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Introduction
Zoe Robertson’s work has evolved over the years from that of a jewellery
designer, pushing the boundaries of surface and materiality, through to a
multidisciplinary practitioner, engaging with sculptural form, sound, light,
performance, and beyond. FlockOmania2 promises to engage visitors and provoke
discussion and debate on a whole range of levels in relation to the boundaries
between jewellery design and dance.
It is an exciting opportunity for Parkside Gallery to be able to host this
show and to provide a platform upon which to expand an already significant and
successful body of work. Parkside Gallery is set within a backdrop of the
diverse Faculty of Arts, Design and Media at Birmingham City University. The
multidisciplinary work on display has mass appeal within the context of the
student and staff teaching and learning environment as well as its engagement
with the wider public.
Reminiscent of makers such as Phyllida Barlow and Tony Cragg with the
playfulness of Erwin Wurm, the objects on show are meticulously crafted from
everyday household and industrial materials which are at once familiar and
unfamiliar. The energetic drawings from which Robertson crafts her work are
also an integral part of the show, unashamedly revealing her entire making
process.
Culminating in a symposium and an evening of performance, Flockomania2 promises
to challenge our expectations, entertain, and present a journey with a whole
range of surprises.
John Hall
Exhibitions Manager
Parkside Gallery
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flockOmania 1 at the Lanchester Gallery, February 2015

Initially conceived by Judith Mottram, the then Director of the
Lanchester Gallery, and the jeweller Zoe Robertson, flock0mania
1 utilised the Gallery as a laboratory for the creation of new
collaborative work. A team of artists, musicians and dancers
including Christian Kipp, Cath Cullinane, Daren Pickles,
Nicholas Peters, Sellotape Cinema, Natalie Garrett Brown and Amy
Voris came together to explore ideas of objectness in relation
to performativity and to jewellery making. The aim was to move
beyond ‘the static display of objects of veneration normally
associated with jewellery display’ (Mottram, 2015:7), to create
large-scale wearable jewellery using a mix of traditional and
contemporary making skills.
The work of this team, and of the making of the objects was
recorded by Robertson, who used her Twitter feed to expose her
working methods in the run up to the actual exhibition, allowing
insight into the collaboration and into Robertson’s working
methods. Some of the resulting drawings and documents were
included in the exhibition and were displayed as a narrative
border along the top edges of the walls of the space.
flock0mania 1 consisted of an installation of a series of scaled
up jewellery objects, presented in a format that enabled
physical interaction to occur, offering an opportunity for
audiences to engage with, and reshape interactions between body,
objects and space. The oversized jewellery-like objects set a
theatrical tone which was enhanced by a monochromatic colour
palette intended to emphasise the simplicity of the constructed
forms and the invitation to engage physically with them.
Robertson meticulously handcrafted the objects using a
combination of traditional fabrication techniques and processes,
and new technologies. The range of materials include sheet
or vacuum formed plastics, and solid blocks of high-density
engineering foams, which are formed by hand or machine and
involve hours of sanding and filling in order to achieve smooth
and perfectly formed surfaces. Whilst the use of industrial
materials related to mass production situate the work at a
distance from traditional precious stone and metal jewellery
making, the time intensive processes of making and forming the
objects imbues them with a physicality which connects the maker
and the making to the audience and participants as they re-enact
some of the physical and tactile movements of the maker such as
stroking and holding parts of the installation, or leaning over
the larger spheres in order to experience their form.
10

flock0mania 1 built upon and references
as Jana Sterbak, Mona Hatoum and Helen
Neto. Reviewing Neto’s 2010 exhibition
London, for the Independent newspaper,

the work of artists such
Chadwick and Ernesto
at the Hayward Gallery,
Charles Darwent wrote:

‘The success of an immersive installation such as this rests on
its ability to make you forget the merely real world in which
it sits.’ (Darwent, 2010)
Darwent also identifies the importance of play and fun for adults
and the sensitivity of Neto to matters of scale and instinct, in
order to encourage participants to engage with the surroundings
and the fabric constructions, which evoke body, skin and
sensuality and which bring together sculpture and architecture.
Writing about the work of Jana Sterbak in 1995, Richard Noble
noted:‘…the body is the starting point: her art proceeds from it
and her works constantly recall us to it’ (Noble, 1996: 51). The
interplay between body and object and the idea of adult play,
has been central to flock0mania 1.
Individual objects were suspended from steel gantries
reminiscent of parallel bars, playground furniture, climbing
frames, swings and exercise machines. Red fabric harnesses
suspend a range of forms, evoking allusions to gymnasia, and
rehabilitation therapy equipment.
Coloured light and projected moving images, effectively folded
the making and remaking of the work via dance, into a constantly
evolving and energized whole. The pink projected lights
suggested sensuality. However the surfaces offered contradictory
messages about tactility and feel, suggesting softness and
warmth, for instance on those objects covered with flock, but
when these were touched the perceptual and visual impressions
of softness and warmth were undermined. This tension between
the physical and perceptual hints of references to bondage
and constraint and counters a sense of exploration and play,
creating a subtle but sinister undertone of control.
flock0mania 1 posed questions about the categorisation of the
over-sized theatrical objects – are they jewellery, props,
playthings, sculptures, or choreographic items which propose
opportunities for new bodily engagements? How is the authorial
process disrupted by these unruly objects?

The final night event on February 19th 2015 explored the question
of authorial intention by bringing the audience directly into
the action, transforming the installation into a living, moving
performance (https://vimeo.com/127816443). Dancers Garrett
Brown and Voris, brought their sound, photography and design
collaborators together for an evening finale that demonstrated
the full interactive potential of Robertson’s tactile and
wearable objects.
Intense, insistent electronic sound by Pickles and Peters filled
the space as the dancers, dressed in boiler suits, evoked a
sense of women at work and invited the audience to join them
in exploring physical responses to the objects. The dark of
the city gallery at night was punctured by the coloured lights
emitting from many of the objects, films projected on floors,
bodies and objects (by Sellotape Cinema) and by Cullinane’s
vivid theatrical lighting. Hand-held projectors manipulated
light and shade, creating textures, which fed through into
Kipp’s stunning photography.
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Edges of the World at the Hayward Gallery, London http://www.
independent.co.uk/arts-entertainment/art/reviews/ernesto-netohayward-gallery-london-2005187.html accessed 17/01/2016
Journeaux, J. and Whatley, S. (2015) flock0mania: Body, Space and
Object, review in The Journal of Craft Research, Vol.7, issue
1,Intellect, Bristol.
Mottram, J. (2015), flockOmania, Introduction, exhibition
catalogue, published by Birmingham City University, UK.
Noble, R. (1995), ‘Jana Sterbak: The Dialectic of Creation and
Containment’, in Velleitas, editor Sterbak, J., Barcelona,
Fundacio Antoni Tapies.

The audience rolled objects freely across the gallery turning
the gallery into a playground, trying on giant oversized
necklaces, and climbing under chandeliers or flocked light
shades. The ethos of fun and irreverence created a space for
play between artists and audience creating a constantly evolving
immersive environment, a relational space, and a space of social
interaction. The artists were the conduits for this social and
participatory experience and objects, performers and audience
negotiated their place in relation to each other. Thus the
artists and the audience collaborated in an investigation of
how to push traditional methods of jewellery construction and
display, to extend and alter traditional relationships between
body, object and space, and to build on a growing practice of
reciprocity that sees dance venturing into the gallery and the
gallery aesthetic infusing the theatrical space of dance.
Jill Journeaux Professor of Fine Art Education
Sarah Whatley Professor of Dance and Director of the Centre for
Dance Research
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flockOmania2: a jeweller’s perspective

It’s been a year since I wrote ‘flockOmania - a jeweller’s
perspective’ for the accompanying publication for my first solo
exhibition which took place in February 2015 at the Lanchester
Gallery, Coventry University.

practice as a jewellery artist to be visible to those who work
within other creative disciplines and I hope here that it will
challenge preconceived perceptions of what jewellery is and what
it can be.

Reflecting on the aftermath of this achievement, my strongest
memories relate to the improvised finale performance led by dance
artists Dr Natalie Garret Brown and Amy Voris, with
accompanying film projection by Sellotape Cinema and soundscape
by Daren Pickles and Nicholas Peters. This cross disciplinary
approach created an experiential and immersive environment which
enabled a high level of audience interaction and participation.
This positive reaction was greater than I originally
anticipated.

This location poses new challenges. The space is voluminous and
much more exposing with increased restrictions. Most noticeably
it is much larger than the Lanchester Gallery, and the safety
and confinement of the glass wall no longer exists. Positive
attributes include the ability to open up a side room which
houses the theatre space which will offer new opportunities for
film projection by Sellotape Cinema. The positioning of the
gallery offers the prospect to spill outside into the
regenerated eastside city park, in which I particularly enjoy
the open vistas, visual repetition and the contrasting
landscapes. This will enable the dancers to tumble into these
juxtaposing environments which I’m sure will generate playful
imagery for photographer Christian Kipp to capture the visual
relationships between the object, body and space.

The intention of the project noted by the then Director of the
Lanchester Gallery in the exhibition catalogue was ‘to move
beyond the static display of objects of veneration normally
associated with jewellery display’ (Motttram 2015: 7) I believe
we achieved this original objective whereby the increased scale
and tactility of the jewellery actively encouraged sensory
interaction which enabled the audience to ‘become active
participants instead of passive spectators and experience the
work with their bodies as well as their eyes’ (Helen Luckett
2011: 73). This was enhanced by the nature of the exposing
display in which the work hung freely in the space rather than
being contained by a glass cabinet, creating a playful
environment which encouraged touch, interaction and response.
Remarkably, the audience interacted and experimented with the
objects by wearing, exchanging the works and, most
interestingly, became co – creators within the space by building
and repositioning the objects into sculptural forms. The
environment became a playground for experimentation and the
freedom for the audience to be able to touch the objects broke
down boundaries often associated with gallery spaces that
suggest visitors look but do not touch. As Veiteberg notes,
‘jewelry is usually exhibited in locked display cases that tend
to distance the exhibited works from the public’ (2013:128).
The opportunity to exhibit at The Parkside Gallery enables me
to build on successful themes and create new work for this next
edition. The gallery has established itself as an important
venue for the Arts within Birmingham, UK, of which I’m
privileged to be part. Its location within the Faculty of Arts,
Design and Media at Birmingham City University will enable my
14

Analysis of the successful aspects of the original series
allowed me to create a complementary sub-series and, in doing
so, I have grown particularly interested in the animated object.
What I mean by this is those objects that are activated by a
bodily movement and, for myself, I have started to define this as
performing jewellery. Alongside this I continue to observe the
relationship between objects and the body and am interested in
key themes of body extensions, sensory experiences, movement and
co-wear, the dancers converging on a single object.
The physicality of the objects is still important and materials
that evoke a sensory response play an important part in the
vocabulary for my creative decisions. In relation to this I
faced a new challenge which offers a further tangent. My body
reacted to previous materials used for the first version. This
skin condition has steered me away from those original
materials and lead me to rethink and experiment with alternative
techniques and processes. This new material choice has
enabled the creation of a sub-series within this main collection
in which a linear aesthetic offers a spatial structure rather
than a solid form. This enables the dance artists to penetrate
into the core of the object in a different way from before. The
opportunity for co-wearing and continued movement has also been
capitalised upon, as has the ability to move objects around the
space, to build and rebuild sculptural forms.

Throughout this body of work I have become fascinated by the
boundaries imposed by my practice. My previous work locates
itself within the field of contemporary art jewellery. However
flockOmania appears to move beyond this established field and
currently resides at intersection between jewellery and
sculpture. As den Besten (2012) notes, ‘many jewellers like to
temporarily straddle the boundaries of jewellery, design and art
[…] In a no-man’s-land without any obvious rules, everything can
be questioned and researched. It is also here that artist can
freely meet the people - their audience - and work with them’
(2012: 106)
From a jeweller’s perspective the relationship between dance and
jewellery can be seen in ‘Exhibition in motion: objects
performed’ which took place at the Bellevue Arts Museum,
Washington in May 2011 and is cited as ‘a landmark of
performances arrival upon a national jewelry stage’ (Craig
2015:155). It featured the work of 25 jewellers showcased by
10 professional dancers, choreographed by Ameilia Reeber. In
reviewing the exhibition Craig writes: ‘Inherent in both dance
and performance art is a thematic relationship with the body, a
theme also shared by jewelry. Despite this relationship,
performance has been conspicuously underexploited and
underexposed as a strategy for contemporary jewelry’ (Craig
2015:155). It’s difficult to determine its level of success from
a personal viewpoint; however I’m particularly interested in
the closing statements of the review whereby it highlights the
dynamic between performance and jewellery: performance can offer
jewellery little ‘without seriously entertaining the
opposite question, what can jewelry offer to performance?’
(Craig 2015:155).
This comment echoes my current stance whereby I’m interested in
how my relationship with dance artists Garret Brown and Voris
grows and evolves. My observations of their practice, the way in
which they move, their response to the objects, the
unexpected and the surprises along the way spark my
inquisitiveness. An emerging cycle of observation, making,
dance, making, and observation feeds and hones the
investigation. This continued dialogue helps to identify areas
of experimentation and steers me away from others.
My curiosity relates to how they both react to the objects,
and what challenges these objects pose? I’m fascinated by the
differences in our methodologies particularly the way in which

I imagine the objects will be danced. I notice that I tend to
design the objects from a vertical bodily perspective, thinking
how they would be worn in an upright position. I’ve come to
realise that they have the opposite approach exploring the
object with their bodies horizontally on the floor gaining
confidence with weight and balance before lifting and moving them
off the ground. My increased observation also raises my
awareness of how they both have a different vocabulary of
movement stemming from their own distinct practices and how they
are drawn to and become fixated with different objects.
Further to this is I’ve gained an understanding of the way in
which they prepare their durational dance scores for the
performance interventions which has opened my eyes to their
behind-the-scenes thinking, planning and enquiry, which goes
unnoticed by the audience. These frameworks utilise gestural
drawing to capture movement and written vocabulary which helps
to define areas of focus and direction for exploration. I noticed
that these scores such as what the dancers describe as the
‘Operetta of Objects’ provide layers of structure with room for
spontaneity, improvisation and response.
These new pieces for flockOmania2 are an evolution of these
observations and a progression of what has gone before. My
outlook has been broadened by strengthening cross-disciplinary,
collaborative relationships, new knowledge gained and new
thinking emerging. This is where I am now and I’m excited to
see where this takes me next!
Zoe Robertson
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flockOmania2- women at work: a dancers’ perspective

Our collaboration with Zoe Robertson began in a project entitled
L219 (2013), an evolving work across multiple art forms. In
this earlier project we began to explore the possibility of
moving with Robertson’s jewellery pieces. As part of L219 and
flockOmania 1 (2015), we explored with Robertson notions of
making objects from and through movement. Within flockOmania 2 we
continue our investigation of the potential for dance to inform
the conception, design and production of Robertson’s objects.
We also remain interested in how collaborating with a jewellery
maker both challenges and consolidates our own dance practice.
The objects in the flockOmania series are in critical dialogue
with notions of what jewellery can be, questioning conventions
of materials, scale, mode of production and relationship to the
gallery visitor. As such, they are imbued with associations
and socio-cultural reference points particular to their time,
location and maker. We began our dance-making process by
investigating a dialogue between the materiality of the body
and the materiality of the sculptural objects. As with other
projects that we are involved with, our approach to movement
and to performance is underpinned by an engagement with outdoor
improvisational practice. Consequently the dance in flockOmania
2 invites interaction, play and a continual construction of
the gallery space and site as the objects are danced, worn and
moved.
Our work is also informed by somatic practices, a field of
practice within dance (and beyond) that is concerned with
bodymind integration while moving. In particular we draw on the
practices of Experiential Anatomy and Authentic Movement to
‘flesh out’ the material presence of the body and to open to the
presence of kinesthetic imagination – which of course includes
our own set of associations, socio-cultural and dance-historical
reference points. Through direct engagement with the sensations
of the moving body we physically explore the scale, weight,
texture and potential momentum of the objects. This sensorial
engagement with the objects is in conversation with the desire
to discover moving imagery that arises from the rich interplay
between sensing in the present moment and returning to known
material.
First developed in the 1950s and 60s by Mary Starks Whitehouse
(a dancer with some training in Jungian analysis), Authentic
Movement arose out of a unique fusion of Modern Dance, Dance
Movement Therapy and Jungian approaches to creativity. In its
18

‘ground’ or dyad form, Authentic Movement involves closing
one’s eyes and allowing movement to arise in the presence of a
witness. Explicit boundaries related to time, space and roles
offer a clear counterpart to the openness of the practice.
Following moving there is a focused period of reflection that
seeks to discern the experience of moving and witnessing in
the presence of another. Authentic Movement presents a mode
of enquiry into movement that we perceive to be intrinsically
investigative and compositional: investigative because of its
capacity to enquire into the nature of bodily experience and
compositional because of its interest in the tracking movement
content within a moment and across time. Here, the act of
composing includes the moment-to-moment engagement with emergent
movement material as well as the long-term engagement with
movement forms that are remembered and returned to. True to the
changeable status and multi-layered nature of the moving body,
dance composition is understood as a never-ending process of
adjustment that takes place incrementally over a long period
of time. The act of composing lies in the dialogic interplay
between what is known and what is unknown, with the eventual
performance work being the temporary instantiation of this
dialogic process.
Our practice follows the general format of moving for a
predetermined amount of time in a relatively undirected way
with the intention to notice or open to what is arising. This
period of moving is followed by a demarcated phase of reflection
that seeks to witness or articulate the experience. Through
transitional activities such as drawing and writing, the
strategy of ‘tracking’ is used to recognize what took place
and what holds significance. Tracking is a form of reflection
that excavates the details of experience, while also noticing
the arc of the whole event and discerning significant ‘pools’
(or episodes) within it. The process of tracking cultivates
sensitivity toward the embodied memory of the experience and
gives rise to certain verbal and visual markers that serve to
clarify it. Within the process of tracking we hold a light
awareness of different modalities of attention (such as
sensation, proprioception, emotion, imagination), which imbue
the tracking with a multi-layered quality. It is during the
process of tracking when the creative and aesthetic potential of
certain movement material to be developed becomes articulated.

On the basis of this tracking process, we select certain
material to be returned to. There is a vast spectrum of
possibility in terms of what that something might be. For
example, it could be a gesture, a spatial orientation or an
energetic quality – or more likely a clustering of elements:
an arising movement phenomenon that suggests potential for
development. This something is then formulated into a ‘returning
score’ that enables a re-embodiment and a re-investigation.
Key to the process of returning to material is engaging with
the embodied memory of the experience which in itself is in
a state of resonance with the verbal or visual markers (the
returning score) which recalls, distils and projects that thing.
In the process of returning or re-embodying, the physicality
of the material may remain recognisably similar or it may
undergo major shifts. The process of returning to material is
a process of familiarising and of de-familiarising, of forming
and dissolving. What is known (or predetermined) is in concert
with what is new and emerging. Through the companion processes
of resourcing and returning, movement material is generated,
formed, transformed, accumulated and arranged to comprise a
process of incremental sculpting.

through an extended one-to-one relationship with a single
object.
returning score #6 wearing
connecting 		
speaking
receiving 		
inhabiting
penetrating		 surrounding		
protruding		 softening
hardening			
being taken in
digested			soaked up
being 			worn
shedding			stillness
wearing as merging
wearing as distinguishing and separating
wearing as conversation
Dr. Natalie Garrett Brown and Amy Voris
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flockOmania2: Sellotape Cinema’s perspective

Sellotape Cinema creates film worked directly onto sticky tape
and played through specially adapted projectors. Sellotape
Cinema works with found footage and audio, archive material,
appropriating obsolete audio-visual technologies. We have
developed a paper print process, transposing found footage to
paper, then transferring it to sellotape-film.
Within the exhibition, there are a series of 3 films shown
through circular vignettes. Each film is thematically separated.
One depicts the dancers interacting with flockOmania’s artefacts.
The other, jeweller and artist-maker Zoe Robertson, performing
the actions of making. The last, showing footage of the milling
machines, the automated fabrication and machining of the
objects. All the works are one-offs. The digitisation of artisan
pursuits, those often framed with an idea of craft, and ‘handmade-ness’, flip our relationship with the artefact. Sellotapefilm and the paper print from which it derives, acknowledges the
physical, chemical, mechanical ancestry of film without recourse
to nostalgia, or a misattribution of the idea of craft within
film. Both the creation of the artefacts and the production and
display of sellotape-films are, after all contingent upon the
affordances of digital technology, even when its analogue nature
is foregrounded.
The super-sized wearable jewellery of flockOmania plays a
tautological trick in its challenge to ‘put it on’. All
jewellery is wearable. We have placed limits upon how that
happens and we have done the same with how we put film ‘on’.
It is the glamour of jewellery and the glamour of film that
has curtailed our notions of what these forms might naturally
become. That same glamour operates in the gallery, it has
largely cleared up the messiness of interdisciplinary
experimentation, of ‘finding out what happens when’. So we are
thankful to the curators of the gallery at Birmingham City
University for allowing just that. Generally within the art
gallery, video and film art, performance art, sculpture (when
fabrication is farmed out to artisans), rarely acknowledges,
or is not aware of the practices that enable and precede
it. flockOmania patently does in its giving over to processorientated practices and practitioners.
The stickiness of the tape and the process of transfer, trapping
and appliqué, are analogous to the processes that select
and capture the found footage of the flockOmania projectionevent films. Sometimes things just stick. Process takes over,
24
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appropriating and re-configuring image and footage, displacing
the original context. Meaning becomes ablated without the
couching effect of context. Yet the image is sounded out in
the violent strike of a collage, montage or juxtaposition. The
essence of the image, that which inheres within a fragment of
footage, whispers still, even when made to serve abstraction,
rhythm, pattern. Even when flayed, collaged, abridged and
juxtaposed by the stickiness of sellotape-film. The projected
films are, after all, not the main event, they are in support of,
and compliment the forms and movement of the collaborators.
The gallery films are presented and exhibited with circular
vignettes, echoing the round forms of the objects. There is an
unnaturalness to this. The scope of human vision is elliptical
rather than circular, closer in fact to the 16:9 ratio of
cinema, than to the circular form of the eye, the apparatus
of looking. The eye is an important metaphor for Sellotape
Cinema in its collaboration with flockOmania. A foreign object
sometimes enters the eye - stray, unintentional objects.
Flocking is all about stickiness, but the flocking machine
excludes stray and incongruous fibre particles and foreign
objects. Like hairs in the gate of a projector, or floaters
in the eye, cat hair, debris, off-cuts, scraps, dust, are
assimilated into the sellotape-film during its construction.
Similar to entoptic phenomena, aberrations and dust within
sellotape-film are generated by its apparatus, and the processes
of recording, making and projection. The near pristine surfaces
of Zoe Robertson’s objects are defiled by the grainy noise of the
projected sellotape-film.
The eye as an image pervades avant-garde film throughout its
history. Think Vertov’s Man With a Movie Camera (1929), or Luis
Buñuel and Salvador Dali’s Un Chien Andalou of the same year.
The white orbs within flockOmania remind us of Georges Bataille’s
(1928) novella Story of the Eye. Roland Barthes’ essay, Metaphor
of the Eye (1962), points out how the figure of the eye becomes,
and is interchangeable with, eggs, testicles, the porcelain of
a toilet bowl, a saucer of cat’s milk, the moon. Barthes also
traces numerous liquid metaphors, tears, milk, egg yolks, urine,
sweat, blood and semen. The metaphorical vignettes of Story of
the Eye, serve to reference the body in a very different way to
that which the wearable objects reference, and register with,
the body of the dancers in flockOmania. Zoe Robertson’s works
have been the cause, however, of much sweat and some tears.

Whilst appropriating the imagery of Story of the Eye is
tempting, the reference for the performance films comes from
a more prosaic source, although eggs, milk, the moon, white
spheres, still find their way in. Why Man Creates is a 1968
short directed by Saul Bass. We arrived at this Oscar winning
documentary animation, via force-fitting Duke Ellington and
Billy Strayhorn’s score (for Otto Preminger’s 1959 film Anatomy
of a Murder) and Star Wars. Randomly selected starting points.
Process-driven creative thinking. Why Man Creates starts with
these words, written by hand, in pencil, in real time, “a series
of explorations, episodes & comments on creativity”. Perhaps
an apt description for the transdisciplinary approaches of
flockOmania. The film is broken up into eight sections.
Why Man Creates takes the thinking out of how to structure the
performance films, allows new thinking to get in. The film’s
inter-titles are listed here together with our textual sketches
and impressions.

The Search—will not cure cancer—or solve world hunger—or explain
the the origin of everything.
The Mark—montage—lunar eclipse—Mesopotamian sculpture, eyes
inset with nacre—daubs on a wall—“I Am”—the film returns to its
beginnings.
These headings form the structure for the films created for the
projection-event. Eight sections, each lasting 15 minutes. They
are offered to provide timings and pace for the performance. The
footage has been appropriated, re-enacted, collaged, montaged,
transferred onto sellotape. This provides texture, rhythm and
contrast during the projection-event and happening. How did
we get here? Fooling around! Sometimes the ideas that precede
material-processes start that way.
Steven Chamberlain

The Edifice—a vertically scrolling animation—uncannily like a
paper print strip of sellotape-film—takes us from stone age cave
paintings to the space/atomic age.
Fooling Around,—subtitle: “sometimes ideas start that way”—
begins with a series of eggs cracked open, some blown and filled
with paint—a butterfly—whip pans—interview—number sequence—
strange codes—crowd marches—acts out the instructions from a
traffic-signal—an early version of flash mob?—wild dancing—fliptop-heads—milk—juxtapositions and superimpositions—collisions—
image dissolves—force-fitting—random inputs—push and pull–visual
thinking—creative thinking!
The Process—a man builds forms from a series of geometric
figures—they topple—he combines them with parts of a mannequin—
arms and legs—stars and stripes.
The Judgement—faces in a crowd—brickbats—criticism—everyday
faces—faces from another time.
A Parable—a ping pong ball factory—all the same but one is
different—ping pong balls move of their own accord—rally round—
one bounces up and does not return—text.
Digression—two snails—fibonacci—golden section—a gag.
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Biographies

Lead Artist
Zoe Robertson
Award winning jewellery artist Zoe Robertson is a practicebased researcher at the School of Jewellery, Birmingham City
University. Her studio practice explores jewellery within
performance in which she creates theatrically sized jewellery,
experiments on the edges of the discipline and enjoys working
collaboratively. She is co-founder of The Dual Works, an artist
studio based in the heart of the Jewellery Quarter, and her work
is exhibited within an international arena.
www.zoerobertson.co.uk

Tom Tebby
Tom Tebby is a visual artist and composer of electronic
soundscapes. Through a natural process of experimenting with
perceptions and experiences of space, his practice in visual
arts informs his more recent exploration into sound composition.
He has worked in Birmingham as a freelance designer for 15
years and is also a tutor on the BA Architecture course at the
Birmingham School of Architecture and Design at Birmingham City
University.
www.tomtebby.com

Collaborating Artists

Sellotape Cinema
Sellotape Cinema are artists Stephen Snell and Steven
Chamberlain. Sellotape Cinema creates film worked directly onto
sticky tape and played through a specially adapted projector.
This medium lends itself to processes usually associated with
experimental film, montage, direct to film techniques, as well as
media specific techniques, notably ‘flayed paper’.
www.sellotapecinema.com

Amy Voris
Amy Voris is a dance-artist based in Manchester. Her current
research is concerned with Authentic Movement as a methodology
for the choreographic process. Her practice is responsive
and associative, driven by an interest in the body as a
multitudinous entity and in shaping movement material across
long periods of time.
www.amyvoris.com
Christian Kipp
Christian Kipp is a photographer based in Essex. He splits his
time between working on his own in the natural landscape and
collaborating with a variety of dance artists. He is interested
in the ways that these two areas feed and reflect each other.
For Christian, photography feels like a way of connecting more
strongly with nature and people.
www.christiankipp.com
Dr Natalie Garrett Brown
Dr Natalie Garrett Brown, BA, MA, PhD is a principal lecturer
in dance at Coventry University. Her practice and research
interests are theoretically situated within Feminist
understandings of embodied subjectivity and the ways in which
somatic practices can inform dance education, making and
performance.
www.enterinhabit.com
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