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THE SETTING


I am a maker working in a language that is not entirely mine, in a culture that is not entirely familiar to me. As such, many questions arise as I negotiate my fragmented identity. How do you communicate with the other? How do you navigate between cultures and carry reference points that do not translate cleanly? How do you capture slipping meaning in transit? 
There are moments when I stumble upon a word that exists in one semantic field but resists translation into another, particularly when a reference lands differently in my adopted home than it would in my native one. The signifier then lives in nuance, in the implicit pause before I find the right word or settle for the nearest one.
While I ponder reconciling my daily markers being on the threshold, in between, I watch glass and ceramic under a live flame. Whilst thinking of ways to inhabit more than one world simultaneously, something unexpected emerges: a narrative.  
Not a story imposed from outside, but one that comes from the material behaviour itself: the slow building of tension, the threshold moment, the rupture, the aftermath.  
Fire, transformation, and meeting of opposites leave traces; these have been the substance of myth throughout cultures and languages. Like bequeathed allegories universally encountered, the stories I watch in the flame are told and retold, with structures scarcely unstained, their meaning slowly evolving.  Am I then intimately witnessing meaning taking shape in my lampworking studio?
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[image: ]The resistance, surrender, and fracture that unfold in fusion exceed control.Figure 2. “Fusion Series i”, 2026. Photograph by the author. System 96 Glass, Bone China, Glaze
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A Brief Encounter is what has emerged from a sustained effort to facilitate a dialogue between materials. Glass and bone china share chemistry yet cannot fully merge as they respond to the same heat in irreconcilably different ways. In my studio, these two materials become the physical forms of a contrived dialogue, unresolved by nature. Building on this, exploring how they tell their own stories was worth investigating.

This study is a multilayered, fragile site of temporary reshaping where the attempt at fusion matters more than its result. It is a reflective space on what changes us, what fractures us, and what remains in the moment when two things try to meet.  Through this process, my personal questions are clarified: what happens when materials join, separate, or refuse to merge?  

My research and account move through scientific blueprints, embodied practice, material agency, and liminality. They examine the philosophy of encounter before arriving at hauntology, the condition theorised by Jacques Derrida (1994). In this, the past persists within the present as a trace or a spectre. It is something never quite fully present to begin with.

Drawing on Jessamy Kelly’s research on combining glass and ceramics in a hot state (2011), I focused on creating a clear, smooth, and stable glaze for bone china that would work with the glass's expansion rate during lampworking. The glaze had to share key qualities of both glass and glaze: optical clarity, smoothness, and a transparency that reveals the bone china body beneath rather than hiding it. This glaze would act as a ‘buffering character’ interface. Achieving this meant rigorously testing glaze formulas. However, the important thing was not attaining perfect fusion but developing a clear methodology to advance and better understand the making process.  

[image: ]Figure 3. Material Investigation, UMF Al2O3:SiO2 Chart- Glaze L1B, 2026. Table generated by the author- https://glazy.org/analyses. 









The acoustic signals, the visual transformations, and the haptic feedback all contributed to this research process, expanding what counts as "data" in artistic research. I chose lampworking over kiln forming and fusing because it makes the encounter visible when it happens: you can observe the interaction between materials in real time, under direct flame. 

[image: ]Figure 4. Jarman, R. & Gerhardt, J. (2007) Semiconductor. Magnetic Movie. 
An Animate Projects commission for Channel 4 in association with Arts Council England.
Shot at the NASA Space Sciences Laboratory, UC Berkeley, California, USA

Material world at different scales. Visualises magnetic fields. Making invisible material forces visible through video.
 
The technical dimension of this work then evolved around a systematic testing program investigating the fusing between System 96 glass and bone china samples via a glaze. While the initial tests included porcelain and borosilicate glass, both were ultimately excluded due to repeated compatibility failures, thermal-expansion mismatches, and structural instability when subjected to heat.

The key variables for developing these glazes were viscosity, surface coverage, and thermal expansion compatibility. Standardised test tiles enabled a comparative assessment of cracking, clarity, and fusion quality across several firing protocols. Segmented firing schedules were also applied to accommodate the different thermal behaviours of the two materials. 
[image: ]Figure 5. Coefficient Matching Studies. Glaze Tile Sample, 2026. Photograph by the author. 
Bone China, Glaze


"moments of inertia", floating states within chaos. Documenting bonding agents (glazes) across temperature ranges


However, even after reading Jessamy Kelly’s report and opting for switching from porcelain to bone china and from borosilicate glass to System 96, fusion remained unstable. Many samples were destroyed in the process but some successful attempts to align expansion rates occurred under highly controlled conditions. These conditions would be hard to repeat in a regular studio practice, such unpredictability may be the reason why, so often, the kiln gods are invoked. And one maker has to listen!  
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Figure 6. Ceramic Polaroid Sample, 2026. Photograph by the author. Bone China, Glass, Glaze.
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EMBODIED PRACTICE AND DATA RECOVERY: A KINESTHETIC TRANSLATION
This research did not begin with theory or calculated formulas. It began with the hands: with the specific physical knowledge gained through repeated engagement with glass, flame, and ceramic. 
The lampworking and glaze-making processes, key to this work, generated a form of knowledge that is hard to express in language. When joining bone china samples and hot glass, the comprehension becomes sensorial; with the hand that holds the torch, the hand that holds the rolling pin. 
The maker's body carefully follows the stretching of the glass, the clay, thinning the matter without breaking it. The eyes read the melt and judge the breaks in the clear surface.  The eyes read the melt, judge the cracks in the clear surface. 
These physical perceptions convert into adjustments of grip, anticipations of fracture, and careful listening for a high-pitched sound, which can be interpreted as a sign of material stress.  
Knowledge comes into being through making and is understood intuitively, as Michael Polanyi (1966) put it, it is tacit knowledge.  Maurice Merleau-Ponty's phenomenology deepens this idea. He insists that knowledge is not made in the mind alone but in and through the body (1962). Martin Heidegger's concept of Zuhandenheit, handlability, is similar. According to him, one encounters the world not through abstract cognition but through use, handling, and practical involvement (1927). The torch, the rod, and the kiln are not neutral tools; they are extensions of the body, allowing the practitioner to fathom the material world. In the context of my practice, understanding viscosity, expansion rate, and glaze durability, for example, does not come solely from data tables; it grows from experience with materials behaving under heat.
New knowledge, said Barbara Bolt, comes from involvement with materials, methods, and tools rather than from the execution of preconceived ideas. The new is not a destination to be pursued but an understanding that derives from the practice of handling matters and ideas (Bolt, 2007). This describes my studio praxis. I researched and tested glaze compositions through multiple trials, adjusting percentages and refining formulas. By narrowing the gap between the coefficients of expansion of bone china and glass, the interface became gradually reliable. The fluctuation of the materials led to repeated trials, each failure driving the next attempt. My interaction with glass, flame, and ceramic unfolded over time, building strategies in situ, an application that fits Pierre Bourdieu's description of the "logic of practice" (1990).   
Figure 7. Lampworking Protocol Soda-Lime Glass Rod Fusion (96) on Bone China 
Materials & Workflow Overview – Working Brackets
	
	Bone China
	Soda-Lime System 96 Glass Rod
	Glaze Interface
Samples 

	CoE (×10⁻7 /°C)
	60–80
	96
	70–85

	Temp (°C)
	1260 
	900–1100 
	1000–1080

	Annealing Point (°C)
	N/A
	510–520
	510–520

	Glaze Thickness (mm)
	N/A
	N/A
	0.2–0.5



This embodied knowledge is translated into a cinematic form through multi-angle video and sequential imaging, with close attention to moments of fusion, hand movements, and environmental context within the studio. The edit is like a choreographic site in its own right: montage, rhythm, and sensory sensation render the kinaesthetic intimacy of making accessible to the viewer.


[image: ]Figure 8. “Fusion Series i”, 2026. Photograph by the author. System 96 Glass, Bone China, Glaze.
“with agency emerging through the engagement of practitioner, material, and process”
[bookmark: _Toc229170030]


MATERIAL AGENCY AND THE STAGED ENCOUNTER

During the making process, makers use a specific register of language to describe their relationship to materials. Practitioners frequently personify their materials, describing glass as willing or resistant, and ceramics as having their own character or mind. Looking into this language reveals the conditions of maker-material collaboration that frequently go unexamined. Becoming conscious of it has nurtured a more alert approach to my praxis: opening it to contingencies and being more attentive to material agency.
For Jane Bennett, all matter possesses a degree of vitality, with agency emerging not from individual entities but from configurations of human and non-human actors (2010). Within this system, the experiments are not controlled manipulations with predetermined outcomes; they are emergent events in which glass, bone china, heat, gravity, and viscosity each determine the final form. Unpredictability, therefore, is not a failure of the technique, but the evidence of an agency distributed across materials and processes.
Under the conditions of lampworking, glass and bone china resist, transform, and assert their own material logics: glass softens and flows, while bone china remains comparatively rigid. At their point of contact, stress accumulates. Sometimes the glaze, the interface holds temporarily; at others, it ruptures in a sudden, high-pitched sound, which becomes a key mode of documentation. The tones produced by thermal shock, as well as the acoustic signals of structural failure and separation, are not incidental by-products but expressions of material behaviour. They mark the point at which the limits of compatibility are reached, and the materials assert their difference.
[image: ]The Rokurokubi (Japanese folklore)
Figure 9. Hokusai.(1819) Long Necked Ghosts (Rokurokubi) Japanese Woodblock Print
Series; Hokusai Manga, Volume 12

Incompatible behaviours within a single body: Beings whose necks stretch impossibly far, often against their will. By day they appear ordinary; by night their bodies betray hidden elasticity that defies natural limits.


Tim Ingold’s understanding of materials as processual and relational (2013) extends this perspective. For Ingold, to describe a material is to describe its history: its transformations over time and its entanglement with the conditions through which it passes. The filmed sequences, therefore, function as material narratives, tracing the time evolution of the materials themselves: softening, stretching, being in contact, and, at times, fracturing.  
Karen Barad’s concept of intra-action (2007) may help clarify the relationship between the two materials. Unlike interaction, which assumes pre-existing entities that subsequently come into contact, intra-action proposes that entities emerge through their relations. Glass and bone china are not fully formed, stable substances before encounter; rather, they are constituted through it, continuously, in Barad’s phrase, “cut together-apart.”(Barad, 2007)  
“Materials and materiality are active participants, not merely passive interlocutors. Ideas and subjects dynamically interact; while ideas tend to shape the material, the material, in turn, has rules that shape this interaction.” (Gherardi and Perrotta, 2013, pp.227–259)


The cinematic effects employed in A Brief Encounter:  close-up footage and split-screen montage, perform a related function: making visible the instability and transformation of materials during fusion.
[image: ]
Figure 10. Close up. Video footage under the flame. (2026) Filmed by author.

The encounter between glass and bone china unfolds under heat, both at the boundary between solid as well as fluid. The instability is not a problem to be resolved but the central condition of the study. These behaviours do not simply accompany the process; they are the work staged as an encounter.














[bookmark: _Toc229170031][image: ]Figure 11. Annealing Beads Bath, 2026. Photograph by the author. Bone China, Glass, Glaze, Annealing Beads 




THERMAL INCOMPATIBILITY AS RELATIONAL PHILOSOPHY

ACT X- THE FLAME AS RELATIONSHIP- THE FEED IS DUAL FUEL: PROPANE + OXYGEN. TWO MATERIALS SHARING A COMMON CHEMISTRY APPROACH. 
Glass
Fluidity
(attempting connection)
Softens early.
Bone China
Rigidity
(inherited systems)
Withholding.
Glass
Thermal responsiveness
(urgency)
Reaches out.
THERMAL EXPANSIONS DIVERGE
Bone China
Higher vitrification point, higher coefficient.
(resisting)
Holds its shape. Breaks

The persistent incompatibility between glass and bone china constitutes the work's central points: an encounter that remains active precisely because it cannot be completed. It was by accepting the resistance and failure of my experiments, rather than trying to overcome them, that I found my way to Édouard Glissant's Poetics of Relation (1997). Glissant argues for the right of the Other to remain irreducible, opaque, to resist full transparency or assimilation. Relations, for him, do not require the erasure of difference; they can exist through a contact that preserves what is singular in each term. 

The inability of glass and bone china to fully fuse is not a failure of technique but an expression of material integrity. 

Each substance maintains its own opacity, its own internal logic, even within the encounter. For Emmanuel Levinas, the encounter with the Other exceeds the concepts one brings to it. The Other cannot be reduced to knowledge or representation; it overflows comprehension (1969). This frames the material relationship between glass and bone china not as a technical problem of fusion but as an ongoing confrontation with difference.

My practice involves playing with catalysts and introducing transformative forces, sometimes controllable, sometimes not. This is where Derrida's figure of the arrivant (2000) becomes useful: the force that arrives and transforms the conditions of encounter without being invited. In glassworking, the flame serves as such a force. But the movement is dual: each material is also the arrivant for the other. Glass and bone china appear to touch under the flame, yet this contact reveals their indissoluble difference. What is revealed in the act of touching is not a unity but the boundary that cannot be crossed.


Derrida's concept of différance deepens this further as a simultaneous process of differing (spatial distinction) and deferring (temporal delay) (1968/1982). The meaning emerges not through the presence but through the intervals, the traces, and spacing, through the gaps between things which are as productive as the things themselves. Under heat, glass and bone china come into contact yet repeatedly fail to merge fully. Their encounter is constituted by a persistent material, structural, and temporal gap. The glaze layer functions not simply as a bonding agent but also as an interval: a site of mediation that both enables and maintains separation. There is something in Derrida's use of vocabulary itself that rings true here. Différance is not a standard French word but a mot-valise, a portmanteau, or literally a suitcase-word. 

It is detectable in writing but inaudible in speech, and like the glazes I am trialing, it occupies the threshold: neither one thing nor another, decipherable only at the point of passage.













[bookmark: _Toc229170032][image: ]Figure 12. “Pola I”, 2026. Photograph by the author. System 96 Glass, Bone China, Glaze.




LIMINALITY AND THE IN-BETWEEN  

ACT X- FRACTURED PATTERN OF A CONVERSATION - THE FEED IS DUAL FUEL: PROPANE + OXYGEN. TWO MATERIALS SHARING A COMMON CHEMISTRY APPROACH A THIRD ELEMENT. 
Glaze 
Buffering 
(slight surface sheen) 
Bone China 
Warmed up 
(changes density) 
Glass 
 Flowing 
Runs, deeply red. 
Glaze 
Receiving 
   Accommodate both materials'needs. 
Bone China 
Stress 
(rupture) 
Separation sounds as punctuation, cut to black before a visible break. 


Liminality, as conceived by Victor Turner from the Latin limen (threshold), names the condition of being “betwixt and between”(1969): a state in which established identities and structures are suspended. Within this praxis, the flame functions as a liminal space: under heat, the stable properties of glass and bone china are disrupted, producing a temporary condition in which the materials are neither fully solid nor fully fluid, neither intact nor destroyed. This suspended state enables transformation while introducing profound instability.
The installation title A Brief Encounter is situated within Marc Augé’s theory of non-lieux (1995), which defines spaces of transit as anonymous, belonging simultaneously to no one and everyone. Like the train station in the movie Brief Encounter, the installation’s partially covered lightbox, housed within a library, operates as a non-place: it becomes a transitional surface through which light passes, time accumulates, and meaning shifts. 

The fusion zone between glass and bone china mirrors this spatial logic. It is not a site to be fully inhabited; it is a space of transition.

For Gilles Deleuze and Félix Guattari, the in-between is not an absence but a generative condition. In A Thousand Plateaus (1987), they describe becoming as a process of continuous transformation as opposed to a movement toward a fixed endpoint: stretching, folding, destabilising. The interface between glass and bone china thus becomes a site of becoming, where transformation remains ongoing and resolution perpetually deferred.  
Anna Munster develops this further in Aesthesia and the Logic of Sensation (2006) via the concept of the “transversal” as a diagram rather than a territory: not a definite destination reached by combining fields, but a method of tracing lines that cut across and deform established structures of knowledge and experience. She describes intersections as productive sites of friction, where instability intensifies rather than resolves: transversality.
Homi K. Bhabha’s concept of the Third Space offers a further articulation of this condition. In The Location of Culture (1994), he describes an interstitial zone in which difference is negotiated, and hybrid forms emerge. Within my practice, the glaze serves as a mediator between glass and bone china, belonging to neither; as an intermediary layer, it is not neutral: it is transformed through interaction and, in turn, reshapes the relationship between the materials. 
The glaze, therefore, materializes hybridity as an ongoing negotiation rather than an achieved synthesis.
Maria Bang Espersen’s Breathing film series is a resonant visual parallel: some molten glass is expanded by mechanical breath and tested against heat and air until the material appears to take on a life of its own.
[image: ]Figure 13. Espersen, M. B. (2016) Breathing. [Video]. Vimeo. Available at: https://vimeo.com/171652950 (Accessed: 8 May 2026).






I was drawn to glass and bone china for their mutual fragility and their capacity to hold and transmit light, as well as for the sense of duality and dissociation they evoke. Over the course of this work, they became a means of thinking through the experience of moving between cultures and languages, not as a temporary condition to overcome, but as an ongoing and generative one.  
The term glissement, derived from the French glisser (“to slide” or “to shift”), describes the transformation of meaning as it moves across languages, contexts, and materials. Within the lampworking process, glissement is literal: materials slide between states: solid and fluid, bonded and fracturing. 
However, it is also linguistic and cultural, running throughout the practice as a perpetual movement that never fully settles. Emily Apter’s concept of the “translation zone” (2006) is a useful parallel. For Apter, translation is not the flawless transfer of meaning. Similarly, the attempted fusion of glass and bone china requires continuous negotiation between incompatible systems. Differences in thermal behaviour and structural response produce shifts rather than equivalences, staging material translation as an unstable process in which both meaning and form remain in flux.
The encounter is not over, the materials are still negotiating their incompatibility, still working through what happened between them under heat. The object, apparently still, is internally in motion. Pierre Huyghe's practice is here a useful parallel, foregrounding processes of growth, decay, and transformation that unfold outside direct human control. For him, in an artistic practice, to install means to settle in. This resonates directly with the temporal logic of this work: its interest amid impermanence, in situations that remain in flux, in duration as an active material condition rather than a neutral backdrop.
· Pierre Huyghe with Michaël Amy

MA: Which is what your work is ultimately about. You are interested in impermanence, in situations that remain in flux, in la durée.
 PH: Yes, I am interested in something that is not installed in a certain way. It’s funny, in art we have this word installation (chuckle) –we use it when we do not know what the artist is doing (laughs). To me, it is a very frightening word, because to me installer means to settle in.  Such as when you settle into a language –you use words because of an expression, because it’s a routine, because it’s a habit, a habit of thought, it is fixed and inert in a certain way. I am interested in something that will grow, that will change, that will evolve. Everything is changing, even in decay, even in an entropic way -whatever. I want to maintain a trajectory within the work, so that everything has the potential for change. 
Huyghe, P. and Amy, M. (2021) ‘Pierre Huyghe with Michaël Amy’, The Art Section, November. Available at: https://www.theartsection.com/pierre-huyghe (Accessed: 8 May 2026).
[image: ]Figure 14. “Pola II”, 2026. Photograph by the author. System 96 Glass, Bone China, Glaze 

The Polaroids as fragile documents are evidence of the threshold experience, preserved imperfectly.
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CERAMIC POLAROID AS HAUNTOLOGICAL ARCHIVE

ACT X- HELD IN COMPRESSION - THE FEED IS DUAL FUEL: PROPANE + OXYGEN. TWO MATERIALS SHARING A COMMON CHEMISTRY APPROACH. BLACK SCREEN PERIODS BETWEEN SEQUENCES 
Bone China 
Temperature converted 
(breathing space) 
Glaze 
Fluid dynamics 
Glass 
Contact 
(bonding) 
Glaze 
Holding 
Bone China 
Absorb the dense 
(fusing) 
Structural integrity, fade whilst cooling. 





In Brief Encounter, the videos and stills taken from the process are projected onto Polaroid-shaped ceramics. 

Material and documentation exist within each of these objects: fragile bone china pieces that retain glaze trial traces, archiving each encounter and evoking the intimacy of fading personal photographs, the kind of images that are made knowing they will fade. They operate as both scientific records and memory objects. 
They are not just the representation of the encounter: they are its residue, persisting in a ceramic form. Displayed on a lightbox, they are illuminated from behind via the glow of artificial light, reminiscent of the flame, fuelled by oxygen and propane.  By casting experimental data as personal archives, the work refuses to separate the scientific from the intimate.  

Material processes produce traces that last beyond the moment of encounter: time, absence, and transformation registered within objects, positioning the work within a hauntological framework in which the present is always signified by what is no longer there.

In Spectres of Marx (1994), Jacques Derrida introduced Hauntology, which names the way in which the past is never fully absent. It persists within the present as a spectral trace; it structures what we experience as immediate and real. In this installation, the bone china Polaroids function as hauntological objects. Illuminated from behind by the lightbox (itself a surrogate for the flame), they make visible traces of transformations that cannot be recovered or repeated; they exist in suspension: neither fully present nor absent, neither transparent document nor opaque object.

The bone china surface bears the physical traces of the glaze experiments, the residue of heat, the marks of contact. The object does not point to a past encounter; it is the encounter, persisting in ceramic form. Margaret Watts Hughes's invention of the Eidophone is a relevant example of the hauntological aspect that I am including in the installation. Her device captured voice imprints on glass through vibration, making sound visible as a pattern. The ceramic surface here performs an analogous function, registering the forces of heat, pressure, and chemical activity as permanent material marks.

Derrida's concept of the trace sharpens this account. The trace marks the presence of an absence: never fully accessible, never entirely present, but always shaping meaning through what is deferred, displaced, or no longer there. In this installation, the trace operates simultaneously at every level. It is the glaze residue on bone china. It is the projected video image cast onto a ceramic surface. It is the acoustic rupture that sounds weeks after the object was made, the belated expression of a stress that was always there. Moreover, it is the linguistic and cultural residue that a person carries across borders and languages: the accent that persists. This reference does not translate, the meaning that slips in transit.

What hauntology offers this project, ultimately, is a way of understanding incompleteness not as failure but as the very condition of meaning. The ceramic Polaroids are not failed fusions or imperfect records. They are material, temporal, and personal traces of encounters that were real, that left their mark, and that continue to unfold. The installation does not resolve them. It holds them in light and waits.
[image: ]

Figure 14. A so-called Impression Figure by Margaret Watts Hughes, pigment on glass, date unknown. Courtesy of Cyfarthfa Castle Museum and Art Gallery  photography by Louis Porter.






As intimate, perishable photographic objects, Polaroids carry everything the format culturally implies: the ephemeral, the personal, the already passing and this is a quality that makes the Polaroid format a suitable form for A Brief Encounter. To take a Polaroid is to accept that the image will change; it is chemically alive, subjected to light, heat, and time. It fades and shifts. What it once showed becomes something else. They are simultaneously a scientific record and a memory object, experimental data and a ghost. 
Becoming ceramic Polaroids in this installation, they do not document family events or personal memories; what they archive is something closer to a laboratory event: glass and bone china under flame with a particular glaze formula trialed on a particular day, a moment of fusion or fracture that cannot be repeated. The bone china is at once subject, archive, and surface; much as identity, in the experience of journeying between cultures and languages, is at once what is being formed, what is being remembered, and what is being projected onto by others.  
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[bookmark: _Toc229170034][image: ]Figure 16. “Pola II”, 2026. Photograph by the author. System 96 Glass, Bone China, Glaze 






WHEN THE FLAME BECOMES A NARRATIVE ENGINE

A Brief Encounter does not offer synthesis. It remains with the attempt, the contact, the tension, the threshold. The space in between is not an absence; it is where the work lives and each experiment become a discrete account of that encounter, what Jean-François Lyotard (1984) would call a petit récit: localised, situated, resistant to totalising explanation.
The attempt to bring glass and bone china together under flame is not a search for resolution. It is a way of sitting with the question of making visible, in matter and in light, what it means to carry difference within you, and to keep reaching across it.  The installation translates the translucency of bone china, the projected trace of a flame that is no longer present, the weak acoustic memory of a rupture that happened elsewhere and earlier into a space the viewer can inhabit. Moving through the work is to move through the material, personal, linguistic residue of encounters that have left their mark.  
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