Be melting snow
Wash yourself of yourself
~ Rumi
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bio

I am an abstract artist who combines my love of medieval metaphysics with abstraction by exploring philosophical concepts through the
medium of paint. Born in London in 1970 art was always an abiding passion throughout school but my battle with depression caused me to lack
the confidence to pursue it as a career. After turning down a place to at the London School of Economics I traveled extensively for a few years.
Berkeley, California became home for a brief time as did a small commune in Arkansas. Shortly before the birth of my eldest daughter in 1991 I
returned to England. The next thirteen years combined the rewards of motherhood and working as a jewelry designer. I completed my BA in
2008.
After separating from my first husband I moved to Madison, Wisconsin in 2004; there I rediscovered my love of art but still considered myself more
of a dilettante than a serious artist. After my mother’s death in 2007, I married my second husband and began an MA in Celtic Studies. This
decision allowed me to further pursue my interest in Giraldus Cambrensis, but my husband’s work in kinetic sculpture exposed me to Madison’s
small, eclectic arts scene and I began to nurture my creative skills. In 2009 I began a MFA in Fine Art at the Academy of Art University in San
Francisco. Lacking any formal education in art the first year was a struggle but I found her voice when I started working in abstraction. Majoring
in Non-Figurative painting I will receive my MFA in 2012.
My work fuses the figurative and the abstract, distorting the body to create new meaning. Influenced by many artists on a theoretical level, my
work is not easily labeled as belonging to a particular genre or movement. My academic background in the medieval Celtic world, as well as
my life experience, informs contorted dream-like images. Beginning & End, my MFA thesis project, deals with the duality of existence and was
inspired, in part, by my husband’s diagnosis with Hepatitis C in 2011, and my own emotional journey towards rationalizing mortality. The opposing
forces of the physical and the metaphysical are used to deconstruct the body into abstraction. Many elements – philosophy, religion, poetry,
myth – are interwoven with écorché sketches to create mystical, meditative paintings. This ambiguity allows the viewer to interpret through their
own framework of understanding. After seven years living in Madison, Wisconsin, I currently reside in Barrio del Carmen in the heart of Valencia
Spain with my husband Dan and youngest daughter Mae.
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education
2012 MFA Non-Figurative Academy of Art University, San Francisco
2011 University of Wales, Trinity St Davids – MA Celtic Studies
2008 Open University – BA (Hons) Arts

group shows
2010 Evolution Arts Collective, Madison, WI
2010 Madison Area Open Art Studios, Overture Center for the Arts, Madison, WI
2010 Evolution Arts Collective, Madison, WI
2009 Evolution Arts Collective, Madison, WI
2009 Madison Area Open Art Studios, Overture Center for the Arts, Madison, WI
2007 Atwood Community Festival, Madison, WI

commissions
2011 ‘Portrait’ Wayne & Shirlene Hefty
2008 ‘Perch for lunch’ Windswimmers LLC
2006 ‘Blue gills’ Friends of Starkweather Creek
2002 ‘Spirit Guide’ Long Eaton Spiritualist Church
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professional experience
2009 – 2011 Member Evolution Art Collective, Madison, WI
1994 – 2004 Jewelry designer, Nottingham, England

volunteer experience
2009 – 2011 Board member (grants & fundraising) Madison Area Open Art
Studios
2009 – 2010 Participant Madison Area Open Art Studios

awards
1994 Recipient Prince’s Business Trust Grant (competitive award) for jewelry
design business

skills
Web design
Metal-smithing/jewelry design
Languages – French, Spanish, German, Latin
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abstract

Figure 1: Dust particles in sunlight 2011

5

The boundaries of the physical and the metaphysical worlds, and the space that exists between them, have long fascinated me. I seek to
answer unanswerable questions, to make the viewer think and ponder. In this series of paintings I try to capture a particular moment in time and
space – the moment of death – as a way of exploring the relationship between these two worlds. The abstraction of the body becomes the
framework for a dialog about the duality of existence. My work is a blend of the purely intellectual with the emotive, a sort of visual poetry, fluid
and exploratory which reflects my own deep introspection.
I fuse the traditional with the modern, the figurative with abstraction. Using écorché sketches as a starting point, muscular structure is abstracted
into strands representing the threads – or cords – which link the physical and spiritual worlds. I paint using traditional methods; the viscosity of the
oils allows for fluidity and texture and permits me a feeling of connection with the process. Emotional and physical depth is created by the
layering of translucent color, with cooler tones floating above warmer ones. Space is an important element, with form existing in seeming
emptiness, representing the relationship between the physical and the spiritual. Because spiritual constructions are personal to the individual my
work is deliberately ambiguous so the viewer can interpret it using their own eyes and experience.
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from proposal to project ~ the evolution of an idea

Art is often conceived as being about originality, but in reality little that an artist creates is truly original; appropriation
is an ever present reality in art. This project is about the evolution of appropriated images based mostly on the work
of Jim Dine.
~ Thesis proposal abstract at midpoint review
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From Jim Dine and the statues of the Glyptothek Museum to a narrative about the nature of existence, there appears to be a huge conceptual
leap but there is in fact a logical progression between the two. Although this project evolved far from what I originally conceived, and became
much more of an expression of my inner self than I thought I’d be comfortable sharing, I feel that the end result is far superior than my what I
had originally conceived. The personal subtext to the project forms an important part of it, and is what gives it an emotional authenticity.
After Midpoint Review I was advised to focus on abstracting the figure and this basic premise did have the advantage of leaving me open to
explore new directions. The evolution of this series was gradual, directed in part by my husband’s illness and trying to process my feelings and
thoughts about it. I have always had an intellectual interest in the supernatural – it formed the basis of my MA thesis – so I drew upon that as a
way to explore the relationship between the physical and the spiritual worlds. Beginning with an idea of literally abstracting the body using
decomposition as a framework for exploration I began using écorché sketches as the starting point for each piece. I sourced these from text
books and, quite unintentionally, kept an element of my original premise – that of the evolution of images through multiple renderings.

Figure 2: original sketch
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The resulting series of paintings comes from a deep, personal place within. I deliberately wanted them to have a soft, dreamlike quality which
would balance out the harsh realities of the subject matter. There are many elements woven together in my work and they come from many
different sources. I draw on my own cultural and spiritual background as well as other traditions. My academic background forms an important
theoretical core; medieval theology and philosophy as well as Celtic folklore are present as symbolic elements in my paintings. Poetry is also
present, in such works as Seamus Heaney’s Station Island (Station Island. Written about a real place and experience, Station Island, a place of
Christian pilgrimage, was originally St Patrick’s Purgatory and a gateway to the Otherworld in medieval Celtic times). The metaphysical poets
and Cristina Rossetti (one of my favorite poets who wrote often of loss and love) provided lines and words which evoked a response from me.
Most importantly is the work of Rumi who helped create the emotional atmosphere and whose poems were the inspiration for many of the
paintings titles.

Figure 3: Cycle (2011) - an initial idea that became Polished Mirror (2012)
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Figure 5: Original 'Collazo' painting A & I 2 Fall 2011 – became Moon split in two
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Figure 6: Untitled (2011) – became Become the sky
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directed studies & discovering my own visual language

The visible about us seems to rest in itself.
~ Maurice Merleau-Ponty

12

Perhaps the most important part of this process was developing my own visual language through Directed Studies. When I began Directed
Studies I assumed that it was just about creating the project yet it is far more than that. It is about becoming a more proficient communicator as
well as a more accomplished and professional artist. It helps you find your strengths and examine your weaknesses. Beginning Directed Studies
was a little daunting as I was nervous about my ability to guide my own learning experience. I am grateful for the opportunity to work with a
one-on-one advisor – in my case Paul Lorenz - as it was extremely helpful in my being able to craft a new concept. In hindsight there are many
things I would have liked to have done during that time but it was personally a time of great upheaval. I decided to use the first semester as a
time for reflection and experimentation and to hone my technical and conceptual skills as well as broaden my knowledge of abstract art. By
allowing myself that space to redefine my project I feel that what I produced was carefully thought out and all the various elements were
woven together to form a cohesive whole.
My favorite classes during my Directed Studies experience proved to be my Abstraction and Interpretation 2 & 3. I felt that I developed my
artistic language most fully during these as well as gaining a tremendous amount of theoretical and historical knowledge about art. A & I 2 was
an amazing opportunity for discovering new artists and literally trying on their styles for size. I came to understand that artistic influences are not
purely technical, that I could be inspired and influenced by an artist and yet paint in a completely different style. It was here that I discovered
and related to Raphael Collazo’s work, an important step in the project, not just because of the “in-between” space that he explores but also
because he dealt with the subject of death and dying. His work, especially his Transcendence series - his ultimate works, resonated with me. This
series, which formed his visual farewell and “his passage from the earthly to the spiritual” (http://www.collazo.org) joined all the remaining dots
in my concept and finally made me see where I was truly going.
We all have strengths and weaknesses and part of the learning process is identifying these. I feel that my strengths are creating paintings that
have an emotional resonance. I can also allow ideas to evolve, even during the process, and bring back a painting that perhaps I might have
abandoned in the past. I feel a major weakness I have is to overly intellectualize the concept and lose sight of the creative end point. The
perfectionist part is also a double-edged sword as I can overdo a painting and ruin it. I allow stress and fatigue to overwhelm me and get in the
way of the creative process.
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Directed Studies is not always universally positive. I found that Mixed Media/Printmaking, while an interesting and informative class in terms of
developing my skill set and creativity, did not significantly inform my thesis project in any way. It did, however, inspire me for future projects.
There are key elements which form the essence of my work and who I am as an artist:

o

Light – the relationship between light and dark – not just value contrast but the creation of illumination – forms the nucleus of nearly every
painting.

o

Emotional connection – to create work which resonates with the viewer and feels authentic to me. I see my art as an extension of my
emotional self.

o

Symbolism – my work is loaded with implicit symbolism drawn from various and disparate sources. They are more important to me in
terms of creating the work than the viewer in terms of interpreting it, which is why I keep them very ambiguous.

o

Color Palette – the colors I use are deliberately used to conjure mood and an emotional response from the viewer. The creation of a
slightly cold, otherworldly atmosphere is essential for trying to convey my concept.

o

Narrative structure – all the paintings in my current series of work form a cyclical narrative structure. There is a nominal start and end point
but they do come back together and the body of work as a whole is intended to reinforce the idea of infinity.

o

Articulation – I am articulating quite complex ideas and so trying to do so in a logical, easy to understand way is important. The paintings
can be broken down into the most simplistic light/dark – dualist way if all the symbolic elements are stripped, so still retaining the key
concept.

o

Simplicity – my work is very simple in terms of composition, with a lot of space and only one main form. The relationship between form
and space is conceptually very relevant and overloading the canvas with imagery would muddy this.

o

Evolution of form – there is dissolution of form in varying degrees in my work. Conceptually this shows the dissipation of the physical and
the spiritual.

o

Cohesion – using the same materials and palette – with a few minor deviations – creates cohesiveness within the work.
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Meaning is implied through the compositions. Form existing in space implies a sense of smallness in the scope of the wider universe. I painted all
of these paintings while living in Spain and the cultural and language barriers definitely informed my work. Even areas that seem empty are
actually never totally devoid of substance but are full of implicit meaning, created through the use of texture or subtle changes in hue or value.
There is often a cyclical element to my compositions implying the cyclical nature of existence.
The actual process begins with écorché sketches from text books. Albinus on Anatomy is a favorite but La figura humana has proved to be my
main go-to source. From these I make rough sketches - sometimes more carefully rendered drawings - and then start to abstract the image. I
take small parts of the body – for instance, the shoulder or an individual muscle in it – and use that as the basis for the form in the composition.
My focusing on only a small area all sense of individuality and personality is lost and the body becomes literally organic matter. The use of color
and value build up the painting even where form does not exist. I make a very rough sketch onto the canvas with charcoal which I then fix using
workable fixative, and then start painting. For large areas and backgrounds I find that cheap paint brushes from the hardware store work as well
as the expensive ones. The original sketch alters during the painting process as I add and take away elements, in many ways allowing the
painting to evolve on its own. I play with color a lot on the canvas; often painting entire sections over and over again which results in a sense of
depth. I tend to use a cool analogous palette. In this series it evokes water and the chill of death. Value is very important as it creates a sense of
dimension and depth. I use texture in some of my work, and often the layering of paint creates a textural surface.
Not all my ideas for this series worked. Many were discarded along the way, some to be finished at a later date, some to be painted over. A few
paintings and drawings which I felt were strong I did not include in the final project because they did not fit into the narrative that I had
constructed, or used a different medium and therefore did not really “fit”. Two large abstract drawings (one fully resolved, one still in progress)
from my one-on-one studies in the fall of 2011 will form part of a future series.
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the future

The last three years have been very structured and I have spent the majority of my time doing assignments or, lately, my thesis project. I have
not really had much opportunity to put my skills to the test and work independently as an artist out there in the wide world of contemporary art.
This final semester in Professional Studies I have been developing my working strategy to survive and thrive as a working artist. Although
confidence cannot be taught, I am gaining all the time and realize that there will be some hard knocks but I can handle them.
In the immediate future I plan to get my work into galleries and do some shows. Every rejection stings but I am learning to treat them like
critiques in class and learn from the experience, see where I could have improved my application materials and move on. I feel that I have
created a good professional portfolio now that I can start sending to galleries and art professionals; before I was always scrambling to get
materials together to fit the particular show.
I have enjoyed delving into deep philosophical areas and I plan to explore the duality of existence further in future work. I enjoyed working in
installation and this is an area I hope to base my next project around; extending my ideas into a new genre.
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beginning & end
~ the paintings
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This series of paintings explores the very broad idea of life and death, of mortality and immorality. Death is part of life – the only absolute – and
often something that is feared; I want to portray it as merely part of a cycle. It is not necessarily contextually spiritual, but I wanted to create a
sense of hope and to convey that death is not the end, but rather a new beginning –hence the title; there is no beginning and end.
As the subject is so complex I concentrated on trying to capture a particular moment in time, the moment of death, where the physical and the
spiritual simultaneously come together and disconnect. I use fragments from various sources as inspiration – abstract ideas that often contradict
each other when seen in context – and helps create a sense of disconnected abstraction. Myth, religion, physical objects, poems, everything
that inspires me, is woven together.
I want the work to be seen by the viewer through their own eyes, their own experience, yet also make the paintings have an emotional
resonance. How we construct the relationship between life and death is a very personal thing and I make the symbolic elements deliberately
ambiguous so that the viewer can interpret the pieces without being distracted by my own thoughts and feelings.
Space is a very important element in my work. I see space as very representative of death, especially from the viewpoint of those who grieve; a
sense of emptiness and aloneness. But space – physical, emotional – allows us to connect with ourselves and to listen to our inner voices – but
we are often afraid of a sense of aloneness. Yet nothing exists within a vacuum so the space on the canvas is filled with formless elements.
In essence this series is a kind of Mobius strip of visual poetry. The paintings form a free flowing narrative – like a stream of consciousness – fluid,
exploratory, seeking to delve deep into the soul. There is a beginning, there is an end, but one can be the other.
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Polished Mirror (2012)
39.5" x 32” oil on canvas

The conjoined ovals represent the duality of existence with dark at the center of the physical and light at the center of the spiritual. The two are
constantly intertwined, an infinite cycle of being. Strands are the threads of life as seen both in Buddhism and the silken cord and Islam and the
single hair by which Allah draws us up to paradise. There is also a womblike quality and I see that as also representing a sense of eternal life, of
new beginnings and reincarnation.
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Moon split in two (2011-12)
39" x 31" oil, acrylic on canvas

A key inspiration to me during the creation of this series was Raphael Collazo’s work dealing with his own impending death. This painting is
inspired by those paintings. The physical and the spiritual are clearly defined with form – a third space where these opposing forces merge –
straddling the two. Its roots are in the physical and it is reaching up towards the spiritual, searching for a sense of meaning.
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Ashes (2011-12)
32" x 39.5" oil, acrylic, paper on canvas

This painting uses the concept of threads – of life, of consciousness – to create form. Sometimes I use texture and here I used thin strips of paper
so that the surface had depth to it. The concept is the body literally decaying into the earth, thus creating a figurative landscape.
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Dust particles in sunlight (2011)
36" x 29" oil on canvas

This was the first painting of this series chronologically and I was actively trying to totally obliterate form. It symbolizes the veil that exists between
the physical and the spiritual worlds. As it is rent open form completely disappears. I also wanted to create a sense of light; many constructions
of the afterlife portray it as full of light and the color palette is deliberately chosen to evoke that.
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Lengua de luz (2012)
40" x 30" oil on canvas

Lengua de luz (Tongue of light) moves back from absolute dissolution and is starting to regain form. It is a deliberate continuance from Dust
particles in sunlight and the beginning of my experimenting with a darker and cooler palette. The strands are symbolically the threads of life and
the greens suggest water – a key element in many mythologies as part of the passage to the otherworld.
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Become the sky (2012)
18" x 66" oil, acrylic, modeling paste on canvas

Inside this new love,
die.
Your way begins on the other side.
Become the sky.
Take an axe to the prison wall.
Escape.
Walk out like someone suddenly born into color.
Do it now.
You’re covered with a thick cloud.
Slide out the side.
Die,
and be quiet.
Quietness is the surest sign
that you’ve died.
Your old life was a frantic running from silence.
The speechless full moon comes out now.

Originally conceived as a triptych (the number three representing not only the familiar Christian Trinity but also two opposites and the between),
this painting represents the body merging with the earth, becoming one with it, yet the spirit reconnecting with the sky, the cosmos. After
completion I realized that it worked better as a panel and I should not break the three sections apart.
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Melting Snow (2012)
59" x 19.5" oil, acrylic, modeling paste, paper on canvas

When snow melts water passes from state to another and here the states of existence are merging and separating – altering from one state to
another - representing the never-ending state of being. Duality is represented by the strong value contrast in the two vertical halves of the
painting. The curved shapes that I often use remind me of time and space folding in on itself and the idea of eternity.
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Nothing…but that existence (2012)
39.5” x 32” oil, acrylic on canvas

I seek to create paintings that have a meditative quality. In Nothing… I used the male sex organ – traditionally a source of life – which I
abstracted into a gently undulating shape. The spiral – one of the oldest symbols known to humankind, representing infinity – is the inspiration for
the abstraction. I used muted colors on top of a red base to create a sense of space and of floating within that space.
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Deep self-quiet (2011)
39.5” x 32” oil on canvas

Random objects and ideas inspire me, not always necessarily connected with the concept of the work. Originally my figurative project for
Composition for Abstract Art, I became fascinated with the symbol of the Evil Eye and fused it with the idea of an inner eye that sees beyond
the physical. Form itself is dissolving, leaving only this internal sensory organ intact.
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En la llum (2012)
39.5" x 31.5" oil on canvas

En la llum (Into light) has space literally divided into two halves. Its Valenciano title is derived, in part, by the sharp sense of dislocation and
alienation I felt living here; a world defined by contrasts. The original sketch was of shoulder muscles which I turned upside down. The expanse of
light exists beyond the form. I added small areas of warmer tones here, as well as a violet hue for the majority of the physical form in an attempt
to break away from my standard palette.
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Experience the nearness (2012)
39.5" x 32" oil on canvas

I wanted to get back to the figurative – which I did a little in En la llum – and to create a piece that depicted a stark contrast between the
physical and the spiritual. I love the sinuous, organic look of muscles; they lend themselves well to abstraction as I can just extend the lines, let
them flow in a different way or into nothingness. The overall idea here is to create the sense of a mirror image reflecting the dualism of
existence.
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Beginning & End (2012)
78" x 66" oil on canvas

Beginning & End both closes the series and brings it back to the beginning and Polished Mirror. There are many elements infused here and I
have gone back to the figurative. The basic concept is the whirling dervishes performing the sema. The throwing off of their cloaks is symbolic of
transcending the physical and I equate it to the discarding of the body. The cloak also has symbolism as the veil between the material and
immaterial worlds. There is also the outline of the figure which is based on the chalk outlines seen at crime scenes but represents the fading
physical self; I used a live model for this and worked from the sketches I made. I used the double helix image that is present in Polished Mirror as
well as the strong figurative elements of Experience the nearness to create a sense of the closing of the chain, and making the narrative
complete.
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All images are copyright of Emma Hefty 2011-12

Figure 1: Dust particles in sunlight (2011) 36” x 29” oil on canvas – One-on-one Directed Studies with Paul Lorenz Fall 2011
Figure 2: Untitled Écorché sketch of back and shoulders (2011) 25” x 19” charcoal on paper – One-on-one Directed Studies with Paul Lorenz Fall
2011
Figure 3: Untitled Abstracted écorché sketch of shoulder (2011) 19” x 25” charcoal and conté crayon on paper – One-on-one Directed Studies
with Paul Lorenz Fall 2011
Figure 4: Cycle (2011) 24” x 18” oil on canvas – One-on-one Directed Studies with Paul Lorenz Fall 2011
Figure 5: Untitled ‘Collazo’ painting (2011) 39” x 31” oil, acrylic on canvas – Abstraction & Interpretation 2 with David Tirado Fall 2011
Figure 6: Untitled (2011) 39” x 50” charcoal, pastel, conté crayon on paper – One-on-one Directed Studies with Paul Lorenz Fall 2011
Polished Mirror (2012) 39.5” x 32” oil on canvas – Abstraction & Interpretation 3 with David Tirado Spring 2012
Moon split in two (2011-12) 39” x 31” oil, acrylic, on canvas – Group non-figurative with Sheryl Glass Summer 2012
Ashes (2011-12) 39.5” x 32” oil, acrylic, paper on canvas – Abstraction & Interpretation 3 with David Tirado Spring 2012
Dust particles in sunlight (2011) 36” x 29” oil on canvas – One-on-one Directed Studies with Paul Lorenz Fall 2011
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Become the sky (2012) 18” x 66” oil, acrylic, modeling paste on canvas – Abstraction & Interpretation 3 with David Tirado Spring 2012
Melting snow (2012) 59” x 19.5” oil, acrylic, modeling paste, paper on canvas – Group non-figurative with Jennifer Hendricks Spring 2012
Nothing…but that existence (2012) 39.5” x 32” oil, acrylic on canvas – Abstraction & Interpretation 3 with David Tirado Spring 2012
Deep self-quiet (2011) 39.5” x 32” oil on canvas – Composition for Abstract Art with David Tirado Fall 2011
En la llum (2012) 39.5” x 31.5” oil on canvas – Group non-figurative with Jennifer Hendricks/Abstraction & Interpretation 3 with David Tirado Spring
2012
Experience the nearness (2012) 39.5” x 32” oil on canvas – Group non-figurative with Jennifer Hendricks/Abstraction & Interpretation 3 with David
Tirado Spring 2012
Beginning & End (2012) 78” x 66” oil on canvas – Group non-figurative with Sheryl Glass Summer 2012
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