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2010: a new decade, and one that confirms our position within the 21st century, where we are no longer so strongly attached to those values in art carried over from 
the late 20th century, where individualism, immediacy and novelty were, at times, the order of the day. The work you will see in Twenty Ten, this year’s aptly named 
degree show, eschews notions of ‘fashion’ in favour of a deeply held belief in quality, criticality and authenticity. 
 
The class of 2010 represent a group who are au fait with our highly globalised existence, communicating by email and ‘chat’, making ‘friends’ and giving opinions on 
FaceBook and Twitter, and partaking of global culture through Vimeo and You Tube, but they are also sensitive to the value, significance and potential for art to 
explore and express, in a very personal and direct way, an engagement with the world in which we live. 
 
This is not to say that the works here do not take on global issues and concerns. In this show you will see work that is concerned with the political, ecological, envi-
ronmental and scientific, as well as the personal, visionary and romantic. However, these practices are underpinned by a thoughtful, reflective and considered 
engagement that aims, first and foremost, to extend knowledge and understanding of art. 
 
In Twenty Ten, I give you twenty-two, (mainly) twenty-odd year olds who go out into the world with the ability to make visually sensitive and intelligent art, who can 
reflect on their practice, articulate their aims and values, and understand its historical and conceptual context. In this sense they leave Lancaster upholding our core 
value; that of the ‘informed practitioner’, and go out into the world as articulate, talented individuals ready to take on new challenges and develop new ambitions. 
 
Many congratulations to you all. 
 
Jane Rushton 
Art Section: LICA 







My practice deals with the environment through which we routinely and ritualistically conduct our lives. Our 
houses are compiled from rooms filled with objects and fixtures; their features are as generic as our 
neighbour’s. We inhabit products of Constructivism: the Bauhaus designed furniture which gave way to the flat
-pack generation. We willingly develop dialogues with these furnishings, yet they constrain us into patterns of 
living we become acclimatised to. We carry out actions without noticing. I do not seek to deconstruct this mode 
of living, as it is something I also participate in. I use my practice instead to draw the viewer’s attention back to 
their universal belongings and the tension between their necessity and redundancy. 
 
I seek to discomfort the viewer; acknowledging the familiarity of the ‘some-assembly-required’ domestic. I 
recreate environments using exclusively domestic materials. I create rooms that the viewer is required to enter 
and to traverse. Entering evokes contrary feelings of entrapment and comfort. The materials I use to develop 
this concept have connotations of protection and fragility which the work is therefore imbued with. There is a 
universal place mimicked in the environments I create; they are projections of something idyllic, but they are 
void spaces. 
 
There is redundancy in the plastic representations of domestic objects. We wish to take comfort and develop a 
relationship, catalysed by physical use. There is tension between this impulse and the frailty of the objects 
constructed from malleable plastics. 

ebarrett95@googlemail.com 





rebeccabishop53@hotmail.com 

“we are all male-female” - Louise Bourgeois 
 

My practice encompasses hermaphroditic or androgynous form to present a contemporary approach to gender 
politics via the continuity of sexualised genitalia which blurs binary sexual opposites producing mutated organic 
bodily constructions suggestive of both male and female. Tension is generated between the fetishised compul-
sive and repetitive fabrication of the forms which contradict the innate voyeurism suggested in the subtle expo-
sition of intimate sexualised anatomy. Deconstruction and reconstruction of gendered nylon tights present a 
metamorphosis of form as connotations of femininity are displaced and simultaneously phallic/vaginal structures 
emerge.  

Open representation of the internalised vaginal void present a sense of gynophobia whilst the coexisting flaccid/
erect phallus implies the Freudian fear of castration through detachment of form implying a continuity of tension 
from male to female/ female to male. A gender power struggle is explored between the erect phallus as the 
aggressor and the flaccid phallus as defunct or the agape vaginal cavity as vulnerable and the contracted labial 
folds as self protecting. The exposition of sexualised forms places the viewer in an intimate proximity to habitu-
ally erotic body forms creating an atmosphere of voyeuristic spectatorship and inviting the individual to sensu-
ally experience the structures with simultaneous compulsion and attraction. 





My art practice is driven by my continued interest in paint. The abstract works respond to my own personal 
relationships between emotion, memory and the pure aesthetic qualities of the medium. 
 
Through a laboured process of thin layers, gradually built up over time, a strong yet translucent colour range 
exudes through the smooth surface, creating depth and implying illusionistic space. As the painting evolves, 
forms grow through the light and shade that the colours create. These forms are non-representative; they are 
merely suggestive. You can think whatever you feel. 
 
The paint remains the most important element. The illusion of space stems from the personal, without precon-
ceived idea or known composition. There is a desire to allow the paint to speak for itself and bring to life the 
forms and aesthetic emotions that can be felt through colour. Such subtle colours remain calm and mysterious 
against sharper tones. There becomes a paradox between this and that, inside and out, near and far. 
The paint creates tensions against possibilities: both of which are endless. 

amberlynnbowden@hotmail.com 





My work revolves around 3-dimensional textile sculptures which involves ideas of development of personal 
identity though cross-cultural influences. The source of this concern is derived from my personal journey in life 
of experiencing two different cultures; the Cypriot mentality which I was raised from, and the British influences I 
have received from my studies.  

  
My practice is inspired by my work experiences in a textile shop, so the materials I use for my methods are 
fabrics. In order to combine the elements of both cultures, I had to work with fabrics that can be perceived as 
clear symbols of each culture; for Cypriot culture I use fabrics with stripes and for British culture I use wool, 
tweed, checked fabrics and Victorian style fabrics.   
 
The work shown is a representation of that: one piece is a traditional Cypriot costume worked upon with British 
influenced fabrics, while the other is a costume made exclusively with British fabrics sewn in traditional Cypriot 
style costume.   
  

mariandri_@hotmail.com 





My work explores the potential for painting to mimic reality, as I aim to momentarily deceive the viewer into 
thinking that the presented objects are an actuality. The fact that they are paintings only becomes apparent on 
closer inspection. This realisation provokes questions of authenticity in the viewer, as it is no longer possible to 
assume the reality of the surroundings, prompting further scrutiny. 
 
By painting these everyday objects onto furniture I intend to set up the possibility for surprise. The relationship 
between the real and the artifice initially misleads the viewer, capturing their curiosity and thus provoking 
intrigue. It is this discovery of the painting that is the focus of my work. 
 
Throughout my work I use traditions of representational painting and draw upon the tradition of trompe l’oeil, 
as I want my paintings to move further towards reality, providing an inquisition into illusionary representation. 

sarah.churlish@lineone.net 





My practice occupies a strong interest in science; fore fronted by entomology and parasitology.   
 
Through drawing and installation I examine the aesthetics and the relationships between the human and the 
parasite. This relationship is an illusive one that is mainly noticed by the traces left behind by the parasite; 
often by the reproduction of eggs or marks left on the human body. The disgust that is often felt with the para-
sitic world is applied to the work through the exploration of the mass reproduction rates.  
 
The passing of blood from one person to a bed bug can be consummated up to 500 times within one night, for 
such an intimate and repulsive act to be carried out so horrifyingly discretely by something so small is what I 
wish to dramatise within my installation. The physical connecting of tissue and bodily fluid is presented within 
my drawings, with the use of the human-parasite hybrid. I draw from micrographia of human and insect tissue 
and form a mass of pin-prick mark makings to provoke an almost sickening realisation of the fact that humans 
are always in company of insects.  

victoriagray1989@hotmail.co.uk 





A fascination with measuring time drives my sculptural practice; I generate the illusion of two time frames 
running parallel, colliding human and geological time scales. Adopting the methodology of a laborious, time-
based process, reflective of daily routine, I aim to conceive a language for understanding ‘deep time’. This can 
be witnessed in my production of multiples, mirroring the repetitive flow of nature whilst subtly alluding to a 
bodily, personal aesthetic. I consider my sculptures to be paradoxes in themselves, emphasising the constant 
struggle between construction and deconstruction, highlighting a dual transition in terms of appearance and 
disappearance. As in nature, an awareness of coexistences is essential, such as growth/decay, weightless-
ness/volume, density/sparseness, and toughness/softness. When subjecting my forms to different presenta-
tions, these reflections sustain relatable connections, engaging viewers. 
 
Developing a language, my work focuses on a consideration of formal qualities to create organic forms that 
suggest subtle narratives. I am driven to create work that holds multiple references, with the organic nature of 
the sculptures referencing both the body and geological structures. With the crux of the work being its funda-
mental ‘organicness’, my intention is for people to gage their own interpretation, gently listening to implicit 
decisions I have made knowingly, driven by materials, processes and a considered relationship to space. 
Processes of experimentation and documentation are central to my work. Ephemeral materials without rele-
vant predetermined characteristics/uses are manipulated through stages of deconstruction and construction, to 
enforce the inevitable temporal nature of my sculptures, physically at least. 

jennifersiangreen@hotmail.co.uk 





If you hit a rabbit whilst driving you may initially feel a sense of guilt or compassion towards the animal, unlike 
with the death of a human we know personally or a celebrity figure, this feeling disappears very quickly.  I have 
attempted to freeze this moment of guilt by restoring the animals into humanistic poses through the use of 
taxidermy.  Using a medium which is more often used to show off trophy killings, I have turned the unwanted 
kills into prized ones, creating a tension between the idea of preserving your prized kills and something which 
was in fact an accidental killing. 
 
My work reflects the human through experimental portraiture, where human thoughts are projected onto the 
sculpture rather than the work taking on the physicality of human form.  It brings you face to face with some-
thing physically real, a dead animal, and something which is the result of human action allowing a direct con-
frontation with life and our distance from the rest of the natural world. Its manipulation in to an anthropomor-
phised form allows thoughts of human interference with the natural to be visualised, our inability to live with 
what we have got and our desires to produce a new more technologically advanced state for living.  My work 
produces an object of reflection which concerns our own lives and our state of virtual reality. 

shonakharrison@yahoo.com 





My work responds to today’s surveillance society and the associated intrusion into privacy. Londoners, who on 
average are captured 300 times a day on CCTV, are my subjects. I capture - with photography - people un-
awares, highlighting the extent to which we are documented and observed.  
 
I portray the lack of interaction between strangers in a busy city, referring to the private bubble surrounding 
them in a public space. The focus is on those lost in their own worlds; staring into space, reading, or wearing 
headphones for example.  In capturing their subconscious behaviour, I cannot set the scene but have to wait 
for the public to unknowingly set it for me, meaning I have limited control. I aim to bring together two strangers 
in my work, enforcing a connection between them which they remain oblivious to. Viewers should feel intrigued 
to know the story behind these people. There is, however, no way to know as I myself have no idea.   
 
The image undergoes many processes. I digitally manipulate my photographs using Photoshop and transfer 
the images, comprising of many layers, onto tiles using acetate and acrylic copolymer emulsion. They are then 
scanned back into the computer and the process is repeated. The final image has a worn, incomplete aes-
thetic appearance representing the person’s reluctance to leave a mark in the world and be seen. Tiles are 
used as they are considered clinical and clean, with the images emulating unwanted grime. Moreover, the 
association with bathrooms, a private space, emphasises the intrusion with the merging of the private/public 
boundary. 

k.hatherley@tiscali.co.uk 





My practice focuses on interactions between the human form and subconscious mind. I analyse thought proc-
esses in relation to self image through surfacing and materialising negative beliefs through drawing. My prac-
tice has two facets: life-size body drawings, and small facial observations. The body drawings explore an 
innate and intimate relationship between naked physicality and psyche, challenging the authenticity of bodily 
anxieties. From constructed negative beliefs regarding my own naked form, I deconstruct and search for 
truths. The face drawings are satirical, toying with an ironic role reversal. Idealised celebrity images can en-
gender negative emotions; here I take my own anxieties and inflict them onto traced celebrity imagery, thus 
asserting control. Persistent use of corporate surfaces in my practice, such as drafting film, provides a formal 
and depersonalised aesthetic contrasting with emotional content. 
 
Polarities are crucial within my practice. Art publicly exploits private feelings. Liberation arises when entrapped 
‘ugly’ beliefs are exploded through a mark making process. This is brutal and expressive yet delicate and 
beautiful. By combining meditation and catharsis, subconscious thoughts are vigilantly formalised and con-
sciously transformed into a graphic language.  
 
The overall aim of my practice is to highlight the universality of bodily anxieties. In contemporary society we 
are encouraged to employ a confident façade. Simultaneously, we are pressurised to live up to idealisms of 
beauty. By publicising my anxieties I aim to provoke audiences to relate and challenge their own insecurities.      

vickyhughes95@hotmail.com 





My art practice this year started with the idea of taking something from the past to use in the future. The way I 
achieve this is with the use of a primitive form as a material with which to create art. This primitive form is a 
small, ancient  sculpture representing a fertility idol called “cruciform figurine’’ or “ double icon figure”, from 
Chalcolithic age: 3000BC.  
 
I want to make the viewer feel that they unlock the past through my contemporary paintings. By looking at my 
art works you can see clearly that I have concentrated on the cruciform’s form, and by making a lot of studies 
of sketches I created a new contemporary and simplified image of this figurine, which I used as a characteristic 
motive over and over again in my paintings. The colours and tones I used were inspired from the earth from 
which this cruciform figurine was found.  
 
My intension was to create artworks that trigger people’s emotions through texture and colour to achieve an 
image that is interesting and beautiful to the viewer’s eye .    

anastazia_kalivitou@hotmail.com 





We all lose hair continually as the cycle of growth continues. We also lose eyelashes. However, when I lose 
one I have always made a wish on it and blown it away. This simple action, partnered with a lingering belief 
that the wish will come true, transforms an everyday occurrence into something more significant. 
 
The process of logging the eyelashes onto microscope slides, that I lost over three months, is representational 
of my typically logical nature. Whereas, the compulsion to transfer my wishes to the lashes in the first place 
completely contradicts my normal behaviour. By creating drawings of these specimens, I am creating a juxta-
position between the poetic action of the wish, and the clinical aesthetic and methods. 
 
Using writing - ‘the wish’ - to create these forms, I build up a poetic interpretation of images of the specimens 
as seen through a microscope. This repetitive process of writing is directly related to the ritualistic way in which 
I am inclined to make the wish on each lost lash. In an attempt to emphasise this poetic nature of the action, I 
created a large scale drawing of a singular lash to contrast with the more scientific visual imagery evident in 
my book of smaller drawings. 
 
It is imperative that the wish in its entirety is not visible to the naked eye, so that the wish retains its integrity 
and may still come true. Therefore I work under magnifying glass to create writing which is barely perceivable 
without this device. 

saera.m@gmail.com 





“Modern memory is above all archival. It relies entirely on the materiality of the trace, the immediacy of the 
recording, the visibility of the image” - Pierre Nora 

 
The prevailing interest in my practice is a concern with this notion of both the archival and modern memory. I 
am fascinated by the protection of the fragile moment, the tiny things that make people totally unique and the 
process of classifying and documenting these objects or moments in order to preserve them. 
 
By focusing on my sister Sophie after a serious accident last year I am able to rediscover and preserve her in 
her entirety. 
 
Within my work I capture and give reverence to things that would otherwise be forgotten through a systematic 
archival process. I use printmaking techniques to interpret material and delicate drawing methods to unpick 
and learn of the objects total relevance. The transitory moment escapes meaninglessness, is made precious 
and not lost but instead scrutinised and categorized. The process is fundamental to the practice; the layers of 
distance between the printmaking and time consuming mark making provide space for considered rumination 
and the unearthing of hidden truths. I use the archive as a mode of analysis to close the gap between life and 
death; the work can instead be viewed in a continual present. 

c.mcclellan@hotmail.co.uk 





In my work I explore the inextricable link between people and technology. In our current social situation, we 
are surrounded by technology which we engage and interact with everyday. I experimentally explore the hu-
man face in a technologically based way. The juxtaposition of the natural and the virtual is conceptually key to 
my work. Aesthetically, these two elements come together and subsequently distort one another. The com-
puter programmes that these short videos go through affect the nature of the face. The television screen and 
video both physically detach the subject from reality; drawing links to 1960’s geometric shapes and fluxus-like 
video. This is, however, very postmodern in process.  
 
The fragmentation of the face is important in my work: it links to the deconstruction of the television. The wires 
and curves of the cathode ray tube are fetishised, running parallel to the veins and contours of the face. This 
reflects time and technological progression, conjoined with the ageing process of a person. I do not hide my 
means of production and this is pertinent to the work: technology battles against my conventional interest in 
facial signification and traditional portraiture. I conceptually attempt to reinvent aura within the reproducible 
medium of video. I do this by sculpting with video and making compositional decisions to create an idiosyn-
cratic installation that involves a modification of the traditional display format of video art. Technology and 
facial features are conflicted to create an obscure reflection of a traditional concept, our contemporary situation 
and virtual reality.  

christian.mills@live.co.uk 





Come closer. You want to look, don’t you? You can’t resist looking, can you? How does it begin; once upon a 
time? How does it end; happily ever after? I see you watching me. I can feel your stare. How does it end? 

Please, tell me how it ends! 
 

She is caught in a web between reality and fantasy, fairy-tale and horror, understated and exaggerated. Based 
upon personal experiences, emotions and imagination; She is real, yet imaginary. My drawings provide a 
window into a fantastical world that deconstructs reason and rationality. The recordings are dramatic docu-
mentations of a confused world where, the narrative is unfinished and the ending is unknown. With no specific 
background you are anywhere or nowhere. Whilst peering into the portals of impossibility, impracticality and 
imperfection, it is for the viewer to consider the past, present and future in each of the narratives. Nothing is 
certain. Nothing is definite.  
 

How does it begin? 
How does it end? 

Finish it.  

geowen89@hotmail.co.uk 





My work aims to evoke in the viewer questions about the autonomy of painting in a contemporary context by 
considering its relationship with other mediums. Questions surrounding what painting ‘is’ are addressed by 
exploring relationships between form, colour, layering, process and the material properties of paint. My own 
uncertainties about the status and relevance of abstract painting today drive and motivate my practice. 
 
The viewer’s direct experience of my paintings is crucial to an understanding of both the visual and conceptual 
values of my practice. I am aiming to highlight how paintings can change through methods of reproduction. By 
juxtaposing ‘real’ elements of abstract painting with projected images of paintings that are only available to the 
viewer in a digital form, I seek to draw attention to the material properties of paint and demonstrate the impor-
tance of viewing paintings in person. 
 
By engaging with a digital medium, I hope to challenge the conventional understanding that the medium of 
painting can be defined purely by materials. I believe that this understanding limits what painting can achieve 
today. Ultimately, my paintings are about the identity of painting itself: its possibilities and its limitations. 

bex_shindler@hotmail.com 





In my art I animate repetitive processes performed by pencils. I look at cycles that a pencil and related objects 
such as rubbers and pencil sharpeners can be involved in, and how these cycles can break down a pencil into 
more basic components. 
 
There is a theme of identity throughout my work, the pencil is aware of its purpose and must perform in the 
way it is expected, there is a futility however to its purpose as each animation looks at the way a pencil can be 
worn down. 
 
These cycles could potentially continue endlessly so I delve into the ways these cycles can be concluded. 
Therefore I look at the theme of degradation and the idea of losing quality in a repeated cycle. This degrada-
tion spreads, ending the process. The processes are influenced by a line of production. If one component is 
altered then the regimented process falls apart. 
 
I use stop-motion animation as it emphasises the handmade process of production while reinforcing the con-
cept of movement and process. I have to be in a lot of control of making my animations, keeping within the 
parameters I set for the work. These parameters are in place as I want to control the audience’s viewing, 
referencing the production line imagery found in my art. 

www.mstoakes@hotmail.co.uk 





My work is based within the realisation and acceptance of growth and decay. I am fascinated by the process in 
which cells multiply, divide and expand to fill space and become whole beings before eventually breaking 
down and ceasing to exist in the solid form in which they were once known. Within my work I try to capture a 
moment in which the tiny elements that create the whole can either be interpreted as growing or disintegrating. 
My aim is to draw the viewer’s attention to this moment of stasis and try to get them to appreciate not just the 
whole piece, but every single little mark that makes it what it is. 
 
I work mainly with ink and pen, creating huge circular sheets of ink stained paper that are then pressed onto 
sheets of clean paper to create a partial imprint that can be drawn into. The mark marking process is rigorous 
and thorough. The imprint is studied and then every single little stain of ink must be drawn around in pen, lifting 
it away from the clean untouched paper and making it known as its own tiny little form that helps to make up 
the whole image. Close up the marks take on cellular forms with membranes of pen protecting them from their 
neighbouring ink spots, but from a distance the image as a whole takes on a planetary form, providing two 
vastly contrasting scales that the work can be viewed on. 

kat.stoney@live.co.uk 





My present work comes from the many meanings that can be associated with the words journey and loss. A 
journey in the literal or subjective sense and the losses one encounters along the way. The loss can be of a 
physical presence or, the loss of actual items, the loss of dreams and perhaps the loss of the forgotten, turning 
our backs on the past, on people, on possessions, and the things we lose along the journey, the detritus we 
leave behind. 
 
I work in oils, mainly because I like the creamy viscosity of the paint but also because of the traditional nature 
of the material and the links it gives me to the history of art. The artists that have influenced me for this particu-
lar set of work have been Tony Cragg and the Turner Prize finalist Gillian Carnegie. With the items placed on 
my canvases, I am aiming for a random choice, but can they remain random when they are chosen by the 
artist? I am aiming for the Rauschenberg quote ‘this is not a composition. It is the place where things are’. I 
have painted the canvases black because I want the viewer to participate in my work by moving closer to the 
canvases to ‘find’ the lost objects, and once found to speculate on the narrative attached to them. Black also 
denotes secrecy, adds drama and poses the question, are you disappearing into the darkness or emerging 
from it? 

judy@dtaylor.wanadoo.co.uk 





The work here is focused on the ageing process of skin and the fascination we have with trying to protect 
youthful looks from an inevitable organic decaying process. This interest stems from my own personal fear of 
disintegrating: not only in looks but also in consciousness. The work itself represents the obsessive way I 
personally try to protect my fragile body from elements. The form my work takes is of clothing garments which 
are metaphorically protecting my body and at the same time slowly disintegrating. 
 
These garments are attempting to test the boundaries between human skin and clothing: the merging of these 
margins has been established through form and materials, and then is enhanced further by the introduction of 
patterns into the latex sheet making process.  
 
The procedure of making these sheets is delicate yet the end result is not fragile as such. The latex’s textural 
characteristics are organic and natural so the work does not disgust. And as it is linked to the feminine domes-
tic process of dress making it becomes practical and methodical rather than gruesome. 
 
The contrast of the material’s decay combined with the creation of clothing throws a strong juxtaposition at the 
viewer: the hanging style I use creates a ghost like garment forever in flux, moving with the air currents sur-
rounding it. This creates the idea that the garment is alive and moving but is suspended in a state of forever 
dying. 

turnerem@yahoo.co.uk 





My work is an exploration of what can be achieved through the manipulation and versatility of paint in order to 
create something out of this world. My personal interest in the fluidity of the medium fuels my experimentation 
and desire to capture it at a moment in time. 
 
Selections of thinned colours of different consistencies are applied in a variation of techniques to the smooth 
surface. There is a level of control due to my own manipulation of the materials. Yet it is by chance that a vast 
range of complicated effects develop from where the paint has merged and melded. Sensuous forms, colours 
and compositions are captured as the painting evolves of its own accord. 
 
This process creates a strong visual image leading to the idea of interplay between micro and macro. The 
forms could simultaneously reference the depth of the entire universe against the microscopic detail of a single 
cell. Through this complex notion there becomes a reflective aesthetic experience which lends itself to the 
viewers’ personal interpretation. 

joannawood89@hotmail.co.uk 





Hair is a physical trace that we leave behind us. The locks are the forensic evidence of our everyday lives. I 
am fascinated by the lock of hair as a memory; there seems a remnant of life in hair. Aesthetically, the locks of 
hair hold a direct contact to human experience in that the material qualities are similar to how transient and 
fragile our lives are. Hair is a slight, difficult to manipulate, easy to misplace and breakable entity, intrinsically 
linked to identity.     
 
Working mainly in photography and installation, my artwork focuses upon the meanings evoked by juxtaposed 
materials in an attempt to gain insight into the relationships between myself and others close to me. It is this 
relationship - between the projected images of the locks of hair and the objects they are projected onto - that 
enables a space for contemplation lying between the analytical and the memory.  
 
Scrutinising them under a scientific lens, preserving and displaying them in Petri dishes and apothecary jars, 
as if they are the pictorial traces of my familial past, denies these poetical keepsakes their intimate identities. 
The projections of the merged line drawings and photographs are used to observe the interactions between 
light and the curves and textures of the locks of hair - the optical effects produced by positive and negative 
light.  

jenna_lou14@hotmail.com 
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Charlotte Lamb 
Rachel Hannah Le Bas 

Adele Leach 
David John Lewis 
Simon Royston Lewis 
Marcus Michael Lilley 
Tania Mahmoud 
Racheal Jane Morrison 
Richard Guy Moxon 
Carys Nelkon 
Leo Patel 
Robyn Sophie Jane Pawlow 
Susan Mary Bernadette Phillips 
Rory Alexander Poole 
Rachael Pratt 
Emily Bree Richards 
Hannah Emily Roberts 
Rafaella Ronchetti 
Sophie Louise Ross 
Kieran Paul Seymour 
Samantha Lucy South 
James Stephens 
Andrew Charles Strachan 
Oliver Sykes 
Helen Marie Thorpe 
Joanna Helen Walker 
Richard Andrew Wilson 
Sarah Wilson  
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