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Confirmative Praxis Report
‘There has to be retain and transform rather than retain and explain if retention is to be justified.’ (Robert Bevan, Monumental Lies: Culture Wars and the Truth about the Past, 2022)[footnoteRef:1] [1:  Bevan, Robert. 2022. Monumental Lies: Culture Wars and the Truth about the Past. Pg 287. London. Verso] 


Confirmative Praxis has been a development of themes explored throughout the Contemporary Dialogues MA focusing on Monumentality, becoming, ideologies, bricolage, destruction and creation, transformative acts while exploring performance, object making, photography, sound and film techniques.

My work is about becoming, changing attitudes and revealing a transformative approach to flawed ideological constructs. Are the monuments of yesterday beyond current scrutiny? Derrida in response to Heidegger proposes the theory of Sous rature, which translates roughly as ‘under erasure’ which involves crossing out a word within a text but allowing it to remain legible and in place. Can this be applied to the selective removal of certain public sculptures associated with brutal history while others remain. Stuart Hall’s (1990) call ‘to engage with some real problem out there in the dirty world, and . . . to spend that time usefully to try to understand how the world worked.’ [footnoteRef:2]Is still relevant today. Brian Dillon (2006) stated ‘Erasure is merely a matter of making things disappear: there is always some detritus strewn about in the aftermath…some reminder of the violence done to make the world look new again.’[footnoteRef:3] This made everything appear possible. [2:  Hall, Stuart. 1990. The emergence of cultural studies and the crisis in the humanities. October, 53: 1123. Accessed here: https://www.jstor.org/stable/778912]  [3:  https://www.tate.org.uk/tate-etc/issue-8-autumn-2006/revelation-erasure] 


This report will present reflections on the research undertaken, what my art practice is about, the actions taken, my feelings about the work, reasons for working this way, connections with other artists, gaps, final presentation, alternatives and future developments.

Personal

What is it all about? As an undergraduate I became interested in ideological representation through the monumental. I made work which was temporal installation sited both within the gallery and outside.  These works looked at creating a response to those not commemorated, even those who may have been on the opposing side. I wrote about the monument juxtaposing Kanan Makiya’s text on the Monument: Art and Vulgarity in Saddam Hussein’s Iraq (1991)[footnoteRef:4] with Nelson’s Column. After completing my undergraduate course, I went and worked in the woods before moving into education and put this practice to one side.  [4:  Al-Khalil, Samir. 1991. Monument: Art and Vulgarity in Saddam Hussein’s Iraq. London. Andre Deutsch. ] 


Bricolage is a relevant way of working today as it was when Duchamp commenced working with found materials. Tinkering about reminds me of the psychogeographic bummel. The DIY nature of this method ties in with trying to work anew. Bricolage reminds me of education. Claude Levi-Strauss in The Savage Mind (1924)[footnoteRef:5] thought that the process of bricolage led to the creation of mythical thought which, [5:  Levi-Strauss, C. 1968. The savage mind. Pg 16. University of Chicago Press.] 


"…expresses itself by means of a heterogeneous repertoire which, even if extensive, is nevertheless limited. It has to use this repertoire, however, whatever the task in hand because it has nothing else at its disposal."

Dick Hebdige suggests the term means ‘the process by which people acquire objects from across social divisions to create new cultural identities.’ [footnoteRef:6]While written in 1979 this is the way the world has developed and will continue to do so, hopefully. [6:  Hebdige, Dick. 1979. Subculture: The Meaning of Style. London. Routledge.] 


My practice has been sporadic and unfocused, always looking for something new or unwanted. The limited repertoire has been a stimulating way of working it supports a new anti-capitalist creative answer, apart from the expanding foam and tech, its not about craftsmanship other than one of necessity.

Upon commencing the MA, I was excited by the ideas being discussed in the modules and had been disturbed by the event of Covid while passively watching the George Floyd televised murder by police on the Guardian website. Then came the protests and the Black Live Matter movement. This groundswell of action was the life blood at this time having a significant impact here in Britain with the toppling of the Edward Colston statue on 7th June 2020. Chris Evan’s Slave Wales: The Welsh and Atlantic Slavery, 1660-1850 [footnoteRef:7]was studied by myself and Viv Collis, a Collaborative Dialogues collaborator and this spurred us into working collaboratively again. [7:  Evans, Chris. 2010. Slave Wales: The Welsh and Atlantic Slavery, 1660-1850. Cardiff. University of Wales Press] 


Slave Wales reminded me of connections I have to the prosperity brought by slavery. White Privilege is a contentious term but there is the ring of truth to it. Sir Thomas Picton had been the Governor of Trinidad and had been known as the Tyrant of Trinidad, or the Blood-Stained Governor[footnoteRef:8] my tenuous connection is that I attended a comprehensive school in my hometown named after him and drank in the Dragon Hotel his birthplace. On the 20th June 2020 the blue plaque, commemorating his birthplace was removed. Subsequently the plaque was to be housed in the town museum which is currently closed. I thought about distant family links with boat building on the river Wye and whether these distant relations may have helped construct the slave ships. [8:  https://museum.wales/collections/online/object/4adfdd41-6370-36bf-a907-c74f5ad7d4a5/Lieutenant-General-Sir-Thomas-Picton-1758-1815/content/%20/] 








The removed blue plaque was an act of historical erasure.
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Removed Sir Thomas Picton Blue Plaque and subsequent smooth over, Hew Fuller 2022

These traces of history are common today with many street names and buildings having connections with slavery. Our very institution had benefitted from the slave trade in that one of the founding benefactors of the university, Thomas Phillips, was a slave owner.

Beginning by considering how one relic can be removed and another remain standing on a greater scale. The Picton Monument atop Monument Hill in Carmarthen served as a memorial to the man and those who lost their lives at the battle of Waterloo 1815. Waterloo was a significant battle that brought some temporary peace to Europe, until Crimea. It’s difficult not to upset that delicate balance of respect for the sacrifice of those who died in the pursuit of a lasting peace. 

Picton amassed great wealth in his lifetime and the traces of this can be still seen around the county of Dyfed. Iscoed, a mansion house still stands in addition to street names. Was the intention to focus upon the man which could be interpreted as being out of date, why vilify the dead or to look at the monumental and how this corrupts our views on issues and how nationalistic tokens condition the collective mind toward the continued acceptance of a fighting mentality. Anecdotally Tim John, a fellow learner, mentioned he had trained in furniture making at a bespoke school founded by descendants of Picton.


Taking the form of the monument, a crude obelisk in cardboard, I began to think sculpturally and then in response to the activists and their challenge to the ideology of the monumental during the Black Lives Matter protests I thought about performance. Being physical and embodying the activism vicariously.

Experimental Praxis developed a range of responses focusing on deterritorialising the monumental objects made. The objects were sited across various landscapes, all liminal and peripheral. Perhaps banal, what were they, what did they mean? Tokenistic and simply aesthetic imagery. I had enjoyed Merlin Coverley’s Psychogeography (2006)[footnoteRef:9] in support of the collaborative dialogues module and wanted to extend my practice in this direction. [9:  Coverley, Merlin. 2018. Psychogeography. 2nd Ed. Harpenden. Oldcastle Books] 


After this I wandered around making model boats in cardboard and thought of tying commerce into slavery as Viv Collis was interested in doing. In the October of 2022 I read Robert Bevan’s Monumental Lies: Culture Wars and The Truth About the Past (2022). A brilliant book which examined many issues related to monumentality including the erasure that is employed by various regimes. This text drew me towards the government guidance regarding monuments and the slogan ‘retain and explain’. Bevan (2022) asserts that rather than retain and explain we need to retain and transform, this is what the work is about. Cautiously Bevan (2022) states 
“ Gramsci saw spontaneous rebellions as important in forming consciousness and the toppling of the Colston statue is an example of this, but using contested monuments as proxy weapons could, in the long run, prove far more useful to the Right in that it is the establishment that ultimately has the resources and gatekeeping positions to control the fate of the commemorative landscape. It can use this control to effect divide and rule, sometimes consciously deploying Gramscian arguments from a right-wing perspective.”[footnoteRef:10]  [10:  Bevan, Robert. 2022. Monumental Lies: Culture Wars and the Truth about the Past. Pg 328. London. Verso
] 

A difficult business, adjusting and changing of age-old systems.

Reflection on Action

Collaboration was intrinsic as a starting point with both Viv Collis, and I having felt that slavery and Wales, the pressures of capitalism to conform and the resulting aftermath were fertile territory to explore particularly after the events of 2020.

We began our explorative Praxis actively pursuing research threads with visits to the Picton Monument and St David’s College Lampeter. We developed material from these visits and aimed to collate visual and research materials together.

Collis and I decided our collaborative journeys were complicated due mostly to logistics, lack of shared space and possibly on my reluctance to embrace the inevitable synthesis of technology required. Technology makes me think of Rousseau’s ‘Man was born free, and he is everywhere in chains.’[footnoteRef:11] While the collaboration stalled, we continue to discuss each other’s developments and continue to discuss collaborative working ideas. Collis helped Fuller considerably with photographic shoots.  [11:  Rousseau, Jean-Jacques. 1762. The Social Contract. 13th edition of 1968 translation. London. Penguin Books] 


The focus became more singular from the end of experimental Praxis and began to question monumental art and its continuance post 21st century developments. Viv made me aware of the Robert Bevan book and this text helped crystallise my subject matter.

The central tenet of Bevan’s thesis was the call to ‘transform’ rather than just ‘explain’ these monuments. This call to action allowed further investigation into what type of transformation could be achieved. While previously I had been focused on the Picton Monument now I began to consider all those archaic monuments. Those that represent the glorious past and yet have an altered meaning today. 

Working with ceramic material more than ever before creating a series of moulds in plaster for press mouldings or slip casts. Porcelain and earthenware slips have been used and about 40 individual mini obelisks have been produced. I could start a commemorative mini monument novelty gift ware franchise next to every American sweet shop in the land. Photography and prop making have been developed. Plinths of various sizes have been made using recycled materials. All out of necessity. 

In addition, a screen print was developed using imagery drawn from rubbings taken from the plinth on the Picton monument. This was applied to t-shirts with the possibility of it being used in performance. Viv and I discussed turning ideas into editions.

Photography and film as a component in psychogeographical and autoethnographic practice is a much more relevant to my practice today. Investments in equipment, however antithetical this may be to my assertion to use less, have augmented my practice and developed a confidence in a means of production I hadn’t immersed myself in previously.



Performance

As an educator you are a performer. I have always enjoyed the physicality of art whether drawing, carving, welding, casting or building with unusual things. Dance and movement. I have been a woodwright which involved lots of physical labour and a bond with nature. I dabbled on the periphery with performance as an undergraduate and have enjoyed watching learners explore performative acts. Performance: Live Art since the 60’s Rosalee Goldberg (1998) was a delightful book to help inform what performance art was all about back then. Gilbert and George were artists that interested me and their performative photographic works showed me a different way of working as a young art student. Performance terrifies me, I think my neurodiversity pushes me to confront things I feel uncomfortable about. Making oneself integral to the work is a kind of masochism.

Dada cabaret was a non-traditional way of making art and this is how I feel I can address the disturbance presented by historical monumentality. Jonah Westerman (Tate,2023)[footnoteRef:12] remarked ‘performance is not (and never was) a medium, not something that an artwork can be but rather a set of questions and concerns about how art relates to people and the wider social world.’ What to do with outdated ideologies and their monumental legacy? Was colonialism a good idea? Is my rejection of powerful all conquering hegemony a view shared by many? Using performance to broach these challenging questions, placing the concerns in the public space, is a new way of working for me and subject matter which is spurred on by Stuart Hall (1992)[footnoteRef:13], [12:  https://www.tate.org.uk/research/publications/performance-at-tate/dimensions-of-performance]  [13: Hall, Stuart. 1992. Race, culture, and communications: Looking backward and forward at cultural studies. Rethinking Marxism. Taylor and Francis. Accessed here 
] 

“Cultural studies’ message is a message for academics and intellectuals but, fortunately, for many other people as well. In that sense, I have tried to hold together in my own intellectual life, on the one hand, the conviction and passion and the devotion to objective interpretation, to analysis, to rigorous analysis and understanding, to the passion to find out, and to the production of knowledge that we did not know before. But, on the other hand, I am convinced that no intellectual worth his or her salt, and no university that wants to hold its head up in the face of the twenty-first century, can afford to turn dispassionate eyes away from the problems of race and ethnicity that beset our world.” 
In addition (1990) 
“It was not possible to present the work of cultural studies as if it had no political consequences and no form of political engagement, because what we were asking students to do was to do what we ourselves had done: to engage with some real problem out there in the dirty world, and . . . to spend that time usefully to try to understand how the world worked. . . . So, from the start we said: What are you interested in? What really bugs you about questions of culture and society now? What do you really think is a problem you don’t understand out there in the terrible interconnection between culture and politics? What is it about the way in which British culture is now living through its kind of postcolonial, posthegemonic crisis that really bites into your experience? And then we will find a way of studying that seriously.” [footnoteRef:14] [14: 11 Hall, Stuart. 1990. The emergence of cultural studies and the crisis in the humanities. October, 53: 1123. 

] 

Current populist and nationalistic narratives permeate media forms, the work is provocative in an antithetical anti aesthetic way to propose new thinking on the transformation of the monumental and ideological, renting the Mind Forg’d Manacles propose by William Blake[footnoteRef:15]. We must all continue to be aware the miasma permeates. [15:  Blake, William. 1996. Selected Poems. London. Penguin Books] 


Performance Design
Imagine a set of temporal nature, a table and back drop lit by constant lighting. A crude box plinth, stepping stool and ephemera. It is a gallery space occupied briefly with little intervention. There are objects on the table, ceramic, phallic obelisks, they are rough and unglazed. These are props which are played with, handled, used for sound purposes and smashed, then repurposed.
Three characters mutate in a cycle. The first encounter is with a hybrid of different things easy to list, something from the birth of myth/mysticism and man (like the Neanderthal in 2000), the bricoleur, Pere Ubu, Akhenaten, Green man but much augmented now, animal all becoming the hybrid. Feeling the way because of the difficulty of seeing, obscured by mask, the character patrols the space, stammering and stuttering around, changing lighting and playing with the objects. Deleuzian philosophy of becoming is layered and contradictory, anecdotally I have read that the key to unlocking the knot of becoming is time. 
The second character emerges from the chrysalis of the first incarnation, a colourful costumed official behind a mask. The cleaner or ambassador, the dignitary that helps with the cover up, part animal part machine. Cleaning up, fumbling with the equipment, dithering. The grey area.
Thirdly is the worker/developer left with the detritus and a determination to transform. The debris of performance is mixed with expanding foam in paper shopping bags, some branded others plain. This becomes a durational episode where time is taken to create an unknown or new hybrid of form. As much detritus as possible is mixed. An ugly sticky mess. These become the transformed monument.
This is how I see the performance going, a series of events interrelated around the transformation and erasure of monumental forms. Some mundane moments interspersed with distracting demolition.
What of the audience? Will they passively view a live art experience, a piece of street theatre, a MAMIL[footnoteRef:16] pointing out the sad brevity of life or will this be a start of an insurrection! [16:  MAMIL, usually an acronym for a middle-aged man in lycra but conveniently here it could be latex] 



Connections with other artists
Gilbert and George’s ‘living sculptures’ make me think of how we have all become these now with our augmented selves. Constantly checking our status’. The artists ‘both of them fused into a single unit of artistic production that took itself as its subject.’  (O’Reilly, 2009)[footnoteRef:17] We are fused with the interface as a single unit now. That becoming one self with others has been a pull and push of practice and I have enjoyed the MA immensely because of the dynamic of dialogue with others. I realise now how isolated I made myself away from creative endeavour beyond the mundane. O’Reilly (2009) states “Far from the August military leaders or potent demigods of statuary, they proposed a new type of fallible hero.” I’m no hero but totally fallible. Guy Debord[footnoteRef:18] states: [17:  O’Reilly, Sally. 2009. The Body in Contemporary Art. Pg 27. London. Thames and Hudson]  [18:  Debord, Guy. 1992. The Society of the Spectacle. Pg 99 London Rebel Press] 

‘The end of cultural history manifests itself on two opposite sides: the project of its supersession in total history, and the organization of its preservation as a dead object in spectacular contemplation. One of these movements has linked its fate to social critique, the other to the defence of class power.’
Hal Foster (1985) comments 
‘It is no secret that our culture is fascinated by images of fascism (in film Rainer Fassbinder, Hans Jurgen Syberberg...and in art Robert Longo, Jack Goldstein, Troy Brauntuch, Anselm Kiefer, Gilbert & George...), and this fascination cannot be explained away either as a dandyish taste for the scandalous or as a return, not of the repressed, but of the desire for repression. For any such hypothesis there is no end of evidence (one sees a new authoritarianism as well as a new irrationalism everywhere). But I want to think about “fascinating fascism” in other terms —in terms of the irreality of contemporary capitalist culture. [footnoteRef:19] [19:  Foster, Hal. 1985. Recodings: Art, Spectacle, Cultural Politics.. Pg 79. Port Townsend. Bay Press] 

The fascism that fascinates seems endemic in the collective conscience with Brexit and the continuing lack of empathy to the global migration happening in response to wars and climate change. I am totally woke and anti-fascist.
Mark Wallinger’s Ecce Homo 1999 which was the first of the Fourth Plinth commissions in Trafalgar Square came at the dawn of the new millennium and along with Anthony Gormley’s One & Other ten years later were my favourite interventions into this public realm. Wallinger’s Ecce Homo is described by O’Reilly ‘Unmajestic in the extreme, and diminutive on the grand pedestal in Trafalgar Square, London, where it stood, Wallinger’s saviour of mankind looks more vacant than suffering. And yet most of us are more likely to identify with the physical lassitude of a patient model than one resignedly awaiting his death.’[footnoteRef:20] [20:  O’Reilly, Sally. 2009. The Body in Contemporary Art. Pg 28. London. Thames and Hudson] 

Gormley’s ‘One and Other’ 2009 was a unique piece of work requiring so much arrangement and infrastructure. The empty plinth occupied by different people every hour for 100 days, transformative and liberating. This is the transformation Bevan must be in favour of.
In terms of destruction, I’m drawn to artists who have destroyed their own work. As an art student I remember setting fire, unintentionally, a table with objects on I’d covered in newspaper and cling film. I recall wanting to char some details but the whole thing ignited, and flames are rising quickly. I kick the table over making a big mess and extinguished the residue with my feet and hands. The act was memorable but not necessarily the work.
Gustav Metzger and Auto destructive art explores the relationship between destruction and creation. The Monoskop web page states ‘ The fleeting nature of Metzger’s works is an attack on the capitalist art market, as it were, as they refuse a commodification of art.’ Conversely the site states the Metzger was also in favour of auto-creative art and pioneered early computer art. I liked his Late Nature Drawing.[footnoteRef:21] The pursuit of other things not motivated by commerce. [21:  https://monoskop.org/Gustav_Metzger] 

In terms of erasure and Sous rature Rauschenberg’s Erased de Kooning Drawing, 1953 meaning can be derived from the difference created in the act of removing the mark of the more famous artist and in the creation of this new gesture. 
John Baldessari’s Cremation Project, 1970 is a pragmatic approach to destruction with a creative outcome.
Hearing William Blake in childhood and having read his poetry, particularly Songs of Innocence and Songs of Experience.  The allusion to Mind Forg’d Manacles[footnoteRef:22] in London has always intrigued, this representation of a perception of self-limitation and lack of imagination ties in with the passivity capitalist monoculture cultivates. I have them too. Blake’s illustrations of slaves in Surinam from the Hayward Gallery/British Museum Mind Forg’d Manacles: William Blake and Slavery 2007 [footnoteRef:23]demonstrates awareness of the Rousseau idea of ‘Man is born free, but everywhere in chains.’ Blake promotes a sense of freedom to believe in what you want to be believe in and a rejection of false religion. Nebuchadnezzar Blake’s print of 1795 has a haunting quality, and this resonates with the pariah character. The king who through hubris lost his mind and reduced to animalistic madness. (Myrone, 2007)[footnoteRef:24] [22:  Blake, William. 1996. Selected Poems. London. Penguin Books]  [23:  Bindman, David. 2007. Mind Forg’d Manacles: William Blake and Slavery. London. The Hayward Gallery]  [24:  Myrone, Martin. 2007. The Blake Book. London. Tate Gallery] 

[image: Nebuchadnezzar]
Blake, 1795[footnoteRef:25] [25:  https://artsandculture.google.com/asset/nebuchadnezzar/rwGbCaigtaYYMA?hl=en-GB] 

Cornelia Parker’s work Thirty Pieces of Silver 1998-99 and Cold Dark Matter: An Exploded View 1991 deconstruct meaning and create new resonances for objects and environments. ‘Election Abstract’ 2017[footnoteRef:26] a film collage reporting on the febrile atmosphere of the times prompted my use of apps to support film making. Jeremy Deller’s film Putin’s Happy 2019[footnoteRef:27] also accurately captures the raging mood across the lands. Artists speak truth to power. [26:  https://www.youtube.com/watch?v=KFFUXXdlRqA]  [27:  https://www.youtube.com/watch?v=KTh8mETQ6RA] 

Reframing Picton, the current National Museum and Galleries of Wales exhibition[footnoteRef:28], is a refreshing re-assessment of the legacy of Thomas Picton. The image on the website below represents erasure. [28:  https://museum.wales/about-us/Black-lives-matter/reframing-picton/] 

[image: ]
The Sir Martin Archer Shee portrait of Picton defaced, 2023[footnoteRef:29] [29:  https://museum.wales/about-us/Black-lives-matter/reframing-picton/] 

This 2m high portrait is testament to the proud history of brutalism Britain believes in. ‘The portrait is displayed in a travel frame in the Reframing Picton exhibition to nod towards the portrait’s removal from the Faces of Wales gallery to the Historic Art galleries at National Museum Cardiff to give more context around the portrait.’[footnoteRef:30] The use of ‘nod’ seems a little casual. The marble sculpture of Picton in the Heroes of Wales display in Cardiff City Hall has been hidden behind wooden casings but is still present in the heart of the capital. [30:  https://museum.wales/about-us/Black-lives-matter/reframing-picton/] 

More visceral in response is the work in the exhibition. 
‘Gesiye, a multidisciplinary artist from Trinidad and Tobago. Her work with individuals and communities explores storytelling, connection and healing across various mediums, and is inspired by a deep love and respect for the earth. Her commission, ‘The Wound is a Portal’ uses the cathartic process of tattooing to explore generational trauma in relation to the land.’[footnoteRef:31]  [31:  https://museum.wales/about-us/Black-lives-matter/reframing-picton/] 

Gesiye states ‘This work isn’t really about Picton. It’s about Portals. It’s an offering.’[footnoteRef:32] I feel equally that while my research started by looking at the man and his cruelty but that the monument is the larger problem in that it still stands and continues to survey the landscape. [32:  https://museum.wales/blog/2470/On-Portals/] 

The other artists are a group Laku Neg. 
‘Laku Neg’s commission ‘Spirited’ is an immersive installation-a tapestry of memory and understanding, comprising a metal sculpture, bamboo frames, twisted paper, fund objects and audio-visual elements. It is inspired by Ol’Mas’ traditions, practice and aesthetic pf the Trinidad and Tobago Carnival. Their commission explores a re-presentation of Luisa, Thisbe and Present, named victims of Picton’s brutal regime in Trinidad.’[footnoteRef:33]  [33:  https://museum.wales/about-us/Black-lives-matter/reframing-picton/] 

Their work combines installation, sculpture and film and focuses narratives on the three women. Brilliant that the NMGW sort to address the issues raised by post-colonial realisation that our history is not the most Christian or humanitarian.
An exhibition I enjoyed in the Summer of 22 was the In the Black Fantastic at the Hayward Gallery and curated by Ekow Eshun. ‘Bringing together work from artists who draw on science fiction, myth and Afrofuturism to question our knowledge of the world.’ [footnoteRef:34]I was aware of Nick Cave and his sound suits and had wanted to see these ornate and handcrafted pieces. Having made a costume piece for the Thought Experiment I was thinking of this when encountering these exquisite assemblages. Admiring the craft and reuse of material encouraged me to explore my costume further. Cauleen Smith’s work Epistrophy (2018) grabbed my attention because of the striated space it occupied. Projections using cctv cameras of nature and sentimental objects mixed with found footage, blue in colour, pink flashes and green. Felt improvised but, like improvisation, rehearsed. Found myself entranced, immersed in a voyage of difference. The title resonates with it being a Thelonious Monk and Kenny Clarke tune from 1941. Jazz music matters a lot. Afrofuturism was something I associated with Sun Ra and his assertion that Space is the Place. Tate (2023) states: [34:  https://www.southbankcentre.co.uk/blog/podcasts/in-the-black-fantastic-cauleen-smith-x-ayanna-witter-johnson] 

‘Afrofuturism is a cultural aesthetic that combines science-fiction, history and fantasy to explore the African-American experience and aims to connect those from the black diaspora with their forgotten African ancestry.’[footnoteRef:35] [35:  https://www.tate.org.uk/art/art-terms/a/afrofuturism] 

I can understand this need for exclusivity in a world previously dominated by an essentially white European agenda that strove to remove cultures and ethnic groups, racism, colonialism, genocidal horror, what is left is in erasure. While I don’t want to view the world in terms of borders, should some indigeneity be encouraged to exist. I think of the Welsh and their longing for the ‘Y Wladfa’[footnoteRef:36] away for the pervasive influence of the ‘ungodly’ English. I’m more in favour of hybridity with all the poor and dispossessed, marginalised, oppressed to have total emancipation, access to the truth and be liberated. We may see the prosperity commerce has brought the world as being a boon to existence but conversely where has it got us today? We are still enslaving people with many manifestations of progress leading towards greater desperation. The over consumption of the earth’s bounty is leading to its degradation.  [36:  https://www.britishcouncil.org/voices-magazine/welsh-language-in-patagonia-and-wales] 


 Smith created large banners for the Whitney Biennial in 2017 reflecting her “disgust and fatigue’ after watching videos of police violence against black people.[footnoteRef:37]These are the issues which we need to be constantly watchful for. Racism and slavery still exist. [37:  https://en.wikipedia.org/wiki/Cauleen_Smith] 

Being aware of colonialism and post-colonial theories Hew Locke’s early work El Dorado (2003)[footnoteRef:38] explores the relationship between the colonised and the coloniser and is a portrait of the queen in found materials, Locke coming from Guyana, a colony of Britain comments on this [footnoteRef:39] [38:  https://thenewartgallerywalsall.org.uk/exhibition/hew-locke/]  [39:  https://www.seditionart.com/hew-locke/el-dorado] 

“I am attracted to this plastic stuff, which is after all designed to be attractive. I like how it looks. It is aspirational. I have tried to take the cheapest thing I can find and work it to make it look precious. The irony here is that the material I am using – such as the golden plastic toy weapons and jewellery – are trying to look expensive.” He adds: “I am not making a critique of mass consumerism – I am just acknowledging it as a reality of our life today. I am very conscious of the fact that this work could not have existed 20 years ago, as these huge amounts of plastic foreign imports were not available in such profusion.” 
The multiple object in art is significant, from mass production to artists books and editions. The character costume for the performance, uses multiple forms of detritus, things from the culture, the plastic bauble, the building fragment, dirt and shows the glue in-between. I’m unconvinced by the polish of the new but still fascinated by its allure. I like using the old, apart from expanding foam. El Anatsui’s works have the reuse factor which excites me, the scale of the pieces is transformative.
Franz West’s Paßstück (Adaptive) sculptures were handled in a Whitechapel Gallery show in 2003 and these objects delighted with the possibility of imaginative interaction. While my performance may not encourage the audience to interact with the art I would look to see if there was a community issue/national concern (Environment/Racism/Ideology/Freedom) in the future to explore relational aesthetics. Nicolas Bourriaud in Relational Aesthetics (1998)[footnoteRef:40] states that ‘Art is a state of encounter’ and the work is a birth of expression for me. Bourriaud continues,  [40:  Bourriaud, Nicolas. 2002. Relational aesthetics. Pg 7. Dijon. Les Presses du reel. Accessed here: https://post.thing.net/files/relationalaesthetics.pdf] 

‘Relational aesthetics is part of a materialistic tradition. Being "materialistic" does not mean sticking to the triteness of facts, nor does it imply that sort of narrow-mindedness that consists in reading works in purely economic terms…Hubert Damisch saw in the "end of art" theories the outcome of an irksome muddle between the "end of the game" and the "end of play". A new game is announced as soon as the social setting radically changes, without the meaning of the game itself being challenged'. This inter-human game which forms our object (Duchamp: "Art is a game between all people of all periods") nevertheless goes beyond the context of what is called "art" by commodity. So the "constructed situations" advocated by the Situationist International belong in their own right to this "game", in spite of Guy Debord who, in the final analysis, denied them any artistic character. For in them, quite to the contrary, he saw "art being exceeded" by a revolution in day-to-day life. Relational aesthetics does not represent a theory of art, this would imply the statement of an origin and a destination, but a theory of form.’
The play is enjoyable, art that is physical, free and immersive does resist commodification and progresses us away from objective obsession. The reality is that the artist still needs to survive and monetising one’s practice is a necessity unless you are not an artist in a traditional sense.
Jochen Gerz and Esther Shalev-Gerz’s collaborative Monument Against Fascism (1986-1993) is the epitome of a transformed public monument. 12m tall, aluminium and lead clad obelisk which invited desecration by allowing people to write their names on it. Shalev-Gerz states on her website, 
“We invite the citizens of Harburg, and visitors to the town, to add their names here to ours. In doing so we commit ourselves to remain vigilant. As more and more names cover this 12 metre-high lead column, it will gradually be lowered into the ground. One day it will have disappeared completely and the site of the Harburg monument against fascism will be empty. In the long run, it is only we ourselves who can stand up against injustice.”[footnoteRef:41] [41:  https://www.shalev-gerz.net/portfolio/monument-against-fascism/] 

A significant work that addresses how ineffectual the permanent monument can become. Every town needs a Monument Against Fascism. Monuments invariably commemorate a military triumph and yet it is the resistance to conflict and totalitarian ideals we need to be depicting in the urban space. Bevan (2022)[footnoteRef:42] uses the example of the fascist frieze in Bolzano-Bozen, Italy and how it wasn’t until 2014 that the projection of Hannah Arendt’s “No One has the right to obey” over the frieze, but leaving it intact, happened. I ask myself whether the obelisks have the same weight in this country, they are still representative of oppression over others in some respects. Or are our shared values really present in these monoliths. [42:  Bevan, Robert. 2022. Monumental Lies: Culture Wars and the Truth about the Past. Pg 318. London. Verso
] 

Thomas Hirschhorn brought the philosophies of Antonio Gramsci to my attention. First coming into contact with his work at The Hayward Gallery show Walking in the Mind 2009 and the immersive experience of entering the tape and cardboard cave. It’s difficult to remember what it was all about but led me to look at the Monument, his intensely researched and creatively conceived works in tribute to the thinkers ‘Spinoza, Deleuze, Gramsci and Bataille’. Hirschhorn (2013)[footnoteRef:43] states  [43:  Hirschhorn, Thomas. 2013. Critical Laboratory: The Writings of Thomas Hirschhorn; Edited by Lisa Lee and Hal Foster. Cambridge. The MIT Press.] 

‘I try to make a new kind of monument. A precarious monument. A monument for a limited time. I make monuments for philosophers because they have something to say today. Philosophy can give us the courage to think, the pleasure of reflection….There is something really beautiful in the fact that human beings have the capacity to think, to reflect, and the ability to make their brains work.’
His monument to Spinoza contained two parts, The “classical part” which is the form of the monument and the “information part” which is the biography of the man, making the philosopher’s work accessible to the man. This could be a gap in my work, while tying the performance to Bevan’s axiom to transform I may have neglected to explain theories of becoming or deconstruction. While relational aesthetics allows for a certain vaguery of facts is it a presumption that the work can be read from just the statement and the performative act?
Where I can see the work engaging with meaning is offering the viewer a different possibility and way of viewing the monument in flux. It exists in fragmentary forms and smoothed over by contemporaneous affects. Hirschhorn (2003)[footnoteRef:44] states in response to the Spinoza Monument,  [44:  Hirschorn, Thomas. 2013. Critical Laboratory: The Writings of Thomas Hirschorn; Edited by Lisa Lee and Hal Foster. Cambridge. The MIT Press.] 

‘This monument will not intimidate. It does not come from above. It is made through admiration; it comes from below. The monument will not remain for eternity…. The form conveys the idea that the monument will disappear. What shall remain are the thoughts and reflections. What will stay is the activity of reflection.’
Further to this Hirschhorn’s ‘In Between’ 2014 in the South London Gallery was a powerful piece of installation. The work was based upon Antonio Gramsci’s “Destruction is difficult. It is as difficult as creation.” Hirschhorn states on his website 
“This affirmation – in its logic, its clearness and its incommensurability – is pointing to a dynamic, a movement. “In-Between” is the vibration, the uncertainty which appear when separation between two terms that are apart, two objects of thinking, two geographical places or two moments in time don’t make sense.”[footnoteRef:45] [45:  http://www.thomashirschhorn.com/in-between/] 

Hirschhorn takes Gramsci’s aphorism as the in between status of a journey or trajectory:
“To me, the quote is not about separating or opposing ‘creation’ and ‘destruction’, but about the difficulty of positioning oneself in the midst of the moving world.”
He writes of the work, 
“…is the affirmation of a precarious dimension, the dimension of the non-guaranteed…. Antonio Gramsci expresses the contradictions of our today’s world and the difficulty to reach its reality.”[footnoteRef:46] [46:  http://www.thomashirschhorn.com/in-between/] 

What is today’s reality? A question to ponder, certainly the environment is changing, and the climate is ill. The temporary nature of the performative encounter leaves only the activity of reflection. However, it is the intention to film the encounter and re-present this to the subsequent audience.
Many other contextual influences are gleaned from the vital lecture series of this year. Dr Catriona Ryan’s report writing seminar was so positive in demystifying a writing strategy. All the visiting artist lectures have been riveting and Victoria Jenkins author of Visions of the Occult: An Untold Story of Art and Magic made me think about Welsh magic and the Occult and looked to see if the Mabinogion had references to becoming animal in the transformative sense. There were no obvious examples.
Having only watched the BBC 4 Documentary Brian Catling Where does it All Come From? (2021) relatively recently but have found his neurodiverse approach to creative practice an area of interest. He too influenced by Blake and fascinated by the Flea and Nebuchadnezzar.[footnoteRef:47]  [47:  https://www.youtube.com/watch?v=4KmsX7-O7Yg] 

Gaps
Gaps are free and plentiful. There are many areas which require masterly scrutiny. My biggest regret so far is not being able to reference Deleuze and Guattari in the report with any depth. I’ve yet to read A Thousand Plateaus, I’m very much in the foothills but enjoying it.
Technologically there are areas I would like to explore further, Adobe and Isodora to help synthesise analogue and digital. I don’t feel that tech is missing as it is everywhere and I find screen use exhausting and have no wish to enslave my creative life to it.
There are gaps in continuity between things, connection to practice, to work space, to contemporaries and life and culture. I feel in a perpetual state of becoming but not wanting a tangible end.
The intention is to use sound and projected image, the aim is to go low tech and see what happens, in experimentation there are new ideas to discover.
Action Plan
Studio space, away from the confines of a hoarder’s existence. 
For the exhibition performance a calm and collected approach is required. I must not become anxious about reception of the work. I must enjoy myself. There are logistical issues to approach regarding installation of the space. Battening of a wall for a back drop of paper. A remote screen for performance playback. There are issues to resolve around projections and sound.
The part time group have been resilient and great fun to have been on this journey with. It would be nice to hang out with them all in a social sense and then even exhibit somewhere. Nigel, Viv and Lyneth have worked tirelessly on the poster and gram.  A good bunch.
Future Development
I have ideas. I thought to be more active in looking for opportunities. I have aspiration to find a studio space. I’d like to paint and make art. Be convivial with other creatives. Make more things and perform on some walks in the mountains and alleyways.
Empty shops are ripe for colonising. I remember going to shop front parties in Pill, Newport and thinking what fun spaces they were for people to come together to be creative rather than pecuniary. 
How far can I go with this, I’m not overly ambitious and haven’t the fully developed ego required to maintain the consistency needed. Life is busy with a 10-year-old. I feel the experience has made me more focused on the issues I feel relevant today and would continue to share my outlook with others in differing contexts.
While I’m keen on mixing everything together to see what happens, I need to discipline myself with goals and intentions and I think that’s where I’ll go next. Tactile Bosch maybe.
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