 

Of course. we :tll upericncc c:me di!f.ercndy, ir.e gyaphs O]Jlore :nv oun p,::r­
ccption of time. Th~graFlti rr. ap the passage of rim~ o,-o-Cll)"!, weeks, rno::1ths 
a.,d yun \I.it, line; inc:rC2Sic1g ir. ~eight as they :>CCOClC r.'lO"C illuscrr. 
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sense of memory what~oever [ ... ] Our culture has 
been subject ro temporality almo~t unrelated to 
history since Its inception." Ar the same time, cura­
tor Hans Ulrich Obrist point~ our that the idea of 
memory as resistance to forgetting is significant. 
Because someone or something is always forgotten, 
we need co see what is overlooked by looking back. 
Moreover, manyt artists have launched movements 
to resist" Leche". Obrist curated Cities on the Move, a 
travelling exhibition; Alex Ross borrowed famous 
comic book characters, eg, Superman and Captain 
America, and imagined chem as middle-aged men; 
Christian Schumann puts together hJs own style by 
recycling historical images; Brian Tolle's sculpcural 
installation The Philadelphia brings the past con­
standy co the present. Our predecessors remind us 
that all things undergo relentless changes In mean­
ing and form over time, and these shifting strand.~ of 
evems form hiscory. We can experience the percepti­
bilicy of time through objects even when the forms 
and meanings of things continue co change. 

The artists' behaviour above tells us that the recy­
cled readymade objects in artworks usually convey 
a sense of time. lo some extent, the past history and 
identity of these things still exist. An off-che-peg 
ga, ment is deconstructed, and parts of its patterns 
and ~tructures appear in the next season's collection, 
and so on and so forth. We are not looking at indi­
vidual objects, we are perceiving an entire idea that 
morphs from one substance/element into another. 
It is au organic, self-evolving entity, a coherent nar­
rative of the dimension of time and the Catholic 
religious subtext ofTransubsrantiation. In the 21st 
century, we celebrate speed and efficiency, and time 
h~ become a luxury to be saved, not wasted. Doubt 
and contemplation have been transformed inco anx­
iely and mental lassitude. We need to consider what 
can be rci.cued from the forgorren corners ofhisrory. 
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T~t: Yang Wang 

The concept of time varies from culture to cul­
ture. Eastern Buddhism teaches the cycle of time, 
Western Christianiry upholds a linear view of time, 
:ind modern culture promotes co-temporality and 
relativity. Time is a denominator in all languages, 
distinguishing events by pasr> presenr and funire. 
But whatever the shape of rime, the pace within 
its structure always seems to fairer, whether subtly 
or dramatically. 

We may feel the Aow of time as a result of our cmo­
tioM. We may be nhliviou.s tn time because we arc 
immer-sed in joy or rage. We may also inrerpreta piece 
of work as a Acering memory of a general memory. 
EiMrein's Restricted Theory of Relativity challenges 
some paradigmatic notions of tcmporality, argu­
ing that our universe is a space-rime continuum. 
We realise that rime passes due to the relativity of 
time, and we must make a decision about the Frame 
of reference. 

Carin Rnvelli continued to build on rhc theory of 
relativity by suggesting that we can perceive time 
because we have memory. For Rovelli, heat plays 
:111 important role, and it inevitably leaves traces. 
Through traces, we judge time. What is uaced counts 
as the past. and not traced counts as the future, and 
Lhc brain collecrs the traces to form a memory. And 
in the present, what we need co learn is how to over­
come amnesia. Because the edge-cutting internet 
has had a profound effect on our view of rime, we 
may be lo~ing the ability to place traces In tin1e. The 
more memories stored in databases and magnetic 
tracks, the more unwilling and unable our culture 
is to remember. Our individual and collective ability 
to remember i~ abandoned in favour of relying on 
artificial memory banks supported by technology. 
Curaror Douglas Fogle comments "It is almost a 
clichc to claim that contemporary people have no 

sense of memory whatsoever [ ... ] Our culture has 
been subject to temporality almost unrelated to 
history since its inception." At the same time, cura• 
tor Hans Ulrich Obrist points out that the idea of 
memory as resistance tn forgetting is significant. 
Became someone or something is always forgotten, 
we need to see what is overlooked hy looking hack. 
Moreover, manyt artists have launched movements 
to resist «Lethe". Obrist curated Cities on the Moue, a 
rravelling exhibition; Alex Ross borrowed famous 
comic book characters, eg, Superman and Caprain 
America, and imagined rhem as middle-aged men; 
Christian Schumann puts together his own style hy 
recycling historical images; Brian Tolle's sculptural 
installation The Philadelphia brings the past con­
srantly ro the present. Our predecessors remind u.s 
that all things undergo relentle..._s changes in mean­
ing and form over rime, and these shifringsrrands of 
events form history. We can experience rhe percepti­
bility of time through objects even when the forms 
and mc.;1nings of things continue tn change. 

The artists' behaviour above cells us that the recy 
cled readymade objects in artworks usually convey 
a sense of time. To some extent, the past history and 
identity of these things still exist. An off-the-peg 
garment Is deconsrructed, and parrs of irs patterns 
and structures appear in the next season's collection, 
and so on and so forth. We are not looking at indi­
vidual objects, we arc perceiving an entire idea that 
morphs from one substance/element into another. 
It Is an organic, self-evolving entity, a coherent nar­
rative of the dimension of time and the Catholic 
religious subtext of Transubstantiation. In the 21st 
century, we celebrate speed and efficiency, and time 
has become a luxury to be saved, not wasted. Doubt 
and contemplation have been uansformed into anx­
iety and mental lassirude. We need to consider what 
can be rescued from the forgotten corners of history. 



Text: Sean Kinson 

If you read too much philosophy, the world comes ap-.ut in your hands. 
What is a tree? What makes a tree a tree, and when b it more than a 
plant? What makes a thing a question. When do you rake a tree at its 
word, and what kinds of questions does it ask. Why die hell does this 
matter? This is an analogy for bodies coming apart in your hands. 
Sometimes the bodies arc time. Suspicious in the months preceding 
a breakdown, I srurued phenomenology, wrestled with the thisness 
and thatness of what it means to be a woman. I was always looking 
for ways to stop time. But this rudn't work for me. I just wanted 
more time to ear my cliches, dJdn't want co be time herself. 
What makes a woman a woman? What makes this thing a quesrio11? 
Why the hell doe.~ it matter, and how did I know I wasn't a woman, 
if not from reading philosophy? 

You want a word to rcll people you arc that clung. You want a word char 
means time slows the body's foaming. You want the word co foam and 
to froth and to fi1.z, but you don't want 1r to be water. You want the word 
to flow hut you don't want the word to be flowing, or to be, Row. You 
want a word that foa.ms and froths and fizzes so people don't think 
you 're the word itself. Maybe the word was I. 

l want a word to tell people I'm a thing, but not that I'm the diing itself. 
I want a word that means time slows the body's foaming, ageing despite 
dysphoria. T want the word to foam and to from and to fizz, but I don't 
want it co he water. T want die word to flow but J don't want d1e word 
to be flowing or to he flown. I want a word that foams and froths and 
fizzes, so people don't think I'm the word itself. But maybe I'm 1he 
word itself. Mayhe die word was body. 
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Is this lick quiddity, meaning the meaning made by tongues? 
When you spe.ak time moves and when you don't 
the body moves, which is to watch it move through time. 
You are an eide.tic ming, tonguing your way mrough the body 
in search of thisness, some sense of thisocity, wading dirough 
thickness viscosity. 

Enough of this shit. I bought a Barbie doll last week, waited to fuel time 
foam in on itself. When I showed her to my mother, she asked if this 
was a midlife crisis. I explained queer time; late puberty without the 
hormone bath, the something self-<lware, Lhe grief you aren't 
allowed for somcdiing you never had, cimelines fizzing rusplaced. 
But I never said this wasn't a midlife crisis. 

All this to say - we fuck late and mean it or never fuck ar all, 
kiss die misness from ourselves w1til somediing froths and fizzes; 
we push our hands to the bottom of die law1dry pile of time 
and sift for queer canon m every series movie franchise we ever loved 
because we know better now and know we were there because 
even though we weren't mere we were by existing. I need to fuel seen 
in something other man philosophy and theory. I need to find us 
in hodie.~ that aren't textbooks only. 

I want a word to tell people I'm a di1ng, bur not diat I'm the diing itself'. 
I want the thing to foam dirough history. It's queer and I'm queer, 
but I don't want the word to be queer so we're not only die word 
itself. Ifyo11 read too much philosophy your body comes apart 
in your hand~; the foaming pop poppmg tonguing its way 
through ~pace. Maybe die word was time. 



Text Ei i mage1: Elin 11)i rsk 

Grief, the journey through it and the feeling of fta. 
gility are the c~ntral themes of Galar, Dad a Fi my 
recent textile project. After losing my f.tther six years 
ago l naturally experienced a variety of emotions. 
This personal experience sparked my interest in grief 
as a topic of research. I began by looking into how we 
approach grkf and express ir as a society. However, I 
did not want the project to focus solely on the hard­
ships t.hat. you fuce after losing a loved one, but also 
on die importance of celebrating the life of the indi­
vidual that you have lose. 

Gm:j. 
Dad 
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My research was heavUy focused on mixed media 
collage, which allowed me to explore layering and 
the mixing of colours. My father's personal collec­
tion of photography was also at the hcarr of rhe 
research and would later be incorporated inro mv 
knitting. During the development proce.s,. creating 
a colour and texrural palette that would 1'epre.sent 
the imagery that inspired my. ptojecL was the starring 
point, choosing colours that tepresented the emo­
tions which I had experienced. Jn order to rranslarc 
this imo textiles, I began combining textural 
lambswool and softer cottons. This succe.,sfully 
allowed for the creation of a collecdon that had a 
painterly feel co it, much like my research. 



The theme of grief mns throughout the collecrion, 
yet each textile represent'! a coml>ination of cmo­
uons, techniques and \Vel~h literature that arc of 
1mportlncc. rhe comblna1ion of techniques such 
u embroidery and capc~rry allowed me to have the 
freedom to work with found poetry and the Welsh 
bnguagc. • I11is resulted In a colJecnon that ~hared my 
pcr<-0nal journey through grief and allowed me to 
c~press the ~oncept of the fading of my father after 
his death, whilst gaining~ ~cnse of clarity. 



lmagn: O<taw C1ui11benlx 
Texr:Ju.ii4na Monsafoc Cam1/o 

Within che framework of rime, French designer 
Ocuvc Cu,mberche's parallel interest in d,} scone 
rountl)'1ldc building fttls like a pause, a ch,mgc of 
pace W1th111 a contemporary landscape full of con 
c:rctc After spending intervals of hi< childh11ud in 
~ rouncr1 •idc of Canul, Ocuve developed ,1 fasci 
nation fo <'ld materials, looking at .mcacnt l>uildings 
and undc"1a.nding how sroncma,ons buih them 
"➔th k" resources. Hts goal now as to preserve chi~ 
c-o11nrrys1de heritage by immersing himself in a craft 
rhu h disappearing. Trad1t1onally, drystone 
walls ~re l>uilt by farmers to scparuc crops and 
pasture,. Using local stone\, Ocm,: rebuilds and 
integr.1tc, these constructions a.1 extensions of che 
undsr~pc building like in the pa<t and rcproduc• 
ing • rime: that wasn t his. Ocra,,: hdievcs thu the 
time <ptnt building ,1 Hructure Is proportional to iu 
long~v II l <trong drywall bullt with a thoughtful 
procc_,, an hold for ,en curies. 

In the fen« of this practice, walls httnme containers 
of mulriplc rcal1ti~. In the absence of mortar, the 
sroncma,on ,s the linl.. between the <tones. As such, 

df\-<tonc w.ill is die mirror of the builder's person• 
a!JC\ M11lt1plc objects found within rhesc structures: 
pottcn ,h •I'd$. ceramic~. glasses. R2~h, and even ,nk• 
well.1, rrvc.11 when and who built them. In Octave's 
words· '·Walls arc a pi~turc of their time. They pro• 
tect or ~(»Ute pli.ce,, becoming cesdmonit."S of their 
er, and"'- •people dc~idcd t0 do wirh them " 
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maternal grandmother•~ age. She 1s really proud of thar; 
e gets ic wrong, she cheers, victorious. Don't imagine she 
gery or even used more domestic remcciics co fight age 
ream). Her secret ha~ always been avoiding the sunlight. 

iric srraregy has worked, her skin does not look like she's 
to when sbe was a little girl in Punta Umbrla, in the 

ere she would be scared by how sunburnt the Brits got at 
earn was non-existen r. 

olidays and leisure for the masses mtroduce<l by the 
had vanished, cru.~hcd by the 40 year long righl-wing 
nco and the ideas of its exploitaovc elite. Being the 

erman, the beach did not embody a place of rest for 
ur instead, a place for fishing under the protection of 
mm or a quick swim if you had the right clothes wd 

she ~an still recall with fear and di~gt1st the blisters and 
d bacb of those who stayed atCdJaJ de k>1 i11gleses'-. from 

ards, she made a pact with the shade, like Faust would 
il, to make her skin stay young and healthy forever, con­

y from those who looked upon her face. However, if you 
nd hold them, her skin will cell you another story. 

ves like a cartographer drawing previously uncharted rer­
live, Ute more experiences get imprinted on it. Navigating 
·n -freckles, moles, scars, bruises -can tell us who we are 
have been like. These folds, cuts and stains become mile­
that are marked on our skin as our path unfolds: tclling 
rry, confusion, grief, joy and horror. 
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Text: X.w, R.u 

Nu one guc= my matcrrul grwdmvlher's ai·e She I r 1lly proud of 1h21; 
c,c,y time ~omeonc grn it wrong, ,he ~heers, vicrorlou, Oon 't 11mgir1c ~he 
h.- had pbsdc surgtry or even u,c:J more d ,r,csdc,.,. ci ~• M fight asc 
(c-.cpt for a nlghr crum) Iler secret Im alw2ys httn .wn dmg the iunlii;hL 
'llii\ pseudo vamplrir <tntcgy h:u worked, her skin don not louk lil.c ,he\ 
14. h all g~ back r,, when she w;u a licde girl in P. ta Umbru, in lhc 
S.iuth ot Spain, whrrr ,he would be M..1rcd by how mnhnmt the 8m,got 21 
a time when sun cn·•m was nun-exl.tcnt. 

11,c concepts of hohdayi and lei,u,e for the m:mri 1mroduccJ by tht 
SpJnish Republic had van1d1cd, "u,hcd by 1hc 40 yrar 1,,ng right-wiui; 
, , .. wrshrp of Fm,ro and the idc:;u ot ia cxplo,uuvc cl,1e Ilcing lhc 

daughter vf 2 fi,hcrman, rhr beach did not embody a phcc of rest fo, 
my grandmother, hut imrc,d • pb,c for fohmg under rh,:-prot«oon ,,f 
the v,,grn dd C.nnr11 or a qu,cl S\\tnt if you had lhc right clothe. mJ were not pt udish. 

When )OU ~k her, she can nill r«.il 1 h fc,.r md dt, t.t th, blntcrs wJ 
muls all over the ll-d hack, of 1hosc who ,uycJ atcasaJdr lns inglmr. r ro111 
that mommt onward,, <hr m•dc a p t with the shade lilcc Faun woulJ 
nul.e v.ith the De\ 11, to mal, er sl., ,uy young and h "21thy forever, con­
ce~ling her life srory from thn\e who looked upon herlacc Howi:ver, ,f you 
lool u her hands a"d hnld th M her I rn wi 1eU you another \ton, 

Slrn reghtcrs our llve\ like a curographcr drawing prcvloudy unchutcd tcr 
nivry: ihcrnorcwe ll\-r, rhc mnn:apc, e,u.<::sE,'l:t imprinrrdon it 1'1; ~gu, 
the signs 011 our slJn -frcclk,, moles, ,.;ars, brutscs - can rcll U! who v..-c arc 
~nd what our lives have hcrn like. The~c folili, cuts and \tilns become m1le­
st<1nes of oo.1r dar that arc rnHkcd on ow 1lin as our r:nh unfolds. tdlmg 
of our laui;htcr, worry, Ci'lnfm,on, gncf, JOY :mJ horror. 



1l1ere a1e 3D artists who have specialised in creating human skin textures 
as pan of developing charac1ers for films and videogames. 1l1ey painc d1ese 
unfolded surfaces with different wnes, body hair, wrinkles, scars ... w him 
at a perbonal background which does noc ei-isc. Skin is the envelope of a 
personal story. 11,is map that wraps us, on average two square metres and 
approximately 300 million skin cells, shows noc only our age, but how die 
environment and the world have sculpted us through erosion, impact and 
sunlight. Experiencing our skin by touching it is a way of feeling the memo• 
ries that have been inscribed on us like tattoos through time. 

uwhat can my grandmomer's hands cell?" you could ask, unable co sur­
render to me unanswered question above. Well, let me cell you, the history 
of a whole country in quick flashing images could strike you like light­
ning: mose little hands learning how co write imitating me convoluted 
nuns' calligraphy, dlose lirde hands pulling a father down co the floor to 
prevent him from hitting her mum again, dlose little hands helping her 
aunt finish sewing trousers and shirts, chose hands brushing floors on her 
knees, cleaning cupboards, plates, clothes on washing sinks, those hands 
combing other people's sons' hair, serving other people's plates and glasses, 
those hands soaked in bleach, soaked in frozen water, those hands clean­
ing spittoons, those hands filling piles of olives wich roasted peppers in a 
factory. Her face is immaculate, but her chilblained hands portray the true 
gaze of capitalism. 

My grandfachcr's life also left craces on his body: his big hands, crained in 
rhe fields since he was seven and then on construction sites and in fuccories, 
had nine fingers instead of ten. While he was working in a factory a machine 
fell over cutting one of his i ndcx fingers clean off. 

Contemporary encrepreneurship, self-employment in the creative indus­
tries, Tikcok, lnscagram and Onlyfans are only che latest additions to 
capitalism's mechanisms co excracr life from us: our energy, our time, 
our sex, our health. My grandparems' generation suffered from physical 
exploitation- although not solely- dle effects of which are parent on their 
hands. Despite du: development of workers' rightS, c-apicalism found more 
surreptitious ways IO keep on exuaccing like an endlessly Machiavellian and 
ingenuous Viad Dracul. My motlier, who started working when she was 
tJ,iru:en, ended up, like most of my family; working in factories. Her labour 
conditions improved with the return of democracy in Spain, gaining basic 
rights like paid holidays and a decent salary. Most of her coworkers d1ough, 
including herself, ended up witl1 mental heald1 issues, some say caused by 
tl1e chemical vapours emanated from the indusuial oils and greases used to 
assemble the pieces of the car locks d1ey manufactured; some od1crs have 
reported workplace haraMment and managerial abuse as tl1e cause. 

And, what happens today? The mental control that neoliberalism exerts 
on us is ubk1uitous. it has already spread deep and wide, supported by con• 
cepts that, wid1 manipulative and blaming arguments, have permeated our 
day-to-day lexicon: "be me best version of yourself", "be your own C.EO», 
"work on your sdf-improvemcnt», "don't waste time prepping meals, just 
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have this powder shake", "drink co/fee", "vitamin supplements for babies, for 
toddlers, for men, for women, fur pregnant women, for your hair and nails, 
for menopause", "focus on your self-growth", "change your habits, change 
your life", "achieve your goals», "eat your live a day", "you are your own 
brand". Now, you might be convinced chac some of these mottos are useful, 
but think about chis: all of them, even chose which focus on healthy habits, 
arc just designed to convince ourselves co perfect our bodies and minds to 
become an optimally functioning minion of this never-stopping productive 
system. Eventually, even if it's by rooting this message in our minds as If it 
were part of our own minking, markets continuously produce new ways to 
cr.ide witJ1 our hands, our minds, our ideas, our bodies, our skins. 

Amongst the scientific and medical community there is coMCMUS around 
dle facr dlat stress does not only induce mental health ismcs ~nd can trigger 
certain psychological conditions but also physical one.~: coronary and nerv­
ous systems are deeply affected, but also skin is an infallible scrcssomctcr. 
1l1e production of cortisol, cacecholamines and neuropeptides are linked 
to die experience of stress~. These substances are direct causes of itchine.~s, 
inflammation, unbalanced skin barrier function and decreased immunity 
amongst od1c:r effi:ccs.Jafferany et al. include in "skin diseases that are precip­
itated or exacerbated by psychological stress": acne, alopecia areata, atopic 
dermatitis, psoriasis, rosacea and chronic sponraneous urdcaria'. 

Suess, like: any oilier mental health issue or condition, seems to be invisihle, 
"it'~ just someming in their heads". Contrary co common understanding, 
clinic.ii research has blatantly shown howircan also materialise on our skin -
yet another dimension of our experiences gets its signature just like hruises 
or scars. 

Skin, which initially seemed like a presentation card of our age, incarnates 
a chart that not only calks about our accidents, but also our cla.~s, our men­
tal health and me signs of the economic and productive capitalisation 
of our bodies. 

It's early in tlie morning and you look ar yourself in me mirror. You arc 
applying a coat of retinol cream co rejuvenate your tired face and feel its acid 
itching softly on your skin. You brush your reem and get ready for work. 
You want to be presentable, immaculate, although the cold water you sto· 
ically washed your face with hasn't freshened up your gaze. Perhaps, you 
think, l should make a pact like my grandmother. But then you reali~e. it's 
not the sun chat has made you look old and marre, It's something else and 
you can't hide from it in che shade. 



Images: Bt,yilmin Olive 
Text:Jack Olive 

Caprured throughout London's public tramport network, Benjamin Olive's 
l:ucst project evokes a curiously transient space, one that is experienced as 
both rushed and lagged, late and early, a.~ both treasured time alone and 
dreaded public rurmoil. Our experiences of time in rhese spaces encompass 
a wide range of individual journeys, narratives and stories - all written out 
across these shared spaces and yet seldom shared. 

Photography is often viewed as a way of freezing time 
or a smgle moment. Benjamin's use of shutter drag 
and multiple exposure both subverts and embraces 
this view. Overlaying these moments, the ghosts of 
millions of journeys, narratives, and stories appear, 
etched into these spaces, like u-ail.ing moments in time. 

Perhaps hinting at the conceprual perspective of the 
transport network and space itself, it encourages us 
to reflect upon this space, which so many Londoners 
share daily, but in which interaction is ofren limited 
and isolated by the countdown r.o the next train. 







7'ext:Juan L11engo ~Gu,· Rojo Torres 
Images: Gui Rojo Torres 

In~ interview imegrares rwn di<tinct timclinc<: culi­

nary preparation and dbloguc The objective i~ to 

cx.11t1inc che m:inl/6cation of rime through cooking. 

A 35mm analogue camera ha.~ hccn 11tili1.cd to docu­

ment the tangible progression of the recipe. mirroring 

1c:chniques prC\iously employed by Ferran Adria. 
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Juan-
Man, cvcryunc talks better with a cider. 

]-
Now tha~ we're scarang with the Spanl~h omelette, what was the firsc one 

you ever had in your life? Do you remember it? Or not? Who made it? Your 

mother? your grandmother> your father? 

J-
Did you know that the tortilla originated in Bilbao? 

J-
It's the ongm. In Bilhao, during the Carlise wan., when they were fighang 

for the succession to the throne of Spain in the 1800.. TI1ere was a <iege of 

Bilbao, which - wdl rhc nationalists were fighting agaimt the Ci.rl,ns or 

something like that, anrl legend has It that they were under siege there m the 

middle of the city and there was nothing to foed the soldiers. If you like, the 

only thmgs they had to cat were eggs, pot:itoes and onions. They decided 

co do «imething wtth It and that's what counts. lne legend suits the d,sh. 

J 
That is a frlttara. 

J-
Yes, ic has italian origin. 

J-
No, A Spanish omelccte has to be made in a frying pan. All omelette~, frkrl 

or no1, must be made in a fiying pan. Although, it depends on the culrurr 



Some use different hying 1nm, in Japan for example 

ir's more like a wul.., and the omderres are ,-cry liquid. 

)-
Well yes, the crick they uught me is that rhey have 

ro he quite thin bcausc you want wme kind ot 

fried potato. 

This one comes from me resuur.i.nt I wH v.-orking 

in, you usu;Jly cut them with a mandolin <O that all 

the potatoes arc cut rally than. 

We're going to make it using the Michelin method, 

not the way my mother uught me, bur it'< not very 

complicated either. We're nor doing any foaming or 

csterification m anything like that. The only thing 

we're doing i, maldng a very well-made omelerre. 

J 
Yes, bur you ..,ould have done It differently. You cut 

the potatoei imo pieces, don't you, 

J-
Yeah, you don't think ,o, rh? I mean. It's crbpier, so, 

when you bite into it, it has more texture. 

J-
lf we're being traditionaP A lady I met in a lnr once 

mid me how to make the most traditional Spanish 

omdeue and it's supposed ro he neither 7 nor 9 eggs. 

It has co always hc 8 eggs, right? uc's sec whac the 

egg~ look lil..c. 

10 

J-
And then it depends on the fiie of the potatoc<. I 

would say 3 large potatoes, and if they arc smaller, 

then more. 

J-
lc's on the outskirts ofu Corufia, there's a little vil­

lage - by the way, do you ha,-c a any pot? 

Don't you love 1t when the onion II fried, it'ssoft and 

you h.1.ve that onion Aavour. 

1-
Ir m.ikes us cry when "''C cut the onion with a blunt 

knife we shouldn't have u<cd. 

Sec how I try co rrcar the ingredient< <epararcly, right? 

B«au~ we know how we lil:e rhe onion, pooached 

and sweet, and the potato cri<py. 

]-
There's mll some time lcfr hccame we want It to he 

almost candied. 

J-
Ir'< going en he a brownish white. 

J-
r told you it was good, didn't I? 



J-
Now we prnrccd to rum and mix the omelette, add 
the pot.It<~ and the onion, ,alt md pepper, and with 
wrapping movements"~ m.tke the egg set a little. 

J-
l.ow heat ~n rhat it doesn't burn on rhc outside and 
sray, liquid. 

J-
\'i:5, let's do thl~ over the <ml ,o that there arc no 
accidents. 

J-
Yes, it has a very good bite. 

1 1 



COSMOLOGY 
INTHE 

GARDENS 

011e Jf(JJ 

The landscaping an in classical Chinese gardens is closdy related to the 
ancient philosophy of space and time, reflecting the cosmological view of 
the unity ofhunu11 and narure. As history continues to develop and peo• 
pie's view of the universe changes, the art of gardens also has a higher levd 
of requirements. It can be said that the garden in the context of the new 
era should be beyond people's imagination of physical time and space in 
traditional garden. 

This project takes classical Chinese gardens a.~ the object of study, exploring 
how visual design can be used co combine rraditional gardening an with 
the contemporary 111ul1i-dimensional cosmology, reinventing the classical 
garden .tnd showing the direcrion ofits evolution in the future. 

makes a d 1ffun,re 
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THESEC ET 
LIFE OF 

MICROPLASTICS 
Ttxt ~ JD modtls: T.zufiq Sugeng 

J,,,.,_(ts: R41m.t Orm,,~ 

Welcome ro the enJ of the Y.mlcl A nme where the grand promises of 
modernity have "rumbled, leaving JUSC ~ trail of ,hamrcd drums and 
unfulfillccl lalxrauvn. h was nor the •-orl.er, Y.ho were \t't free, hut rather 
the in,lcllom forces of plastic 2nd cMbon, unleashed upon the e~rth with 
out rcmnr\t' Modcrnrt) has not f,ukd, but ir ha~ berra\Td us, tml.ing us 
Y.tth thr frcn11cd growth of rcchnolog} ..1mJ nullifying th wnh wnstant 
nrmulHfr>n and comumpdon. Pr,-.grcn only ekv:idngpb,ttcs to d,e sc.ims 
ot hypcr-<>hJCCt. Tirc>c syntherir uwader, have permr.,11cd c-·ery <-tev1cc ot our exi<tcncc, rr~mformlng m into um, iuing cyhnrg,, conswning the morg.inic wnh w uuauable appcrirc 

Let mt nttc>d ,cc you ro R ,m a fncnJ of mine and em·ir,,nmental 
researchrr She 1s a ,eriuus pc~on, H you n1i1,ht expect f'rom someone Jog 
ging dara points for the death of rl, planet. Shed~ her "'Ori. c-..1rne1tll', 
often wnrkrng loni; hour.. pmhing her mhriric hlncl, to che,r limi~. 
Indeed, Ra.sma i~ tormented by a myriad ofhcah.h aflljctfnn, that belie her 
youth I often worry about her, bnr her unwa,ering dedicarion and relent• 
le» drive continue to propel her. I hnrh fear ~nd envy tho\t' qualities m her, 
Somcnmes I l ~s~ - Why Y.orL'. <o hud? \\ hac is the point of all vf 
this? Is there \nmethrng you hope 1,1 achieve? In rcspon<e, the ddrberates, 
offering elu<l\·c cxpluutivm encompassing dinrate change and the pur­
>Uit of knowlr<lge, ulumarcly panning me ,1tf with a forp,cruble one liner. 
l'liere Is something she is "Orkinp, towards, that ,he is dedicated to, but it 
:cm o have \et m de rt,clf known Perhap, ",thin her lit, an 1nungihlc 

ttual, ~t1mcthing Ra111u knows bur can't yet vocalise. In clue trn1e rr will e cal 'r.clf- I hope 

I fer latest r~arch \'Cnturc,. into unchancd territory. Using newt! rescard1 
nrcthods devi<rd wnh her profcs,nr, they are working to mea1ure the 
amount of m1cropla<t1'> found nn the undy bcache\ of the United 
11.mgc;., ,m. Mt11culou,ly gathered from bcachc-, .ample, are cucfully 
11ansportcd hack to the cold. sterile labs of 1he lit>, Herr, grain1 of sanJ. 

'W,y I tt •I (20"..l) hlclm« 
of 
de 
m:o. rv 
o(Th, 
SOS p. J 
h1 pt ~ 
IC rotcnv 
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Jclicare }Ct laden wulr lt:i.rd truth<. arc ue~tcd and 
dried before they fa,e the <crurinr<rng gue of a 
powerful micro<cope. 

I he tedium of l.i.bour truly Is :1 nnrverul cxpe 
11ence. Stting ~nu worL made me rc.aluc the 
mind numhing l.i.bour that scienu worl:crs i;:rrry 
uuc. The rcpctrnve auwns, the cncllcn how, >pent 
within the harr.:n conlincs of a laboratory, threaten 
h• break c-·cn the mo)t resilient <pint. Am,d this 
,cascleu roil, Aceuni; momen~ of daoon manage 
t\l pierce through the monotony. I <aw the JOY illu 
mrnaanp, Ra<ma's cyn as she gor expcrua-paid 
J11umeys rn rhc iandy l>..1nks of the UK. The physical 
main ot collewng und, m arJuow tHI.: for ~nu•• 
,utf join~. is momenunly forgotten a< she u,ou" 
the JOY ol novel!\·, c--cn 1fju,1 for a moment betwcc11 
<hurdmg ba~ nf und to her professor', car She once 
t'\-cn e~daimed, with a childlil.e cnthmium, that J\ 
,he clo>cd her t'\'t"1 and 1mrncrsed htr toe, into die 
und, <he felt tran1portcd w a 1ropic.1l parad11e. 

lu1ma conductrd her reseaJth at two <ite, In t01Jl 
,he found 621 microplauic panlclc1 24') pan.i 
elt, "ere found from <-e•en 1amplcs at her fim site, 
Camber Sand,, a be.ach m E:uc SUMCx. The remain• 
ing 379 pan:icl<'< "'Cre fowid at her (Ceo, d site, 
Ynpb., Ucach in Cud,gan Uay, \Vales. She csli 
mares d1ar for every cubic merre of sard there 
arc l,Sl6,000 micropla,tic particles at Yny,110 and 
980,000 micropl~sric partidc at Camber Sand,, 
I-very umc Ra,nu <tcpped on the beach at Ynysla, 
rhe bottom ot her,hoe1 touched 28 mlcropla111C par• 

ricks and cwry time she hurrlt·ri mple, ba,L her 
profo,,or\ car in Camber Sand,, her feet met with 
7W!ofthcm. 

The~ numbers, ~1 grim u they may ,ccrn, JiL:ely 
undtr.:mmatc die amount of m1cropl.1>tic present 
on nur beache~. K.csearch conclucted 111 2022 esti­
mate< that srudin may h. t, recoV1:r on crage I 1 
of total number of plastic particles wnh pottnrial 
IMv< dunng "eving, settling and sucuo1 ng' 

R.a,ma's rt:1casd1 also vicldcd surpn,ini; rc,.ult< 
Camber Sand,, a famous rn11ri1t "tc, reporred fewer 
mirroplasuc, per 1quare merrc than the far more re­
mote Yny,lu. lnd«J. " n in • farhc,t re ,hcs 
of our planer, modernity's in1idious prc1encc pre 
vails. !'Limes mtcrmrnglc " 1rh rh, water. cntwinrng 
themM'lvc1 w,th tlie e,sence of <rnd, while carbon 
linp,c~ in the 21r, :i comcant reminder of nature's 
subp1garion to humwity's voratrow appetite for 
comumprron. 

Ra,ma's worl, .u benign and hor,ng .u rt may 'ICem 
to h,·r, ~n.- a mu t important funcoo, It i, , it 
ncs.1 to modcrnn)'> rclentle.11 1nfiltnt1on, pcne 
tratlng the very fabric of rhe Anthropocene. C\'ery 
layer of our world luccumb< to ir< gr.up, Al grains of 
sand, once ,he humble foundarinn of exrHence, arc 
ovcnhado11,-cd by tuwmng thread, of m1crvpla:,acs. 
They weave thcn1>clves into new home\, CSt3blish 
Ing 2 ,ntfocatlng e111bracc .. \ficrnplasoc\, Hretchiny 
chcrr arms ever wider, enmare water, nnd, and soil 
in a ~rip that lno" s no 111crcy. 





FADED 
MEMORIES 

lmaga: Miho Kap·ok,1 
Text: Sara Agttiarda Silva 

At Miho Kajiob's recent London show with The Print Sale.~ Gallery, cura­
tor Lucic Donaldson cleverly dotted the small white cube with groupings of 
Kajioka's dainty analogue creations. Photography's ability to capture and 
freeze moments often seems to be what tempts the artist to the medium. 
According to Kajioka, it's irrelevant whether this is attained with an ana 
logue camera or witb an iPhone. The medium allows her to play with 
memories and the sense of time, her prints' asymmetric rims and stains, 
physically bear witness to its' passage. 

This image's long, twin vertical rectangular shape is a nod to Tanzaku, 
Japanese cards used to write poetry on, visual poetry in this instance. 
Kajioka's prints feel like lens-based watercolours, the artist says she 'cooks' 
her images, just how is her secret recipe. 

The Japanese appreciation for beauty in imperfection, or wabi-sabi, is 
latent throughout the artist's work. Case in poinr, these images of pea­
cocks symbolise those abandoned and found wandering about Fukushima 
after the nuclear disaster - the majestic birds epitomise resilience and hope 
in dark times. Both familiar and oneiric, Kajioka's tactile images spring up, 
tiny, like visual haikus, conveying the fragile beauty of everyday life. 
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Mlho K•floka, U11i,tkd(lOl6), oourtc,y ofThc Photographers Gallery. 
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Tar: Xuemmg Zhan,~ 
Tran.sLitwn: YubanJ Sun 

Rain; In the midst of 
weather that wasn't expected, an unexpected vi~1r 
on a random winter\ day 

The soil =~ rofr Even they, too, slept 
with grop,giness, lil:e u that l~r party, 
shoes and ~ks. all over the place 

After inehriarion, death, brings 
anodm knock at the door. Goodb) c, they said, 
F.u:~ flu~hct!, no chance to wave; 
they grah their hats off the hook, in a hurry 
ro follow de.a th away 

If you bend down, much of the evidence 
is nu longer recognis:1ble. Let the mo~ 
continue iis unfit in~ription, 
year, place, and epitaph, 
leaving open the inky quesoons 

The only remaining vivid colour 
is the mistletoe wreath 
Two poppy flower~ handles, lying before 
the battle that cngm-ed 

Talking co an old man, "Tt's a good place, isn't it?" 
Pupil~ clouded; hi~ fingers tremb!Jng 
lil..e fc;ithcrs in the wind 
.. I\c: built a website for this spot 
with its interesting hl<tory. • 
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He rumcd, walked row2rd~ another entrance. 
Overly abrupt, thick cyprc~s trees 
obscured his back. I knew it would be 
difficult to meet him ag21n 

The sun began ro climb 
revealing h:self from behind the clouds. 
A tilting monolith met 
its brief, golden rouch. 

It w;a.s him and hi< wife Six years later 
reunited here. 

Like when they were young. they tuvclled 
to the su.sldc. She lo,-cd to wear red, 
lying back in a deckchair. 

Her breath, exuberant and fresh 
She 10\vcred her head, and <hyly 
spread rwo lia:le toes. 
He watched her: her hair 
w1dc:r the sun, in the sea hrccu. 
And all of thar, 
All for a fleeting gla.nce. 



ESSENCE OF 
EPI-IEMEAAL 

Text: YuhangSun 
lmagci: Dongh,m Wayn,-

Donghan Wayne is a young Korean artist working in the field of art and tech­
nology. The interview is about his most recent work &nee of F,phcnur11l, 
an interactive multi-r,ensory VR device. I interviewed him to gain a deeper 
understanding of his creation and what it represents; this is what T learned. 

Essence of Ephemeral is an interactive multi-sensory VR device completed 
in 2023. The work creates an immersive experience by stimulating the 
senses of sight, sound and smell, creating a new hybrid narrative experience 
through the integration of visual and olf.tctory media. Disuihuted in the 
VR imagery are multiple point cloud spaces' captured through 30 scan­
ning. These arc all real spaces that are significant to Wayne's physical and 
emotional relationship with his mother, who died last year. The audience 
experiences these spaces visually through VR goggles, which also have a 
scent device to activate an olf.tctory experience. Tn thi~ experience, picto• 
rial and olfuccory symbols combine to form a hybrid narrative experience 
generated by the deep interweaving of intellect (symbolic cognition) and 
sensibility (sensory experience). 

11\nnt doud '1-p.t<c1 A point doud 
u .t \1,;tof dar.t J>dlnt, in _lDsp.icc 
rlm r<pre;cnis the cxtcrn.il ,11rfae 
ofln objttt on-cc-nc. Jn VR. poml 
1.lou<l.'I> .tllcm,• l1.1r pl1otor('.Jlistlc 
ttc.rc.athlns of rc.al•wlirld environ 
n\cnts that users can cxp!Mc and 
lncC"n.ct with in virtu2I rc.ilit,. 11,C' 
point tk1ud p1c.:wido the 11} ,p,mll 
<Ura of the cn,·tronmcnt, Jl captured 
through 3D sc.nnm~ pr\Jvldcs the 
\1~t11I mform1rlon to rccun~uu"L 
1 ~~"uJIJ ,:uvht··u,nkn~ in \'It l"hc 
rhohlrt.llt,m and .ah1hty to nh)\'C 

throuyh «anncd poa:s pr<wldcs an 
mnlfN-h·c v1nual e:c.pcnc-n(;c 
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As Wayne has always been interested in the sense 
of smell, he has also chosen smell as a medium of 
expres.~ion. By using different smell~ and fragrances, 
Wayne cm more richly express the emntions, mem• 
nrie.~ and themes contained within the work. Smells 
have the ability to directly trigger memories and 
emotions, allowing the audience ro immerse them• 
~elves more deeply Imo the world of the work. Wayne 
believes thar smell ls both an individual physiological 
experience and a collective sociological experience. 
I ndlvidual perception and memory of smells is 
w1ique, but ar the same time, because people share 
air and geographical space.~, some smells can also 
trigger people's collective emotioM and memories. 
That's why he selected 12 elements and hormones 
present in both human and plant odours and used 
perfumes containing these elements as raw materials 
to generate odours In real time for different experi­
ential spaces. 

In this way, Wayne's work expresses the cycle of life 
and nature through the fluidity of olfactory language 
and vh'ual space. This also reflects the transformation 
of life between hun1an and narure - from the body 
decomposing into dust, to the dust returning to 
nature. In this transformation process, life i~ broken 

down into dilfe, em molecular particles that become 
part of the natural world; the ethereal particles float in 
the air, transforming hack imo fragrances that enter 
the nostrils, allowing us to smell the process of life's 
uansformaoon. Wayne believes that, as a rich, direct 
medium, smdl can trigger deep emolions and mem­
ories that better convey the emotions and meanings 
in the wotk, while also creating a more immersive 
parocipatory experience. l11e olfactory environment 
matches the emotions of the work, so that the audi­
ence feels the emotions and meanings conveyed more 
dlrecdy. This multi-sensory experience helps the 
audience to better understand and participate in the 
expression of d1e wo,k, which is co comemplare and 
understand the fragility and preciousness of life. 

Wayne's mother passed away suddenly during the 
work's creation, so he experienced the process of a 
person passing from life to death, from flesh to dust. 
Wayne wimesml the cremation of his loved one. Her 
body, burned to ashes, exuded the smell of flesh a.nd 
Aames as he clutched the scorching dust in his arms. 
In such a moment he experienced the existence and 
transformation of a ~ in nature, which sparked 
his appreciation of hfe and his contemplation of the 
meaning of human existence. 



All the space.~ in ore also taken from real spaces with 
which Wayne's mother had a. direcc or indirect rela­
tionshlp during her lifetime. Dy recreating the.~e 
spaces, he is t.elling a story of remembrance and trih­
uce to hls mother. He transforms rh~e emotions and 
experiences into visual and t:ictile expressions of his 
longing for and gratitude to his mother. Essence qf 
Ephemeral encapsulates Wayne's contemplation of 
life and existence, bis perception of time and space, as 
well as hls memory of his mother and the cherishing 
of fiu11ily tie.1. Tt is Wayne's hope thac through these 
expression1 he c.in move the audience inwardly, pro­
voking re.1onancc and evoking reverence for life and 
arr.ention to precious life experiences. 
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be at a viscous consistency, sliding reluccandy from 
the spoon after diree seconds. If not, add a IJrde 
more water or milk. 

Baking precision-
Preheat the oven 10 16()! C fun and bake the prepa­
ration as soon as ic's ready. Brush rhe cin with a light 
coating of oil, place a bespoke-cur baking sheer in 
the bottom and sides and oil again. Spread the mix­
ture to the come~ and bake in the middle of the 
oven for about 20-30 minutes, or until well-risen 
and golden. How du you know it's ready? Touch 
the top, it should feel dry and bounce like a soft 
pillow. Please refrain from opening che oven before 
20 minutes into baking or your batter will deflate 
like a sad balloon. 

Cooling precision-
Wair five minutes before freeing t.hh miracle from 
rhe tin onto a wire rack (air circulation will prevent 
sogginess), only removing the baking paper when 
cnmplcrcly cooled. 

Conservation precision-
When cooled, keep the cake covered at room 1emper­
anirc on a proper cake stand for addc:<l flair ( the cover 
will keep it moist for longer) or wrap it in a more 
prosaic cling film. Avoid refrigerating as it will stifren 
and dry out. 

Ta~ring precmon-
Makc some tea and plunge inlO the fluffiness of the 
perfect butter cake. 
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HOLY 
FLUFF 

Text f:limage:SaraAguiarda Silva 

Hvu• scn,n d s 
,an 11u1kc 

a butler 
spon_e_e ,.eh 

The butter cake, that perennial afternoon tea fuvour-
1tc. Craving one? Just toss some butter with sugar, 
add eggs, whisk some more and add the flour, correct? 

As 1f bakmg {or life) w.is chat simple! che first thing 
any aspirmg pastry cheflearns is that this craft is all 
about prcc,s,on - deviate at your peril! 

Jngredient precision-
Cake flour 1s essenrial to avoid a rubbery result as it 
will develop less gluten when mixed with the liquid 
ingredients. Butter, everything w.rc:s better with it 
and sponge cake is no exception, avoid substicuting 
it with marganne. Fine casler sugar will conjoin with 
the butter while its fine crysws create the air bubbles 
responsible for the final fluff(powdered sugar simply 
won't). Eggs h~ve to be at room temperature or ri,k 
curdling the mix. 

Time precision-
Using the mixer'~ paddle attachment, create air bub­
bles by letting the butter and sugar dally violently 
for at least three minutes until light and doubled 
in volume - don't let your craving rush tl1is stage. 
Next, slow down the speed to medium and spoon­
feed the lightly beaten eggs into the bowl, one 
tablespoon at a time (to avoid curd.Jing), beating for 
Len seconds between additions. finally, slow down 
che mixing paddle to a minimum and quickly incor­
porate the sieved flour (sieving aerates rhe mixture) 
into the batter or fold it in manually using a large 
mew spoon (wooden ~poons deAate tl1e bubbles). 
The final mix should not have any visible flour and 

be at a viscous consistency, sliding reluctantly from 
the spoon after three s.:conds. If not, add a httlc 
more water or milk. 

Baking precl~inn-
Preheat the oven to I(,()!! C fan and bake the prepa­
ration as soon as it'~ ready. Brush the tin with a light 
coating of oil, place a hcspokc-cut baking sheer m 
the bottom and side~ and oil again. Spread the mix­
ture to the corner~ and bake in the middle of the 
oven for about 20-30 minutes, or until well-risen 
and golden. How do you know it's ready? Touch 
the top, it should feel dry and bounce like a soft 
pillow. Please refrain from opening the oven before 
20 minutes into baking or your batter will deAate 
like a sad balloon. 

Cooling precision 
Wait five minutes before freeing this miracle from 
the tin onto a wire rack (air circularion will prevent 
sogginess), only removing the haking paper when 
completely cooled. 

Conservation precision-
When cooled, keep the cake covered at room temper• 
acure on a propercakesr.and for added Aair(thecover 
will keep it moist for longer) or wrap it in a more 
prosaic cling film. Avoid refrigerating as it will stiffen 
and dry out. 

Tasting precision-
Make some tea and plunge Into rhe fluffiness of the 
perfect butter cake. 



Try !Mking tbr d,w,u,/ Viao,v ""1trr ,ponzr. 

Oil, co grca.~ ~ bn 

112.g un.~lttd butter, ~ftcncd 
112g Cl.\ln" rugu, plus au-a co dust 
2 ~ at room tcmpcrawn: + I isp vanilb = 

112.g "'lf..ramng flour + Sg salr 
1-2 ~ w.ucr or milk 

5-7 tbsp warmed rupbcrry jam, co spread in rhe middle. 
Powdttcd or caster SUf,~, ro sprinkle on cop. 

Ontsdtnuyro,mn, 

Oil, co gru"' ~ rm 
112.g unwttd buncr, wfrcncd 
112g am·r rugu, plus au-a co dust 
Zcstof I large lemon (add bcfon: the-esp) 

2eggurroom rempcrarun: 
111.Jpclf.i.mng flour+ Sg sale 

I 2 th~ witcr or mill. 

12S g powdered rugar 
+ I d>sp lemnn Juice mixed, for the lemon dnnlc roping. 
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A PIOUS 
::JOURNEY 

IN TIME 
Image: AIJs Tom/inJQn 

Text: Sara Aguiar da S1'J114 

A Florence Nlghrlngale-hkc figure po= by chc Gave de Pau u the 
Catholic pilgrimage ~itc of Lourdes, f r2nce. A gl:rnce at the eight-pointed 
cross stitched on her clo3k informsthose in lhe know that she Is a member 
of the Order of Malta, the Catholic religious order fow1dcd in Jerusalem 
in 1048 to assiSt pilgrims in making the long and dangerous journey to 
the Holy Land. 

This portrait is p:mof Ex Voto, Al~ Tomlinson's award-winning visual doc­
umentary on European Chrhtfan pilgrimage sites. It was shot in black and 
while as the artist felt it 'conveyed the sp1ntual1ty and timdcssncss' of the 
sites more adequacely. Sheu.~ a large fornut Vllltage came~ as shooting 
wich it slowed down her pace, requiring more nme to plan each image and 
interact with her subjects. Oc.~cribing the process, the artist said' It's almost 
a ritual, meter reading, exposure perfttt, putting the cloak over your head, 
it's much more considered'. Tomlinson's Ex Voto tra.nSports the viewer on 
a monochrome journey through time by way of 1u antiquated method and 
choice of ~-ubjecc. 

Ori" \h I "' ""°'~ /Jnmltdfram I I 4fO(l016-l 8), ,.,,,,, ".,n1...,l llhuy I uu: Art. 

7 natl ron1s1111 
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Aly, Tom/11uon's 
p u,grapby 
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