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What are my main inberests in this feld?

Craating art collaboratively, in a community site, working towards social change

What do T want to achlsve on the cowrse?

To learn how to facilitate artistic voice

Whet relevant knowledge do 1 already have™

Very little. Some volunteering prior to the MA, and the MA sessions so far undertaken

‘What additional knowizoge o3 I need?

«  Deopor knowledge of theory

+  Deepor calf reflecton: what is MY
AT WAL oo | el with sy
How does iy assMenc work wilh
inclusive participaton?

How will 1 develop this?
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- Along with theoretical reading, an
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Hw will T know when 1've schieved this?
+  This will ba achiewed by

peersonal rellction
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Wk or what con help me?

| What relevan: experlence do 1 already Pave?

What additioral swperiencs do 1 nesd?

What technical axpartioe g [ akeady have?

Fiewer will T gain this3

"How will 1 know when I've achieved this?

W or what can help me?

=

wihat additicasl technical expertise do 1
need?

Hiew will T gat this?

Hwt will T lenicy witn I've achioved this®
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Wilss ©f what can help me?
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SECTION 1

What additional knowledge do I need?
. Deeper knowledge of theory

. Deeper self reflection: what is MY
art? What do | want with my art?
How does my aesthetic work with
inclusive participation?







FRioger Fry, mixed media an paper (42x x56crm). David Pitt, 2018 Ciivie Bell, mixed media on paper [42¢ x58cm). David Pitt, 2018
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that only a handful of ‘men of delicate taste’ were
sensitive enough for true aesthetic contemplation;

aesthetic reflection evokes a utopian future
community;

art is a ‘visual culture’.
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Bamett Newman, mixad media on paper (42x x58cm). David Pitt, 2018 Clement Graanberg, mixsd media on papsr (42x x56cm). David Aitt, 2018
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“Avant-garde art is provocative yet indeterminate, opague yet open to
differing responses.” Kester, G. H. (2013). Conversation pieces. community
and communication in modem art. Berkeley Los Angeles London: University
of California Fress, p20.

Bit-Pord 3 (Richard Ducker), oll on canvas (120 x700crm). David Pitt, 2016

In the 17th & 18th centuries long held spiritual & palitical assumptions
come under scrutiny/threat by rise of secularism and ambitious mercantile
class. Modern concepts of aesthetics began toemerge: Kant (gemeinsinn,
common sense, the power of the aesthetic to evoke a visceral intuition of
future social consensus). Social cohesion, once built upon the coercive

¥

force of God or king, now becomes centred on mental processes through
which we perceive the world. The purest form of the processes is the
aesthetic experience, because these distance us from the calculated,
normal day-to-day self-interested interactions.

The mid 19th to early 20th century saw the rise of the market system &
mass production which began to erode this belief that art could 'evoke’
a utopian future. Mass media & advertising even began usurping art’s
role entirely. “Far from overcoming our narcissistic isolation, consumer
culture feeds on it, transforming the redemptive power of an aesthetic
communion into the banal transactions of the shopping mall.”"" Roger
Fry warned of the dominance of ‘pseudo-artists’, and called for a
different (‘disinfected’) art, an art that dissuaded commodity, and
placed an emphasis on its radical difference from (academic) art &
other cultural forms.

Journeying through theorists & critics like Roger Fry & Clive Bell,
Clement Greenberg & Michael Fried, though art forms such as post-
impressionism, constructivism, futurism, Dada we came to the point, in
the latter half of the 20th century, that art & culture found its meaning
only in the individuality of the ‘genius’ artist, so as to render art totally
unappropiatable by popular culture.

| always went with this: that the artist creates an image which is
ambiguous, yet loaded enough to inspire self-reflection & change within
the viewer. The artists should take something known (paint, words,
architecture, landscape, language, music) and fuck it up: juxtapose it
with something off-key, creating an atonal chord-clash that shocks &
disrupts: Schoenberg's 12-tone music, Rachel Whiteread's casts of
spaces; Damien Hirst's framing of death & (re-)birth; Duchamp's ready-
mades; John Cage's prepared pianos; TS Eliot's use of detachment,
fragmentation & allusion; Brian Eno & Aphex Twin's ambient & liminal
sounds; Liam Gillick’s relational use of corporate language & architecture,
etc. The artists as trickster.

1 Kestar, G, H. (2013). Conversation pieces: community and comrunication in modem arl. Berfetay Los
Angales London: Linversity of Calfornia Press. p29

7



SECTION 2

What are my main interests in this field?

Creating art collaboratively, in a community site, working towards social change







Too: Chikdren n Panl p3-4, mxed meadia on camas (100x x 100cm esch). David Pitt, 2016
Above: Chilgren Iy Peril p7-8. mixed media on carvas (100x x100cm each). David Pitt, 2016

These paintings were still sited within the modernist tradition, therefore
did not mest my ‘quiet’ art specifications (still vague in my mind).

Around this time two things happened that gave me an insight into
how | could create this ‘guiet’ art: | read Far From The Tree by Andrew
Solomon' and became fascinated by the examples of affirmative models
of disability documented by Solomon, and | started to volunteer at Action
For Kids (where | helped to facilitate professional development workshops
for young people with learning difficulties).

From here | began looking into how work more socially, how | could
join my art practice with working other people, particularly people with
complex/additional needs.

The ego of avant-garde art is that which | called ‘loud’, therefore the
‘quiet’ art | have been looking for is socially engaged, empathetic, ethical,
collaborative art.

Modern theories/practices of avant-garde art implies a ‘long’ artist, a
‘genius’, above the normal chatter of life, beyond the reach of advertising
& mass culture. It implies art that is opague, that can be only understood
by those with the ‘correct’ education. It implies that only such a form of art
can transcend, therefore art which engages & corresponds with viewer,
art which is social/collaborative (by its nature open & communicative),
cannot be opaque, therefore cannot transcend, cannot be ‘good’ art.

Due to my (initial) research into participatory art, especially community-
based art, | did not believe that the avant-garde was the only way to
produce something transcendent. Critical feminist & race theory has led
the way in proving the worth of marginalised communities and it seemed
to me that, following the (still ongoing) dismantling of misogynistic and
racist hegemonies, that the rejection of the ableist hegemony should
be next.

1 Sclomon, A. (2014). Far from the tree: parents, chidren and the search for identify. London. Vintage
Books.
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Still, somewhere in me, there is still a battle going on over the dichotomy
of ethics & aesthetics. Claire Bishop warns of failing, as inclusive arts
practitioners, to deal with the complexity of artistic gestures. We do not
want to become box-tickers for the neo-liberal administrators. And | think
this is something vital to keep in mind.

While ambiguity can be seen as the superstructure propping up the
cultural modernist hegemony (see Kester), | believe space must be left
for discord and disruption. We must be prepared for what Ranciere says
is the artist's ability ‘to think contradiction’.’

AMBIGUITY

1 Ranciéra, J. and Corcoran, S. [2009). Aesthetics and its discontents. Cambridge: Polly Press.
L

Something else is in my mind about ambiguity: it is the idea of non-
‘art’ practices being brought into the creative process by the actions of
inclusivity...Anthropology, activism, sociology.

“The artist as social practitioner must also make peace with the
commaon accusation that he or she is not an artist but an “amateur”
anthropologist, sociclogist, etc... Sccially engaged art functions by
attaching itself to subjects and problems that normally belong to other
disciplines, moving them temporarily into a space of ambiguity. It is
this temporary snatching away of subjects into the realm of art-making
that brings new insights to a particular problem or condition and in turn
makes it visible to other disciplines.™

Theseideas of not being an expert, ofdisrupting hierarchies, of reflective
practice, critical questioning, etc. that have been highlighted during
the MA have changed my idea or how art can be created. Previously
| had been SO taught how to value creative ‘genius’, the epiphanic
moment, and now | am fascinated how ritual, self-reflection, even
something so simple as workshop warm-up exercises, can generate
new ideas and insights.

1 Helguara, P (2017). Education for socialy engaged art: 8 matenals and iechnigues handbook, MNew
Yorke, NY: Pinfo.



SECTION 3

[ need?

How will I develop this?

. Reflection on comments given on
modules by tutors/examiners

How will I know when I've achieved this

. This will be achieved by
personal reflection




This is where self reflection on my art practice has taken me: somewhere
where | can see how to integrate inclusive collaborative practice. Process,
careful understanding of the ethics & politics involved in collaborative
community art. | shall expand on this further with my reflection on
PhaotoVoice, but | shall continue with

From my presentation after our Rockets sessions | received this feedback:

Gaeneral Comments

You cleary (dentfied ways in which your experience during YWays o Working had challenged your art
cducation and how you hoped 1o develop your practize i resgonse by discussing shifts from the
individua! to the social and art as an experience rather than a product. You gave two examples of
differant ways of working with Rochket Artists 1o illustrats your points. What happened during these
encounters could havie boen unpicked and reflected on & bit further than il Was during your
presentation,

As digcussed after your presentation, the term ‘leve’ can be problematic within the role of any a
prolessional practiticner. Be careful to qually statements thal may raise questions swech as this. &
definition of what you mean, in the context of IAF would be advised - or consider other ways this idea
could be aticulated more clearly, or concootualised diffiercnthy.

Frogression paints: deeper reffecion on Ways of Warking fo tease out praclice, consider use of
language and its polenlial impacls andior challenges

Reflection on the idea of ‘love’ | shall go into in more detail later (particularly
the writing of bells hooks and Paulo Friere), but | can unpick my encounters
with the Rockets in more detail now:

| felt a huge relief (and | gained much confidence) in feeling comfortable
and capable in these sessions. | felt | made very strong connections,
particularly with Shidey & Tommy. We were able to work freely together,
and | felt very able to adapt to the flow of the workshops, allowing the
process to take precedence in my mind, rather than obsessing on the
finished ‘artwork’.

| had consciously made early connections with members of the Rockets,
particularly Shirley, and was able to use this relationship - this mindful
engagement - to encourage and facilitate interesting ways of working
creatively when we came to work together.

This ‘friendship’, this ‘careful of empathy’ was also helpful in allowing
me to reflect on any ethical issues that may arise from working with
vulnerable people. For example, Tommy's attitude towards me was very
friendly: he sought me out and deliberately made sure he was near me &
could work with me. As | did not know Tommy's background, as though
this behaviour did not seem harmful, | felt there was perhaps potential for
our relationship to stray into areas of over-dependance, so | informed the
gatekeeper/tutor of my slight concerns.
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This touches on privilege...

Rockets Refection Notes. David Fitt, 2018



iz

OF PRIVILEGE

| do realise my privilege: London-based/white/European/male/middle-
class/university educated/car-owning/home-owning/heterosexual/cis-
gendered/married/parent/able-bodied/conventionally beautiful...

My personal values are in part dictated by these privileges. However |
have taught myself as best as | can to be aware of privilege, aware of
my biases, to allow myself to learn through collaboration, to work ‘side-
by-side’ and to reflect deeply about the world-view of others. | have
experience of mental health issues and marginalisation due to class and
use this knowledge in deepening my empathy, as well as intersectional
reflection.
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From the Tate Exchangs project. Daid Pitt, 2018

K
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MOVE AND « a]

| found the experience at the Tate Exchange on our Ways of Working
project hugely fascinating & enjoyable. The readings undertaken have
proved invaluable, especially Ingold. | felt very comfortable working in
the space (advantage of privilege...) And believed we created a really
interesting and successful collaborative artwork.

The project did seem somewhat ‘off-brand’ as we were collaborating
with fellow students to create a relational artwork within a highly regarded
cultural institution. Therefore | had towork hard in finding the emancipatory
element with the gallery visitors/participants... How was | to facilitate
artistic voice here?

The project allowed participants to add signs (to create more meanings
& pathways) to the artwork. This is made it more than relational: it
engendered a phenomenological investigation by the participants: it made
them artists & collaborators. But how, as the General Comments ask, do
| unpick this further, how do | elicit broader ideas and contexts from
the artwork?

Conversation and a welcoming attitude helped create empathy and
therefore a willingness to participate: | initiated contact, rather than let
the visitors stroll through as they do in the other gallery spaces, being just
consumers. Also, as art is intentional - a deliberate need - | made clear
it was a choice to participate, that just viewing the artworks was equally
welcomed. My movement & interaction with the visitors were also sites of
empathetic understanding that linked, through movement and dialogue,
to the mesh of connections generated by the artwork.

What have | been able to reflect upon since this project finished?



From assessment feedback:

General Comments

You co-created an inleresling collaboration o which you brought your own ideas and responded o
the igeas and feclings of these in your group. Your poster atterrpts o situate your creative exchange
within the wider contexts of relational, social, participatory and community ans. It offers some
reflection on your collaboration with your peers and your role in the development and faalitation of the
prOCEss.

Your research poster builds on the interesis you began to explore in the Ways of Working module by
further considaring how Io sRuate your practics and other inclusiva arts praclices within a wider arts
context and guestioning kevels and forms of paricipation nwilh artworks. 1he poster demonstirates a
progression in your thinking during the course. The references you have chosen are relevant and
dermonstrale a good level of appropriate reading around the subject, If youw have not already, you
could read “The Emancipated Spectator’ by Jacques Ranciere which offers a more aclive reading of
the role of exhibition visilors.

You further build on the ideas you presented during Ways of Working by engaging with the idea of
empathy, which could perhaps be a more appropaate way to concadualise some of the approaches
ancd attributes that you were describing as love. The shift you describe in your feelings about the
project and the empathy you began to feel seems significant 10 your development &5 a practitioner
and is something thal it could be consliuclive Lo relecl on lurlher,

Owerall your poster focusses well on lhe theory and would benefit from a kit more reflection on what
you did. There could be further thought about how the broacer ideas and CONCER's you are reading
abou? can apely and contribute 1o your understanding and develoomant of your practice. The rhizome
anc meshwork references are interaaling, butitis nol very clear if and how your creative exchange
creatad meaningful pathways beyond the physical meshwork of the weol, A few mere examples that
you have anaksad might help these claims and enable you to look mane closely at where and how
this happened and where aspects might be changed or further developed.

Pregression points: think further aboul how the ideas and concepts you culline can apply and
extend your thinking aboul your practice, lock at how your thinking from Ways of Warking and this
madule might come together. continue to consider the idea of empathy, perhaps reading more around
this and thinking about how it might help you conceptualise and develop your practice,

| seemed to have progressed my thoughts on empathy but need to delve
into this concept a bit further still... | have reflected on how comfortable |
felt, and how much enjoyment - artistic & social - | took from interacting
with the Tate visitors. | took great pleasure in introducing people to the
art-making process. In other words, the process of collaborative art-
making for me, should contain this element of bringing people to
the creative process.

A oft repeated (and valid!) suggestion is to look into deeper my
development as a practitioner, and to reflect more on what | did in the
project/collaboration/artwork.

This reflection, begun during the Tate project, | took into the PhotoVoice
project undertaken during the Participatory Media Production For Social
Change module.

(It has also become an integral part of my MA research.)

For the PhotoVoice project | looked at eliciting creative responses from
photographs taken by people who felt excluded from the creative process.
Often this feeling of being excluded is class-based. One of the key texts
for me, particularly during this module, has been Paulo Freire’s Pedagogy
Of The Oppressed. His insistence on a careful dialogical approach to
education wasn't just about deepening understanding — but was part of
making a difference in the world. Combined with praxis, this process can
be seen as enhancing community and building social capital. Here, | used
Friere’s dialogical approach to encourage participation in art making.




Together we would elicit further creative practices from their photographs.
To facilitate freedom & self expression, Friere taught, we must overcome
the dichctomy of being IN the world rather than WITH. We must enable
the participants not to be a spectators, but (re-)creators.

Example from PhotoVoice project:

Photograph -+ Drawing - Poem

This thinking will lead into my research. | can work with the participants
this way, and also use these techniques as methods for research.

The reflection used throughout the MA and the comments received have
fed into my own practice. This is hugely important to me, as it is a sign
of my engagement & confidence. | shall reflect on this further as the PDP
progresses (how does it relate to inclusive art, which themes are relevant,
etc.). Overleaf are examples of my own practice that have sprung from
research into collaborative practice.

Backpack
Together we have access to generations!

Heading into deep perspective
we need this

(clothes

books

food

a dinosaur adventure)

Together we have access to those who can see
themselves in history, whose life

can be inspected like a sample cored from the
earth
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Frolethult {Bogdanov), Fanel 1
Mixad media on carvas (100cm sg), David Fitt, 2018

Frofetkult {Bogdanov), Parel 2
Ipoeg media on canvas (100cm sq), David Pitt, 2018



SECTION 4

| |

What technical expertise do I already have?

Knowledge of art (painting/drawing) materials. Expert in Graphic software

What additional technical expertise do 1 How will I get this? How will I know when I've achie
need?
. A basic understanding of a few . Take a practical course or . Completion of a few
more materials/techniques: making experiment by myself courses
paint, making ink, making paper
etc..

. Research H&S with
* - Health & safety &D;ﬁ:reségmenwf
requirements :

Who or what can help me?

. | have taken a paper making course (January
2019). | have bought books & materidls ready to
self learn paint & ink making. Hopefully will start
learning this month (February 2019). |

. | am taking a paint making course in July 2019




For my research project myself & the participants shall be exploring
material-making, such as making paint and paper. | have basic skills in
these, but | can see that suggestions for other activities may involve myself,
as facilitator & collaborator, learning them alongside the participants.

As | am not aiming to be an expert, this is fine. However, | do wish to
create work of a high standard. This is an area that | shall reflect on further,

| can

make paper

make paint (oil, water, egg tempera)

make stretchers for canvas

size and prime canvas

use design software expertly

write creatively

photograph expertly (and have basic photographic printing knowledge)

| could learn

printmaking (lino, etching, woodcut, etc.)
clay modelling, including pottery

casting for sculpture

film/video editing

ink making

further creative writing techniques

Reading list

Art as Experience, John Dewey
Object-Orientated Ontology, Graham Harman
The history of phenomenology

Being Alive, Tim Ingold

Vibrant Matter, Jane Bennet

Further reading on Marx

More by Susan Finlay

Further Investigation

Love/empathy as a tool for social change
Materiality

Place

Issues regarding homelessness

David's art is concerned with flux: *T enjoy the Tog of meaning, and T want to show this ebb aned Dow
of clarity - the sense of feeling close o an understanding, then having it slip away.”

He draws his sowrces lrom poctry, theory, design, history, music, activism. Grouping ideas according
o rhyvthm, visual assonance, dissonance and disruption into recurning themes such as hunting/
searching, ereaton mythy/ narratve, an history family.,

The medinm most often nsed is paint, woally preferdng to work on a human-sized scale. The impact
of text and collage, as a disrupter of narrative, is a recurming theme in his aesthetic, His work oscillates
beztween two distinet sivles

1. Fainterdy. open, reflexive, images with only a suggestion of metaphor & place, where colour's
indeterminacy lies between form and content

2, More visually complex images where time, history and development of idea are lavered upon the
canvas to reveal the arnmwork as a process, David talks of this process as a representation, not only of
personal freedom, but also as way as 1o addres the social.

Both approaches allow an interrogation of the pracice of painting itself, 1o reveal how meaning is
established through image, text, and the painterly methods of apphdng paint w canas,

David's political decision to keep himself distanced from the art market and gallery svstem has led
him to discovering wavs, through collaboration, o help engender the process of art-making for those
in the community who, through discriminaton, have had limited access 1o the ans as a source of
personal frecdom,
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SECTION 5

What additional knowledge do I need?

Deeper knowledge of theory

Deeper self reflection: what is MY
art? What do | want with my art?
How does my aesthetic work with
inclusive participation?

More practice/focus in unpicking
collaborative practice

Gain research tools/methods




So, now (August 2019) | know my reseach will take place with JustLife, with
participants who have been affected by homlessness and are currently
living in unassisted temporary accomaodation. | have been volunteering
with JustLife for 3 months or se, helping out at the weekly creative drop-
in sessions. The users of the JustLife are pretty regular and | have been
building up rapport.

F3 Flease grovide a :'%Jtﬂ:'-;'l.-"l'il'% rgsgarch. noluding corterd and mtionale. a~c a descristizn of the ressarch guestion

Fypothasia ate e AT 46 purpsse of 11 research. (Llaxirmurm 4.030 charasiers

| do love all this, however | know | am working inclusively with other
people, so the main part of the generated research material will be what
we make together. | want to focus primarily on the work produced and

50
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my investigation into it. | must keep in the foremost part of my mind that |
am conducting “an ethical investigation, through inclusive arts research,
of relevant issues and their operation within specialised contexts that
Inclusive Arts operate within".

| need to find out more about the term ‘ethical investigation. | presume
it means being ehtical in my investigations, not investigating ethics.
(However, even so, to be ethical, one must understand, at some level,
what ethics are.)

So, as | have been keeping this mind | have also been thinking about

Materials, workshops, collaboration, metaphor, working practices,
research. These are the themes in my head at the moment. As | began
to look into metaphor (as part of my practice) | suddenly saw this ‘looking
into’ as research. This, perhaps obvious realisation, was still a big, exciting,
stomach lurching epiphany. This was the guiet art | had been looking for.
This was the art without the ‘lone-genius’, without the enigmatic, clever-
bollox Platonic ‘idea’. The artist as researcher, the research as art.

Alongside this thought were the workshops | was planning about making
materials: here we could use the collaborative, inclusive, ethical learning
about & making of materials as a research project. My research project
would be based upon the findings generated by an inclusive collaborative
art as research project.

There may also be something else helpful here: many of the JustlLife
clients seem very unsure about experimentation and abstraction, about
artworks that do not conform to something they see as art, ie something
that looks like something, something with some skill & craft. Perhaps
this art as research can open out some of the nervous conformity and
encourage some deeper understanding and more surprising creativity.

TEACHING

Part of the workshop will be introducing ideas/methods/etc. | shall
be teaching. What are the ethical roles of the educator in inclusive art
practice?

To understand the cause of homelessness, we need to understand the
economic organisation that is its' cause: the economic base of law,
government, religion, etc, that correspond to the mode of property
ownership and particular class dominance. The cause of social and
political change/progression is the class struggle that occurs in each
stage.

To understand the personal affects of becoming/being/overcoming
homelessness we need to employ careful empathy, awareness of privilege
and, as this is a process, through collaboration.

Therefore the educatormustbe educated (& willingtobe educated).
People can only change (personal & social) “under circumstances directly
encountered, given and transmitted from the past."p957 The educator
as encounter, as determinator. (Our behaviour is determined inasfar as
we do not understand in what degree it is determined. (Claeys, G. (2018).
Marx and Marxism. UK USA Canada: Pelican, an imprint of Penguin
Books. p.94))

| can make reference to Marxism & capitalism here (| will look into graphic
styles, poster art being the obvious) because:
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Capitalism has turned everything into an object for sale. This has changed
art as well. Art has become a commodity lazer-focused for profit. The
fixation with the ‘ideal’, the ‘plasticity’ of material and the compression of
meaning to create an object has made the monetisation of art inevitable.

Materials are plastic (the Plastic Arts), they are malleable: the ‘idea’ has
to work on the base material to create art. | want to research the base
material. For here, perhaps, is an area (explored, | know, by process art,
relational art, conceptual, fluxus, community art) where | can add to the
discussion and perhaps find this ‘quiet’ art: art not made to sell, not to
made to please you, not created to encourage your spend.

Back to Marx etc: economics and ethics are opposite poles. The purpose
of production is profit, not human well-being.

The ‘power’ that controls, that allows and hinders is not an obvious entity
that can be asked to change. It is a network of insiders (Varoufakis, Y.
(2018). Adults in the room: My battle with Europe’s deep establishment.
London: Vintage. p10-11)working within systems they do not control. The
inputs of society, politics, taxes, austerity are converted into complicated
outputs such as debt, welfare payments, education. Outputs over which
we have barely any control but which shape our lives. These power
networks are not a conspiracy but their membership is exclusive and
their workings opaque.

These ideas of networks of power, I'd like to riff on, take into areas
discussed by Ingold & Bennett.

| am aware of combining ideas regarding Inclusive Art research and my
own practice. | would like to discuss this with the tutors further, but |
am aware that my research will be weighted to Inclusive Art, while my
exhibition will be weighted to my own practice (and how the Inclusive
research influenced my practice. | have a bit of untangling to do...



EXHIBITION THOUGHTS

L

Walter Benjamin: ‘aura’, something that pertains irreducibly to the
artistic object, a quality we can feel but not always decode. Maybe this
‘summons’, this ‘lurch’, is me sensing the ‘aura’ of an idea.

OFPOSITE TOP: Back OF Wrinkled Hand A
Secreenpnnt (A3, edition of 5), David Fitt, 2019

OPPOSITE BOTTOM: Back Of Wiinkied Hand B
Screenonint on handmaade paper (A5, edifion of 2), David Pitt, 2019

&
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What additional knowledge do I need?

Deeper self reflection: what is MY
art? What do | want with my art?
How does my aesthetic work with
inclusive participation?

How will I develop this? How w
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QUICK THOUGHTS:

NOTES ON REDACTED MATERIAL...

| have been planning what may happen... | have been
looking ‘forward’ to what the research may bring.
Perhaps | do not trust that what will arise will be ‘good’.
It comes back to my struggle with the ‘idea’, with ‘good
aesthetics’. It comes back to gocd aEsTHetICS....

It also, to be kind to myself, comes back to immense
interest in the theory and art making potentials that |
see arising, but | do think it is a fear of not knowing!
Gotta let that go.

So, I'm realising that the best material to read/learn/
bone up on is inclusive art.... the ethics, techniques
that we have been studying. Weshgeds dp@eldesta. L. (2008). Han

[ |

Good is the process. Trust that the process will bring
something good.

&
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NOTES ON RESEARCH WORKSHOP

Early sessions or pre-session: lead discussion about what being an artist
means. Guide the discussion, ethically..., to the idea of the artists as a
researcher, someone who chooses their own theme/metaphor/s

Talk about how an investigation into materials MAY bring forth a theme
or a way of working. | shall encourage us to follow the materials... this
will hopefully lead us along paths alternative to the modern/postmodern
etc. | can see us encountering entangles, anoachronistic layers, with
references that point beyond the canonical art history boundaries..

make videos of the art-making process (more abstract, details, etc)

¢ collaborative drawings (ie, create a puddle of paint and each participant
drags their finger through it onto paper.

* |ighthearted/comic/silly processes (e when everyones hands are
painty etc, get everyone to work together to tape 1 sheet of paper
each together to make one large image (that will document, by the
accidental marks made, our collaboration)

« work on found materials

Monica Wagner, Materiality (Alithorpe-Guyton, M., Amato, J. A., Balkin,
A., Barad, K., Barnett, P and Lopes, A. A. B. de S. (2015). Materiality. P
Lange-Berndt (ed.).)




What additional knowledge do I need?

Deeper self reflection: what is MY
art? What do | want with my art?

How does my aesthetic work with
inclusive participation?

-] &7



What additional knowledge do I need?

More practice/focus in unpicking
collaborative practice
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I'm reading Rilke again. I don't know why his Duing & Orpheus resonate so much, not sure [ am worried why
(I'm listening to Can & Faust as [ write this - [ can’t always listen to Bach or Selected Ambient Works, Val. 2),
as | write Rilke has come up again as I think about the earth and the planets, about feeding not with food but
with the possibility of being, T rewrite Rilke after my workshop:

Workshop Foem 1, after (in collaboration with?) Rilke

Can do it, but how may I follow

after, tell me, through the narrow music?

With this riven mind. mwcorrhizal roots melding
their route raises no monument.

Drrawing as you teach it is not everything

does not seek to possess, does not bow down;
drawing is being, Easy.

But when are we actual? And when my thought

to turn the earth up and the stars down?

Old man, that you sheuld love is not enough,

that you are with them all is not enough,

and though my mouth may gape and my voice may gape - learn

to forget I once drew. It is soon spent,
To draw in truth is singing in a different breath.
A breath about nothing. A drawing of us in the earth,

Waorkshop Poem 2, after (in collaboration with?) Rilke

The blender pulps. Loud, high in the car!
And all else fell silent. But even in this silence
1 hoped transformation, new signs, and beginning.

They came quict  advancing through the studio door
out of the clear

loosened forest  from their hostel and nest;

and it happened they did not arrive hushed

within themselves in strange or in fear

but in listening. Chaos, fear, pathology
seemed dwindled in their hearts. And here a Shelter,
no maore than the slightest, could receive this,

art hollowed lightly out of the darkness,

needs, set at the entrance in tremor -
and here we made a press for our pulp  a surface,

%
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from the historical moment. What is being done to him, even with his own
complicity, under the cover of normalcy?” (Berger, J. and Mohr, J. (1975).
A seventh man: a book of images and wards about the experience of
migrant workers in Europe. Harmondsworth ; Baltimore: Penguin, p104)

Ownership

One aspect of creating a book and creating the paired paintings (explain)
are issues of ownership. None of the participants asked to keep their work.
This could have been for the resons specified earlier, but also because
of this collaborative element: the work belonged to the studio, was part
of the collective studio process, or, at least, not ‘owned’ by individuals.
They either felt no connection to the art made, or the felt ownership was
collective (or as it was research, it belonged to the researcher). How
would | find this out?

If I do this again, | have much more experience in knowing what to ask:
* Do you have ownership of the work produced?

* Who do you think has ownership of collaborative art?

¢ Etc...?

2: Dancing with B
During the process of paper making there occured a strong example of
movement.

After blending the paper scraps into pulp, then using a deckle to form the
pulp into sheets, we then began pressing the wet sheets between wood
to flatten and remove moisture. We then carried the damp sheets to the
drying rack.

This invalved B & | each holding one end of the paper to avoid it fallng
or coming apart. As we carried the paper together over to the drying
rack, webegan to adjust our movement, carefully watching each other to
make sure we did not damage the damp paper. Carefully we navigated
the short space, moving forwards, backwards, sideways, in a way much
akin to a dance, to a tango or balldance.

As we noticed this this, both B and & began - with humour - to exagerate
our movements to make them more like a dance.

The act of collaborating, of helping each other, and, within a site of safety
and creativity, we were allowed to use humour and intimacy, bringing a
lovely sense of togetherness and fun to the workshop.

This is what the workshop was (was able to pick up on): a safe place,
a place of creativity, a place where experimentation was encouraged, a
place where one’s creatvity, one’s style, could be used in unexpected
ways, a place where one felt safe to to talk about life issues, to learn naw
skill, to see how these new skills to bring about new artworks & process,
where one could dance!

A dance is a path taken, a movement along a line, not neccessarily
marked out, again, like a wayfarers' route (Ingold). Cur dance (B & |) took
us from the table to the drying racks. We could have just walked there,
but we danced there.
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CREATIVE RESPONSE

Themes:

Tracing lines

* My dance with B

¢ the research/knowledge | made/gained into the participants’ creative
histories: pulling these ‘threads’ of knowledge into the process of the
workshop

* Threads of experience: vital in understanding a person’s humanity

¢ Dpeing attentive to how the learning made within the workshop could
draw upon participant’s creativity.

What I did in the workshops was to be very aware of the mesh work of
creative paths troaden by the participants. | had some knowledge of their
ways (personal & creative). | consciously made sure | did not act impericusly,
dnving my creative ideas roughshod through their ongoing creative
processes. | carefully integrated my paths & modes of creativity within theirs,
at a pace & gepth attunad io the collective & individual processes laid down
in the JustLife studio before during & beyond the workshop. | was a ‘gentle
experimenter’

Themes:

Planets

* The exploration into paint gave rise to planet ‘shapes’

* |inked to previous workshops (constellations): groups of elements
that link to form a shape

Themes:

Connections

¢ Collaboration is a connetion

* How to collaborate? Talking, working alongside, working on same
object, working within the same process

Themes:
Holes

G0

+ Absense as a way of suggesting ‘'more’
¢ Holes/frames, and ‘looking through'

Themes:

Value

e Art as ‘pride’, self worth

e The collaborative art process as a space to talk about art

It very much felt like | was pulling/being aware of varicus ‘lines’ of
movement or knowledge. | envisioned:

chlorophyll moving through plant capillaries
neurons/information moving through root systems
text being written upon a page

a drawing of a wayfarer's route

navigational systems: maps etc

instructional diagrams plotting a dancer’s movement
a musical score

tide marks in sand

geological strata

electric/computer/etc circuits

tunnels, etc

® & & & & ® & & ® @ @

| thought of:

¢ natural connections: flora & fauna

* human and non human altruism

* mythic connections

e poetry & creative/nature writing about the ‘underland’: Orpheus,
Dants, root systems, caves

» Anthropological/thearetic writing about ‘lines’, connections,
transference of ideas

* domestic threads & connections: weaving

» ‘family ties’, *friendship bonds'

e art as research/research as art

How will | also be able to present ‘a rigorous example of Inclusive Arts
Practice’? Do | merely allude to the research undertaken, have an example
with some text support?
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“Culture can be defined as those
soclal practices whose prime aim

is signification ie the production of
sense or making order of ‘sense’ in the
world we live in. " (Pollock, G. (2006).
Vision and difference: feminism,
femininity and histories of art (15t
publ. in Routledge Classics). London:
Routledge, p28)

Mario is making sense of our
material making by finding ways to
use it in his aesthetic.




CHAPTER

As science became the manifesto of the Church of Reasari! ﬂ1 S LK
logical reasoming became lI'IbhlllII.{:II'Iﬂ“D'."{‘ t»rﬂ N 'IIIWI wﬁrﬂ.
research proiect, the Enlightesiment mnl:\qi nglr. l!"‘ i !

logic of the world proved inadequate. When mechanization began o shapse our 1
stancting of the phyvsical world and human behavior, the ans wore reduced to the ol
maste byssanders The dominance of the sciences and the rationality of progress madc
frcult for visual ans o l:e seen as a reliable ssurce of insight and '|.|:nrln‘:mn.|1d|r."" Aol

an adeguats outcome of visual arts inguiry was rather hapless. F'u.- creed of chic
as dogged dogma in an schools. cven though they had marginal influsnoe o o
mtriguing possibilities were 10 be lownd wathen the sociocai
urnanities and the layered spaces operned up by neww digiia
wire expansive ways o consider haman undersuadimg

Jovard the end of the millennium, the canoms of science were bel
asswemption that there was an oljective world "our theere” that ws =
died not adeguasely explain the world as we Bnew 1L The posiivis=
01 the resears b rnaxien, T3 you don’t bnow where you're gomg, o
get thre,” assurmaed th wiens b ineguiey were imsosthy seen winh
already known Kooz s s wae expressed s aabifloenee ooy,
gty angl was companisd g otheer thind. we Bty A aprabarit el o
did mor necessarly oiean (hat vabinalbde anmbeided cosseguenoes e oo
m]e]us{ has Lo D cur s and g tet b vespecied e e T s conns
theary: For researchers imperested i i nelecomplasiny ob pogibe aned ot
qualitative, methods were explored. B these cases, probileans were on solued
rounded, because this was the only way o dig deep o buman experionoe 1
edge emerged az a difference in kind, rather than degree. where insighis won
particular. This is how we consirect plausible theory. '

But how da we create knowledge and theory thar esxpleres what is possitl
seeing inguiry merely as a linear procedure, oF an enclosing process, v it
be seer as a creative and critical practice where imaginative insights conl i o

demanded

B TREHMD: Unknown

1 Fakl
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Fasiphaé & the Whale, Marker pen, pencil & handmade watercolour on candl, 237x210mm.
David Pitt, 2020
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Fin, Ik on handmadie paper with Photoshop collage, 297x2 10mm.
David Pitt, 2020
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Lintited (wovk in progress),
Davaid Pitt, 2020

mixed media (fempera, pencl, charcoal, efc on finan), 2 x 1000 T000mm:,



TOP: Untited (wovk in progress), mixed medfia, 2 x 1000x7000mm. Danid Pift, 2020
BOTTOM LEFT: Orca Bay, mixed media & coliage on paper, 200 x 300mm. David Pit, 2020
BOTTOM RIGHT: Akh'iut Lap, mixed media on paper, 200 x 400mm. David Pitt, 2020 TOP: Akhit, mived media & colage on paper, 200 x 300mm, David Fitt, 2020

120



Sownding in Feet (Lnfinished), mixed media & collage on carvas, 2000 x 3000rmrn. Deid Pitt, 2020



In the painting (above) | have used M2's use of the three bands...

(Part of what | can also do is make/write a new myth about orca/moon.
Maybe the orca IS moon. ( last para p439 the secret commonwealth inc
Delamare sentence).

Split into 6 x 1m sqguares | will have freedom to move.

Nietzsche/Pitt:

To create for himself freedom for new creation - for this the Orca's strength
is sufficient.

To create far himself freedom, and a holy Nay even to duty; therefore my
brethren, is there need of the Orca.

Once it loved as holiest Thou Shait — Now it must see illusion and tyranny
even in its holiest, that it may snatch freedom even from its love—

For this there is need of the Orca.

M1's shells & planets, M2' sea creatures

IMPORTANT

The important thing is the safe/inclusive way of helping make new and
experimental work. The use of non-technical/technique learning allows
this free-from-fear inclusive move into new ideas & Solnit-esque vistas.

So | need to begin from the materials, explore the basic processes of book
making: printer marks, stitching, glue, tools, & onto digital processes (my
idea of printing book in cyan, then cyan & magent, then cyan & magenta
& yellow, then all 4).

Fibinacci/golden ratio/nautilus squid/hermit crabs.

Here is also a good way to experiment with text. Image/text page layouts.

Perhaps

* |ook at early writing systems
* music notation

e early printing technigues

¢ pook binding/stitching

Earth glued to paper, image wiped through/drawn into
golem, ribs, prometheus

Franz Kafka wrote a short piece titled "Prometheus,” outlining what he

saw as his perspective on four aspects of his myth:

» According to the first, he was clamped to a rock in the Caucasus for
betraying the secrets of the gods to men, and the gods sent eagles
to feed on his liver, which was perpetually renewed.

e According to the third, his treachery was forgotten in the course of
thousands of years, forgotten by the gods, the eagles, forgotten by
himself,

* According to the fourth, everyone grew weary of the meaningless
affair. The gods grew weary, the eagles grew weary, the wound
closed wearily.

* There remains the inexplicable mass of rock. The legend tried to
explain the inexplicable. As it came out of a substratum of truth it had
in turn to end in the inexplicable.[80]
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Studlio progress: making tempera paint, making walercolour paper; cartoons. March 2020
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1) Denkgtein -- usually "commeémorative stone; etone to the memOry
of, monument, caira." I bave chosén "stone" for a varlety of reasons.
In provicus anctations I bave already begun & discussion of how
Herces entera the narrative. In Jane Harrimon's thol wa can
trace the evolutloa of the nnthrapn-n:l*phic Hermes from a simple stone
oet up at thke boundary of a field; to a mound of stones, an ithiphalic
otone monument, to l.utlfr_ut.p.gns of seml and complete anthropomorphism,
We find alac that this stone marker comes to designate mot only
physical, but also temporal, -.lntll, and cosmological boundaries. In
Fussia, for example, the word "boundary" and “gra.n'dfnth.-r" is the
pand -- & boundary ie indicated between the living and the dead. This
is the concern of gonnet I - 5. It is because this poem deals with

that particular issue of the mortal coafroating the immortal, and

‘what it io that repeins from this meeting, that I have chosen the

word "stone," The orection of the stons immnediately implies memory,
and the whole spectrum of the above associations lﬁch lends images
te the kind of meszory the remminder of the poem presents to the )
reader. (from Mythology, by J.E. Harrison, Harbinger Books reprint,
1963, Chapter I, Hermam.)

2) The Gerzan phrase Lasst pur, while meaning literally "let ohly,™
often means cologuially "let it alope, leave 1t" or "simply." I have
chosen "einply" because the focus ¢f Rilke's impatiently vituperative
attack here lies ﬁ. bis opposition of the organic world (and the
Orphic story growing out of '.I.ﬁ‘:. to the understanding of Or?hlua as

a "eomquering hero" to whom one erects momuments or graveastones. The

kipd of mesory or commgmoration which Rilke wighes to characterize

Orpheus with is not a static one -- one that erects immovable atone
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Workshop Paem 1, after (in collabaration with?) Rilke

GCan do it, but how may | follow

after, tell me, through the narfo w music?

With this fiven mind, mycorrhizal roots melding
theif route 1gises no monument,

Drawing as you teach it is pot eve ivthing

does notseek to possess, does not bow down,
drawing is being. Easy.

But when are we actual? And when my thougit

to turnthe earth up and the stars down?

Old man, that you should love je net erough,

thet you gre with thew all js notenough,
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to forget ) once drew: it js soon spent
To draw intruth is singing in 8 different breath.
A 'Dreath about nothing, A drawing ofus in the earl:h

Rike 1, mived madia (handmade temperaioenc on printer paper, 297 x 420mm (each). Danid Fitt, 2020
kL]
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Rika 2, pencll on prinfer paper, 297 x 420mm (each). David Fitt, 2020 Aftermath and the Pencil Text by Jane Wilkinson, 2020
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Fiver (detad), pencil & gesso on printer paper. David Pitt, 2020






FRiver (defad), pancil & gesso on printer paper. David Pitt, 2020
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Shouty Man, pencil & ink on A3 paper. David Pitt, 2020



Do something that is: visually striking,
socially radical, conceptually and
contextually sensitive, sustainable, in the
public domain (outside of art venues), and
hurts no living thing—something that will
change the world. Good luck! \
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Alignment Check/Prometheus, penci, handmade paini, & printar ink on paper. 120 x 210cm. David Pitt, 2020
w7
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Ibidl, panci, recycled printer ink on paper. Each 420 x B00mm (aporox). David Pit, 2020



HUNT_SEARCH ibid, cofage & recyciad prnter ink cn dustsheet, 220 x 130cm (apprax). David Pitt, 2020
157
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Contact David:
davidjpitt@me.co

RPN
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