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Artist Statement 

My practice focuses on the human body as a sight for political imposition, of memory and also as a ground for 
resistance.  

Combining a mixture of archival materials, choreographed dance routines, digital footage, text and rhythmic edits of sounds, I 
create multidisciplinary performances that often reference the social and political histories of industrial labour, particularly 
those surrounding class and gender politics. 

The narratives within my work draw upon certain collective human forces that have emerged through material culture, along 
with subtle references to personal, familial memories.  This gesturing towards the past in order to reimagine potentialities for 
the present is a way for me to engage with my own personal history, and to utilise this information to pave new ways for social 
change in the form of a creative, collective resistance. 

Recent performances include an exploration of the history of industrial lace-making in the East Midlands. Through movement 
and dance, I began choreographing routines to the rhythms of machinery, which I recorded within the last working lace 
factory. These dances are combined with video and sounds from popular culture, both as a way to engage with collective 
memories of audiences and also to create sensations of the cathartic and releasing pleasure experienced through dance and 
music. 
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collective memory 
social histories

   In the nineteenth century, the press in Nottingham 
emphasised the secrecy involved in the application of 
the jacquard, with scarcely any two shops or factories 
knowing what the others were doing. 

  To me, this secrecy reveals how, although transferred 
to machines, the creation of the patterning still holds a 
geographical archive, with each factory producing 
di!erent designs for the jacquard. 

PHOTOGRAPHS TAKEN AT CLUNY LACE CO. LTD.  
JULY 2019

PLATE G14 
COTMANHAY AND ILKESTON LACE FACTORIES

  Memory, whether social, personal or collective, has formed the basis of my research. This gesturing 
towards the past however is not a nostalgic endeavour, but a reminder of a long memory of injustice 
towards women and other minorities within capitalist society, through the means of production. 
This research began by exploring the industrial lace history within my hometown, Ilkeston. The map 
on the right reveals the extent to which these lace factories dominated the town during the 
nineteenth and early twentieth centuries.  

  Lace and other woven textiles are coded and gendered archives, they contain their own knowledges 
and histories that are often dismissed through becoming a fetishised commodity. Visiting the last 
lace factory, Cluny Lace Co. Ltd., was for me an extremely important part of my action-led research 
and provided a wealth of material which I have experimented with thought the year. 

Secrets of the Jacquard 
At Cluny Lace, the intricate draughts 
of the lace designs are kept in scrolls 
within the factory. With no 
draughtsman alive who can create 
draughts such as these, the 
patterns themselves have  
become archives.
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       Joseph Marie Jacquard’s invention of the apparatus for automated weaving was adopted by Charles Babbage and Ada Lovelace to develop punch card 
programming, the earliest form of computer. Despite this invention being developed by a woman, the punch card computer systems of the IBM relied on 
the tedious work of thousands of women, who would translate details of invoices. As stated in Discriminations Against Women, the role of the Key Punch 
Operator was labelled as ‘women’s work’ with advertisements for Programmers only available to men. Similarly, within the Lace industry, women were 
mainly given auxiliary tasks such as mending, bobbin winding and threading. By linking physical, memory-holding devices ( jacquard cards, punch cards, 
memory chips) and their historical connection to women, I attempt to metaphorically represent a long memory of male power within my practice.



 

Video still from Txtures, March 2020

Video still from Degree Show Video, April 2020



Drawing for Sculpture Court Performance,  planned for 27th 
March 2020



 

LACE COUTURE

  At the factory, Cluny Lace have created a  
collection of published images of their 
lace, mainly used for high-fashion shoots 
and couture collections. What struck me 
the most about these photographs was the 
positions of the models, there gestures 
su"gest bodily movements of rising 
upwards, and also of dance and 
movement. 

A
rc

hi
ve

 o
f h

ig
h-

fa
sh

io
n 

im
ag

es
, 

C
lu

ny
 L

ac
e 

C
o.

 L
td

. 

R
ob

er
to

 C
av

al
li

V
iv

ie
nn

e 
W

es
tw

oo
d

  I knew I eventually wanted to include these 
images in my videos, however I wanted the 
focus to be on the garments alone. I 
experimented with the dresses on photoshop, 
editing them in order to illuminate the patterns 
of the lace. I found that inverting the images 
and increasing the contrast created a spectral 
quality that accentuated their human absence. 
As I did not have access to a scanner when 
collecting these sources, the images were not as 
good quality as I would have liked, and limited 
how large I could print them. 



 

ROBERTO-ORIGINAL-SOURCE ROBERTO-INVERTED ROBERTO-INVERTED-EDITED



 

Roberto, February 2020, Glicee Print Rita, February 2020, Glicee Print Vivienne, February 2020, Glicee Print

Final glycee prints, planned to be printed and hung in an exhibition at the end of March. 



 

I had planned to also make stencils out of the 
inverted dresses, creating holes in the fabric 
that would echo the holes of the jacquard 
cards.  By shining light through the stencils 
and taking images and film I was hoping to 
create a visually distinctive luminosity that 
would transfer to my final degree show video, 
in a similar way to my experimental 
photograms of the Cluny lace. 

Txtures, March 2020, ECA Main building, Dark space. 

Degree show proposal. 
 Projected double channel video, glicee prints, chalk, 
performers. 

Experimental photograms using 
Cluny lace, January 2020
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KNITTED STITCHES OF THE STOCKING FRAME 
The line follows the path of a single thread. 

Pg. 16-17 
Twisted stitches of the bobbin net machine. 
Bobbin and carriage. 

  As Silvia Federici states in her essay, ‘In Praise of the Dancing body,’ if one were to speak of the 
history of the body in capitalism, then we face an overwhelming task, for so many techniques have 
been used to discipline the body and are constantly changing. The body I am focusing on specifically 
in my practice is the female body and its relationship to mechanisation.  

  The three main aspects I learnt from watching the industrial lace-making process was repetition, 
intricacy and endurance. The machines are extremely loud and the noise vibrates throughout the body 
when within the same space.

Ford Sewing Machinist’s Strike, 1968

Thinking about the body in 
connection to these machines, I 
began by drawing the repetitive 
patterns of the threads, noticing 
the imperfections in manually 
recreating them compared to the. 
machinery.

repetition / endurance



 

Chalk on paper, September 2019 Ink on paper, September 2019

Choreographed dance No 1. Chalk on paper 

Choreographed dance No 2. Ink on paper 

  Whilst at the factory, I also collected 
various sound recordings of the 
machines. Fascinated by their loudness 
and regular beat, I was interested in 
making a link between the beat of the 
body and the recurring beat of the 
machines. This choice to also work with 
bodily movement was also influenced by 
Federici’s statement that dance gives the 
body the power to transform the world 
and also form resistance to the discipline 
of labour.  

  Researching into the connection 
between factory work and dancing, I 
found out that clog dancing originated in 
cotton mills, and began thinking about 
ways I could perform dances of a 
similarly robust nature, but that also 
conveyed labour, endurance and an 
aspect of resistance. 

To recreate the machine pattern with more precision, I 
decided to create a series of screen prints. Although I liked 
the variations of monochrome, I preferred the immediacy 
and humane nature of the drawings.  

  I particularly liked drawing with the chalk, as it su!gested 
a form of learning or teaching. The choreographed dance 
steps could also grow into group dances and communal 
routines.

Threads, Screen prints. 



 

Still from video for Performing Labour, October 2019

Still from Performing Labour, October 2019 
Performed in ECA Main Building, Dark space.  
https://vimeo.com/409804601 

https://vimeo.com/409804601
https://vimeo.com/409804601


 

 What performing the routine live, I decided to experiment 
with loose chalk in order to compare the way my feet 
created the patterns through doing the dance. I became a 
physical trace of the labour of the dance. The chalk 
accentuates the e"ort behind each movement and also the 
heaviness of the jumps. It also showed how the body fails 
to create the exact patterns of the machines, and this, in a 
way, shows the body’s resistance to repetitive labour. 

Still from Performing Labour, October 2019 

Chalk on board after performance.  



 

Performing Labour in Industrial Setting, February 2020. Performed at Green Piling Ltd. Chesterfield.  
https://vimeo.com/411416567   
Music made in collaboration with Oli Harris.  

I wanted to compare how I felt when performing within a large, working industrial building compared to within an exhibition space. This was 
more to experiment with sound and positioning the body alongside a production line. 

https://vimeo.com/411416567
https://vimeo.com/411416567


RESISTANCE

Stills from Degree show video, (working process).  

For my degree show I would have liked to create a video with two layers, an upper and lower screen which would be displayed as one projection above 
the other. These levels represent their work class distinctions.The video is split into an upper and lower screen which represent their work level 
distinctions. The top screen depicts the directorial level, mainly constituting executive work along with representing the commodity itself, its luxurious 
nature and its advertising. The lower screen represents the manufacturers, in this case the processors of the lace industry. The narrative is directed by a 
body of invisible, female narrators who represent the operating core, and were inspired by the female Key Punch Operators, they digitally type words on 
the screens revealing an intricate social history.
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the body as a ground 
for resistance

Silvia Federici, ‘In Praise of the 
Dancing Body,’ 2016

  My research usually begins with cognitive research, such as reading, listening to people, going to talks and 
mainly doing a lot of thinking around around subjects I am interested in and discerning various ways I can 
unravel them in my own way. I have accepted that my practice has this ‘thought before form’ approach, and 
have tried to experiment with the way I utilise this research when forming my practice.  

  In her essay ‘In Praise of the Dancing Body,’ Silvia Federici reminds us that our bodies have multiple 
histories; histories of disciplining the powers of the body and turning it into a machine, often along 
racialised and sexualised lines, all for the reproduction of capitalism. She determines that our stru!gle is 
the re-appropriation of our body and finding the capacity for resistance and power. Federici states that 
within this stru!gle one must look towards  
dance, for the act of dancing is an 
exploration and invention of what the  
body can do. 

Raisa Kabir, Build me a loom o! your back and 
your stomach, 2018

Raisa Kabir is an 
interdisciplinary artist and 
weaver who utilises woven 
textiles, sound, video and 
performance within her 
practice. To the artist, the 
woven cloth is a 
representation of systems 
and structures and it is the 
unweaving of these systems 
that forms resistance. By 
creating her unique looms 
and cloths, Kabir represents 
its labour, but resists the 
idea that it is functional 
through its incompleteness. 
Thinking about both 
Federici and Kabir, I wanted 
my practice to covey this 
sense of resistance through 
experimenting with the body 
and its connection to the 
woven structures of lace.



 

Rosas Danst Rosas, 1997. Performing Labour II, February 2020.  ECA Main Building, Sculpture Court. 

  Reflecting on work made in the first semester, I felt that my practice was not 
portraying the sense of resistance that I found integral to the concept of the 
work. I was drawn to the performance Rosas Danst Rosas for the dance’s 
repetition of movement and synchronisation. The repetitious routine produces a 
physical exhaustion that eventually affects the perfect look of the dancers’s 
movement. 

  When performing my labour dance individually in the first semester, I felt that 
the repetition did portray a physical exhaustion, yet it needed to be longer to 
show the extent to which it would effect the way I performed the routine. 
Adding three more performers to my next performance at the beginning of 
February, all whom were non-professional dancers, added a more difficult 
element to the work in its synchronisation. 

  I wanted to visualise the dancer’s exhaustion and persistence through the 
repetition of movement and the performer's efforts became less perfect through 
repeated synchronisation. This is the resisting aspect of the work, the inability of 
the body to create the perfect patterns of the machines.



 

From dance we learn 

that matter is not stupid, 

it is not blind, it is not 

mechanical, but it has 

rhythms, has its 

language, and it is self 

activating and self 

organising.

fo
rg

in
g 

a 
se

ns
e 

of
 s

el
f

Silvia Federici, ‘In Praise of the 
Dancing Body,’ 2016

  I have also been looking into resistance within 
the self during performance. For me, it is the 
resistance against following the perfect gestures 
of the mechanical loom. I often refer to the way 
Simone Forti forges a sense of self when she 
becomes animal, such as in Sleep Walkers / Zoo 
Mantras. Forti creates a space that is completely 
disparate from the viewer and also from herself.

In Performing Labour in an Industrial Space, I 
was self conscious in pursuing a sense of 
endurance and resilience when making eye 
contact with the viewer. 

Simone Forti, Sleep Walkers / Zoo Mantras, 2010

Performing Labour in Industrial Setting, March 2020. Performed at Greens Piling Ltd. Chesterfield. 



gestures of rising

Stills from Txtures, March 2020. Shown as part of an installation at ECA, dark space. 
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voicing the political

Elizabeth Price, User Group Disco, 2009

Lis Rhodes, Light Music, 1975-76

Jenny Holzer. I am Awake in the Place 
Where Women Die, 1993

My interest in the political voice within Contemporary art practice increased after attending a seminar at the 
Nottingham Contemporary where we discussed Lis Rhodes’s videos in dialogue with Laure Prouvost’s 
Swallow. Both artists use the voice as the main form of narrative within their videos. Yet the female-sounding 
voice continuously invokes new philosophical, political and aesthetic challenges. Whilst Rhodes’s booming 
voice fills the gallery space with social critique, the female voice in Swallow is more sensory and the rhythm is 
regulated by the sound of breathing.What is interesting about Rhodes’s text is that the narrative is both written 
and spoken, it made me question whether both are needed, and how her videos would feel if the words we 
merely words on the screen.  

 This also made me think about other  
types of female voices such as the  
automated female voice, which is very 
 prevalent in contemporary society  
through devices such as the Alexa.  
Jordan Wolfson’s Female Figure  
embodies this type of submissive  
female voice and it is also replicated in  
some of Elizabeth Price’s videos, such  
as K.

Yet, what I am most interested in 
conveying within my own practice is 
the silent vocals of the typed text. For 
this aspect of my work I have look 
towards both Jenny Holzer’s Truisms, 
and Elizabeth Price’s User Group 
Disco. This type of voice is more 
ambiguous in the way that it can be 
both individual and collective, it can be 
nonhuman and also ungendered, 
through this it is at the confluence of 
embodiment and technicity. It is also a 
reflection of the viewer’s own voice.



 

Socially Engaged Practice 

   Before lockdown, I had planned to expand my work to 
include some community projects, including working with the 
local kids club in Ilkeston, to arrange an afternoon of activities 
at the community centre which would be aimed at young 
children. These included choreographing a simple group dance 
to the machine sounds, creating their own lace patterns with 
mixed media materials and forming a large, paper floor piece 
of a lace design. This is hopefully something that can be 
continued after lock down, as an aim for the children to learn 
more about their industrial heritage and respond creatively. 
 
  My interest in socially engaged practices was derived from 
exploring works such as Anne Wilson’s Walking Manchester, 
and also Ann Hamilton’s The Event of the Thread, both artists 
collaborate with local communities and engage their audiences 
with interactive work. Anne Wilson’s Walking Manchester 
involved choreographing accumulations of repetitive 
movements related to the weaving process, from hand weaving 
to the actions of machines, whilst Ann Hamilton, by naming 
her piece the ‘event’ of the thread, encourages her practice to 
take the form of a public or social occasion. 

  Instead of the planned community activities, during 
quarantine I have been working on recreating the twisted 
stitches of the bobbin net machine by hand with my 9 year old 
sister. This is an ongoing piece that we plan to keep adding to 
throughout lockdown. It is a reflecting piece and the simple 
movements encourage conversation. 

Anne Wilson, Walking Manchester, 2012

Quarantine Piece, April 2020, Ongoing
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Video for Performing Labour, 2019. 

Video for Performing Labour II, 2019. 

 An important part of the video 
was to assure the text was clear 
and could be read by its viewers. 
Therefore the text developed out 
of receiving feedback when 
showing the videos. In my first 
video for Performing Labour, I 
realised that the text did not stand 
out enough and also was too quick 
for some viewers to read properly.  

  I therefore worked on improving 
the text for my next group 
performance. I also preferred how 
the text became part of the videos 
through its animation and visual 
similarities.  

 



Still from Degre show video. (will have a name)
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COLLECTION OF MACHINE IMAGES AND VIDEO STILLS TAKEN AT CLUNY  LACE CO. LMT. 

MACHINE-1 MACHINE-2 MACHINE-3

MACHINE-4 MACHINE-5 MACHINE-6

MACHINE-7 MACHINE-8 MACHINE-9 
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COLLECTION OF LACE DESIGNS FROM CLUNY  LACE CO. LMT. 

L-1 L-2 L-3 L-4 L-5 L-6

L-7 L-8 L-9 L-10 L-11 L-12




