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Through reflective writing and theoretical engagement, this report examines how my practice embraces chaos, intuition, and process as acts of resistance. While the structure of this report and its chapters appear linear, the practice it describes resists linearity. This report then will look at various theoretical perspectives that will include the notion of art as residue of an act and the third hand of theory and practice; it will link these to explore and reinforce the intuitive nature of art as emotion without objective meaning. Along the way, it will further investigate how rhizomatic thinking and chaos are part of a creative praxis, and how this is found within creative acts. These acts pursue political activism, subversion and anti-exhibition through the war machine.
According to Langer art is the “creation of forms symbolic of human feeling” (1953, cited in Correia, 2019, p. 92). Art does not require translatable meaning to be art. Suzanne K. Langer’s view on art highlights the dance between feeling and nature, showing how art objectifies feeling—making internal emotional states visible or concrete. Langer’s theory highlights the intuitive aspect of art, where emotional experience is made external and placed into a tangible, piece of art that is perceivable to the viewer. At the same time this theory subjectifies nature, thereby interpreting natural elements through the perspective of human emotion and meaning.
Intuition is essential to the creative process. Art is both cerebral and visceral. The cerebral is the part that can be put into words, but it has a visceral affective element. I am affected by art on many levels which often cannot be verbalised or explained yet is known and felt. Therefore, I find through Langer’s lens, the intuitive aspect of my art is understood as the transformation of feeling into symbolic form, a process that is inherently linked to my engagement with nature and the medium. This is supported by a framework that values openness to emergent experience. 
This emergent experience can be chaotic. I see chaos as a creative force. When the artistic process is examined through the lens of Deleuze and the concept of the rhizome, it reveals a dynamic interplay between disorder and order (Salehi, 2008). Deleuze’s philosophy, particularly in relation to creativity, suggests that creation occurs within a space where chaos and order meet. For me this emphasises that creativity is not a fixed process but an emergent event that is both destructive and productive. “Any point of a rhizome can be connected to anything other, and must be” (Deleuze and Guattari, 1987, p.7). The rhizome serves as a vehicle for understanding creativity as a multiplicity of acts that are non-linear and interconnected, rather than being hierarchical or unitary. 
An example of an artist who embraces chaos and the rhizome is Jonatham Palmer, a painter whose practice is led by intuition rather than end result. His work highlights the importance of creating a setting which fosters an intuitive engagement with creative acts (Goldberg, 2024). Crucial in sustaining this intuitive process is the experimental posture of the artist and the setting up and framing of the artistic medium itself. Palmer’s approach involves maintaining openness to both emergence and divergence, where not-yet-represented elements of experience come into being. This also reflects and echoes Langer’s idea of art as a dynamic dance between internal feeling and external form.  
I am drawn to the appeal of chaos in my practice, previously I have found it a good starting point.  This starting point is a place of nowhere, a void, where my creative process emerges, ideas and art are formed in this place. I equate this to Deleuze and Guattari’s Plane of Immanence and Duchamp’s Infrathin – spaces where art happens:
 “Precisely because the plane of immanence is prephilosophical and does not immediately take effect with concepts, it implies a sort of groping experimentation and its layout resorts to measures that are not very respectable, rational, or reasonable” (Deleuze and Guattari, 1994, p.41).  
Duchamp’s concept of infra-thin, as described in Roethlisberger (2010) states that phenomena and paradoxes are sometimes not easily defined through words, but rather sensed. 
In my creative practice I am often finding that after the set-up, if I premeditate a direction in which my artefacts are to be formed, I am inhibited. I get caught up in predetermined journeys which never, in my experience, achieve or realise the full landscape of what a more intuitive and chaotic creative journey can achieve. For me, I feel the whole of this event is my creative process and this exists within the plane of immanence because: 
“…chaos is characterized less by the absence of determinations than by the infinite speed with which they take shape and vanish. This is not a movement from one determination to the other but, on the contrary, the impossibility of a connection between them, since one does not appear without the other having already disappeared…” (Deleuze and Guattari, 1994, p.42).
In the explorative part of the course, I was able to embrace the chaotic nature of my practice and as I move into confirmative praxis I find a tension as I am aware an outcome is required. I find being in the state of my intuitive often chaotic led process to be a place of safety. I believe that through a rhizomatic creative process a residue is left - an artefact of that act. The artefact is something left over; a recording of the ‘lines of flight’ (Deleuze and Guattari, 1994) of an event. It looks backwards at the creative act. The outcome is future oriented. It can be the fulfilment of a brief or a desired outcome. For me there is more creative space in the process and, as a result of this, I find artefacts are realised. I steer away from aiming toward an outcome because it gives me broader scope for the creative act and a wider engagement with creativity itself, therefore: 
“In the creative act, the artist goes from intention to realization through a chain of totally subjective reactions. His struggle toward the realization is a series of efforts, pains, satisfaction, refusals, decisions, which also cannot and must not be fully self-conscious, at least on the aesthetic plane” (Duchamp, 1957, p.28). 
Duchamp’s statement describes the intuitive nature of my creative process. In his lecture The Creative Act he argues that the artist is a “mediumistic being” who is led by intuition as opposed to conscious control (Duchamp, 1957).
The artist, however, does not create in a void. Their intuition is affected by their environment and the ideas they encounter. The space between theory and practice creates a smooth space, akin to the “The Third Hand” theory which focusses on collaboration. The Third Hand suggests that a creative space is created beyond individual authorship and control, which involves a combined creative process. This collaborative process explores and allows a shared creative agency that assists and compliments the artists creative act (Stephen, 2002; Curwen, 2001). This shared agency is the Third Hand. In this way: 
“If collaborative artists created a third hand, then this hand had affinities with phantom limbs, which have definite characteristics: They feel strangely different and more formal than real limbs; they resemble the limbs of automata and puppets” (Green, 2001, p.187). 
I see this space being created within my individual practice as theory and process overlap to create a third hand space. In this space all the theories I have been influenced by intersect with the processes I engage with. Nothing is done in isolation. These forces influence each other in a chaotic dance that exists within this space.  I am aware of how theory has affected and influenced the choices I have made, both creatively and in life. I engage in art making from that smooth space, a third space, in the production of art. This makes me a ‘nomad’ moving through the art process effortlessly (Deleuze and Guattari, 1987). My practice as I embrace the third hand space is entropic. It starts in order, although the starting points are never the same and my practice is never the same, so the journey to the third hand space is always different. Entropy moves from low entropy to high entropy, a movement from order to disorder. By starting at a point of low entropy, often created within the ordered set-up of equipment, I am able to smoothly move into high entropy and encounter the third hand space where I find my creative process sits, here I can embrace my intuitive self. Everything always comes back to a larger intuitive process, where everything emerges from the ‘void/abyss’. 
When I do get a brief or a set outcome that I must achieve, I have found my best way of moving towards this is to do something completely contrary to the expected outcome and begin with an unrelated digression. I find I discover my route to the solution by allowing myself to be intuitively led, abandoning the desire for an outcome at the very outset and allowing an artefact to emerge. This makes me think of Debord’s theory of ‘The Spectacle’ wherein: 
“The whole life of those societies in which modern conditions of production prevail presents itself as an immense accumulation of spectacles. Everything that was directly lived has receded into a representation” (Debord, 1994, p.12). 
An assignment brief is an example of the spectacle because the outcome, and process towards that outcome, are not real representations of the lived experience of my creative process. For me, the problem of the ‘outcome’ comes between me and the creative act. To work towards an outcome is to play towards institutional expectations. The work is evaluated and graded based on the outcome and the documentation of the process. The documentation cannot truly reflect the personal experience which has led to the outcome.  
The Situationist practice of detournement is the reworking of images or concepts from society by recontextualising them to oppose their original meanings (McGaw, 2008). In its early days, Detournement involved the over painting and superimposing of slogans and rebellious concepts over established images from the dominant culture (McGaw, 2008). I have found myself drawn to this palimpsestic approach, rewriting and layering to create something new and meaningful.  I have always enjoyed the act of appropriation (stealing) and have used it frequently within my practice. It is a subversive and iconoclastic act of theft. I like to challenge copyright and ownership. 
Associated with this is the Situationist concept of Recuperation which attempts to cancel the acts of Detournement and rebellion – a capitalist weapon which absorbs and commodifies the produced artefact and sometimes the artist as well (McGaw, 2008). I resist this recuperation by making art for the sake of making art, focussing on lived experience and rejecting expectations for final outcomes. The intuitive aspect of my artistic process is an internal creative part of my lived experience and cannot be commodified or turned into a product. The result or outcome, however, can be absorbed into a capitalist system, even though the act did not have the outcome as a focus or intent. We cannot escape Fischer’s Capitalist Realism (2009) but by staying true to my process I can find a way of operating within this system that is rebellious and true to my own nature.
Whilst watching the performances at the Glynn Vivyan art gallery, I began to question what a creative space is, who controls it and who has access to it. This illustrates Debord’s writings on the theory of the spectacle as, next to the gallery, there is a homeless hostel, which overlooks the courtyard and garden at the rear. Here there are often performances, which can be seen from the windows of the hostel, separated by a fence. As I watched the performances, I could see people looking out of the windows of the hostel, I felt the gap or divide between the gallery and the homeless shelter and the people who populate both. This I see as a reinforcement of the hierarchy of a societal class and capitalist system that I find abhorrent. This then raised questions for me such as how art and creative spaces can be made attractive and obtainable to the homeless and all classes of a wider social demographic.    
I found the visit to the Glyn Vivian opened this unplanned encounter within myself and the location. I was drawn to the potential I felt was unseen for the levelling out of this societal hierarchy through this creative space. Here these two worlds could meet in a creative space that would be open to any form of creativity. The art gallery is a building that is a symbol of the establishment and its institutions. The hostel a sign of the great divide that exists within our society, the inequality of class. I feel that there is great potential for creative spaces to facilitate a meeting of classes and I view art as a vehicle for this inclusivity.  
Mark Fisher (Fisher and Davies, 2009) discusses how capitalist systems will always exist and recuperate and monetise creativity in the name of art. The Artist Placement Group (Tate, 2026), while operating within this system, seek to expand the role of the artist within capitalist organisations.  They look at how artists can operate outside of the confines of the art world and could be placed into organisations, to create positive social change from the inside. These acts change the spaces where a creative act occurs, redefining art and the studio space, alongside where and how art is exhibited. Another group, the Art Workers Coalition (Elligott, 2016), were formed as a reaction against the art world, which they saw as unjust and unequal for artists and society at large. They looked to subvert the hierarchies within the art world by creating a manifesto to reinforce the artist and marginalised communities back into their rightful place within the art world. Like the Situationists, the Artist Placement Group and Artist Workers Coalition subvert and reject the art world, mainstream politics and established society and the superficiality of the spectacle. Even though these artists, movements and groups exist within a capitalist system that is driven to make money through stocks, shares and the process of recuperation, they exist to make art available to all. 
With this anti-establishment idea in mind, I have been exploring in my practice the use of waste materials and found objects. I am excited by use of these materials at hand, outside of the spectacle of traditional mediums. Often appropriating, even ‘stealing’, the debris of other artist’s creative processes. There is for me a freedom in this creative act. Not being led by standardised forms and materials, and becoming able to achieve an intuitive process. Moving through this space, I feel more attuned to the materials and the act of creativity. Here I find a nomadic state like that of Deleuze’s ‘war machine’ (O’Sullivan, 2006). 
The war machine is not about violence. It is about becoming a force that operates outside the rigid structures that try to organize you: 
“[The War Machine] is the production of an assemblage, a practice, or simply a life, that operates with different spatial and temporal coordination points to the state, we might even say operates in a different reality” (O’Sullivan, 2006, p. 80).
The war machine operates outside of the state. For this project, the state is represented by the gallery space, the temporal structure of exhibition, the spectacle of education, the hierarchy of the art world and controlled trends. This is striated space. It is a structure that governs and restricts movement, it controls and directs the viewer and what they see and experience. It is a temple, a place of worship, where the artist and artwork, when chosen, are elevated to a status that is different to the viewer. In this temple, the experience of viewing the art is mediated through the spectacle of the institution. In the mode of the ‘War Machine’ I place myself in opposition to this. Initially I fought against the prescribed assignment briefs I was given within the confines of academia. Now I fight against the expectations of how my work is exhibited and what dictates an exhibition space.  
“For Deleuze then the war machine is a ‘particular way of occupying, taking up, space-time, or inventing new space-times’, and as such ‘revolutionary movements’ and ‘artistic movements too, are war machines in this sense’.” (O’Sullivan, 2006, p. 82) 
I relate this to Robert Smithson who used sculpture, land art, photography, film, and his writing to challenge the traditional idea of art as a static, isolated object. Smithson used objects and materials that connected directly to the real world. These ‘non-site’ materials that he took from landscapes and displayed in galleries collapsed the divide between indoors and outdoors. “Smithson mounted an attack against the strictures of art history, which venerates the static object and divides art from the exigencies of the real world’’ (Spector, 2026). For example, in Yucatan Mirror Displacements, Smithson travelled around Mexico in 1969 (Spector, 2026). He created a temporary outdoor sculpture (arguably an exhibition or event) by placing twelve small mirrors in various sites. Smithson then photographed these arrangements and removed them; he then repeated this in other locations. The resulting photographs were a record of Smithson’s ‘anti-exhibition’, here Smithson emphasises the absence that exists after the event, and what remains are the ‘memory-traces’ of the event. Through exploration these encounters only exist in the memories and imagination of the viewers, leaving a sense of disappearance. 
Inspired by Yucatan Mirror Displacements, I developed a plan to place my art in various sites outside of the normal gallery space. Like Smithson I travelled around photographing the work, similarly I removed some of my works having photographed them to create a memory-trace of these instalments. Unlike Smithson, I left some of these pieces in situ, to disrupt the space and reinforce my assertion that any location or space can be considered a gallery space outside of the spectacle of the art world. Furthermore, I took materials and objects from the urban landscape and used them within my praxis and exhibition, collapsing the divide between the spectacle and the real world. Therefore, I see these placements and displacements as a subversion of the gallery space.  By initially not being confined by the walls and the layout of a gallery space, I am able to explore and move through a landscape in the mode of a nomadic war machine, realising new potential for my creative processes. By the placement of my art, the detritus of my creative acts, into the landscape of my experience, I see similarities between myself and Smithson.  As with Smithson the photographic record of these events will be displayed within a traditional exhibition space. My intention is to draw attention to the public placement of art. This is an exhibition in its own right, and a way of subverting the spectacle of the University’s summer exhibition. 
My intention through this work is to open a dialogue - what is an exhibition space? What defines it? Is the placement, my decision as an artist, enough? Is the viewers acceptance of the art in situ enough or does the exhibition place need to be defined by the state, the hierarchy of the spectacle and the order of the gate keepers? As an artist I do not feel I need to wait for permission, my placements become art, acts of subversion, aiming to raise these questions and to challenge the nature of the gallery space. My goal is not to answer these questions outright but to raise the questions with a broader demographic than just those who already engage with the spectacle of art institutions.
My concept was to subvert the spectacle of the University exhibition by placing my works outside of that establishment, by framing them in an arena or gallery outside of the institution and recontextualising their meaning and value as a product and thwarting the capitalist recouperation of art. This would allow a wider audience to experience art outside of the gallery space and changed the spectacle of this event. By recording a visual archive of these events, moments, interactions, subversions, explorations of space, both smooth and striated, I operate in the mode of a nomadic war machine.  
To select work for this purpose, I chose from artwork and images that engaged with themes, theories and processes I have explored in my MA. Due to the prolific, rhizomatic, chaotic, and intuitive creative process I have engaged with, there has been a wide range of artefacts to choose from. I found this challenging as I revisit these pieces, I am drawn back into the creative act and memory, not knowing when to stop as I see new potential within work, trying to focus on curating the work as it stands. Chaos and the rhizome are awakened.  
After selecting work for public placement, I experimented by printing some images out onto vinyl with an adhesive back and quickly realised, due to the vibrant colours of the materials I had used, getting a colour match was near impossible. Even though the work was scanned at high resolution a lot was lost, even after recalibrating the printer and reworking through photoshop, an exact match was not found. I sought advice and was told to photograph my artefacts as there is more control and it is easier to retain the original colours. Time was against me and I decided it would be easier and more sincere to use original work. Having filled the boot of my car with these and armed with a camera I was excited to see how this work could be positioned in different settings, then displayed.  
Linking back to Smithson, I started to look and move through striated space, searching with no intention, nomadic for places and sites for my images, smoothing out that space. I discovered later that it is considered a criminal act to paste up images, it is considered criminal damage. Here I asked myself “did I care?” Even though I did not, this changed my relationship with the act of placement, smooth space bordered on striated. To smooth out the ‘tension’ in this act, I decided to use double sided tape which was easier and quicker. I encountered many considerations and rhizomatic thinking that emerged from embracing intuition and the war machine as I explored the context and location. 
Here, I tried to avoid consciously over-staging and composing the photos, but realised this was intuitively part of the creative act. This was achieved by positioning landmarks, elements, aspects of locations, often reinforcing the playful subversion of these acts by juxtaposing the work with the environment to bring new meaning to both the artefact and the space. For example, with my I Support piece which explores the contemporary issue of the proscription of Palestine Action as a terrorist organisation, I placed the piece on a bridge in Swansea that is used by far-right organisations for propaganda and campaigning.
I see my subject matter and process also relates to my values regarding society at large and the injustices I see. While not relating directly to my everyday experience, I get a similar visceral and emotional pleasure from highlighting and challenging these injustices in any way that I can. I am inspired by the work of Bob and Roberta Smith and JR. Bob and Roberta Smith highlight the importance of creativity within our education system and society. They aim to empower children and young people to see art as a powerful vehicle for change and self-realisation (Tate, 2008). JR uses his art to address local injustices in order to comment on wider global issues. 
While placing the work, I met a young homeless man, and we had a great conversation about art, placement and inclusion; this reinforced my views on the spectacle and the hierarchy of the art establishment and the importance of making it more available. He wanted to pose with my artwork and this, for me, was a highlight of these subversions and became a prominent piece within the exhibition. 
 As I moved on, gaining momentum, taking multiple photos at various locations I discovered on my nomadic wandering and driving, I continued to experiment with placement and composition. The images that I did not select for the exhibition walls, the detritus of my act, have been repurposed to create a film which will be an installation- again I am realising that the creative journey of these acts has no fixed outcome. 
To conclude, in bringing together the strands of theory, lived experience, and the intuitive processes that shape my practice, I recognise that the work I produce is always a residue of a wider, ongoing events. The creative act remains the site where chaos, intuition, and theory intersect, forming a third‑hand space that cannot be predetermined or contained by institutional expectations. What emerges from this space is not an outcome in the traditional sense, but a trace of movement through the void, a momentary crystallisation of entropic flow. I have come to understand that my creative process is not something to be stabilised or disciplined into a predetermined outcome. Instead, it is a lived, intuitive resistance to the spectacle, a refusal to allow the creative act to be reduced to a commodity or a neatly packaged product. My process is a form of détournement in itself: a turning away from institutional expectations and towards a more authentic, chaotic, and emergent way of making. 
This third‑hand space that arises when theory, memory, intuition, and material practice overlap has become central to how I understand my work. It is here that I encounter the smooth space of creativity, where entropy becomes generative and where the artefact is allowed to emerge without force. This space is not fixed; it shifts with each encounter, each reworking, each moment of intuitive decision‑making. 
Nevertheless, I remain aware of the tension between the demand for an outcome and my resistance to fixed destinations. Yet this tension itself becomes productive; it reinforces my commitment to a process‑led practice that values lived experience, divergence, and the refusal of recuperation. My work continues to evolve through reworking, revisiting, and recontextualising, allowing artefacts to shift meaning as I shift in relation to them. 
Reflecting on my journey through this praxis, I recognise, then, that it is fundamentally entropic: it begins in order, dissolves into chaos, and finds its creative force in the movement between these states. This entropic shift is not a flaw but the very condition that allows the third‑hand space to emerge, a space where theory and intuition collaborate, where memory and material collide, and where the creative act becomes possible, and, in embracing chaos, intuition, and the continual reworking of images, ideas, and memories, I affirm that my practice is always in a state of becoming. It is a nomadic movement through creative space, guided not by destination but by the unfolding of experience itself. This, ultimately, is where my work lives in the fluid, shifting, intuitive process that precedes and exceeds any artefact I produce. The artefacts that arise from this process, therefore, are not final statements but residues of lived experience, shaped by the rhizomatic pathways I follow. They carry traces of the void, the infrathin, the plane of immanence, and the anti‑spectacle stance that underpins my values. They are reminders that my creativity is not linear, not hierarchical, and not bound by institutional expectations or outcomes. 
As I move forward, I remain committed to embracing the void, the unknown, and the chaotic forces that shape my practice and the artefacts that are not endpoints but temporary markers of a process that continues to unfold. In this way, my practice remains an ongoing negotiation between order and chaos, structure and intuition, theory and lived experience. It is within this negotiation, this smooth space of becoming, that I locate my creative identity which remains a lived act of resistance, resistance to recuperation, to hierarchy, and to the narrowing of creative possibilities. 
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