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Abstract:  

There is a level of fulfilment in making an artwork that 
succeeds – or, even if it misfires – where you gain a 
better understanding of the work and how it communi-
cates your idea. Through this euphoric moment you are 
able to self-reflect what happens in the making pro-
cess, as well as letting loose and dancing around in 
celebration, or venting your anger in frustration. In 
a deadpan take on the enterprise of art making and the 
teaching of art, I have mimicked a group dynamic mod-
el known as Forming, Storming, Norming, and Performing, 
developed by American Psychologist Bruce Tuckman as a 
framework for the written part of this thesis. Ironi-
cally, Tuckman developed his model for a Naval Medical 
Research Institute to improve naval personnel perfor-
mance under pressure and has been employed more re-
cently for businesses to increase their financial gain: 
both of which sit at odds to many art practices. As 
Tuckman’s structure is external to the fine arts con-
text, it was an opportunity to playfully test the art-
work independently of its fine arts idiom. It was also 
consciously used for its potential for dissonance with 
art practices; i.e., to be slyly humorous. I have used 
its mechanisms to unpack the creative practice, from 
how ideas are develop, to problem solving/problem find-
ing and, finally, through to the presentation of these 
ideas. This research included an extensive number of 
exhibitions presented through the candidacy that are 
documented within the thesis, a written component that 
functioned self-reflexively as part of the overall prac-
tice, culminating in a final, large-scale kinetic in-
teractive installation titled ‘One big one liner’, in-
stalled in Elam’s Studio 1 teaching studios. Its linear 
presentation strategy was used to highlight how the 
events/activities travel along the line from one object 
to the next like a fuse wire with the slow flame moving 
towards the explosive; also, arguably, moving through 
Tuckman’s stages within this final artwork of the candi-
dacy.
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The Smallest Snowstorm on Record

The smallest snowstorm on record took place an hour ago in 
my back yard. It was approximately two flakes. I waited for 
more to fall, but that was it. The entire storm was just two 
flakes.

They fell from the sky in a manner reminiscent of the prat-
fall poignancy of Laurel and Hardy who, come to think of it, 
the two flakes resembled. It was as if Laurel and Hardy had 
been turned into snowflakes and starred in the world’s small-
est snowstorm.

The two flakes seemed to take a long time to fall from the sky 
with pies in the face, agonizingly funny attempts to maintain 
dignity in a world that wanted to take it from them, a world 
that was used to larger snowstorms, two feet or more, and 
could easily frown upon a two flake storm.

After they did a comedy landing upon snow left over from a 
dozen storms so far this winter, there was a period of wait-
ing as I looked skyward for more snow, and then realized that 
the two flakes were a complete storm themselves like Laurel 
and Hardy.

I went outside and tried to find them. I admired their courage 
to be themselves in the face of it all. As I was looking for 
them, I was devising ways to get them into the freezer where 
they would be   comfortable and receive the attention, admi-
ration and accolades they so beautifully deserved.

Have you ever tried to find two snowflakes on a winter land-
scape that’s been covered with snow for months?

I went to the general area where they had landed. I was look-
ing for two snowflakes in a world of billions. Also, there was 
the matter of stepping on them, which was not a good idea.

It was only a short time before I gave up realizing how hope-
less it was. The world’s smallest snowstorm was lost forev-
er. There was no way to tell the difference between it and 
everything else.

I like to think that the unique courage of that two flake 
snowstorm somehow lives on in a world where such things are 
not always appreciated.

I went back into the house, leaving Laurel and Hardy lost in 
the snow.

Richard Brautigan
The Tokyo-Montana Express (New York: Dela-
corte Press/Seymour Lawrence, 1980), 13-14.
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One thing after another (2016), technical 
layout, West Space, Melbourne. 

Richard Brautigan’s storm was a significant event for him, 

even though it was a very minor storm.1 Two snowflakes 

that he thought resembled the slapstick duo Laurel and Har-

dy were, for him, a small but important phenomenon. This 

anthropomorphic2 deed is homologous to early Greek myths 

of Boreas the Greek god of the icy north wind, but instead 

Brautigan has zoomed in to a world where it focuses on the 

relationship and movement between the snowflakes caused by 

the environment, which could be seen as gestures creat-

ed by Laurel and Hardy. Small existential events are some-

times more interesting than large, complex ones. Within a 

fine art context this slight dual snowflake performance is not 

too dissimilar to having a solo show in an artist run space 

rather than in a big, controlling, institutionalised space. 

Brautigan watches intently. When you stop to observe things 

it is as if everything has slowed down and, because of this, 

he is able to enjoy the experience of the comedy act between 

two snowflakes, especially when they hit the ground. He talks 

about the importance of acknowledging the act, even though 

it was so small, and then about documentation, the act of 

trying to preserve the event.

It is the unfolding of various things that create an event; 

here, it is the dynamics between the snowflakes and how they 

respond to each other and the environment that I am inter-

ested in. Such an acknowledgement of a relationship between 

objects and the documentation of these types of events is 

one of many areas that will be explored throughout this in-

vestigation. To add another level of complexity I plan to 

use the framework of a group dynamic model. This model is 

Forming, Storming, Norming, and Performing, as developed by 

American Psychologist, Bruce Tuckman, for the Naval Medical 

1 Richard Brautigan, 1935-1984, was an American based poet and writer of nov-
els and short stories. He had a interest in telephones, parody and satire.

2 Chris Danta stated that to anthropomorphize is ‘to project a human identity 
onto to something non-human.’ Chris Danta. “The new solitude: melancholy anthropo-
morphism and the molecular  gaze.” ESC, 39.1, (2013): 71-86.

Forming
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Research Institute, Bethesda, Maryland, in 1965.3 The mod-

el was developed to help groups to work through ideas and 

problems more effectively. It is not my intention to define 

Tuckman’s model or prove it is true or false, but rather to 

use it as a starting point to explore my thinking and making 

processes throughout the course of this research. Tuckman 

suggested that “this model was aimed at serving a conceptual 

function as well as an integrative and organizational one” 

and argued that the stages do not cover all areas, for exam-

ple “therapy-group studies with delinquents and dope addicts 

identify a stage prior to conceptual stage 1 in which the 

antisocial group members must be won over to the point where 

they will take the therapy seriously.”4

I am intending to use this model, originally developed out-

side a fine arts context, because of the flexibility and open-

ness of the framework. This can be tailored to an individ-

ual situation and avoids standardisation and a ‘one-size 

fits all’ approach. As the structure is external to the fine 

arts context, it is an opportunity to playfully test art-

works independently of their fine arts idiom. It may also be 

consciously used for its potential for dissonance with art 

practices; i.e., to be slyly humorous. The model is also 

used as a framework for this text by using the headings for 

each chapter; for example, Forming is the introduction and 

Performing is the conclusion.

To reflect on contemporary commentary around this model, Den-

ise A. Bonebright of the University of Minnesota has writ-

ten a paper critiquing Tuckman’s, “Developmental sequence 

in small groups.”5 According to Bonebright “the model’s sig-

nificance was a reflection of its time, responding both to 

the growing importance of groups in the workplace...[it] 

3 In 1965 American psychologist Bruce Tuckman wrote a review on the current 
research investigating developmental sequences in small groups. His text analyzed 
various studies of group therapy sessions, based on either interpersonal activities 
or tasks, and then, after reviewing the material, proposed a developmental model 
of four stages of group development. The aim of this model was to give a conceptu-
al framework that could be integrated into a therapy session. This allowed a better 
understanding of how group dynamics work and how to create an ideal team deci-
sion-making process. The four stages he identified were: Forming, Storming, Norming, 
and Performing. See Bruce Tuckman, “Developmental sequence in small groups,” Psy-
chological Bulletin 63, no. 6 (1965): 384-399.
4 Tuckman, “Developmental sequence in small groups,” 397.
5 Tuckman’s model, Forming, Storming, Norming and Performing, was developed 
for Naval purposes to try and understand the action / reaction of given tasks in 
small groups.

proved useful for practice by describing new ways that peo-

ple were working together, helping group members understand 

what was happening in development process.”6 She notes that 

Tuckman’s original text, written in 1965, has been cited in 

over 1196 articles.7 From my own extensive search through a 

range of databased identified articles, I have found no arti-

cle directly connecting improvisation and interactivity8 in 

a fine arts context to Tuckman’s developmental model. Tuckman 

presented his model after reviewing other publications in-

vestigating developmental sequence in small groups. He ana-

lysed the writings of Bales (1953), Schutz (1958), and Bach 

(1954), to “evaluate this literature as a body, to extrapo-

late general concepts about group development, and to sug-

gest fruitful areas for further research.”9 Within my inves-

tigation I initially stayed true to Tuckman’s model and then 

followed on from and eventually radically upturned this mod-

el.

Tuckman distinguished each stage by breaking down common 

occurrences that result from each sequence when a group of 

people work together. There four stages are: 

Forming happens when the group tests the situation, the 

leader or the group members, to work out their orientation. 

In this phase the group participants form a connection with 

leaders, the delivery framework, and other group members. 

The members become attuned to the exercise where ground 

rules are created and tests the behavioural threshold around 

relationships and given tasks between the members.

Storming’s distinctive traits are usually identified by con-

flict when groups and individuals start to divide around is-

sues due to the communication and relationship between mem-

bers, and resisting group influences and the given tasks. Now 

and then individuals in the group may have an emotive reac-

tion to the given tasks, “especially when goals are associ-

ated with self-understanding and self-change.”10

6 Denise Bonebright, “Perspectives 40 years of storming: a historical review 
of Tuckmans’s model of small group development,” Human Resource Development Inter-
national 13, no. 1, (2010): 111.
7 Ibid, 112.
8 Interactivity refers to the symbiosis between the audience/user and tech-
nology and objects.
9 Tuckman, “Developmental sequence in small groups,” 384.
10 Bonebright, “Perspectives 40 years of storming: a historical review of 
Tuckmans’s model of small group development,” 114.
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In the Norming stage interpersonal conflicts are resolved and 

a bond starts to develop between the group and leader and 

new lines of responsibility evolve and tasks become more in-

timate. The group demonstrates an understanding of what the 

rules and roles are amongst themselves and the leader. They 

also become more open to conveying their own particular be-

liefs and thoughts and start to accept each other’s personal 

traits.

The final stage, Performing, is where the groups start to 

work towards a common goal, using the skills they have de-

veloped and resolved during the previous three stages. Bone-

bright suggests this is the “‘problem-solving instrument’ as 

members adapt and play roles that will enhance the task ac-

tivities.”11

Combining Brautigan’s parodic interpretations with Tuckman’s 

insights and applying both in a fine art practice has led to 

the development of new research, questioning of methods and 

critical thinking. Tuckman’s model is an invaluable frame-

work to help break down and gain a better understanding of 

the various steps involved in the creation of art works and 

art events. In particular I am referring to my exhibition, 

What’s it doing, Auckland Art Gallery (2013-2014), a solo 

exhibition investigating and visualising the thinking pro-

cess behind the art making. This is especially relevant for 

the stages where the making process is heavily relying on 

the relationships between objects, gestures (by the artist 

or audience, a subject that will be more fully discussed be-

low), architecture, and audience interactivity. Even at art 

school, a greater grasp of the explanatory analysis of art 

making is extremely useful for fine arts pedagogies. As such 

it is important, while teaching, to talk about the processes 

students use to develop concepts, ideas and artworks. This 

will be further explored in the Norming section.

 

I am also interested in applying principles of improvisa-

tion and intuition to traditional fine art activities such as 

the creation of objects, installation, text, video, drawing, 

and non-traditional art forms such as computer programming 
11 Bonebright, “Perspectives 40 years of storming: a historical review of 
Tuckmans’s model of small group development,” 114.

and social networks. Applying Tuckman’s stages to a fine arts 

practice is a unique approach; I don’t know of any other 

study that addresses this.12 Tuckman’s theories are widely 

practiced in business (to increase productivity by develop-

ing positive team building environments and leadership) and 

education (understanding the group process and how to best 

teach groups), but his theories have never been applied as 

model for the making and the creation of art. By looking 

at the relationship between two modes of practice this new 

framework is useful to enhance reflexivity. Other models that 

have also been utilised within the business and fine arts 

context is Edward de Bono’s13 ‘Lateral Thinking’, a term he 

coined in 1967, and Malcolm Gladwell’s14 expression “think-

ing without thinking” which is in reference to intuition and 

being open-minded. 

In 1961, before Tuckman released his findings, influential 

Modernist art critic Clement Greenberg published a criti-

cal essay Abstract, representational, and so forth, based 

on the Ryerson lecture he gave in 1954 at the Yale Univer-

sity’s School of Fine Arts. He made a grandiose statement 

that “Art is a matter strictly of experience, not of prin-

ciples, and what counts first and last in art is quality: 

all other things are secondary.”15 Although ‘experience’ is 

something that is widely talked about now, his privileging 

‘quality’ over ideas, principles, and audience is questiona-

ble. By contrast Marcel Duchamp gave a lecture in 1957, The 

Creative Act. He stated that “All in all, the  creative act 

is not performed by the artist alone; the spectator brings 

the work in contact with the external world by deciphering 

and interpreting its inner qualifications and thus adds his 

[or her] contribution to the creative act.”16 This lecture 

showed a more open way of thinking for its time, one that is 

12     Tuckman’s model was included in Simon Denny’s 2015 Venice Installation, Se-
cret Power. This is possibly linked to a conversation I had with him in 2011 about 
my DocFA, specifically mentioning my use of Tuckman’s model and applying it to fine 
arts.
13 Edward de Bono, from Malta, is regarded as the leading specialist in the 
understanding of creative thinking process.
14 Malcolm Gladwell is a Canadian journalist and author of the best selling 
book Tipping Point, which talked about how we look and interpret the world around 
us. He subsequently wrote Blink, which investigates in the world within. 
15 Clement Greenberg, “Abstract, representational, and so forth,” Art and cul-
ture : critical essays (Boston, Beacon Press, 1989), 133.
16 Marcel Duchamp’s seminal lecture in Houston, April 1957, Session on the 
Creative Act. Convention of the American Federation of Art. Other participants 
were: Professor Seitz, Princeton University: Professor Arnheim, Sarah Lawrence Col-
lege and Gregory Bateson, anthropologist.
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risky and more in line with my field of enquiry. My intent is 

to create my own Laurel and Hardy game by taking a cheeky 

standpoint by crunching Tuckman and art together to create 

their own snow storm.

Tuckman stated that although “the model was largely induced 

from the literature, it would seem to withstand the test of 

common sense as well as being consistent with developmental 

theory and findings in other areas.”17 My interest in his mod-

el was spurred on through a consideration of what it means 

to have good group dynamics, a term often used in teaching.18 

His framework gives the impression of being straightfor-

ward and, as stated above, ‘withstand[s] the test of common 

sense,’ which implied that it may be easy to apply his model 

to various situations. This stimulated the idea to incorpo-

rate the use of this template to generate a possible formula 

for the development of a series of art works that position 

itself so as to imply or attain a level of good group dynam-

ics between the art work, the audience and site. Levelhead-

edness and astuteness go a long way, especially within my 

practice, when undertaking tasks such as wiring things to-

gether, writing code, or constructing something in wood that 

needs to stand up. Applying Tuckman’s model to my practice 

will also take gumption. 

There are already similarities between Tuckman’s four stag-

es and the process of creating an art work; as an example, 

the Forming stage is comparable to developing creative ideas 

and trying them out, experimenting. There is a level of po-

liteness in the use of materials and gestures but also test-

ing the situation/idea and working out its context. The next 

stage, Storming, could be aligned to the period when you 

become uncertain about your ideas or approaches and a level 

of antagonism/frustration is developed between you, the ma-

terial and the situation. The third, Norming, could be where 

you have circumvented the obstruction and now have a better 

understanding of how to work with the materials/ideas. And 

the final stage, Performing, may simply be when things come 

together so that they are self-assured, resolved and func-

tioning effectively as a work of art that requires audience 

17 Tuckman, “Developmental sequence in small groups,” 396.
18 The term group dynamics is used in teaching a lot; especially when a class 
is going well, we often say that “the class has great group dynamics!”.

response as part of the event.

In this first chapter I am ‘literally’ introducing and form-

ing my ideas. I will make reference to Forming, the first 

part of Tuckman’s model of group development, which focused 

on ‘orientation’, ‘testing’ and ‘dependence’. I will also 

use Edward de Bono’s take on ‘concept’ and ‘idea’, Cathe-

rine Bell’s unpacking of ‘practice’,  Specialist in Bioeth-

ics Catherine Mills notion of ‘gesture’, well known American 

critic and Curator Lucy Lippard’s insight into ‘conceptual 

art’, and British conceptual based artist John Latham’s the-

ories around ‘flat time’ and ‘event structures’. The chap-

ter is ‘lumpy’ and goes from one thing to another; it is not 

necessarily fully resolved and is more about the ‘what if‘, 

asking questions rather than answering them. This could be 

considered ‘blue sky’ research within a fine arts practice, 

something we often embrace by looking for more questions.    

As I mentioned above, forming happens when the group tests 

the situation. This testing, in a group dynamic scenario, 

looks at building a relationship with the overseer and oth-

er people in the group to create a form of dependence. Test-

ing in a fine arts practice manifests within early stages of 

making. As an example, to develop an interactive artwork you 

need to toil with code and try out simple exercises, start-

ing from basics, and then build up the complexities within 

the programme to develop intricacies. Or it could be testing 

materials to see how they relate/react with each other, or 

how the scale or volume works with another object, or even 

connections through colour. Testing is an important part of 

any art practice, especially with technology because you 

need to be sure that the project is going to work, that you 

can actually do what you may propose to do. It is also im-

portant to gain a deeper understanding of the relationships/

connections between materials, gestures, scale, colour, vol-

ume, duration, movement, and change.

In my observations as a teacher of fine arts, as well as re-

flecting here on my own practice, when it comes to crunch 

time I often add more things than are necessary, or add in a 

recent idea emerging over the last few days. After working 

on an artwork for a long time it is often those last min-
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ute additions that seem so much more interesting than the 

overworked, over-resolved piece that you initially intend-

ed to present. It is precisely this new potential in the 

unresolved artwork that offers an element of excitement. I 

am interested in unpacking this potential energy in these 

‘open-ended’ ideas, and intend to elaborate on these impor-

tant facets of art making later on in this chapter. First, I 

need to work out what an ‘idea’ is. 

In his 1992 book Serious creativity: Using the power of lat-

eral thinking to create new ideas, Edward de Bono talks 

about the difference between ‘idea’ and ‘concept’.19 It is 

important to clarify the difference between idea and con-

cept, in order to help identify these key terms used in the 

creation of an artwork. He writes: “the ‘idea’ is a prac-

tical way of doing something. The concept is the ‘general 

method’ involved”, and continues, “you can say that you are 

going to ‘travel’ along a certain road. That is a concept. 

But you have to do something specific: walk, ride a bicycle, 

drive a car, catch a bus. The specific mode of travel is the 

‘idea’.”20 For de Bono an idea is quite concrete, a ‘how-to 

method’. 

In applying de Bono’s distinction to the art making process, 

concept would be the general overview of the project and the 

idea may be a single way of creating an artwork (physical as 

well as non physical work). As an example: the concept is 

about movement and the idea is the pneumatic solenoid, cre-

ating movement with compressed air. This is different to how 

an idea is usually considered in fine arts, where it is gen-

erally understood to be interchangeable with concept. I ad-

mire de Bono’s fusion of ‘idea’ with practical method as it 

assists in differentiating the roles between the ‘concept’ 

and the ‘idea’, which helps to give clarity to understanding 

the creative process. 

Art educators often talk about how students can develop ide-

as through experimentation with materials and procedures. 

This could be interpreted as what artists call ‘practice’ 

or, in other words,  ‘the doing’. Catherine Bell defines 

19 Edward De Bono, Serious creativity : Using the power of lateral thinking to 
create new ideas (London: HarperCollins, 1993).
20 Ibid., 128.

‘practice’ in a way that translates quite fittingly into a 

fine art context.21 She talks about the term ‘practice’ by 

referring to Karl Marx, suggesting “there appears to be two 

basic senses to the notion of practice...in the first, de-

scriptive sense...[practice] was a methodological focus 

through which to solve problems...namely, the relationship 

between consciousness and reality, subject and object...”. 

In the second sense, practice refers to second “‘practical 

activity’”, by which Bell means “a unity of consciousness 

and social being characterised by the potential to trans-

form real existence.”22 This view of practical activity in 

relation to developing ideas is intriguing. There is a lot 

of stewing that happens when making and through this slow 

cooking there is a product of transformation, whether it is 

re-tooling, adapting or preparing materials or testing. And 

through this process you have a better understanding what a 

material may be talking about. Ideas may form through the 

perceiving of time, such as slowing down, which may give a 

certain clarity to what is going on in the images, objects, 

gestures and other forms of visual and sonic research.

Being aware of how you respond to your surroundings/materi-

als/gestures is an important part of an artist’s practice. 

It is quite common, when teaching, to tell students that art 

making is all about ‘looking’. Bell talks about the rela-

tionship between awareness and reality. It’s almost impossi-

ble not to impose life experience within one’s art practice 

as Brautigan’s envisions a snowflake slapstick comedy in his 

backyard. This kind of active looking resonates with my own 

experience of thinking and making. To me, everything may in-

form your practice; it is the understanding and how you use 

this knowledge/experience that makes the difference. Reality 

could almost be seen as putting ideas into play: the logis-

tics of actually making and presenting artwork. Developing 

this further, reality could be seen as the relationship be-

tween the subject/participant/question/and the object/thing/

purpose, which conceivably could be about process in that 

it starts with the subject matter and ends with an outcome 

21 Catherine Bell, 1953- 2008, was the chair of Santa Clara University’s Re-
ligious Studies Department, 2000 to 2005, and was a specialist in Ritual Studies. 
Bell was the author of Ritual theory, ritual practice. (New York: Oxford University 
Press, 1992).
22 Catherine Bell, Ritual theory, ritual practice (New York : Oxford Universi-
ty Press, 1992), 75.
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(physical/non physical artwork.) 

Bell’s idea of ‘practical activity’ also highlights the fact 

that putting thinking, research and life experience through 

the making process (synthesis) forges a transformation or 

reshuffling of the real. She suggests “Practice is (1) situ-

ational; (2) strategic; (3) embedded in a misrecognition of 

what it is in fact doing; and (4) able to reproduce or re-

configure a vision of the order of the power in the world, or 

what I will call ‘redemptive hegemony’.”23 This redemptive      

hegemony is used as a tool to analyse practice, “to formu-

late the unexpressed assumptions that constitute the actor’s 

strategic understanding of the place, purpose, and trajecto-

ry of the act”.24 

To unpack Bell’s breakdown of practice, ‘situational’ could 

readily be interpreted as context, the surrounding factors 

of where the work is being made. The artist needs a stance 

and a frame of reference to work within. They may work out-

side of the context, but will always refer to their posi-

tion. ‘Strategic’ makes reference to the line of reasoning 

in the making process, with a focus on play and risk-taking 

to develop various lines of action and is what Bell refers 

to as “practical or instrumental logic...in that it re-

mains as implicit and rudimentary as possible.”25 A thought-

out practice is a fundamental requirement for an artistic 

practice, and even if it is an action that seems unplanned/

improvised/intuitive, this is still a strategic scenario. 

‘Misrecognition’ refers to the failure to identify the actu-

al meaning generated from an activity/event/object derived 

from a practice based investigation, or as Bell puts it,  a 

failure to identify “its limits and constraints, and of the 

relationship between its ends and means.”26 This term could 

also be interpreted within an art practice as gesture, as 

well as what happens within a gesture, which I shall talk 

about later in this chapter. The fourth component is a com-

bination of all three, ‘situational’, ‘strategic’ and ‘mis-

recognition’. Bell argued that ‘redemptive hegemony’ “has 

to do with the motivational dynamics of agency, the will to 

act, which is also integral to the context of action.”27 This 
23 Ibid., 81.
24 Ibid., 85.
25 Ibid., 82.
26 Ibid., 82.
27 Ibid., 83.

is an important part of any art practice-the ‘will’ to fol-

low through on an initial idea and  make the idea, ‘the do-

ing’, or more simply trusting ones judgement/idea and get-

ting on with the job.

As mentioned earlier, awareness and understanding of the 

use of gesture is an important part of an artist’s prac-

tice.  Mills gives a critical take on the notion of gesture. 

She talks about gesture as “movements of the human body that 

are neither willed action (praxis) nor production, and as 

such are removed from the relation to an end or goal. Ges-

ture does nothing but makes means visible as themselves. To 

concretize, this is evident in tics and gestures such as 

tapping, rubbing or stroking one’s chin or nose ... twirl-

ing hair that people regularly but idiosyncratically display 

at academic presentations....While these gestures might read 

as indications of concentration, perplexity or boredom, they 

are not intended to mean this: they are done without pur-

pose, often without conscious awareness at all.”28

While Mills refers to ‘gesture’ as something that is not 

willed or pre-empted, how this might be used in the making 

of an artwork or to visually/sonically communicate an idea 

is quite different. It is not done without purpose and it is 

an important part of the art making process which may in-

corporate either a large or a slight deed. The slight ges-

ture often works best, as it is an indicator, a way in to 

the work without giving away, hiding/revealing, the overall 

idea. This could be achieved by installing an artwork with 

its back to the audience, so the audience/viewer has to walk 

around to see what is happening. Large gestures are often 

used to make a big impact quickly, giving everything to the 

viewer all at once, for example Digit, a 8 metre high pink 

inflatable finger, created in 2008. The artist/maker may be 

unaware of the significance of a gesture within the work, as 

per Mills’ suggestion that gestures maybe be subconscious; 

it may only through a critique or presentation of the art-

work that these indicators might become apparent.  

In the seminal text Six Years: The dematerialisation of the 

art object from 1966 to 1972 Lucy Lippard29 referred to “Art 

28 Catherine Mills, The philosophy of Agamben / Catherine Mills (Montréal, 
Ithaca: McGill-Queen’s University Press, 2008), 127.
29 Lucy R Lippard is a New York based writer and art critic well known for 
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as idea”,30 another name for conceptual art. When teaching I 

often find students are confused about the meaning of concep-

tual art and use the term to describe a work that is hard to 

talk about, ‘not the norm’ or a non traditional work, in-

stead of the more correct understanding of a non-physical 

artwork/dematerialised object, where the idea takes prece-

dence over the outcome. One reason for this confusion could 

be the difficulty in defining the term conceptual art. To re-

work Lippard’s statement into ‘art is the idea’ changes its 

meaning and focus and relates it to a more contemporary un-

derstanding/or misunderstanding of conceptual art. This re-

working does push up against Lippard’s view about conceptual 

art where “the idea is paramount and the material form is 

secondary, lightweight, ephemeral, cheap, unpretentious and 

/or ‘dematerialised’.”31 

Another part of the group dynamic inquiry is around the use 

of social sculpture and social networks within my practice, 

as well as how group dynamics play an important role in the 

creation of an event. Expanding on my current use of chat 

room technologies, the Tuckman platform offers a better un-

derstanding of the complex relationships between objects 

and audience that develop via these networks. Creation and 

the making process in events or the collection of objects 

are similarly aided by the analysis offered by the Tuckman 

stages, but it is the relationship with audiences and oth-

er art-participants that I wish to focus on/develop new in-

sights about: in particular, how a viewer interacts with a 

non-interactive object in an interactive context. This in-

teraction was seen in my Auckland Art Gallery installation 

What’s it doing, with parents and children running in front 

of a six screen video work Run artist run, where I am run-

ning around a cul-de-sac. The video component is technical-

ly not interactive but because it is shown with other works 

that are interactive, the viewers generally feel that they 

are free to do what they want and could be seen as ‘let-

ting their hair down’ in a gallery context which is usual-

several decades for her writings on the dematerialisation of the object and other 
art practices outside the gallery conventions, such as outdoor art.
30 Lucy R Lippard, Six years: the dematerialisation of the art object from 
1966 to 1972; a cross-reference book of information on some esthetic boundaries 
(New York:Praeger,1973), 9.
31 Lucy R Lippard, “Escape Attempts,” Reconsidering the object of art: 1965-
1975, Ed. Ann Goldstein and Anne Rorimer, (Los Angeles: Museum of Contemporary Art; 
Cambridge, Massachusetts: MIT Press, 1995), 17.

ly formal with strict protocols, such as jogging in front 

of the video wall work, keeping to my pace. I will discuss 

this further below, when I introduce John Latham and his 

‘event-structure’ theories.

Tuckman wrote his text in 1965 when there was a major change 

in how art was being made or not made, presented or not pre-

sented, engaging with or not engaging with the audience, as 

well as art’s wider   context(s). During this time, event-

based art practice was being developed and presented around 

the world in unique ways. This included such important works 

as Allan Kaprow’s Happenings,32 L’internationale situation-

niste33 in France, or Arte Povera34 in Italy. Other examples 

are John Latham (of particular relevance to this project), 

the Artist Placement Group35 in London, Fluxus36 in Germany 

and America and the Post Object37 movement in New Zealand. 

Each of these groups, individuals and movements employed 

performances, happenings and installations amongst other 

forms. New Zealand artists Jim Allen, Leon Narby with his 

installation, Realtime, at the Govett Brewster Art Gallery,  

Bruce Barber, Andrew Drummond, Annea Lockwood, Peter Roche 

and Linda Buis were key figures. 

In 1966, London-based artist John Latham invited his stu-

dents to literally chew on Clement Greenberg’s 1961 book Art 

and Culture, for a work he titled Still and Chew.38 The in-

structions were simple: loan a copy of Greenberg’s book from 

the fine arts library at St. Martins School of Art in London, 

then get a group of people to chew on the book; they spit it 

out, then collect up the remains and place in a flask, then 

return the remains of the book in the flask to the library. 

The performance was a demonstration against Greenberg’s con-

32 Happenings is an event, situation or action. This term was coined by Allan 
Kaprow in 1957.
33 The Situationist Internationals created situations that were theoretical 
and practical in basis.
34 Arte Povera was an influential Italian-based art movement, generally dated 
from 1967-1972.
35 APG was set up in 1965 by Barbara Steveni, John Latham and other partic-
ipants, for example multimedia artist Jeffery Shaw (which makes a nice connection 
with interactivity).
36 In the 1960’s Artist George Maciunas lead a range of artists, of various 
disciplines, from around the world to collaborate and generate new ways of making 
art work that tended to be non-commercially orientated.
37  Post-Object art is another name for Conceptual art, from the 1960s and 
1970s.
38 Still and chew (1965) Anecdote and critique on Greenberg’s position on for-
malism with Latham and students chewing on Greenberg, C. Art and Culture. Boston: 
Beacon Press, 1965.
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servative values, especially his stance on Formalism. It 

caused a stir and Latham was given marching orders from his 

teaching position at St Martins. 

Latham was concerned with language, time and event, and he 

coined the term ‘Event-Structures’ to highlight ephemerality 

through the use of objects (such as the book used in Still 

and Chew, which was transformed through an event and pre-

sented as a document of the happening in a flask). In 1954 

Latham began to investigate various methods of documenting 

event-based processes and this is when he first coined the 

term ‘Event-Structures’, which later evolved into his notion 

of ‘Flat Time’(which will not be examined here). Latham was 

looking at the significance of a spray-paint method he was 

using at the time, which he thought was commensurate to nat-

ural law and cosmology. Latham described his spray technique 

as follows “As droplets of paint passed through the air and 

settled on to a surface I witnessed what appeared to be a 

statement of pure process. The statement was a direct record 

of what had occurred to make it”.39

Latham’s concept of the ‘Event-Structures’ is in line with 

how I am using objects in a time-based/interactive context. 

The objects become documents of something that happens or 

are an active agent used to create an event. A metal bucket 

with a speaker hooked inside it, with two sine-wave signals 

being played through the speaker, cause the bucket to vi-

brate and move across the floor, as well as making a hell of 

a racket. I call these ‘event-objects’ or ‘object-events’.

My practice is influenced by the events, theories and prac-

tice of the 1960s and 1970s. The concept-driven post-object 

era, Tuckman’s group dynamic theories, Latham’s position on 

how he sees art functioning (and his theories of science and 

art that no one understood), are all very relevant to my own 

practice. I was born in the 1960s and have always had some 

sort of attraction to the social uprising, fashion, house 

design and decor, DIY magazines, improvised music, industri-

al design, advertising and idea-driven art of the time. The 

1960s was well known for its fight for change, independence 

and being resourceful, subverting established class-based 

systems and the social mainstream with what became known as 
39 Terry Measham, John Latham (London: Tate Gallery Publications, 1976), 9.

the ‘counter-culture’. Latham questioned the artist-deal-

er system and looked for a new culture that did not support 

“the idea of art as exchangeable capitalist stock.”40 This 

position attracts me; going against the grain of systems, to 

see what happens. Group dynamics or group processes may be a 

vehicle for such a position, as either a starting point, or 

as a way of pulling apart one’s practice to get a sense of 

how we develop an idea, create an art work, or perform to an 

audience, or interact within our established and conserva-

tive art systems. Many artists attempt this intuitively but 

there is a need to investigate this more deeply and develop 

a better understanding of one’s practice.

As mentioned earlier in this chapter, Tuckman’s model is 

an invaluable framework to help break down and gain a bet-

ter understanding of the various steps involved in the cre-

ation of artworks and art events. The Forming stage is akin 

to seeding new creative ideas, and then testing them out. In 

exploring this first stage of Tuckman’s model I focused on 

‘orientation’, ‘testing’ and ‘dependence’ and, aligned these 

points to Edward de Bono’s take on ‘concept’ and ‘idea’, 

Catherine Bell’s unpacking of ‘practice’, Catherine Mills’ 

notion of ‘gesture’, Lucy Lippard’s insight into ‘concep-

tual art’, and John Latham’s theories around ‘Event-Struc-

tures’. The next chapter, Storming, is aligned to the peri-

od when you become uncertain about your ideas or approaches 

and a level of antagonism/frustration is developed between 

you, the material and the situation. Storming’s distinctive 

traits are usually identified by conflict when groups and in-

dividuals start to divide around issues due to the communi-

cation and relationship between members, and resisting group 

influences and the given tasks. 

40 Ibid., 8.
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What’s it doing (2013), technical layout, 
Auckland Art Gallery Toi o Tāmaki, Auckland. 

In the Storming stage I will discuss the distinctive 

traits that are usually identified by conflict when groups 

and individuals start to divide around issues due to the 

communication and relationship between members. I in-

tend to relate the various key properties of this stage to 

Derek Bailey’s1 position on improvisation and responding to 

‘things’, Brian Massumi’s concept of the ‘situation’  being 

the object in interactive art and his theories around fold 

back, whole interaction and ‘semblance’, as well as using 

examples of art work by Daniel Malone, Jeffery Shaw, Aus-

tralian interactive art from the early 90s, and including 

my own research. In the next chapter I am going to investi-

gate Tuckman’s Norming stage and will discuss how there is 

a resolution of interpersonal conflicts, complexities and a 

bonding between people and how when things start to develop, 

roles and standards are accepted, and individuality and per-

sonal points of view within the collective are supported.

I am unable to sit still within my practice and cannot un-

derstand how an artist could paint crosses on canvas for 30 

years and not be bored. I understand that there are com-

plexities within abstraction, such as the pictorial inves-

tigation, the surface, depth, material; how the painting is 

constructed can fascinate. However, this is where one mode 

of investigation would stop for me. I am more interested in 

conceptual and material challenges which is the reason why I 

tend to venture out of my comfort zone or toward things that 

seek new learning, rather than using a repetitive approach 

to get a deeper level of learning. Of course this disparate 

method of practice has its pitfalls, one of which is that it 

takes a long time to build confidence in creating work that 
1 Derek Bailey was a seminal figure from the improvised music scene from the 
1960s to 2000s. Born in Sheffield, England, Bailey moved to London where he set up 
INCUS record label with saxophonist Evan Parker in the 1970s. Bailey developed a 
unique method of playing by creating several layers of isolated sounds that were 
often atonal using a guitar as noise/sound tool rather than a traditional instru-
ment. He  performed with Japanese avant-rock group, Ruin; Pat Metheny, Min Xiao-
Fen, and John Zorn, amongst others. Bailey died in London, in 2005.

Storming
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is always changing or shifting. Also, the workmanship in-

volved in this type of practice requires a broad range of 

basic skills and navigating what is an acceptable level to 

proceed to can be touch-and-go.

As part of my doctoral project, I have employed: wood con-

struction, programming, electronics, print making, drawing, 

casting methods, metal constructions, photography, 3D com-

puter modelling, video and film equipment, sound recording 

and editing, as well as video recording and editing. It has 

taken me over 20 years to develop these broad skills and to 

have the confidence to go on various tangents within my re-

search. Throughout this document I may necessarily refer to 

the field within which I operate, methods of working, and how 

I am currently expanding on and developing new artwork in 

response to my investigation and application of Tuckman’s 

model.

Within my diverse practice there are various crossovers be-

tween each medium and context. Musical terminology such as 

improvisation is often used when I describe my methods of 

construction, or grouping of objects, or ideas. For exam-

ple, in my 2010 installation Roller Coaster Rampage impro-

vised techniques were used to group a motley collection of 

made and found objects together to  exploit how one object 

responds to the other, and the relationship between objects. 

On a more traditional note, in a jazz context, CMC meets 

Greg Cairns (2011), a live improvisation performance with 

myself and Simon Cuming, responded with live processed sound 

(real-time Pure Data applications and analogue electronics) 

to the drumming of New Zealand musician Greg Cairns. In both 

of these of examples I worked individually or as part of a 

collective, extemporising the end results.

Influential improvisation musician and commentator Derek          

Bailey states “improvisation is always changing and adjust-

ing, never fixed, too elusive for analysis and precise de-

scription; essentially non-academic. And, more than that, 

any attempt to describe improvisation must be, in some re-

spects, a misrepresentation, for there is something central 

to the spirit of voluntary improvisation which is opposed to 

the aims and contradicts the idea of documentation.”2 Bai-

ley’s explanation of improvisation in a musical context is 

in line with my own beliefs: “Always changing and adjusting”3 

is something I strive for, and “too elusive for analysis and 

precise description,”4 is also replicated in my practice and 

is the main reason I tend to work across various disciplines 

and ideas. 

In the mid-90s my practice was catergorised as video art, 

so much so that, in 1995, I was invited to present a major 

survey of my video works at the New Zealand Film Festival. 

This pigeon-holing was the main reason I moved my practice 

so that it is more difficult to pin down, and coincidental-

ly developed more of a punk attitude towards the art in-

stitutions’ need for categorization by working against the 

trends and developing ‘multi-idea’ and ‘multidisciplinary’ 

art making. Oddly, this type of art practice has become the 

new norm in contemporary art and maybe it is time to test 

the boundaries again (or perhaps there is no escape). A per-

fect example is the work of Australian artist Hany Armani-

ous.5 Armanious activates various mediums to communicate his 

overall thematic; what was once considered ‘inconsistent’ in 

artist delivery is now much more acceptable at the highest 

levels (Armanious has represented Australia at the Venice 

Biennale).

Bailey’s point that “there is something central to the spir-

it of voluntary improvisation which is opposed to the aims 

and contradicts the idea of documentation”6 is also a prob-

lem to be negotiated within the framework of time-based and 

interactive artworks. Quite often documentation seems to 

contradict the whole point of a performance, particularly 

the ‘in the moment’ moment, the event and how it, the per-

formers and their gestures ‘respond’ to the audience, and 

vice versa. It is this ‘responsivity’ that makes improvised 

music more gripping to listen to and to play. It is also 

what makes attending a live art performance more compelling 
2 Derek Bailey, Improvisation, it’s nature and practice in music (London, UK: 
The British Library of National Sound Archive, 1992), 4.
3 Ibid., 4.
4 Ibid., 4.
5 Hany Armanious, born in Egypt in 1962, is an Australian artist who makes 
works that reference the everyday, and which take form as cast objects, transformed 
found objects and video. Armanious is known for his systematic, mucky installa-
tions, exploring (often)  materialities and metaphors about casting and simulation.
6 Bailey, Improvisation, it’s nature and practice in music, 4.
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than watching it on video, because you can feel the response 

from the audience and you can see how the performers respond 

to this. During my years studying Intermedia at Elam School 

of Fine Arts (1990 −1996)7 I got to participate in various 

performances but also observed a lot of them. A particu-

lar performance from that period that was significant for me 

was one by Daniel Malone8, where he was naked, covered in 

flour and rubber bands stretched over his torso, arms, and 

head and situated in a tight, L-shaped corridor.9 The audi-

ence was invited to walk through the corridor where the art-

ist stood, and the audience had to squeeze around his naked 

body so as not to touch him. It was confrontational, as we 

had to get close to him; he did not smile, it was awkward, 

and there was a penetrating smell of rubber bands, flour and 

sweat. These elements cannot easily be perceived in video, 

particularly the smell (and perhaps, depending on the qual-

ity of the documentation) the awkwardness of the situation. 

The favourable and unfavourable factors of documentation are 

stormy. Live action is current whereas documentation is his-

torical. In a live situation there is an active relation-

ship with the artwork/action, the artist, and the audience, 

watching/listening to how they, the performers, respond to 

each other, to the audience, or to the action or sound they 

have created. If there is more than one artist performing 

then the relationship is even more complex; it is possible 

to further tease out the correlation between the two or more 

artists, the action, and the audience. Tuckman often refers 

his Storming stage to where individuals respond to issues 

brought up in a group,  developing ideas, communication and 

the relationship between members. 

Responding is also a very important part of my research and 

I am now trying to use the term ‘improvised practice’ to 

replace the idiom ‘intuitive’, commonly used at Elam and 

some other art schools for making a ‘gut decision’. My rea-

sons for move away from the term intuitive is that because 

in fine arts research you are always responding to things, 

7 Taught by Phil Dadson, Lisa Reihana and Julianne Sumich.
8 Daniel Malone is a New Zealand artist currently based in Warsaw Poland. He 
studied Intermedia at Elam School of Fine Arts during the mid-90s and is widely 
known for his performance-based and polemic artworks.
9 Daniel’s 1997 performance was in reference to Marina Abramovic and Ulay’s 
performance, Imponderabilia, 1977. Both artists were naked at the entrance of an 
art gallery and the audience was forced to pass between them, sideways. They had to 
choose which artist they would face while passing through.

whether or not it is a material, or politics, movement, ar-

chitecture, site, sound, technology, or history. Intuitive 

can also mean inborn, or inherent, or ‘instinctual’; sup-

posedly giving a person the automatic right or privilege to 

be an artist. The term ‘instinctive’, without deduction or 

reasoning, has other meanings associated with it that have 

a cringe factor for some people, such as when academics, 

parents, or teachers see someone is naturally excelling in 

art. In fact, it takes a lot of work and how you make use 

of learning that counts and has a long term impact. Also, 

within an active practice you are responding to things, a 

process which can be quite fluent and make sense, or alterna-

tively is ‘scatter-logical’10 and make no sense at the time.

 

Quite often I will be working with a range of ideas and have 

various objects in my studio space just sitting around, be-

cause they are either interesting by themselves (through 

their aesthetics or materiality) or have a practical value 

(able to be bent, are light, strong, or efficient). Depend-

ing on the situation, I will respond to the moment by impro-

vising with an idea and the objects around me to generate a 

work. A good example is Friends Reunited (2009), an artwork 

that used old computers, a multi-user network server, an old 

work bench, cardboard tubes, balsa wood, motors, old speak-

ers, sound, a metal bucket, and a vibrating gaming jacket 

(which quivered when you get shot). Through this improvised 

process the work started to somehow make sense, especial-

ly using the multi-user server as a device to virtually link 

each object or station together. These coupled objects would 

literally talk to each other, sending them a command to exe-

cute an event, such as making a light bulb sing.

One thing that can happen through the networked objects and 

improvisation process is that communication breaks down be-

tween the objects. This can be due to a variety of factors, 

including (but certainly not limited to) failure with the 

computers, a cleaner turning off a work, simple power fail-

ure, bad code and more... These failed events are not neces-

sarily a bad thing and are often used in my artwork to ad-

10 Scatter art,  a term that became popular in the late 1980s, was an accumu-
lation of various found and made objects with various meanings placed in a space, 
which was a natural development from appropriation art, assemblage, collage and 
processed based art from the 1970s.
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dress the materiality of the object, add confusion or just 

mess up the ostensible logic, where all these factors often 

highlight the improvised nature and fragility of the works. 

It is these ‘disasters’ that keep the work ‘real’, allowing 

the work to become more organic/human, and that make the au-

dience work a little harder to get meaning from the artwork. 

An example is Fucked (2010), a resin cast of the actual word 

in which each letter is positioned upright (in an erect 

state). The resin that I was using had been previously dis-

carded. It was free and I was being resourceful but the rea-

son why it was dumped was because it was old and therefore 

prone to cracking, especially with large casts. The fail-

ure of the cast, the cracked f-u-c-k-e-d object, adds to the 

humour of the work and manifests a key concept of the work 

that ‘all is fucked’.

This failure or what could be interpreted as a foundering of 

communication is one of the components Tuckman refers to in 

his Storming stage where relationships and communication be-

tween members may break down, due to differences or the situ-

ation they find themselves in. This fizzling out, in a fine art 

context, can be a positive thing and may help draw attention 

to how the artist is responding to idiosyncrasies and the 

need to improvise around these failings to draw out meaning 

from the materials or actions.

Another interesting thing is how the audience may start to 

read the work as interactive without it actually being so. 

I have noticed that audiences, using past knowledge of my 

work, make up or improvise meanings or project interactivi-

ty onto inanimate objects, or non-interactive computer in-

stallations. I call this ‘interaction through memory’, or 

ITM. A good example of this was with a work I created for Te 

Papa Tongarewa Museum of New Zealand, Bruce Deranged (2004). 

I offered the curators an interactive version of this work 

but, for archival purposes, they asked for an non-interac-

tive version. Bruce Deranged (non-interactive) had a DVD 

inside a found cardboard box that showed animated eyes mov-

ing backward and forward, once in a while singing Black Sab-

bath’s song ‘Paranoid’ in the Apple computer-generated voice 

called Bruce.11  Everyone who saw the work said to me that it 
11 Bruce was one of the voices produced by Apple computers in 1993 as part of 
the PlainTalk software package and was first released on the AV Quadras.

was interacting really well and how ‘Bruce’s’ eyes  followed 

them around the room! This kind of reciprocal action with a 

non-interactive work is what started me off on a new tangent 

in my practice to investigate the idea of the ‘interactive 

potential’ with an audience, based on their past knowledge 

of other works. This was also evident with my installation 

Roller Coaster Rampage (2010), a collection of objects that 

interact with the audience and other objects that are inani-

mate and unresponsive, in an interactive setting.12

Contemporary philosopher and theorist Brain Massumi made the 

following observation: “What interactive art can do, what 

its strength is in my opinion, is to take the situation as 

its ‘object’.”13 This is where there are some crossovers be-

tween the idea of improvisation and interactive art.14 As I 

have mentioned above, improvisation is about responding to 

‘things’.15 Massumi’s concept of the ‘situation’ being the 

object in interactive art is interesting, because a situa-

tion usually means either a location or the state of some-

thing combined with its circumstances. For a situation to 

become an object changes how you would treat such a scenar-

io and, therefore (as philosophers would say), a situation 

becomes part of the situation. In interactive terms the lo-

cation and what happens in that location is important, es-

pecially how the audience responds to the situation. The 

restrictions within the location become crucial (‘the lay 

of the land’). Having to work within these tight parameters 

is similar to the method used in site-specific art16 from the 

early 1970s, where the site is key to the idea and where the 

primary focus is on investigating and responding to a site. 

Locality is also a crucial element in an interactive art-

work, as it often largely determines how someone may active-

ly respond to the work, and also how the work is presented 

to them. The conditions presented are also pivotal in chal-

lenging the viewer to respond to the scenario they find them-

12 An installation that has interactive elements within it.
13 Brian Massumi, The thinking-feeling of what happens: A semblance of a con-
versation, Forthcoming in Inflexions (Montreal, Canada: A Journal of Research-Crea-
tion, 1. 2007), 6.
14  From my understanding, this discussion is the first to explore the crosso-
ver between Improvisation and interactive fine art.
15 “Things”  is an expression I use to describe various ideas, objects, 
sounds, moving image and actions.
16 Site-specific art refers to art where the artist took the location into ac-
count in the creation of an art work. The term was coined by American artist Robert 
Irwin in 1970.
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selves in, whether it is a physical thing such as a doorway, 

wall or virtual wall, as much as the way they interact with-

in the confines of that virtual realm.

In 1997 I devised a work in collaboration with program-

mer Mike Dunn titled Space, presented at High St Gallery in 

Christchurch. We created a show where we emptied the entire 

gallery and built a realtime VR17 visualization of the empty 

gallery, and presented that to the audience in a blocked-off 

lift shaft. To view the VR depiction of the gallery you had 

to look through a peep hole and navigate through the virtu-

al space using a red, arcade joystick. What I enjoyed about 

this show is that we were responding to the site and through 

this, created a ‘conceptual situation’ by simply clear-

ing the space of all things apart from its white walls and 

bare floor boards. This challenged the viewers’ thinking that 

there was nothing in the show and [that the show] was just 

a ‘conceptual gesture’, echoing Yves Klein’s classic work Le 

Vide of 1958.18 It was only after a while that people started 

to look around and discovered the bight red joystick stick-

ing out of the wall and a CRT glow coming from a hole in the 

wall above the stick. Once the first person discovered the 

joystick, they all followed and understood they were re-

quired to navigate through the VR space encouraged by the 

simple gesture of using the arcade stick.

The use of arcade interfaces is something that was com-

mon in my early work due to a connection to a local arcade 

parlour. While I was at art school in the 1990s, I was the 

night-time manager for 3 years of Yifans, the largest vid-

eo arcade parlour in New Zealand. Throughout each shift I 

made work in the downtime, or simply watched people interact 

with machines. Lots of people had different styles and body 

movements and there were a few favourites I liked to watch 

play because of their weird and contorted body movements. 

These included shuffling foot movements when they were in at-

17 Virtual reality (VR) is a term that applies to computer-simulated environ-
ments that can simulate physical presence in places in the real world, as well as 
in imaginary worlds. The term was actually coined by Artaud who described theatre 
as “la réalite virtuelle”, a virtual reality in which, in American writer Erik Da-
vis’s words, “characters, objects, and images take on the phantasmagoric force of 
alchemy’s visionary internal dramas”.
18 Yves Klein’s Le Vide (or, full title  La spécialisation de la sensibilité à 
l’état matière première en sensibilité picturale stabilisée, Le Vide; The Speciali-
zation of Sensibility in the Raw Material State into Stabilized Pictorial Sensibil-
ity, The Void) was presented at Iris Clert Gallery, Paris, in 1958.

tack mode, or physically moving around the machine depending 

which direction they were going in the game, or a sporadic 

dance when the game became intense and they were under heavy 

attack.

At around the same time as I was employed at Yifans, repair-

ing the latest arcade games, it was also the heyday for many 

artists that were fixated on new technologies, especially 

Australian artists who were leading with technological ad-

vancements in the creative arts sector. Unlike the New Zea-

land government, Australian arts bodies (then) invested a 

lot of money and infrastructure to support the development 

and use of technologies in the arts. For example in 1997 the 

Australia Council for the Arts established the New Media 

Arts Board which funded various art projects using new media 

technology, many of which seemed dubious because the fo-

cus seemed to me to be about the technology rather than the 

quality of ideas. Quite often when you do not have the lat-

est gizmos, such as the fastest computer, or fancy sensors 

or the infrastructure and support, you tend to make do, take 

risks, and be innovative to get around barriers. In Tuck-

man’s Storming stage there is often a conflict between the 

group’s members due to lack of perceived support, clarity of 

tasks, and roles. Quarrels tend to pop up when creating new 

approaches to [tackling] tasks rather than [when using fami-

lar] methods of working. This uncertainty or going into the 

unknown is implicit to creative research practice, especial-

ly technology based practice.

It was also a time of major developments in processor speeds 

and disk space, and that also seemed to shape how and what 

people made. VR was big, with arcade headset VR games com-

ing out such as VR200019; VR art works were hailed as ‘cut-

ting-edge’. Examples included Jeffrey Shaw’s Golden Calf 

(1994) and his ground breaking earlier work Legible city 

(1989), both using Silicon Graphics machines that were ex-

pensive and difficult to use at that time.20 In New Zealand 

these computer systems were limited to university computer 

science departments and not the art schools (which were just 

19 A virtual reality gaming machine produced by Headgames, Oakdale, New York, 
1999.
20 Jeffrey Shaw born in 1944, was an artist/innovator in new media/interactive 
arts.
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grappling with basic Apple computers, let alone high-end 

machines and how they might support teaching and learning 

within a fine arts context). Things have changed now, with 

WSIWYG21 software making it easier for artists to create work 

and the cost of the machines decreasing as speed increas-

es. But what has not changed is how people interact with 

the artwork, or their body movements while they negotiate 

the interface. It is the individual that makes each inter-

action different and that is what makes the interactive art 

or video game ‘entertaining’: it is the people playing them 

rather than ‘the interactive’ per se. Because of this, I 

propose that there is little difference in the long-standing 

(art world) hierarchy between interactive artworks and vid-

eo games. Which seems to be an accepted view today with many 

artists moving away from interactive environments to more 

reactive environments, for example in the work of Young-hae 

Chang Heavy Industries, mentioned below.

Massumi acknowledges that “ins and outs of the interac-

tion can fold back in together to produce a semblance of 

the whole interaction.”22 There are various methods to get 

people to engage with an interactive artwork such as mouse 

clicking, camera sensors, trigger pads, joy sticks, or voice 

recognition. Other relational and even-oriented interac-

tion includes body presence within a space, interaction 

with others, literally playing on things, and tactility. 

Although all of these input devices allow interaction with 

either computer, installation, sound, or projection, they 

do not allow the artwork to separate or distance itself from 

the language of gaming. A good illustration of this is Jef-

frey Shaw’s Legible city (1989), mentioned above, where the 

bike is the input device and you have to ride it to navigate 

through a city of text. Like many other interactive artworks 

at the time Shaw’s work was more focused on what it could 

do, rather than what it was doing in relation to its materi-

als, form, or gestures. In the late 1990s artists, includ-

ing myself, started to question the position of clickable 

art23 by creating non-interactive art within the expectation 
21 Acronym for “What You See Is What You Get”.
22 Brain Massumi, Semblance and event activist philosophy and the occurrent 
arts (Cambridge, Mass.: MIT Press, 2011), 79.
23 Examples of artworks made by artists who were influenced by the clickable 
gaming environment such as: Troy Innocent’s Soundform(1997) (http://www.iconica.
org/main.htm) and Iconica, first exhibited at Siggraph in 1998, or VNS Matrix (Jose-
phine Starrs, Julianne Pierce, Francesca da Rimini and Virginia Barratt), who were 

of interactivity. South Korean-based art collaborative duo 

Young-hae Chang Heavy Industries created two works, Samsung 

and Samsung Means to Come in 1999, both  employing web-based 

Flash Shockwaves of text set to found jazz music. These are 

artworks that you have to watch and, although placed within 

a web context, you cannot affect them in any way. YHCHI de-

liberately chose to create a ‘non-clickable situation’ on 

the internet in response to people just wanting to click, 

irrespective of the quality of the information or experience 

available. Ironically their work has now captivated an in-

ternational audience which now exceeds 50,000 hits per day 

on their website. 

In 2011 Massumi wrote “It’s clear that saying ‘you may in-

teract with the work’ is not enough. More and more things 

in our lives are saying that, and we don’t call them art. 

We often don’t even call them ‘interesting’ in any strong 

sense - more like ‘entertaining.’ He added “if ‘please in-

teract’ were enough to define a category, it would be gaming, 

not art.”24 It is a common predicament when installing in-

teractive work in larger institutions/galleries that I often 

find myself in a situation where I am asked if they can put a 

sign next to the artwork saying ‘interact here!’ I find the 

notion of the interactive, especially in relation to click-

based artwork, often generates more problems than it solves 

and that the effect of accumulative clicking or even sensuous 

interaction has the potential to dilute the conceptual im-

pact of artworks. The challenges might be in the game play 

rather than the content; or the reverse, that the game play 

distracts the viewer from investigating the content further 

and the focus of the work becomes more about a relational 

gesture/action and concentrating on the event. Massumi re-

fers to this as “event-oriented”, an aspect of “semblance” 

as a “lived abstraction”.25 This may incorporate an experi-

ence that embraces the ‘in the moment moment’ and the po-

tentials of ‘what might happen next’, which can be just as 

important as the visual or sonic material put forward as the 

artwork. Lucy R. Lippard’s definition of conceptual art where 

based in Adelaide created Bad code, a futuristic quest game with a bent, the aim of 
the quest is to destroy the data banks of the ‘Big Daddy Mainframe’. (http://www.
experimenta.org/mesh/mesh10/10kc.html)(Kathy Cleland 1996).
24 Massumi, Semblance and event activist philosophy and the occurrent arts, 
80.
25 Ibid.
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the ”idea is paramount and the material form is secondary, 

lightweight, ephemeral, cheap, unpretentious and/or ‘demate-

rialised’“26 could possibly tie in with Massumi’s [notion of] 

“lived abstractions”[,] where the idea is foremost (here, 

interaction/activity) and the material form is the subsidi-

ary. And where the relationship between the viewer and the 

work and sometimes the audience could be suitable to concep-

tual artists who were “perhaps more concerned with intellec-

tual distinctions in representation and relationships than 

those who rely on the object as a vehicle/receptacle.”27  

In this torrid, Storming stage I deliberated over the dis-

tinctive traits that are usually identified by conflict when 

groups and individuals start to divide around issues due to 

the communication and relationship between members. I chewed 

over Derek Bailey’s explanation of improvisation in a mu-

sical context, comparing what is elusive and hard to pin 

down, Massumi’s concept of “lived abstractions”, whole in-

teraction,”semblance”, and “situation” being the object in 

interactive art, and his theories around fold back. I also 

drizzled over developments in technology, Australian inter-

active art from the early 1990s, and included some discus-

sion around my own research. The next chapter is about nor-

malisation of methods, actions, and things. The next chapter 

is about normalisation of methods, actions and things, con-

sidered through the lens of Tuckman’s Norming stage.

26 Lucy R. Lippard, Six years: the dematerialization of the art ob-
ject from 1966 to 1972 (New York, Praeger, 1973). 7.
27 Ibid., 7.
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4 Blinking Lights and a Telephone (2013). 
technical layout, Window, Auckland.
(based on Allan Karpow;s Message Unit, 1968).

As mentioned in the first chapter, Forming happens when 

the group tests the situation. This is then followed by 

Storming’s distinctive traits usually identified by conflict 

when groups and individuals start to divide (often around 

issues of communication and the relationship between mem-

bers). In the Norming stage I will discuss the resolution of 

interpersonal conflicts, moving out to complexities and bond-

ing between people when things start to develop, roles and 

standards are accepted and individuality and personal points 

of view within the collective are supported. In this chapter 

I intend to unpack the Norming stage, develop ‘norms’ and 

‘rules’ that relate to the various key characteristics of 

this step, and compare these steps to American artist John 

Baldessari’s1 reductionist theories, Minimalism and boredom, 

resolution, the roles of the artist and audience (with ex-

amples from John Latham, Richard Toop, and Dick Higgins), 

audience-artwork-interaction relationships, and Massumi’s 

take on ‘amodal’, which looks at the relations between the 

senses. I also plan to illustrate standards and test the 

rules through [looking at] artworks such as Baldessari’s 

photographic work Wrong, which links to ideas of failure and 

slapstick, as well as examples from my own research.

One of the first objectives in the Norming stage is how to 

resolve conflict between people or things. This could be in-

terpreted as resolving an idea through the reduction of all 

the unnecessary things to give clarity and keep conflict at 

bay. To isolate an idea or ideas can be problematic but is a 

process that many artists use. For example, one of Baldessa-

ri’s over-arching methods is reductionism. In her book More 

than you wanted to know about John Baldessari Vol. 2, art-

ist Meg Cranston talks about Baldessari’s interest in Mod-

ernist writers. He was interested in them “for their ability 
1 John Baldessari is an artist and teacher based in Los Angeles, well-known 

for his humourous take on Conceptual art practice.

Norming
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to be reductive–to reduce a scene to its key elements, i.e. 

a blackbird or a chicken...swift, uncluttered, functional 

phrasing.”2 These methods are characteristic of Baldessa-

ri’s ways of making, especially with his drive for the un-

complicated, simple, and straightforward, in both ideas and 

things. Baldessari stated in a interview “I appreciate that 

kind of style where you can pack the most into the small-

est amount of time...that it should look really easy, but 

with luck have profundity too, which is almost a paradox.”3 

Baldessari strives to find the most painless way to achieve 

an outcome. Sometimes, rather than reducing antagonism in 

the work, he actually increases conflict through the use of 

contradictions, doubling of images, or when he makes things 

look similar or dissimilar. This economy of means, discussed 

further below, is a major component of my practice. It has 

played out through the construction of rudimentary forms, 

using found objects and clunky kinetic movements, both of 

which contribute to a sense of crudeness while giving an 

appearance of easiness. Like Baldessari the opposing absurd-

ity is brought about by using the unseen things in my work, 

such as the coding or making the electronics: these things 

take the most energy and time to make and are only hinted at 

through showing the circuitry, and wires.

The reduction of an idea or gesture intersects with Latham’s 

notion of Flat Time, where he is interested the idea of the 

Least event. Latham argues that “the smallest items in our 

conception of the universe are ‘things’ or ‘fields’ to the 

level at which they can be treated as ‘events’ and taking a 

‘least event’ as our primary conceptual unit, we can avoid 

all the contradictions at a stroke.”4 This complex and loose 

theory of Least event and Flat Time is somewhat perplexing. 

It could be interpreted as the expounding of scale and time 

relative to the cosmos. Using Latham’s set of principles 

even the smallest (nano level) event could be a significant 

thing, which is simultaneously humbling and egalitarian. 

From a less radical position than Latham’s cognizance of the 

micro and macro within the cosmos, it is thought that there 
2 John Baldessari, More than you wanted to know about John Baldessari Vol. 2, 
edited by Meg Cranston and Hans Ulrich Obrist (Zurich: JRP/Ringier, 2013), 20.
3 Ibid.
4 http://www.theleastevent.com/introduction.htm. Text transcribed by Artist, 
Ian Macdonald-Munro, London, 2004.

is a greater depth of insight generated from the action of 

reduction. Frank Stella, in a 1964 interview with American 

radio producer and art historian Bruce Glaser and American 

artist, Donald Judd (then at the forefront of Minimalism), 

pointed out that “all I want anyone to get out of my paint-

ings, and all I get out of them, is the fact that you can 

see the whole idea without any confusion... What you see is 

what you see.”5 In this seminal interview, edited by Lucy 

Lippard, Judd and Stella both reacted to the term reduction-

ists, as well as to another term, the ‘economy of means’. 

Stella carefully discusses how he does not go overboard in 

being economical, but through the motivation to make, uses 

common sense to create things in the most fitting way.6 Judd 

elaborated his paradoxical position with reductionism thus: 

“You’re getting rid of the things that people used to think 

were essential to art. But that reduction is only inciden-

tal. I object to the whole reduction idea, because it’s only 

reduction of those things someone doesn’t want. If my work 

is reductionist it’s because it doesn’t have the elements 

that people thought should be there. But it has other ele-

ments that I like. Take [the painter Kenneth] Noland again. 

You can think of the things he doesn’t have in his paint-

ings, but there’s a whole list of things that he does have 

that painting didn’t have before. Why is it necessarily a 

reduction?”7 I concur with Judd’s position; reduction is a 

secondary term that has been used to name a process. Al-

though identifying the process is important, it is really 

the consequence of this exercise of pruning things back to a 

minimum that is the key to its success. It provokes you to 

consider what is not there and how the presented gesture or 

materials hold the work together without the need of further 

interventions.

As a teacher, on numerous occasions I avow to students the 

importance of resolving complication in their ideas and art-

works through refining and reducing. However, I often coun-

teract that comment by uttering that it is not the only way 

to resolve an artwork and the opposite may also be true: 
5 “Questions to Stella and Judd,” interview with Bruce Glaser, February, 
1964, edited by Lucy Lippard  Art News, September, 1966, 158. Original interview 
broadcast on WBAI-FM, New York, February, 1964, as “New Nihilism or New Art?”  
6 “Questions to Stella and Judd,” edited by Lucy Lippard in Minimal art: a 
critical anthology, edited by Gregory Battcock (Berkeley, University of California 
Press, 1995), 148-164. 
7 Ibid., 159.
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they may need to plonk everything in, to over-complicate 

and confuse the idea. This process alludes to the opposite 

of minimalism, which is maximalism, an appellation that was 

also used in the 70s to talk about Neo-expressionism. In the 

1990s, a slightly different idiom was utilized within exper-

imental music to talk about maximal gestures,‘new complex-

ity’, a term widely originated by Australian musicologist 

Richard Toop. In his, 1993 article, On Complexity for Per-

spectives of New Music, Toop attempts to define what the term 

new complexity means in music, as well as clarify the dif-

ference between complex and difficult music.8 In his abstract 

for the article Toop spells out that the term has been mis-

construed, that “Complexity has been confused with difficul-

ty and complication whereas it really indicates richness.”9 

Both minimalism and maximalism are valid ways of making and 

a means to measure qualities.

 

Tuckman’s Storming stage is also when individual points of 

view come together as a collective. There is often a sense 

of complexity due to the wide range of experiences and di-

verse points of view from the group members. In the Norming 

stage bonding between members starts to happen and this is 

when things start to develop more cohesion. Differences are 

either taken into consideration and often create more com-

plex and varied outcomes, or there is some sort of compro-

mise which often creates a more diluted result. There are 

various complexities in almost any artwork or music, no mat-

ter how big or small or long it is. Toop promulgates the 

idea that artists/musicians and the audience seem to strive 

and hope for a level of complexity in artworks, performanc-

es and compositions. And often when a performance takes our 

breath away due to its complicatedness, we often refer to 

other terms instead of complexity, for example: saying “that 

was intense,” or depicting something as rich, or refined. 

Toop points out that quite often when we hear a piece of mu-

sic, or noise, we do not say it was a complex piece of music 

except if we are perplexed by the composition or performance 

of the music. He goes on to say that it is more probable 

that we would refer to the work as pleasing, or staggering-

ly good. By this he means “the sensation of successfully 

8 Richard Toop, “On Complexity,” Perspectives of New Music 31, no. 1 (Winter, 
1993): 55.
9 Ibid., 55.

deployed complexity is aesthetically ‘transferred’ to some 

other mode of description...it is mainly this transference, 

I think, that gives ‘complexity’ its artistic prestige.“10 

A good example of this transformative action or process is 

where I coupled sound to an object, such as a moving school 

locker that gave the impression that a body was inside it 

shifting around.11 The effect is that the inanimate object is 

brought to life, a kinetic shift, which lifts the work to a 

new level. Another example is how a desk lamp can be con-

trolled so that it appears to ‘speak’ by linking an incan-

descent light bulb, or even Neon, with a sound bite using 

Arduino micro-controllers when it is turned on. I used this 

effect in my 2013 work Ah ha that pronounced the word ‘Ah’ or 

‘Ha’, just before it illuminates the word. 

In his book Semblance and event, Massumi12 expounds Walter 

Benjamin’s concept of Non-sensuous similarity, and how there 

is a relationship between things that may not have a physi-

cal connection and where non-sensuous similarity can be ar-

chived through language. Massumi talks about the coming to-

gether of two abstract things and the “linkage between two 

sensuous events”,13 and how they “are non-sensuously sim-

ilar in that between them they co-compose a joint activa-

tion contour of differential attunement to the same event...

the affective attunement is amodal.”14 The Movement-feeling 

of the AH light and AH sound, as Massumi would put it, is 

amodal, which means it has to do with the relations between 

the senses. As Massumi states “The perceptual feeling of the 

amodal is the fundamentally non-conscious thinking-feeling 

of what happens between...it is simply: relationship. Di-

rectly perceptually-felt; Non-sensuously perceived.”15

Another convolution is that the difficulties we are faced 

with as artists are different to how we as an audience read 

complexities in a finished artwork. Toop divulges how per-

10 Ibid., 43.
11 I am referring to the locker work originally created for Bruce Danced exhi-
bition at Artspace, 2010. This work referenced Chris Burden’s performance Five Day 
Locker (1971), where he locked himself in locker No.5 for 5 days at University of 
California, Irvine.
12 Massumi, Semblance and Event Activist Philosophy and the Occurrent Arts, 
105.
13 Ibid., 123.
14 Ibid., 123.
15 Ibid., 110.
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formance is both in the mind/intuitive but also challenged 

academically by the performer and audience. He discusses 

the pianist’s point of view, when they endeavour to play a 

demanding score, and think that it might be beyond them be-

cause it looks difficult, and therefore the performance is 

based on the limitation of the artist and does not refer to 

the solidity or ‘complexity’ of the work.16

Often when building or programming an artwork, the task as a 

whole can be daunting. This may be due to a variety of fac-

tors, including the amount of labour required, if creation 

is physically demanding, the technical properties of a mate-

rial, or programming an interactive work that takes perse-

verance and lots of testing to generate a working outcome. 

Toop scrutinizes Italian 1960s composer Paolo Castaldi who 

was planning a piece for two tam-tams/gongs. 

As I remember, one of the players would have a relatively sim-

ple part: constant tempo, basic meters, and fairly straight-

forward rhythms. The other player would have had the complete 

post-gruppen kit: logarithmic tempi, constantly changing com-

plex meters, and all kinds of irrational rhythms. So one can 

imagine that one player would proceed quite placidly, while 

the other was in a constant state of panic. The result of the 

two parts, if correctly executed, was to be exactly the same. 

Nevertheless, evidently, they cannot be the same: although the 

second tam-tam in this parable of a piece (it doesn’t really 

matter whether or not it was ever actually composed) is at one 

level gratuitously sadistic, there can be no doubt that its 

(attempted) performance would elicit a sense of tension and 

struggle (also a potential aesthetic category) unattainable by 

other means.17 

The tension and struggle between simple and arduous tasks in 

music has similarities with fine art making and this quick or 

drawn-out process may also be associated with gesture. Some-

times a back-breaking install can be seen as a very simple 

action and  in contrast just plonking down an object with-

out much thought may end up being a complex gesticulation. 

On the other hand, in the teaching context, it is often rec-

ommended to students not to create over-the-top gestural 

16 Toop, “On Complexity,” 45.
17 Ibid., 46.

works, often associated with one-liners, in comparison to 

subtle signalling that generates more thought about what is 

going on in the artwork. 

During this candidacy I have attempted to encapsulate New 

Complexity, or Maximalism, in my artwork, especially with 

large installations. In particular, Bruce Danced, if Victo-

ria Sang, and Victoria Sang; so Bruce Danced (2011) at The 

Dowse Art Museum. Interwoven networks weaving and connect-

ing each different thing together was a key characteristic 

of this exhibition. Formal considerations were addressed 

through features such as material and colour connections, or 

the coupling of sound and movement. These gestures are maxi-

mal due to the range of objects installed, the multitude of 

kinetic actions and reactions, interactivity and the active 

audience, the rather raw  installation methods used (unhid-

den and non-taped cables everywhere) as well as Art Art18 

references, other personal stories and private jokes that 

add another layer of connectivity to the work.

Isolating gestures, colours, movement, sound, and simplify-

ing ideas are evidence in my artwork of reductionist tenden-

cies. Nevertheless I largely embrace the Maximalist aesthet-

ic and methods compared to Minimalist practice where humour 

and, more importantly, acknowledgement of the audience, is 

deficient. Baldesarri does however have a knack of creat-

ing humourous moments through his honing-in and finely tuned 

practice. My general understanding and observation of this 

type of practice is that the artist is so preoccupied with 

the gesture that the audience is almost forgotten. Within my 

practice, humour is the way to allow the audience an entry 

point into the work. 

Baldesarri is known for his poker-faced humour. In 1971 his 

instructional work, “I Will Not Make Any More Boring Art,” 

was installed by students from Nova Scotia College of Art, 

in Halifax. Due to the shortfall of funds for the project, 

Baldesarri sent a list of instructions which ended up being 

a repeated script down the length of the wall. The instal-

lation is suggestive of the repeated text lines that were 

handed out for punishment. The lines are sharply delineated 

18 ‘Art art’ is a term that was coined by Allan Kaprow in 1957. 
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and uninvolved which brings into play an ironic jest of the 

then prevalent art, Abstract Expressionism (Baldessari had 

started to position himself against Abstract Expressionism, 

in 1970). 

Within Tuckman’s Norming stage there is often an increase 

in the level of trust and confidence between group members, 

where they are more accepting of others speaking their mind. 

And with this acceptance of being open there is more use of 

humour to make the tasks more palatable/less boring with 

the group members forming jokes between themselves, such as 

nicknames or a joke about the task given that only the group 

would find funny. Within a fine art context, conventional-

ly, lack of humour can result in a boring experience for the 

viewer, especially if they are not in the frame of mind to 

unpack a work due to its minimal or reductionist gestures. 

In his book A dialectic of centuries: Notes towards a theo-

ry of the new arts, artist, academic, and the founder of the 

term ‘Intermedia’19 Dick Higgins, wrote an influential chapter 

titled Boredom and Danger. Higgins stated that “boredom was, 

until recently, one of the qualities an artist tried most to 

avoid”.20 As an artist we are often caught in a mindset that 

the work needs to look aesthetically pleasing, and by doing 

this we tend to over-aestheticize the idea. In hindsight, it 

is usually the process behind the work or the stories behind 

the work that are more interesting. Hinting at these may 

seem rather boring to look at but it is actually the sto-

ries, ideas or overall concept or process that is more ap-

pealing or thought-provoking (these could also be described 

as the situations around the work). Higgins goes on to say 

“with the rise of the idea that the work of art was intend-

ed first and foremost as an experience, that its function 

could be spiritual, psychological and educational, the sit-

uation began to change... to the situation in which boredom 

and other, related feelings might actually play a part”.21 

Feelings and boredom have the potential to be as important 

as slight or minimal gestures. An excellent/extraordinary 

example might be a long but extremely emotive work such as 

Chris Burden’s duration work 220, performed in Santa Ana at 

19 Intermedia was my department when I went to art school. It was almost 
taught like a religion, a new way of seeing. 
20 Dick Higgins, A dialectic of centuries: Notes towards a theory of the new 
arts (New York: Printed Editions, 1978), 42.
21 Ibid. 42.

the F-Space in 1971. For the performance the space was flood-

ed with water and four high wooden ladders were placed in 

the water. Burden and three other performers each climbed 

the ladders to be a safe distance from the water below, as 

a live 220 volt line was then dropped into the water. The 

performance lasted six hours. Watching four people up a lad-

der would not often be called an aesthetically pleasing ex-

perience, so Burden may have been making a comment on bore-

dom and endurance. However, the performers needed to stay 

focused over a long time so they did not get electrocuted. 

This knowledge created a lot of tension within the work, 

as did other unexpected issues such as the wooden ladders 

starting to soak up the water. In the middle of the night, 

the performers started to think they could be electrocuted 

due to the water-laden ladders. The performance finished when 

Chris Burden’s wife turned off the power at 6am. 

Burden was attempting to set up “a hyped-up situation with 

high danger which would keep them awake, confessing, and 

talking”.22 A potential Tuckman Storming stage, Burden’s ide-

al did not eventuate; after a couple of hours they started 

to fall asleep, locking their arms around their ladders so 

they did not fall off and into the water. This juncture could 

instead be interpreted as Norming, where the performers were 

feeling relaxed enough about the situation to go to sleep, 

even though the risks were extremely dangerous. Burden sum-

marised his performance after it had finished, saying he 

thought “everyone enjoyed it in a weird sort of way. I think 

they had some of the feelings that I had, you know? They 

felt kind of elated, like they had really done something.”23 

As mentioned before, Higgins talked about the paramount idea 

of an artwork being an experience. Burden’s performance op-

erated psychologically, even spiritually, and the related 

feelings had a role in generating what we finally understand 

to be part of the artwork.

There is a general problem with boring actions in art-mak-

ing: they can be hard to sell. Higgins expresses his con-

cerns about how visual artists produce work for sale and the 

problems associated with this. The work “must be appealing 

22 Chris Burden and Jan Butterfield, “Through the Night Softly,” Arts Magazine 
49, no. 7 (New York, Art Digest Inc, 1975): 70.
23 Ibid.
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and therefore the artist must take into consideration the 

audience factor, even if only unconsciously. He may think 

that what he is doing is done as a free agent, but this is 

seldom the case... [he does it because] it seems ‘important’ 

or because it seems to him something he can do well.”24 Cre-

ating work that is shiny and appealing for an audience could 

be seen as an uncritical satisfaction with one’s practice. 

It is a common risk of the Norming stage where group mem-

bers can become complacent, self-congratulatory and lose the 

motivation to think outside the square that was encouraged 

in the Storming stage. This is a predicament that many art-

ists face if working within a dealer environment and making 

work for the art market. The dilemma is the need to survive 

and feed the family, versus the importance of maintaining 

one’s voice and not selling oneself short. A good example 

of this predicament is an artwork I mentioned in the Storm-

ing chapter, Bruce Deranged. This work was purchased by Te 

Papa Tongarewa in 2004, sold through my dealer at the time, 

Michael Lett. Bruce Deranged was originally a short-lived 

work created for Artspace in Auckland. For the sale of this 

work I had to make a more permanent/archival version, even 

though the initial idea or overall concept is investigat-

ing immediacy, interactivity and temporality, with a two-way 

conversation using SMS and multi-user technology, with re-

al-time video tracking. Due to the nightmare of maintaining 

this technology for the next 100 years, the Museum requested 

a simpler, safer archival version where the interactive and 

SMS technology was replaced with a pre-recorded video. This 

meant there was no interaction or real-time eye movement 

within the artwork, major compromises that could be seen as 

detrimental to the artwork although, at the time, the funds 

helped out my family and it was my first work to be part of 

Te Papa Tongarewa’s art collection. 

In 1970 MOMA in New York presented an important concep-

tual art exhibition, Information, curated by Kynaston L. 

McShine25. A book, with artist page works and an essay, 

was published to accompany the exhibition; McShine’s essay 

was thought-provoking, even within contemporary art today. 

24 Higgins, A dialectic of centuries, 47.
25 Kynaston L. McShine was the Associate curator of Painting and Sculpture at 
MOMA, New York. In his text for the Information catalogue he referred to “the glob-
al village” and, contra McLuhan, stated that “books are still a major communication 
system.”

McShine also clearly took a position on current art practice 

at the time, stating that the “activity of these artists is 

to think of concepts that are broader and more cerebral than 

the expected ‘product’ of the studio. With the sense of mo-

bility and change that pervades their time, they are inter-

ested in ways of rapidly exchanging ideas, rather than em-

balming the idea in an ‘object’.”26 This was similar thinking 

to what was happening in California, although a little more 

humorous in California. Tom Marioni, a Northern California 

conceptual artist and curator, who also ran The Museum of 

Conceptual Art, defined Conceptual Art as “idea-oriented sit-

uations not directed at the production of static objects.”27 

Marioni talks about his museum’s position in the ‘1970s on 

painting and how it was not part of the avant-garde, and how 

many artists moved away from painting practice to sculpture 

during this conceptual era. In 1969 Marioni curated a pio-

neering exhibition Invisible Painting and Sculpture at the 

Richmond Art Centre. The show investigated ‘the immaterial’, 

which would be understood as “dematerialized” work. Marioni 

presented two blank pages in the exhibition publication. The 

project clearly referenced Klein’s Le Vide, discussed above 

in the Storming chapter. Klein was a major influence for the 

Northern California-based conceptual artists. Marioni’s oth-

er exhibitions also had a slight comical aspect to them, 

questioning the art historical tenets of the time, for ex-

ample the 1969 show The Return of Abstract Expressionism, a 

title that sounds like a slapstick horror movie, expressing 

the distaste for Abstract Expressionism at the time.

In the 1950 and 1960s, artists were attempting to break 

boring art conventions. This impetus remains relevant to-

day with many artists still trying to position themselves 

against the conservative stronghold of painting, still the 

dominant money earner for dealer galleries. In the 1950s, 

Higgins mentioned that many practitioners felt discontent 

with the mainstream correlation between the viewer and the 

artwork. To question or test situations and ties with the 

audience, the artist and the artwork became progressive-

ly pivotal for many artists’ practice. As Higgins wrote, 

26 Kynaston L. McShine, Information : Jy2-Sp20, 1970 (under the auspices of 
the International Council of the Museum of Modern Art. New York : The Museum, 
1970), 139.
27 Tom Marioni, Beer, Art and Philosophy, A memoir Tom Marioni, (San Francis-
co: Crown Point Press, 2003), 104.
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an informative example is how “Allan Kaprow included audi-

ence relationships in his collages on an increasingly in-

tense scale, until his collages began to become performances 

and he formalized the idea of the Happening.”28 Higgins also 

talks about early 20th century French pianist and composer 

Eric Satie’s (1866-1925) composition Vieux sequins et vie-

illes cuirasses of 1912, a work where Satie asked the pia-

nist to play the same eight-beat section 380 times and the 

tedium becomes apparent as a symbolic act or deed. When you 

listen to the minimal sound performance, it evolves into a 

captivating and intriguing piece. Higgins goes on to state 

that John Cage was influenced by Satie’s work and that Cage 

“was the first to try to emphasize in his work and his teach-

ing a dialectic between boredom and intensity.”29 

The metaphysical contradiction between boredom and intensity 

is a method sometimes used within art-making. The repetition 

of an object, colour, material quality, gesture allows for 

the viewer to focus on particular qualities of the artwork 

such as form created through the echoing of similar objects, 

materials, or gestures. The variance is the recurring and 

seemly boring gesture that often allows the viewer to see 

a slight difference or change in a repeatedly placed object 

that is not often noticed when it is singular. This also 

happens within minimal compositions where any change, even 

if it is a slight shift, can make a noticeable impact upon 

its audience.

Higgins also talks about how in “attempts to involve the 

spectator, boredom often serves a useful function: as an op-

posite to excitement and as a means of bringing emphasis to 

what it interrupts, causing us to view both elements fresh-

ly. It is a necessary station on the way to other experi-

ences...”30 Higgins’ ‘station’ could possibly be interpreted 

as a ‘turning point’. This is a term widely used in cinema 

to signify a point of change, especially in Hollywood mov-

ies. There are often four turning points throughout the mov-

ie which lead to the fifth and final one, the climax. Alter-

ing boredom levels could instead be substituted for the four 

turning points, leading you to the fifth stage, the ‘ah ha 

28 Dick Higgins, A Dialectic of centuries, 43.
29 Ibid., 43-44.
30 Ibid., 44.

moment’. These junctures could be “there is nothing happen-

ing”, “it is dragging on too long”, “it is self indulgent”, 

“when is it going to end” until you reach the fifth stage 

when you start to notice subtle formal issues, or a slight 

change, or start to look at the space around the work, or 

even the audience begin to notice the observer. Higgins 

talks about how it is habitual for Fluxus performances to 

have no directed ending, and some may go on for days: “bore-

dom was used in event pieces associated with Fluxus. The 

environment would become part of the piece and vice versa.”31 

It makes the viewer slow down and look, and as Higgins men-

tions, take a fresh look at things. Often, slight gestures 

require more donkey work to grasp the ideas behind the art-

works. Higgins implies that many Fluxus performances aroused 

an energy that spurred on a meaningful impression, expres-

sion, and understanding, reflecting everyday experiences, and 

were focused in such a way that they were not a spectacle or 

even scholastic exercises. “The use, in Fluxus format works, 

of boredom became not so much a structural factor as an im-

plicit factor.”32 This suggested use of boredom, though not 

directly expressed in the works, became a format for artists 

to draw out an element, gesture or task and, as mentioned 

before, the “dialectic between boredom and intensity.”33 An 

example of this is evident in the work of Fluxus pioneer 

Tomas Schmit and his Coca-Cola piece Zyklus (1964), a six 

hour performance where Schmit meticulously poured water into 

a bottle and then poured that same water into another bot-

tle and so on for six hours.34 John Baldessari sees teaching 

as a way to instil stimulation and galvanize students into 

developing a self-assured practice. This could be inter-

preted through the Norming stage as when individual ideas 

and unique ways of working are supported within the collec-

tive group. It also makes you ‘walk the talk.’ As Baldes-

sari states ”So if you make the statement ‘I will not make 

any boring art’ in a teaching context, then you have to make 

sure you try that too.”35 Baldessari suggests teaching is a 

way of allowing personal points of view to be accepted and 

ignite empowerment to the students and within his own prac-
31 Ibid. 
32 Ibid., 45.
33 Ibid., 44.
34 Ibid., 46.
35 John Baldessari interview by Liam Gillick,“I will not make any more boring 
art,” in Art recollection: artists’ interviews and statements in the nineties, ed-
ited by Gabriele Detterer (New York: Printed Matter distributor, c1997), 19.
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tice. He promotes the practice of risk-taking “it’s OK you 

can do this.”36 

Although working in isolation maybe seen as a romantic no-

tion of an artist working in seclusion, there is the oppor-

tunity to let the grass grow under one’s feet and to let 

ideas stew. This may allow the possibility of cranking out 

new ideas quickly without feeling like some else has already 

realized your idea. The other side of working in isolation 

is the unintended consequences of the artist’s hand/ideas 

becoming too dominant over a sustained period. This may be 

seen as failure, or on the other hand, opening up new possi-

bilities and originality.

From the post-war era until the 1980s, New Zealanders would 

only see international contemporary art through magazines, 

or a small number of touring exhibitions. As mentioned 

above, working in isolation has advantages as well as dis-

advantages. It can be seen as a benefit when working in New 

Zealand, where you can be a free agent. It can also be trou-

blesome, trying to work out what it means to be original. 

Critics may think you are working at the wrong end of the 

stick or misunderstand their intentions, or consider you are 

not trendy enough, or see you as being out of touch. When 

working in isolation you have to believe in what you are 

doing, not be scared to take risks and, as Baldessari sug-

gests, you need to be self-assured even though the art pun-

dits might think otherwise. It is through this solitariness 

that new ways of working evolve and that is the true ben-

efit of the situation that some artists face. Perhaps this 

self-assuredness is part of the Norming stage. In the Storm-

ing stage groups tend to reject any type of outside author-

ity, which could be seen as similar to working in isolation. 

Whereas the Norming stage allows the group or individual to 

become more confident in their own directions and the groups 

tend to be more supportive or understanding of each person’s 

individual needs.

The benefits of working in isolation can be seen in the work 

of American teacher and composer, Vladimir Ussachevsky 

(1911-1990), an electronic music pioneer. In his earli-

er years Ussachevsky worked in a creative vacuum compos-
36 Ibid., 19.

ing musique concrète from electronic noise and the pre-re-

corded sounds of instruments. While working in isolation 

Ussachevsky was inventive and innovative with makeshift 

electronic and sound equipment. At the same time, other com-

posers around the world were also tinkering with redundant 

military technologies, such as noise and sine wave genera-

tors, to create electronic compositions. It is the self-be-

lief, dedication of exploring new ways of making, the perse-

verance in achieving an outcome and working in the unknown, 

or what context it sits within, that is admirable. 

In a local context artists Peter Roche and Linda Buis worked 

in New Zealand’s solitariness during the 1980s and despite 

their limited access to contemporary and historical art 

practices, created a series of performance works now remi-

niscent of Marina Abramovic and Ulay’s37 performances from 

the 1970s and early 1980s.38 In 1983, Roche and Buis pre-

sented Six Performances in Auckland. They preferred photo 

documentation, instead of moving image, to show evidence of 

their actions and events. The photographers (notably Greg 

Burke and Ron Brownson), were not given instructions and 

were allow to interpret and document the actions/event in 

their own way, hence becoming an extension of the work as 

a collaborator in the performance. This is a similar meth-

od used by Abramovic and Ulay and, although they used cin-

ematic film and the camera person was not acknowledged, the 

documenter played an important role in the creation of the 

performance. This is the case, for example, the 1978 work 

AAAA-AAAA. In this performance film work, Ulay and Abramov-

ic screamed at each for 15 minutes. Their screams intensified 

over time and they also slowly moved closer to each other. 

At the same time the camera person was also slowly zooming 

in to intensify the situation–this has a similar effect to 

Hitchcock’s dolly zoom technique. 

I have made a deliberate move to work in a form of mild iso-

lation at mid-career. I have detached myself from the art 

dealer scene to the point where I seldom attend their open-

37 ‘Ulay’ was how he was know professionally; his actual name is Frank Uwe 
Laysiepen.
38 It is important to note Roche and Buis would only have seen international per-
formance work through photographic documentation, rather than video or films. This 
was due to the fact it cost institutions a lot money to purchase an artist video in 
the late 70s and 80s.
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ings and have found myself showing in Australia more than 

New Zealand, to seek new audiences that are not familiar 

with my practice. Working within this mild, almost dispas-

sionate bubble is also about having less distraction and 

encouraging reflexivity on my current practice and is a key 

reason behind the decision to undertake a DocFA. As a pro-

cess of many years duration it allows time for concepts to 

be re-examined and for me to gain a deeper understanding of 

the ideas I work with, as well as opening me up to new pos-

sibilities and originality as I get a chance to move away 

from artists I already know well, such as the Fluxus move-

ment, and Latour and his actor/agent and to explore other 

artists and philosophers that I am less familiar with, such 

as Massumi, Latham and Marioni.

Often, when teaching, Baldesarri recommended to his students 

that “Art comes out of failure. You have to try things out. 

You can’t sit around, terrified of being incorrect, saying 

‘I won’t do anything until I do a masterpiece’”.39 Possibly 

one of the most important mechanisms of art making is play, 

pushing around ideas and materials and letting curiosity 

lead the way to create the pièce de résistance. This could 

be compared to a situation I experienced when I was riding 

to art school and had an issue with my bicycle wheels. There 

was a bit of play in the wheel bearings that made it wob-

bly especially when traveling fast, going around corners, or 

landing after a small jump to dodge a pot hole. At times the 

loose bearings made you feel particularly uneasy on the bike 

due to the lack of control but other times there was a sense 

of exhilaration due to the bike becoming more animated in 

its movement and response to body weight and the ground. It 

did feel risky but also thrilling at the same time, although 

it created apprehension for the simple fact that you didn’t 

know if you were going to make it to work safely or not! As 

for art making, getting over this anxiety and letting go, 

even though you might lose control, is an important compo-

nent of the Norming stage based around trusting one’s own 

instinct or knowing when to let go. Often it is difficult for 

the maker to know they are going in the right direction, and 

they often have to release their hold on the idea or method, 

to see if something new will happen. 

39 Sarah Thornton, Seven days in the art world (New York: Norton, 2008) 52.

The know-how of when to let go and sometimes allow fail-

ure to happen within your own art practice remains trouble-

some. In Lisa Le Feuvre’s essay on failure, Strive to fail, 

she talks about the unease around a practice that is driv-

en by failure and the anxiety around not being able to fail 

and hence not being able to generate artworks around fail-

ure. “Paradoxes are at the heart of all dealings with fail-

ure–it is a position to take, yet one that cannot be striven 

for: it can be investigated, yet is too vague to be defined. 

It is related but not analogous to error, doubt and iro-

ny.”40 An example of where I have to let go is when the cre-

ation of an artwork sometimes feels way beyond my capabil-

ities (especially programming) and perseverance seems the 

only way through the creative wobbly bike ride to achieve an 

outcome. And throughout this shaky journey, apart from the 

need to solve the problems, interesting moments emerge. By 

acknowledging these moments, when things don’t go to plan, 

they have the potential to become more interesting than the 

original idea. In 2015 my exhibition, On and on and on and 

(at the Engine room gallery, Massey University, Wellington), 

had a systemic failure due to human error. The installation 

comprised several components; a hair piece on a pneumatic 

slide that slides back and forth when the viewer moves to a 

particular point in the space, a farting speaker, a sing-

ing light that sings ‘on and on and on...’, a pneumatic horn 

that randomly bugles a warning, a pneumatic solenoid that 

makes a floor cover that goes up and down, a TV screen in the 

middle of the space displaying the text ‘Up’ or ‘Down’ when 

the floor cover goes up or down, a metal bucket that vibrates  

across the floor to 100khz, a pneumatic slamming device that 

slams a metal colander and, finally a compressor that tops 

up its air pressure every so often that supplies air to the 

pneumatic solenoids. Failure came into play when a line of 

code was given the incorrect value and a wire was connect-

ed to the wrong digital input pin, causing a conflict between 

the Ardunio MP3 shield and the digital in and out pins for 

the solenoid relays. The erroneous value and the feud be-

tween pins created some unexpected results which unexpected-

ly took two days to ascertain what was going on. 

In his 1998 text “Event Horizon”, Massumi refers to a sys-
40 Lisa Le Feuvre, Failure (London: Whitechapel Gallery; Cambridge, Mass.: MIT 
Press 2010), 16.
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tems line of action as being knotted up from an out of the 

ordinary transfiguration of itself, “no longer acting and 

outwardly reacting according to physical laws unfolding in 

linear fashion. It is churning, running over its own possi-

ble states. It has folded in on itself, becoming material-

ly self-referential, animated not by external relations of 

cause-effect but by an intensive interrelating of versions 

of itself.”41 An example of these self-reflexive connections 

is where my entire installation took a turn and in-folded, 

where it appeared the servos went off by themselves or when 

they felt like it. The initial idea was to have all the ob-

jects go off in succession, one at a time, but what eventuat-

ed was a random sequence so you did not know when or where 

the next burst of activity would happen. These serendipitous 

actions forged a level of anxiety within the installation 

for both artist and audience. Apart from these random acts 

and the dynamism and zest of the loud, quiet, long and short 

moments there was also the potential of the objects breaking 

up, or the pneumatics hoses exploding, and even the noise of 

the air compressor refilling created a high level of tension 

in the space. This imperceptible slump into disorder could 

be called an entropic moment.

The Norming stage has the potential to create healthy rela-

tionships between group members and one way to achieve this 

is by being more open to things and each other. This open-

ness may encourage curiosity and conceivably lead to iden-

tifying and capitalising on failed moments, even if it is 

a wobbly ride or the artwork takes control of itself. As Le 

Feuvre states, “if failure is endemic in the context of cre-

ative acts, this opens the question not whether something is 

a failure, but rather how that failure is harnessed.”42 The 

acknowledgement of failure permeates a distinctive appeal at 

odds to society’s goal for superlative skills and outcomes. 

This appeal is often like a slippery banana peel on which 

the edifice of slapstick was built. Slapstick harnesses the 

intensity of anticipation of premeditated let-downs and daw-

dled sweeteners. Norming doesn’t have to be narrative.

In a 2006 Frieze Magazine article titled “The Odd Couple”, 

41 Brian Massumi, Event Horizon was part of V2, The Art of the Accident publi-
cation (http://www.brianmassumi.com/textes/Event%20horizon.pdf) 1.
42 Le Feuvre, Failure, 15.

art writer Jorg Heiser interviews famous Swiss art duo, Fis-

chli and Weiss, about their work. Heiser defines what he 

thinks is ‘slapstick’: “calculatedly amusing collisions mud-

dles: doing something crazy in a very sober way, or some-

thing very sober in a very crazy way. The idea of working 

against an initial impulse with a sense of enjoying the ab-

surd.“43 A possible incentive of failure and slapstick is to 

undo the idea of the artist as a protagonist or even a dem-

igod/demigodess, where the artist opens themselves up to be 

mocked and sneered at to gain insight into the ephemeral and 

the absurdity of the everyday. A good example is Baldessa-

ri’s 1967 artwork Wrong, in which a photograph of Baldessa-

ri, sporting a palm tree sprouting from his head is juxta-

posed with the text “wrong” anchored at the bottom of the 

print, creating a type of quasi-logical form between the 

witty image and text. Le Feuvre refers to this work by stat-

ing that the “aura of the compositionally ‘right’ image is 

disrupted so that–even though the new image perhaps replaces 

this merely with an alternative aesthetic–with the break in 

representative conventions, a pleasure in failure is intro-

duced”.44 It is the contentment in failure that is sometimes 

beguiling but also captivating. 

In Heiser’s interview with Fischli and Weiss, Heiser ques-

tioned them about failure and their approach to making their 

famous 1987 artwork, The way things go. Weiss said in re-

sponse “the creative process was not funny at all. I’ve al-

ways found it astonishing anyway–the way people laugh when 

the next thing falls over. Because for us it was more like 

a circus act, trained objects. And the ones that didn’t do 

it were badly trained or badly positioned”.45 Fischli then 

stated, “it was funnier when it failed, when it didn’t work. 

When it worked that was more about satisfaction”.46 There is 

a high level of fulfilment when you succeed in making some-

thing stand up, or in my case, engineer a complex circuit 

using an Arduino connected to pneumatics solenoids, relays, 

sensors, or TV so it works, such as in my On and On an On 

and… installation. But also watching something collapse or 

blow up can stop you in your tracks and you become thun-
43 Jorg Heiser, “The Odd Couple”, Frieze, 2006. https://frieze.com/article/
odd-couple (accessed July 30, 2016).
44 Le Feuvre, Failure, 14.
45 Heiser, “The Odd Couple.” 
46 Ibid
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derstruck by the catastrophe. My 2013 telephone interactive 

artwork 4 Blinking lights and a telephone for Window Gal-

lery is a good example of systemic failure. While franti-

cally installing this work there was first a loud pop sound 

and then a lot of smoke. I had incorrectly wired the audio 

signal into the 5 volt circuit. These simple mistakes are 

frustrating but are often more interesting than when an art-

work stands tall and looks nice, but does nothing to arouse 

the viewer’s curiosity. Le Feuvre offers the thought that “If 

perfection and idealism are satisfying, failure and doubt 

are engaging, driving us into the unknown”.47 Tension created 

by the potential of an object/event malfunctioning can open 

up new ways of experiencing an artwork and also create new 

problems/questions and possibilities.

While studying at Elam, my esteemed teacher Phil Dadson 

used to say to me frequently, ‘expect the unexpected’. This 

statement made me more aware of new ways of making, gave 

me courage to quash conventions, and be more open to oth-

er kinds of art that were sometimes considered extreme art, 

such as endurance performance art from the 1970s. This open-

ness departs from the rubber-stamp to create work that is 

possibly edgy or challenging, and taking a position, that 

possibly could go against the grain of institutional reason-

ing, all of which could be derived from novel qualities of 

something you may have not experienced or not want to expe-

rience or the opposite of what you intended to create due to 

failure. Norming is perhaps about finding out what is not the 

norm; breaking rules allows the maker to get a better under-

standing of what is going on in the materials, the gesture, 

or context. In her 1997 text “The Rightness of wrong” , Ab-

igail Solomon-Godeau states that the wrongness of the work 

(referring to Baldessari’s work Wrong) “implies an art of 

‘rightness’ and indeed, for centuries of Western art, theo-

ry, pedagogy and production were jointly shaped by academic 

rules, prescriptions and proscriptions governing all aspects 

of art-making.48 Going against the norms and taking a posi-

tion is vital for generating new problems, and questioning 

methods of making especially in an academic context. This 

criticality of a position could be a seen as a Norming foot-
47 Le Feuvre, 17.
48 Abigail Solomon-Godeau, “The Rightness of wrong,” in John Baldessari: Na-
tional City, 33-35, edited by Andrea Hales and Hugh Davies (San Diego: Museum of 
Contemporary Art San Diego, 1997), 34. 

ing for a creative practice. Solomon-Godeau suggests that 

“what were once academic precepts are now deeply lodged in 

what might be called the collective cultural preconscious: 

if most peoples’ snapshots do not in fact feature trees 

sprouting from their subjects’ heads, it is because they 

obey, unthinkingly, the laws of ‘right’ rather than ‘wrong’ 

composition.”49

In the next chapter I will talk about Performing, how com-

mon goals are resolved, the utilization of the skills and 

knowledge developed in the previous stages, the ways prob-

lem solving or adaptation happens within groups, and how all 

this enhances the outcome of the artwork, events/activities 

in the final stages.

49 Ibid.
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One big one liner (2017). 
Technical layout for candidacy submission.

According to Tuckman, Performing is full of satisfaction, 

know- how and awareness. Goals are achieved with lit-

tle or no friction or disruption, often with a feeling of 

attachment and fluidity to the project and the team you are 

working with. Diversity of skills is highly valued and wel-

comed. Self-assurance and confidence levels are boosted with 

a general sentiment of finally getting on top of the problem, 

with a clear understanding of the strength and weaknesses of 

the project. 

In this final, Performing chapter I will focus more on my own 

work, teaching pedagogy, and several other areas of rele-

vance to my candidacy overall. I will investigate how com-

mon goals are achieved by unpacking the logistics around the 

presentation of an idea, investigate ‘the compromise’ as 

part of a process and when to and when not to compromise. I 

will evaluate my understanding of when the work is function-

ing by drawing on Massumi’s terminology complete-self enjoy-

ment and the formative forces. I will consider the issues of 

having a sustainable practice, as well as the issue of our 

environmental footprint, wrestling with doom and gloom, even 

excessiveness in the art world. The beneficial and deliber-

ate isolation stemming from the middle of my career, as well 

as interpreting Massumi’s term dual-immediacies, the singu-

lar practice and what is happening in the world around us 

will also appear. Various skills, methods and knowledge de-

veloped in the preceding phases will be investigated as to 

how they have materialized in the final stage Performing. I 

will consider the ways problem solving or adaptation hap-

pens within the final making process, for example looking at 

the methods of working out problems (specifically, systemat-

ic methods to work out code and wiring issues). I will dis-

cuss how to adapt an artwork so it still has a high level 

of resolution (operates at a level that clearly articulates 

Performing
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material, presentation and conceptual gestures).Also how the 

artwork functions (foundation of the idea or question) and 

‘tricks of the trade’ which may vary from the way an artist 

initially intends to communicate the overall concept, and 

the “can do it” and “can’t do it” attitudes amongst crea-

tive types. Finally I will focus on the treatment of archi-

tectural features or the idiosyncrasies of a gallery space, 

through a consideration of my work Eye wall, (2013), an 

artwork that was part of my solo show What’s it doing, in-

stalled in the education space at the Auckland Art Gallery 

Toi o Tāmaki. 

One attribute of the Performing stage is that there is lit-

tle if any discord or hampering in realising goals. This is 

most likely achieved through testing, building from failed 

and successful attempts, confidence and know-how gained 

through extensive practice, all of which was discussed in 

preceding chapters. The extensive amount of trials that oc-

curred in the previous Tuckman-esque stages have added a 

level of confidence due to a better understanding of the ma-

terials and technologies used to present ideas. Comprehen-

sive testing of set-ups is necessary to create a complex 

interactive or reactive installation, such as One thing af-

ter another, created in 2016 at West Space in Melbourne. For 

this complex install I had to wire up electronics and pneu-

matic switches, actuators, and programme two Arduinos net-

worked together, using the Arduino Wire Library.50 Normal-

ly when I first turn on the installation it requires a lot 

of work to get it up and running. On this occasion it all 

worked straight away, which is possibly the result of years 

of practice installing works like this.  

The logistics of presentation coupled with creating a sus-

tainable practice is a major hurdle when presenting re-

search, especially when maintaining a proactive attitude to 

problem solving, financial overheads and the effects on the 

environment. In the 1960s, Italian conceptual art movement 

Arte povera questioned the idea of art as a commodity, the 

nature of the art establishment, as well as other social and 

50 The Wire Library allows two or more Arduinos to be networked together. This 
allows for a much more complex set up increasing number of analogue and digital 
outputs and more shields, such as the MP3 shield and TV OUT shields that allow 
sound, real time video manipulation and text to happen all in the same interactive.

political issues. They used unconventional materials, often 

found or recycled. The Italian word povera (poor) was em-

ployed in response to traditional methods of art making and 

the dominating commercial infrastructure that surrounds the 

art world. Projects were more focused on the process of mak-

ing which often meant using unorthodox methods and materi-

als. ‘Poor’ materials such as rags, tree branches, or dirt 

were used highlight and present this evidence of process as 

well as the Arte povera artist’s social or political posi-

tion. Around the same time, ‘Land art’ or ‘Earth art’ was 

embracing the environment as a medium. Artists such as Nancy 

Holt, Richard Long or Robert Smithson and many more creat-

ed works that either responded to the grand terrain of the 

outdoor space or used materials from the environment and 

brought them into the gallery context. Their work could be 

considered as taking a position against Greenberg’s ideals 

of valuing what is happening in the artwork and the artist, 

rather than what is happening around the artwork, its con-

text, the mundane world, politics, etc. Although many of the 

artists of that time were acknowledging the ramifications of 

the ever-expanding human footprint on the environment, their 

actions could also be seen as another form of colonising the 

landscape using a range of interventions to make their mark, 

often in a ‘gung-ho’ fashion (such as Smithson’s51 use of 

heavy earthwork machinery to create his large scale works, 

for example Spiral Jetty (1970)). Such examples had more of 

an impact on the environment rather than acknowledging how 

humans affect their own environment.

Through an individual practice you may generate a senti-

ment about the world’s activities that are acknowledged in 

the artwork, or performance, even if indirectly linked. This 

could be interpreted as what Massumi refers to as “dual im-

mediacies of process.”52 I believe we can no longer ignore 

this growing awareness of global issues that affects how we 

now see the world and that is reflected directly and indi-

rectly by artists and other creative makers. Our environmen-

tal footprint is something that we have to consider today, 

which is possibly redefining the significance of the term ‘en-

51 Smithson was often attracted to sites where industry had exploited minerals 
or rocks from the land. For example, the site of Spiral Jetty was previously used 
for crude oil extraction.

52 Ibid. 
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vironment’ in contemporary art. This is a concern artists 

of the 1960s or 1970s didn’t really have to worry about. 

Today you would now think twice about the environmental im-

pact your work is having. Massumi discusses how “coming-in-

to-its-own out of a prior moreness of the world’s general 

always-going-on, and the unity of the holding-together of 

phases arcing to a culmination in just this singular way, 

are felt.”53 It is the everyday and the bigger things beyond 

this that drive my practice, such as looking at how electric 

doors open and close or how Trump wants to close the doors 

to prevent Muslim immigrants from entering America. These 

‘felt’ experiences help enrich my thinking, and methods of 

making. 

Within my own practice I try to embrace more sustainable 

modes of making and presenting. During my doctoral research 

I have been literally fitting a show into a suitcase to re-

duce the cost of freighting work within in New Zealand or 

overseas. My aim is to be efficient, resourceful and sustain-

able by keeping the overall costs down, and lessen my over-

all environmental footprint (the contents of the suitcase is 

usually the entire exhibition, packed full of work that has 

been fully tested in the studio). I also aim to keep shows 

at zero cost for materials, specialist support, installa-

tion costs, travel and accommodation, apart from the time 

it takes to make the work (labour). This approach is also a 

critique/poke at the excessiveness in the art world, such 

as multimillionaire and professional gambler David Walsh’s 

self-indulgent MONA-Museum of Old and New Arts, in Hobart, 

Tasmania. This museum is currently running at a loss and 

costs 12 million per year to run but makes only 4 million 

from gallery takings. The architecture of the gallery itself 

is extravagant and required exorbitant costs to excavate a 

cliff to create a tomb-like fortress. The collection is fo-

cussed a lot on the purchasing of expensive works by well 

established artists such as Damien Hirst, Erwin Wurn and Wim 

Delvoye. It seems like Walsh, rather than being resourceful, 

has thrown money at things to solve problems... In the early 

1970s, Tom Marioni created tiny works which could be seen as 

a response to or a parody of the ostentatious, process-based 

works of the time, such as Dennis Oppenheim’s Cancelled Crop 

53 Massumi, Semblance and event, 3.

(1969), in which he harvested grain from a field in a par-

ticular way to create a giant ‘X’ mark - after which the 

grain was just abandoned in its raw state, unprocessed. An-

other large scale conceptual work created around the same 

time was Robert Smithson’s Asphalt Rundown (1969), similar 

in scale to Oppenheim’s work and it is questionable ‘pro-

cess’ of presenting material in a raw, unaltered state. 

Thomas McEvilley suggests these types of works are an “im-

plicit critique of culture’s tendency to interfere in na-

ture.“54 He describes how they could be “somewhat gran-

diose embodiments of the theme, while Marioni diminished 

his demonstration in scale to the point where it becomes a 

tiny everyday event that is humorous in its miniaturiza-

tion.”55 McEvilley’s criticism of ostentatious art behaviour 

is something I am addressing in my studio teaching. Over 

years of teaching I have learnt that, in some cultures, it 

is rude to point with your index finger, and if I have to 

point I use my elbow. It is much more of a physical gesture, 

pointing with your elbow as it requires more body move-

ment, but for some reason it is less offensive maybe because 

of the awkwardness of the gesture, or the humorous aspect 

of the act. I see the elbow as less grandiose and intrusive 

than the finger, which to me is similar to pouring heavy, 

dark-smelling crude petroleum residues down a bank.

An example of Marioni’s conceptual, ‘unprocessed’ miniatures 

is his One Second Sculpture (1969), comprised of a push-but-

ton, retractable tape measure that had been taken out of 

its casing. When thrown into the air, the measuring blade 

uncoiled into an intricately folded and twisted levitating 

form, and then dropped to the ground to form a rigid state 

line. The use of such a common object that is small in scale 

and the artist’s act of throwing is only part of the trans-

formation. Through the gesture of unpacking the blade and 

throwing it up into the air, the artist becomes free of the 

decision-making process, allowing the object, loaded with 

potential energy, to take charge as it was released, briefly 

creating its own form in the air. Marioni’s measuring tape 

is a readymade of sorts and, as an artwork that is also an 

54 Tom Marioni, Thomas McEvilley, Beer, Art and Philosophy, A memoir of Tom 
Marioni, (Crown Point Press, San Francisco, 2003), 13.
55 Ibid.
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implement, allows that clarity around process, but also im-

itates the oversized process-based sculptures, in a humorous 

way that seems timeless. Marioni’s miniatures have influenced 

my practice and given me confidence in using my ‘elbow’ to 

point at the art world and the art making process.

This kind of scaling back of works could be considered a 

challenge to the integrity of the art and the making pro-

cess, so often predicated on making grand or grandiose ges-

tures. This is also similar to when artists and art teach-

ers tackle how to be sustainable and changes in approach 

from making self-indulgent, material-hungry, large-scale 

‘shiny-looking’ art to work with much more awareness on the 

effects on the environment. Tirana artist Anri Sala’s 2009 

temperature-controlled cinematic installation work Why the 

Lion Roars explores the idea of creating a cinematic narra-

tive based on temperature change. Although this is an out-

standingly ‘shiny looking’ work, with lots of ‘ping’, it has 

a very small footprint compared to the large-scale physical 

sculptures such as Asphalt Rundown or, more recently, Bel-

gian artist Wim Delvoye’s burly gothic laser-cut steel forms 

of trucks and buldings. Sala’s installation makes a big im-

pression but, instead of using materials that require a 

large amount of energy, he has programmed a script to play 

found films (by not making the films he also reduces his im-

pact on the environment!), based on the temperature on the 

outside of the venue. Another good example is local art-

ists Xin Cheng and Chris Berthelsen, with their 2016 series 

of TEMP shelters that encourage improvised and resourceful 

construction methods for making shelters. (The works also 

relate to environmental displacement issues, either cli-

mate-related or not.)

My experience of art schools is that they tend to be sur-

prisingly slack in fostering sustainable practices, espe-

cially in relation to the use of toxic mediums and a lack 

of recycling materials. This is likely due to a perception 

that full creative freedom requires no boundaries and that 

we should not compromise our ideas or what we fully intended 

to do. For example in Latham’s 1966 work Chew and Spit: Art 

and Culture, there was no thought about the safety of the 

students that were asked to perform this work. Today, this 

would not be allowed due to the health risks from ingesting, 

however briefly, printers ink or the dirty, used pages of a 

publicly accessible book.  

Tuckman’s model shows that compromise in groups is a way to 

make things happen by reducing friction. Giving in to let 

others have a say, where the diversity of skills and input 

into the project is highly valued, is a more collective way 

of working rather than just focusing on the individual. This 

way of working is also a driver in how I teach and run the 

Studio 1 programme at Elam, with many of the projects based 

around collaboration, social responsibility, as well as de-

veloping good sustainable practices. In the interactive 103 

project, Open source/Open Thinking, the class is divided 

into four groups of eight. Each small group sets up a nexus 

so they can support each other with the technical learning 

of open source technologies, including coding. If someone 

in the group is technically-minded they can lead the group 

in this area, while the less technically adept students are 

able to learn from them and gain confidence. All can eventu-

ally learn to create technically complex ideas while adding 

to their own skill base which for some may be more around 

idea generation and presentation rather than any forced fo-

cus on code per se.

An aspect of group work integral to positive group dynam-

ics is the ability to judge ‘when to and when not to.’ The 

knowledge of when to keep your mouth shut or when to give 

advice, make suggestions, or take the lead are just a few 

examples of how this applies. This is similar to under-

standing when a work is finished, which could be affected by 

limitations such as exhibition opening times, material lim-

itations (in particular the unknown qualities of recycled 

materials), technological constraints, budget and economics, 

etc. Other factors that help determine when to stop making 

is when the work ‘feels right’: i.e. achieves an intuitive 

balancing of values, such as successfully communicating the 

initial idea and overall concept, contributing to the dia-

logue on contemporary art, and showing evidence of knowing 

and understanding. These attributes are built up through the 

previous stages as part of the idea, developmental methods 

and extensive testing. The sense of when something is com-
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plete or how everything comes together, internally and ex-

ternally, can also be interpreted as “self-enjoyment”. Mas-

sumi talks about how the “formative force“ allows an event 

or action to be integral to itself, and how enjoying itself 

can create a reflective outcome, and how it may enjoy “itself 

in this arcingly immediate way that it is able to follow 

through with itself.“56 

This act of self-enjoyment and following through with itself 

to be complete is a salient feature of good art practice. 

Being aware of when to stop is critical so as not to exhaust 

the idea or gesture. Furthermore, through this reflective 

stage, leaving a work in a slightly raw state is often im-

portant to show the art making process and the significance 

of the method. For example, in my exhibition One thing after 

another (my 2016 kinetic installation at West Space, Mel-

bourne) I chose to leave all the dust, wire clippings, sol-

der blobs and general detritus on the floor amongst the other 

objects. While installing the show, a fellow artist in the 

adjoining space sanded the walls for two days to make their 

walls ‘perfect!’. This made all the spaces extremely dusty 

and befouled the artwork and floor. There were two reasons 

not to clean up: one was to take a position on the ‘perfect’ 

work next door, the other was to leave a trace of the ac-

tivity undertaken in the space during the installation that 

included residue from the making of my work, but also the 

hindrances that I had to put up with throughout the instal-

lation process. These lingering remnants were to remind us 

about the social structure, the role of the artist, and the 

reciprocal action with the environment, the materials, fel-

low artists, and the audience. 

This notion of ‘self-enjoyment’ could also be interpret-

ed as having a level of satisfaction when completing work, 

whether it is a state of fulfilment in technically getting 

an installation up and running and everything turns on and 

off as it should, or if an unexpected thing happens, in find-

ing the failed result more appealing than what was original-

ly planned. Such contentment may be accentuated through a 

better understanding of the strength and weaknesses of how 

everything works together in the space, and the dialogue be-

56 Brian Massumi, Semblance and event, 4.

tween the objects themselves, any sound employed, movement, 

and the audience. 

Many of the points above may have manifested in the final 

stage of Performing, possibly due to accumulation of the 

various methods talked about in the previous three chapters. 

In the Forming stage the employment of the three directives 

– orientation, testing, and  dependence – helped to clarify 

the notion of gesture, and led to a deeper and better under-

standing of practice. During a Storming phase, you are often 

guided by a level of uncertainty based on the strength of 

your ideas or tack, and on numerous occasions an antagonism 

or frustration arises between you, the material, and the 

situation. Occasionally conflict is resorted to when there is 

a divide amongst fellow colleagues around the ideas or your 

position, or it may be a material and technical difference 

that interferes with the planned tasks creating dissent be-

tween objects, ideas and collaborators. Responding to differ-

ences and knowing how to deal with the conflict can mitigate 

the frustration in a way that goes beyond the limitations 

and censorious morality in achieving initial objectives. For 

example, refocusing on the tasks and making each step small-

er makes creating an outcome a lot more achievable. The use 

of these directives at this stage may result in developing 

better skills, managing conflict and achieving the planned 

idea. 

I have proposed Tuckman’s model as a useful quasi-frame-

work that assists in the analysis of the various steps in-

volved in the creation of artworks and art events. Setting 

more flexible and inclusive ‘norms’,‘rules’ and ‘expecta-

tions’ happens within the Norming stage. The normalisation 

of methods, actions, relationships, and things, is acti-

vated by creating a bond and sense of cohesion between ex-

pressing ideas, the work and the context. This is possibly 

achieved by being more open to and comfortable with new ide-

as, and to other artists’ artwork, and the current stand-

point of the art world. In the final stage, Performing, there 

is commitment to the task. There is a measured feeling of 

getting on top of the project and finishing off with compe-

tence – knowing when the idea is working and judged com-

plete. There is the diversity of skills developed during the 

previous stages which is highly valued. Other benefits are a 
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proactive attitude to problem solving, and an increased lev-

el of fluidity between the presentation of the ideas and the 

audience experience. And finally there is a feeling of sat-

isfaction in your ability to generate and resolve ideas. 

Signalling this is precarious and risky for the reason that 

the work for examination “One Big One Liner” may misfire by 

not being ‘judged complete’. This kind of risk taking keeps 

you on your toes and also offers some stimulation around un-

predictability. For example, the room I have chosen to work 

in is a teaching space, not a refined gallery space. It is a 

used space with drips of paint on the floors, holes in the 

walls and floor, bright sunlight, and uneven walls. There is 

a chance the work might get lost in the space: my DIY, recy-

cled, well-worn aesthetics, are not often shown in a well-

worn space. This is one of my current challenges. 

There is also an element of entwining oneself around and 

extending this relationship between teaching and practice, 

by showing in the Studio 1 teaching space that I have spent 

the last 5 years running.  There are connections here to 

Latham working with his students to create a polemic event, 

or Baldessari and his seemingly simple but intricately-fold-

ed style of teaching. Baldessari’s project briefs were art-

works in their own right, asking students to do things they 

weren’t used to and what seemed unconventional at the time. 

A good example is “102. Composition based on the duration of 

say, one gal. of paint”,57 or “103. A 30-day continuous line 

on adding machine”,58 or the work mentioned in the previous 

chapter (the punishment of writing lines 1000 times on the 

wall). I have found synergies between some of the simple ex-

ercises that can be given to first year students and some of 

my beliefs about contemporary art.

Knowing how to adapt an artwork so it still has a high lev-

el of resolution and operates at a standard that clearly 

articulates material, presentation and conceptual gestures 

but also articulates how the artwork functions (foundation 

of the argument or question) may vary from the way you in-

itially intended to communicate the overall concept. There 

is usually a “can do it” attitude towards problem solving 

57 John Baldessari, Class Assignments, (Optional) (1970, 2011) http://archive.
wattis.org/exhibitions/john-baldessari-class-assignments-optional
58 Ibid.

in the Performing stage, even if the adaptation methods may 

vary within the final making phases. Another example of prob-

lem solving is the processes of working out issues, espe-

cially systematic methods to solve code or wiring issues, 

for example, conflict between the wiring order of digital 

outs on the Arduino and the scripts that turn off and on the 

components linked to the digital outs.  

On the other hand, there is also a “can’t do it” school of 

thought. Maybe it is due to new, heavy-handed health and 

safety policies looming over institutions; or perhaps it is 

our current political climate of neo-liberalism (free-market 

capitalism), Alt-right (the new term for what is essential-

ly far-right),  centre-left Greens (not as radical as they 

use to be), and far-leftists who seem to be lost in the mix 

(where more interesting and testing artworks probably once 

sat). Or it is maybe just possible that the art world has 

become a little more responsible. For example, anyone pour-

ing asphalt down a bank would today be criticized severely, 

and the arts community would pour scorn on their ability to 

create artwork sympathetic to our current environmental con-

cerns. 

To create a cohesive looking presentation, ‘tricks of the 

trade’ may be need to be called on to help resolve issues 

and give clarity to the ideas. Various strategies may be 

applied to situations such as the treatment of architectur-

al features, or the idiosyncrasies of a gallery space. In 

Eye wall (2013) (a major component of What’s it doing, at 

the Auckland Art Gallery Toi o Tamaki), during the plan-

ning stage I proposed to the gallery team that I would like 

to build a wall in the space to hide the pillars.59 The wall 

was proposed to function as a space divider – the back space 

being for video and neon and the front space for the inter-

active idea machines – activating the installation by con-

trolling the sight lines, as well as the way the audience 

encounters and relates to the work. The gallery team were 

concerned the wall would block their view so they would be 

unable to keep an eye on the artwork. My response was to 

make ‘eye-holes’ in the wall to enable their monitoring of 

59 I am unsure why the architects decided to put pillars over-designed in the 
new gallery spaces, as they are very difficult to work around and often interfere 
with the reading of the work.



9796

the rear space, but the design also references French comic 

genius Jacques Tati’s 1958 film Mon Oncle and the materialis-

tic Arpel’s house. During France’s post-war engagement with 

the Modernist design struggle and so-called modern techno-

logical development and consumerism, artificial devices were 

used to gently, visually mock this ‘new world’. I was not 

so much engaged with the mocking per se, but Tati is a play-

ful prankster utilising props and his own body as a perform-

ative jest. Often highlighting the discord between social 

behaviour, objects and architecture, Tati has been a great 

inspiration for One Big One Liner and my earlier interac-

tive installations referencing his factory - like monotonous 

automated systems – energized with over the top and crude 

sound effects and humour. Both Tati’s use of mechanisms and 

humour resonate with my approach to thinking and making.

Planning installations is another way of working out logis-

tics and resolving issues. I regularly use hand-drawn cir-

cuit diagrams. My use of circuit diagrams is a response to 

not fully understanding schematic drawings used in industry, 

employing streamlined symbols to represent each electrical 

component, so I have developed my own system. My diagram-

matic drawings literally show each wire connecting to each 

electrical component, a very long-winded way of showing how 

circuits are made up. This logic is implemented to show po-

larity of components based on how the component actually 

looks, rather than employing an abstract symbol. As an ex-

ample, a SC1222 transistor has physical curve and straight 

line forms, which can help you understand the difference be-

tween the collector and emitter pins. I consider these an 

important part of my process so have included a series of 

these drawings within this document.

Designing in SketchUp to create three dimensional scale mod-

els of the installation directly aids identifying ‘quirks’ 

in the space. In the 2015 Engine Room exhibition, On and on 

and on…, I realised it would be useful to utilise floor cav-

ities as part of the final work. The Engine Room was previ-

ously used as a workshop to teach students how to fix cars, 

so floor traps were built for worker pits. In this installa-

tion I set up a pneumatic solenoid to make a floor cover move 

up and down in time with the text “UP” or “DOWN” displayed 

on an old CRT TV (with the words in 1-bit resolution). This 

interposition activates the space by using the architecture 

and the quirks of the space but also acknowledges the previ-

ous activity and history of the space. With One Big One Lin-

er I will refit the empty door cavities with false doors, so 

they can automatically open and close, set off by a scripted 

event, to bring focus to the activity in the other room. The 

use of SketchUp also allows for a better understanding of 

how compromise may occur due to architectural or material 

constraints.

Another empowering aspect of pre-designing shows is how to/

not to control an audience and how they see or experience 

the work. For example, creating a triggered interactive that 

sets off a series of events (such as in One Big One Liner) 

so the audience has to stop, watch and experience the work 

over a longer duration can be quite different to the “free 

roaming” that much art is predicated on. When Jorg Heiser 

talked to Fischli and Weiss regarding their untitled 1995 

96-hour Venice work, questioning them “about this idea of 

‘interpassivity’, as opposed to interactivity, about dele-

gating the passive enjoyment of looking at stuff to video,”60 

Fischli responded by stating that they “give things val-

ue by paying attention to them, when we are filming and when 

we are selecting. The same thing happens with the viewers. 

They choose from many monitors what they are interested in 

and pay attention to certain things for a certain duration. 

They have to ask themselves the same question as we do: what 

shall I waste my time on? And by giving them this time I en-

hance the value of these things.”61  

Whether you make an audience wait or force them to slow down 

for the experience, or you hand them the concept directly on 

a platter, Performing is where everything either comes to-

gether or all falls apart. This can include the failure of 

a performance or action. What Tuckman’s model has highlight-

ed is that through all the testing and development in the 

first 3 stages, you have gained a better understanding of to 

how present a work and if it fails you have the know-how to 

turn it around and make success of that failure. I have a 

fake, crashing computer lecture-presentation on Technology 
60 Heiser, “The Odd Couple”, 6.
61 Ibid.
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and Failure. This lecture series responds to past conven-

tional lectures where the computer has crashed halfway dur-

ing a presentation, making the students wait for it to start 

up again, often with the sense of a high level of disgrun-

tlement. These tongue-in-cheek lecture series also reference 

the pre-computer use of slide projectors for lecture pres-

entations when images were accidentally put in upside down, 

often producing a few giggles after which students often 

became more attentive. 

Through this fulfilment of making an artwork that succeeds 

or even one that misfires you gain a better understanding of 

your work, what happens in the making process that generated 

the outcome (self-reflecting on process), and the importance 

of improvisation, elbow pointing, letting loose and danc-

ing around in celebration, or venting your anger in frustra-

tion. Tuckman refers to Performing as what happens when the 

group starts to work towards a common goal using the skills 

they have developed and resolved during the previous three 

stages, and also when the group unfolds to become a prob-

lem-solving mechanism as they start to adjust to and per-

form roles that will enrich the activities. Within a fine art 

context the presentation process could be one of the mech-

anisms used to problem solve and resolve ideas, such as the 

use of the single diagonal line across the space, going from 

one corner of the space to the other. This linear presenta-

tion strategy is used to highlight how the events/activities 

travel along the line from one object to the next like a 

fuse wire with the slow flame moving towards the explosive.
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On and on and on (2015), mixed media 
installation, The Engine Room,
Massey University, School of Art,
Wellington.

W O R K S
created during candidacy

2011-2016





What’s it doing (2013), mixed media 
installation, Auckland Art Gallery 
Toi o Tāmaki, Auckland.



What’s it doing (2013), mixed media 
installation, Auckland Art Gallery 
Toi o Tāmaki, Auckland.



What’s it doing (2013), mixed media 
installation, Auckland Art Gallery 
Toi o Tāmaki, Auckland.

Super music (2011), live perfor-
mance, Super Deluxe, Tokyo.



Big nose V2 (2016), mixed media, 
Big Cheese,curated by Alex Gawronski
and Justene Williams, Dark Mofo 
Festival, Contemporary Art Tasmania, 
Tasmania.

Ups and Downs (2013), mixed media  
installation, FERARI, Auckland.



B.F.P (2011), community print press, 
Big Fag Press, Sydney.

Run artist run (2011), HD video, 
looped. Top image: camera assistant 
on a homemade bike cam system.



Sound FXs for theme shows (2012), 
Performative lecture, Sound Full 
public programme, Dunedin Public Art 
Gallery, Dunedin



A loop is a loop (2015), mixed media, 
Norths Projects, Christchurch.



To and Fro (2013), mixed media, 
Strines, Melbourne.

Run artist run (2011), Mixed media 
installation, 55 Sydenham Project 
Space, Sydney.



55 times over (2016),  Mixed media 
installation, 55 Sydenham Project 
Space, Sydney.

To and Fro (2013), mixed media, 
Strines, Melbourne.



Song and dance (2012), physical vid-
eo, electronics and pneumatics, Phys-
ics Room, Chrsitchurch.



IN and Out and (2015), Arduino, elec-
tronics, linear actuator, TV, ladder, 
light, and sound, KNULP, Sydney.



The Suprematist calls (2013), Modi-
fied telephone, electronics. sound,
Black Square -100 Years, AEAF, Ade-
laide.

Death to the dealer (2011), Photo-
graph.



I have to keep on talking (2015), 
detail shot, Arduino, Telephone 
Fuzzy Vibes, Auckland.

Note:
Electronic re-enactments of vari-
ous performance works from the 1960s 
-1970s including: Electronic Yoko 
Ono voice calling the gallery, phys-
ical computing Seedbed re-enactment,
Mechanical Chris Burden stuck in a 
locker, and projected interactive 
re-enactment of Acconci’s Claim at 
the bottom of the gallery’s front 
entrance stairwell.

I have to keep on talking (2015), de-
tail shot, Arduino, plywood, speaker
Fuzzy Vibes, Auckland.



I have to keep on talking (2015),  
detail shot, Arduino, projector, com-
puter, screen, wood,  speaker
Fuzzy Vibes, Auckland.



One thing after another (2016),  
Mixed media installation, West Space, 
Melbourne.



4 Blinking Lights and a Telephone 
(2013). Modified telephone, wood, 
lights, micro-controller, electron-
ics. sound. Window, Auckland.
(based on Allan Karpow;s Message 
Unit, 1968.)
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