Introduction. 
For my Essay I have chosen to look at the illustrative work of Brian Froud specifically his The Dark Crystal work, and Arthur Rackham with the question how/do they highlight the unseen threshold spaces of the liminal arguing that through their work they are able to visually point us towards a peopled otherness whereby the observer if willing for a moment is able to glimpse other and get a sense of threshold before their sense of the world closes down thoughts that don’t follow the normal track. 
My understanding of Liminality is that it is a place between, the moment before the idea, the fear before the clarity. The sense of coming upon a thing that is beyond our comprehension but somehow real outside of our learnt perception of the world. I think the verse from the Poetic Edda captures the sheer power of the between space “‘It was early in ages when Ymir lived; there was neither sand; nor sea nor cool waves; no earth existed at all, nor sky above, a gap of gaping abysses” Pettit, E. and Pettit, E. (2023) p.39  and in each of the verses when some creation is to happen there is the uncertainty, the thought to change it and then the action. This to me is the Threshold space before form, the place that all came forth from.  Very much an Echo of The Bibles Genesis “In the beginning god created the heavens and the earth” which in itself is but an echo of the non-biblical precursors which parallel the Egyptian cosmogonic traditions like the Enuma Ellish the Babylonian epic that is again a cosmic battle to bring seeming order out of chaos.
Through their works depicting fantasy, myth and folklore I would argue that they both capture that essence within their drawings but also by bringing their talents to this particular genre, connectedness that they, whether consciously or not help us connect with threshold spaces. Representing figures not quite of this world and embodying things that we might otherwise look at as if without a soul/spirit they capture within their characterisation the spirit of a thing/place. Instead, we start to see a world inhabited and alive with all things, and not always comfortably so. The tension of a thing becoming something else is always there as represented In Rackham’s tree faces shown in Winter Frolic,1924 that have a human aspect which in turn inspired the later Brian Froud to create his otherworldly creatures a nod to Rackham’s trees can be seen in “The railway engine and the Hairy Brigands” Mahy, M. and Froud, B. (1973) p19. There is a darkness within these drawings that contrast and deepen the light that they also hold once again tapping into that sense of thresholds.
My own interests in Magick, Folklore and Occulture see the many threads that form into nodes and connections on what appears to me like a mycelial network of life no one thing being separate from the next art, Magick, Folklore, psychology, philosophy, life, soul, body, existence. I believe their artwork is a form of culture jamming that is on a par with Loki’s mischievous machinations in the Poetic Edda (Pettit, E. and Pettit, E. (2023) there is a sense of light heartedness balanced heavily with something other and between. My aim is to draw this aspect out and see how their threshold drawings reach into many areas of life like some Trojan bringing so much more into our unconscious than you might otherwise be aware of. All this set to the backdrop of the second industrial revolution 1870’s onwards the birth of modernism where mass production and assembly lines became the norm, and life became a less sacred thing , it’s not surprising really that Fairies and Myth became so popular.
Theoretical Background.
Our 8th Lecture on the Coexistent Perspectives course is where my interests sat within the Psychology of Place and Space. Liminality or Threshold spaces are places between they fall outside of the structured existence that we perceive in the day to day. Constructs such as time and place are overturned and none existence filled with existence becomes and becomes not. It is a place of anything and nothing at all happening at the same moment. You can see it in the awareness of a cat as it watches something that isn’t there move across the room. In Mark Fishers Book the Weird and the Eerie he looks at works of fiction both written and filmed where the weird is something present that shouldn’t be there and the Eerie is something absent when there should be something. Each of the artists he looks at characterises the profound disturbance to the known state of things that leaves the reader or viewer out of step with the known world, like trying to catch an off beat when you have no sense of timing. In his Chapter Lovecraft and the weird it becomes clear that to have the strong sense of the threshold space that you need a sense of the mundane, an awareness of a space that to all intensive purposes is boring, steadfast and unchanging. A place of the known which is then transformed through a blurring of the boundaries, a gradual picking loose of established threads so that our perceived reality and some other unknown simultaneously exist. In his final chapter the Eeriness remains he looks at Picnic at hanging rock by Joan Lindsey and the anchoring of place and known to once again allow the unknown truly to have the contrast it needs.
Within Rackham’s and Froud’s work we see life within forms that from a scientific standpoint can only be rationalised, if rationalised at all, if seen as a separate world or separate from the known universe as seen by the physical senses. I find it interesting how we have repeated instances throughout history where societally we look beyond what can be proven to things outside of our understanding. The numbing comfort for those able to pay their bills and not at war in the current contemporary period where societal death is politically sculpted “do you take the blue pill or the red?” and where self-soothing entertainment numbs and reduces attention spans to black and white social media clicks. This is in stark contrast to the constant unknown, the sheer poverty and struggle of the people at large throughout England only 5 to 6 generations ago say 150 years In the Victorian era, where death from disease claimed rich and poor. I say all this to show that the way the world was engaged with had more implications, comfort wasn’t a given, and thoughts of other and liminality were found through the church, books and art or lived experience might it be drugs, fever or folk cunning.

The artwork of my chosen artists has animism carved into them, and because they are visual artists the inanimate become animated. Pareidolia is the name given by science to the phenomena of seeing familiar objects within the patterns of objects that surround us. Face Pareidolia is not just restricted to humans and can be seen in the animal kingdom also, whereby you see faces or body parts within the structure of something that would not otherwise be categorised as not being a living thing or not having a face for example a tree, a stone, patterns in the sand, a photographed wave. Taubert, J. et al. (2017). 
The very nature of academic writing looks to the sciences to study why somebody might see a face in an inanimate object, for example observing that within stroke victims that if the “local-global visual processing within the left hemisphere” Camenzind, M. et al. (2024) was damaged there was a reduction in the persons ability to see faces, body parts in the inanimate. So, from this I would speculate that our ability to see faces and the living within everything is healthy and dare I say of benefit to an individual.  If we step away from historically Western biased anthropology where indigenous tribes were seen as little more than savages and their beliefs as heretical, peopled by simple heathens, we can see a much deeper connection to the world around us through these once frowned upon tribes. Animism as defined by the Oxford Dictionary means “the attribution of a living soul to plants, inanimate objects and natural phenomena.” It is a word made up by anthropologists to describe the social beliefs of many indigenous people whereby everything has a soul, a right to its own freedoms and interactions, these interactions are equally measured with humans as they are with the rest of the world.
In an article from Amba Sepie (Sepie, A. (2017) p.1 she quotes an account from Laklak Burarrwanga
 “The sea there, it has its own wänga, its own system and patterns of behaviour. The guya (fish), the maranydjalk (stingray), and the miyapunu (turtle), have each got their own language. That’s why male and female turtles, when they meet, they know each other, they can talk [ . . . ] All the different animals, they have their own groups. Seagulls, crows, they live by themselves, they have their own rules, style of talking and living with one another, their own language. The birds and animals know where to sleep, where to put their babies, where to build their nests. The same for trees, bushes. The land knows what their language is (Bawaka Country et al. 2013, para. 11.35).” 
The Genus Loci of a place “Originating from classical Roman religion, genius loci refer to the protective spirit of a place. The Romans literally believed that a ‘genius’, or a ‘guardian spirit’ resides in everything and everywhere. While the way that we use the word genius loci in the 21st century is more about the atmosphere or character of a place, the underlying mythical and elusive quality of this word has remained.” Alixe Lay (2022) I like the description because it draws in and hints to our own indigenousness, the Romans a meer 600 years ago, 20 – 24 generations, which lays the groundwork for beliefs and a peopled world just outside of our awareness.
Brian Froud
When you watch The Dark Crystal (2003) Directed by Jim Henson [DVD] London: Columbia Tristar that sense of the characters that are conceptually designed by Brian Froud have a huge connection with the world around them from small creatures to living flora there is an innate sense that even when they are not completely aware of it there is a consistent communication. The drawn characters themselves also have a sense of being slightly distorted through a lens, a distorted image not quite of this world but inseparable from it.
As Brian Froud was the concept artist for the Dark Crystal, he wanted the viewer to have a sense of the world having a history, a cosmology that although not of this world a sense of its long-standing nature. Much like the works of Lovecraft there is a sense of first establishing the fixed world, where everything is as it should be, an ordered system, community, rules, a world view that things are a certain way and have been for a very long time and then there is the sense of the eerie where there should be something in the case of the story the connected soul is replaced by a hollow disconnected madness. 
It’s the transition, that threshold from seeming good into darkness that is so interesting as it almost needs the rut to be deep enough to allow the immense pressure of change contrary to its present direction to make its way through the threshold space, like the threshold needs to be held firmly in place to allow the intense change to occur as of a thread through the eye of a needle. That moment we all know when it feels like nothing will be right with the world again and then on a penny turns on its head or its opposite where all is good and then….
It feels greatly that the world of Brian Froud has an occulted background the very word occult just meaning hidden, as many practitioners of Magick often had to hide their interests due to a judgemental Christian belief system. In an interview Froud said to his interviewer.
“Question: for those not close to the world of fairies and mythic creatures what is it about this world and those creatures that has intrigued you so much through the years? Brian Froud: That its hidden, weirdly I like a challenge. How do you paint something that you can’t see, or that people don’t believe in it. How do you make that feel real” Brian Froud (2020)
The realness seems to be drawn out from our own historical past the stone marking on his kindly prophets and stone circles Llewellyn, J.J., Froud, B. and Brown, R. (2003) p.49-p.56 just like the decorated slabs of Gavrinis, Brittany justly considered the summit of megalithic Breton art. Mohen J.P. (1999) p.76 – p.79 and p.59  within the cosmology the planet alignments and layouts are like a cross between sacred Chakras and the Mystical Qabalah with five pointed stars, alchemical symbols, sigils, adapted angel names ( as seen in De Abano. P (1496), Hebrew letters and Celtic artwork Bain, G. (1977) p.61 compared with Llewellyn, J.J., Froud, B. and Brown, R. (2003) p.68 all working on our subliminal consciousness to give us the feel of a magical world of reality, a solid place based upon the known magical world in this one. What I love though is that the art of form in the buildings and connections between show such care and flow reminiscent of Gaudi’s Casa Batllo (Zerbst. R (2005) a care sorely lacking in the little boxes produced in our own so called contemporary time. I digress, this fixing of form seems to be essential for thresholds after all what will hold the space open for something to come through.
“That’s what I’m really interested in is painting something between, in between things. So, if I was illustrating a book I would try to illustrate the spaces between the words, to add something, to explore things that were normally hidden” Brian Froud (2020) 
This manifestation through his art of the unseen within a fixed construct to me is so clearly why the sense of liminality is so strong in his work. There is a gentleness/ softness to Froud’s artwork that feels very different from Rackham’s work possibly him being a post war baby and part of the miracles of the new age his characters always seem better fed. As we look back through the timelines of inspiration for the style of art (Froud, Rackham, Satler, Durer) the artists produce their work within the societal context medical, Theology, communication, travel range, Political, Monarchy it seems clear that the artwork is sculpted around the tastes of the time.

Arthur Rackham
In the Victorian era (1837 - 1901) Death had a constant presence with most families having a brother, sister, son, daughter lost to illness and the then longing for that life to be returned to them. Arthur Rackham himself born in 1867 was very much witness to this as “Arthur During his most impressionable years until the age of 12, was an enforced and perceptive witness to this intensive pattern of birth, sickness, life and death at the most impressionable stage of his life” Hamilton, J. (1991) p.16 
The Dircksian Phantasmagoria or its later rebranding of Peppers Ghost in 1858 stirred the Victorian belief systems ushering in the spiritualist movement and what seems like a re kindling of folk beliefs for if the dead could be talked to what other mysteries could await. “Indeed, the anthropological theory of Euhemerism, widely accepted at the time, suggested that the contemporary belief in the ‘little people’ was in fact based upon the prehistoric existence of such a race” Coverley, M. (2020) p.68. This was all laying the groundworks for greater interest in Fairies and the unknown. Arthur Rackham was living Slap bang in the Second industrial revolution, The smelting pot of Modernism the new century and the Death of Queen Victoria in 1901 who had been in mourning since 1861 a time of such stark contrasts. His piece The Dead Drummer (Hamilton, J. (1991) p.25 was such a dark piece capturing the image his Father had seen at times in silhouette of the hung pirates in the gallows at Execution dock in London. Literally thresholds between life and death erected between the tide lines another literal threshold space of land with sea, salt water with fresh. 
It feels unsurprising then that there is such contrast between the characters within Arthur Rackham’s artwork the otherworldly negative characters seeming hard worked, full of character with unbridled emotion, deep lines and wild expressions reminiscent to me of walking through Swansea town seeing the addicts, homeless people, people in the lowest section of Maslow’s Hierarchy of needs and how the held knowledge of their life so far is etched upon their faces. In contrast beneficent otherworldly characters almost seem like ghost’s pearly white faces untouched by the hardships of the world reminiscent of the faces of the dead. Its in this stark contrast that I feel conjures the sense of thresholds, reality, unreality, it is a lived moment, we experience through the emotions on the characters faces the sense of the scene and then realise that one of the characters is a dwarf, elf, dragon, tree. I feel its that sense of recognition of other, living, oddness that we get a sense of within the art, a feeling that perhaps there is more to the ancient, gnarled tree we came across on that walk that may have more to it than just timber but usually its only fleeting. Our sense of how the world should be according to our learnt yet current known laws of science or religion slamming down the veils of our perception.
I can see how Rackham was compared with the artists Albrecht Durer, Albrecht Altdorfer and the later Joseph Satler these German artists captured otherworldly scenes, manifesting creatures from the underworld. Satler’s “La Danse de la Mort” stepping into the embodied form of death as a being. His style seems to me to capture the modernist mind set and definitely places itself within the Art Nouveau movement but feels like he continues to look towards the older styles of artwork of Durer and Altdorfer.
There are striking resemblances to Japanese wood block art, His pictures “These Fairy Mountains” and “If displeased the old squaw would brew up clouds as black as ink” are clear examples of this style (Hamilton, J. (1991) p.68-69. The caves and watery springs shown near the fairies linking into stories of the underground where we might step from one world into another be that death or the land of the Fae. Mountain caves step into the legend of the pied piper of Hamelin which Arthur Rackham illustrated (Browning. R (1934) the tale dates to the Middle Ages where the rat catcher scorned, takes the children through a portal in the mountain never to be seen again. The Threshold motif is strong in this with the Black Death plague in 1346 which is the period that a stained-glass depiction of the legend was to be seen in the Hamelin church. 130 children loss, where do you put grief like that? How does it manifest within a community? Is it that they did not pay for a rat catcher at all and the plague upon the back of the many rats ran amok? In some versions there is a deaf, blind or lame child that is unable to keep up with the others but are they the damaged survivors? 
There feels like that nod again to the god on the hilltop which would later be brought to life in 1936 by HP Lovecraft in his tale “At the mountains of madness” Lovecraft, H.P. (1936). Mountain tops in many cultures are revered as sacred but it only takes the reaching of the summit of a large fell or mountain to truly feel the liminality of the space. Stood on what’s left of the mountains top all that mass beneath, the mass of air above you, you become the threshold between air and earth.

Conclusion.
Brian Froud and Arthur Rackham’s Art highlights the unseen threshold spaces of the liminal. The socio-political landscapes that each of the artists came from leaked into their artwork bringing both dark and light to the worlds that they created creating that tension that always comes with between spaces. The common thresholds of life can be seen in their storytelling the uncertainty, the thought to change, in between moments of reflection or meditation and then the action. It’s the tension within their works before, during or after the moment that gives the sense of liminality, realness to the unreal. The evidence that our brains are wired to recognise life in everything, allowing us comprehension and apprehension equally when dealing with the more than mundane. From a purely phenomenological place the subjective response to animistic beliefs worldwide is shown throughout history and are represented in the works of Brian Froud and Arthur Rackham be they in created characters from myth or folklore. Each artist captures the Genus loci of space within their drawings. Froud creating a historical landscape of his devising that mirrors our own. We all have sensed threshold spaces and within these two artists I feel there is a capturing of this sense of between. In the end what is real? Have you ever had a dream experience that is so vivid that you question the world upon waking? Perhaps viewing the world through an illustrators works is just peeling back that which covers the truer world, paper thresholds drawn with a liminal ink.
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