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ABSTRACT

This thesis began as an artistic investigation into the politics of
identity and sex/sexuality. The main ideas that run throughout this
exegesi s position thensel ves within Nicolas Bourriaud s ideas in the
book Postproduction, and al so around a parafemn nist ideology. Wthin
this | focus on popular music culture, the body, video and
performance art, and visual representations of the body. | pay
particular attention to the fermale body, and | ook into ideas of
conventional social norms and how peopl e chall enge these.

I ook into the work of several female artists who deal with the
vi sual representation, and also look at figures w thin popular nusic
culture. Wthin band culture | look into how the band can be used as
a vehicle to disseninate ideas wi der audience. Art and music culture
have fed off of each other for generations and can provi de val uabl e
strategies within each context for thinking beyond social norns.

The rem x can be used as a tactic to decode fornms and narratives in
popul ar culture. This can be used to investigate representati ons of
identity within a space that is in a constant state of flux. This is
particularly useful as a parafem nist strategy because it allows a
context in which to question, rather than answer.

As a result of this study | have found that there are no concrete
answers when it cones to identity and sexuality, but can concl ude

t hat conventi onal gender representations and signifiers of identity
can be rem xed into different scenarios and narratives that can
chal | enge soci al norns.
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FORCWORD

“AC/DC is atermthat C are Hemmings uses to describe the “dua
current”’ of bisexuality. Wile this exegesis is not a study in

bi sexuality in art and popular culture, the term AC/DC i ndicates a
lack of stability, inconsistency or unpredictability within the idea
of gender roles. Hemmi ng argues that .."bisexual identity is not only
a question of displacenent or substitution of one nmeaning for
another...”? and my work vacillates between ideas surrounding the
femal e and sexual identity. My work is not bisexual in nature, but
prefers to chall enge gender representations by enploying a sort of
“dual current’ in regards to the issues that surround it. | am not
androgenous in this sense, but rather feel that a binary distinction
between the male and femal e sexuality is destructive when it comes to
furthering representations of identity. It is a conplex issue, and
will look into questions of gender representation throughout ny

t hesi s.

AC/ DC al so links to the popul ar Australian rock band of the sane
name. AC/DC are ‘nmanly’ nmen, who epitonise certain stereotypes of
masculinity. | love AC/DC, and even though they night be seen as
sexist, | feel that you have to take them for what they are. Even

t hough context should not be an excuse for sexism the context of
popul ar music is a space in which the stereotyped gender roles are
comonly performed. Instead of producing a closed idea of gender
representation, | try to insert ny own narratives into this context
that chal l enge and broaden ideas surroundi ng representation. The idea
of stereotypes in popular nusic culture is sonething I tal k about
within this exegesis, and how artists chall enge and decode these
stereotypes by providing alternate narratives.

The title al so suggests a cheeky attitude when dealing with issues

i nvol ving gender. | use hunour in ny work as a strategy for disarmng
and/ or disguising serious topics. Humour “...thunb[s] its nose at

pi geonhol es,”® which allows it to throw stereotypes and soci al
narratives into a state of confusion. Hurmour is a tactic that is
readily accepted by a wider public, naking it a cunning tool for

di srupting conventions. Cender representation is still an inportant
issue to nme, but | like to deal with it in a way that is entertaining
and seriously funny.

| feel the idea of the “AC/DC’ can act as a suitable title and
representation of what I amtal king about in this exegesis.

! Hermmi ngs, 2002, p 23
2 Hemmi ngs, 2002, p 24
® Higgie, 2007, p 12



INTRODUCTION

This thesis began as an artistic investigation into the politics of
identity and sex/sexuality. | sought to | ook at the conventions of
the live music event, popular music and performance art — all of
whi ch are sexually charged and identity driven. | also sought to
exam ne the digital manifestation of this through video art and
performance for video.

In shaping the trajectory however, | have sought to develop a
research question that Iinks fenm nist thematics and the rem x, and
also to nurture the irreverent attitude that | have for high and pop
culture. Wthin these discourses and genres | | ook to chall enge
preconcei ved ideas of identity and sexuality and highlight grey areas
within them Using an undogmatic and pl ayful approach to these
subjects, | try to both utilise and ‘nmess’ with specific theories
rather than illustrate their ideas.

In ny exam nation of popular culture, particularly nusic-based
culture, | have focused nore on the structural elenents within these
cultures rather than working in a context of sound art or nusic

maki ng. What | aminterested in is investigating how and why bands
use art forns and why artists use band fornms in their work.

By using tactics such as detournenent and the rem x | have found that
I want to create a space in which conventional perceptions of
identity and gender are challenged, rather than try to undermi ne the
narratives around them

The first two chapters outline two separate theories that run

t hroughout ny work. The first of these is Bourriaud s ideas surround
Post production,* which deals with the rem x and det our nement of
culture. Secondly | try to find a position within or in alignnent
with fem nismthat does not prescribe ne to certain stereotypes that
come with the title of ‘femnist’. Parafeninismseened to ne to be
the best title for ne because it allows an anbivalent attitude
towards fem nismw thout discrediting it.

The follow ng section |ooks at the use of the female body in art and
popul ar culture. I will look at this in regards to artists Cindy
Sherman and Meg Cranston, popular nusician Lil Kimand perfornmance
art. When | ooking at Cranston and Lil Kim | will use Judith Butler’s
t heori es surroundi ng gender performativity and gender trouble to al so
exami ne their work.

Music culture lends itself easily to performance art. The playing out
and breaking out of societal roles is prevalent in nusic culture, and
| use these forns to juxtapose with ny ideas. Wthin this chapter
will look at how the band format helps to easily dissemnate ideas to
people in an identifiable way.

The next section outlines performances that | have done for this
project. In this section | take a less formal tone, and do so because
| feel that in witing on ny own performance | can only hold a

subj ective view. Each audi ence menber woul d have had a different
experience to the one I had, but | feel that | need to explain it in
this way because | only have ny direct experience with the piece as a
source fromwhich to exanine it. In my performances | was trying to
exam ne the conventions of |live nusic event, and how that crosses
over into a gallery context. However, | found that the gallery space
cl osed down many aspects of the work, and | decided to instead focus

* Bourriaud, 2005.



on performance in video.

The next section focuses on Video art and can be a context in which
linear and non-linear narratives can be created to expand the

possi bl e narratives that surround them | also explain how internet
sites such as Youtube influence ny work.

The remix, and how | use it in nmy work, is detailed in the next
section. Bourriaud's ‘culture of activity’ and the witings fromDJ
and theorist Paul D. MIler (A K A DJ Spooky, the sublimnal kid) are
used as references to explain cultural theory surrounding the rem x,
and | look at how parafeninists could use the rem x as a tactic in
whi ch to confuse gender and fem nist narratives.

| finish with a review of ny final video work /'mthe King of the
Castle, You're the Dirty Rascal, and conclude what | found within ny
research this year.



POSTPRODUCTION

In his book Postproduction,® Nicolas Bourriaud argues that "... the
artwork functions as the tenporary term nal of a network of
i nterconnected elenments, like a narrative that extends and

reinterprets preceding narratives."® Bourriaud calls this the
“culture of activity”, where artists and the wider public alike are
becom ng users of forns.

Wiat is a 'form? Citing Relational Aesthetics’” as one way of
understanding it, Bourriaud suggests a formis

" A coherent unit, a structure (/ndependent entity of inner
dependenci es) which shows the typical features of a world... Art
keeps toget her nonents of subjectivity associated with singular
experiences, be it Cezanne's apples or Buren's striped structures."®

Many contenporary artists have responded to this by rem xing these
‘typical features’ into other work. Stemming fromthe theory of

det ournenment, artists who might be seen to work in the Postproduction
node do not try to abolish art like the Situationists (or see art as
a sign of lack), but rather capitalise on a conmuni smof fornms by
detourning cultural products to make their work.

According to CGuy Debord:

"[t]he two fundanental |aws of detournenent are the | oss of

i mportance of each detourned autononous el enent - which may go
as far as to lose its original sense conpletely - and at the
same tinme the organi sati on of another neani ngful ensenble that
confers on each elenent its new scope and effect.”®

The rem x, a form of detournenent, is used by Bourriaud to explain
how artists actively use cultural forms to produce their own
narratives, and he uses the DJ as an analogy for his discussion
Artist and author Mark America'® has criticised Bourriaud' s use of
the DJ as an anal ogy for Postproduction.

"One woul d be disappointed if they expected to find in this
book that chanpions the DJ-Programer any serious di scussions
of real DJs who actually identify thenselves as conceptua

artists...Bourriaud's book is still sonehow bound by the
"industry ideol ogy" of the commercial gallery systemand the
successful artists it enploys ... [T]here is an opportunity to

use some of the ideas discussed in Postproduction in a nore

el aborate and contenporary sense, especially in relation to the
wor k of many net artists or soneone |ike DJ Spooky, not to
mention any nunber of VJs who are blurring the boundaries
between art and life.”"

While there is a vast and interesting area of critical theory
surroundi ng DJing and net art | have not been using either of these
as tools for making art. | aminterested in using Bourriaud s anal ogy
set out in Postproduction because | utilise cultural forns to

convol ute ideas surroundi ng gender and sexuality, and the rem x is a

° Bourriard, 2005.

¢ | bi d.

" Bourriard, 2002.

¢ | bi d.

° Debord, 2003.

 Mark Anerika is an American artist and author who uses VJing at an art making tool.
He is also a prom nent net artist.

' Amerika, 2007
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tactic fromwhich this is easily achieved. My work is not 'net art'
(although it has associations with the internet and forums such as
Yout ube), nor am|l an artist who uses DJing/VJing as a conceptua
tool, and although | do use these two areas as inspiration for ny
work | woul d not consider nyself either of these things. The ideas
from Post production that really perneate my work are the idea of the
rem x, and the ‘culture of activity', and they will be the ideas that
run through this exegesis.



FUCK YOU FeminIsm.
FUCK You! Femiaism,
FUCK YOU, FemiaIsm.
FUCK YOU: FemiaIsm,

FUCK YOU - FemiaISm.

Having resisted it for along tinme, | finally came to realise that
fem nismprovides me with a critical context to extend ny research
into aspects regarding identity and gender politics. My work has

al ways had a self-confidence that might crassly be described as ‘ Fuck
you’' , and because of this people viewing it, to ny mnd, have quickly
associated that with fem nist thematics, pigeonholed my work and

cl osed off potential readings.

This *Fuck you' was al so read as an attack agai nst male views of the
femal e, rather than as a chall enge towards gender and fem ninity.
woul d suggest that the subtle difference between *attack’ and
‘challenge’ in this circunmstance is that the former suggests | am
agai nst a certain way of thinking on the subject, while the latter

| eaves it as an open ended question. Extreme first- and second-wave
fem nists, such as ones that |abeled sperma 'virulent poison and
advocat ed sexual abstinence as a political goal'® have tainted
femnismwith a radicalist tang.* Wile | believe that radicals
often present ideas and positions that are perceived as ridicul ous
(due to the extrene nature of them, it is these positions that allow
nmoderates roomto operate effectively. Wiile | feel that a femnist
context is necessary and can be quite positive place to explore ny
ideas, | still find the termproblematic as it aligns ne with

t hi nki ng around the dualismof the male/fenale. How do | associate
myself with fem nismw thout refuting the work of femnist artists
and pi geonholing ny work conpletely?

Postfem nismis a termthat has been used by people'* who do not
identify thenselves as traditional fem nists, but work within a
fem ni st canon. The 'post' has been used by sone contenporary
‘femnist revisionists’® to distance radical ideas based within
fem nism Sone of these postfem nists also believe that we have
overcome the obstacles that were once a challenge for fenales,

t herefore noving above and beyond the *old politics’ surrounding
fem ni sm

There has been a |l ot of discussion around whether the prefix 'post
is justifiable. Some contenporary femnist theorists® believe that
the use of the 'post' suggests a conplete rejection of first and
second wave fem nism and that we have achi eved gender equality
(whi ch, these theorists say, we have not).?"

Can the term ' post' be used in a positive way by peopl e working
within a fem nist canon? The term 'postfem nisn does suggest a

2 Mbdl eski, Tania (1991), p 3

® Such as SCUM Mani festo author Valerie Sol anas.

¥ Like the interviewees of Susan Bolotin's (1982) article “Voices of the Post-Feninist
Generation”.

® Such as Nadi ne Strossen.

% such as Susan J. Dougl as who says post fenminists call the ideas in feminism

irrel evant.

"McRobbi e, 2004
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reference and acknow edgenment of fem nismbut, | would argue,
suggests a superseding and denial of female struggles — especially
those of wonen globally. | would say that even though society today
has come a |long way since first and second wave feminism | believe
that a lot of the issues these novenents dealt with are not ‘fixed
Even though | do not call nyself a postfemnist (due to its
arrogance), | still do not want to call nyself fem nist because of
the way it pigeonhol es ny work.

Anelia Jones prefers the term ' parafemnm nism because it neans both
"side by side" and "beyond"'. This allows a certain distancing but
not a conplete superceding of fem nist ideas. Jones has stopped using
the term ' post' when referring to the contenporary thinking around
fem ni sm because it conmes froma privileged position, nmainly a
Western one. Postfenmi nism Jones says, is a rhetoric of “apparent

i ncl usi on and denocracy and cannot hold up to the critique of
poststructural or postnodern deconstruction" |In using the term
par af em ni sm Jones wants to build a 'conceptual nodel of critique
and exploration that is parallel and building on earlier

fem ni sms. ”2° Parafemi nismal so | ooks to enmbrace confusion
surroundi ng gender and other social identifications, understanding
that "gender" is a question and not an answer

Parafem nismgives me a critical context to work within, allowing a
slightly ambivalent attitude within my work wi thout conpletely
rejecting earlier fem nisns. Parafem nismis aware that gender is
unstabl e as a concept, rejecting the idea of gender binaries and
accepting proliferating categories of sexual identity. My work sets
out to explore ideas within fem nist thematics, but does not try and
reverse masculine stereotypes or offer specific critique of
patriarchy or the male gaze?. Instead it proposes to encourage

t hought around the nultiple ways in which gender can be constructed.

8 Jones, 2006.

| bi d.

2 | bi d.

2 (most taken from

http://ww. nyart smagazi ne. com i ndex. php?opti on=com cont ent & ask=vi ew& d=213431&l t emi d=
747)
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The 80DY AND 9enDeR PeRFORMANCE

The 80DY (N ART

The body has been subject matter for art since archaic tines, but
until recently it was largely framed and constructed by nmale artists.
The body has conme to raise questions around what it signifies, and
its usage in an art context (especially with perfornmance art) has

hi ghlighted the fact that it is highly charged with nmeani ng when it
conmes to considering identity.

There are a nunber of issues surrounding the femal e body that are
intrinsically tied in with my work. However, the femal e body,
especially its use in art, has so many readi ngs that could be taken
fromit that it has becone a rather convoluted area of research. One
exanpl e woul d be that fenminism in helping to enbed the body with a
femal e perspective, added many nore layers of neaning to it. Another
woul d be the fertile history of performance that questions cultura
constructions of gender, identity and the way bodi es are perceived,
and some of the key issues for me in this area are representation
(especially of woman) and sexuality.

"Since the 1960s artists using their bodies have explored the
constructed visual and linguistic identities of gender
sexuality and race, offering up these representations as

hi erarchi es of power...[F]rom Hannah Wl ke to Mary Kelly, fenale
artists have sought to show the constructed identity of
femninity. This is taken to a further extreme by artists such
as Cindy Sherman, who enploys costune as a disguise to stage

i mmges of fem nine stereotypes. The way in which we dress or
the hairstyle we adopt can reflect the controlling social norns
and expectations. Artists have used their bodies to dismantle

t he paraneters of these norns and disrupt accepted signifiers
of identity."?

Fig. 1 Fig. 2 Fig. 3 Fig. 4

Donal d Kuspit has argued that Sherman’s work “...has been interpreted

as a fem nist denonstration of the variety of female roles — the |ack
of fixity of female, or for that matter any, identity.”? Even though

Sherman does not call her work directly fem nist, she uses her art to
call attention to the stereotyping of wonen in filnms, television and

magazines. Simlar to concerns | have in my own work, Sherman’s art

engages with a fem nist dialogue, even though she does not cal

herself a fem nist. Sherman’s representation of wonen does not bring

about an aestheticised closure of femninity but rather, by using the
critical discourse of art, challenges these stereotypes. Catherine

%2 Jones & Warr, 2000, p 13.
® Jones & Warr, 2000, p 258.
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Elwes wites that Sherman’s true identity, if there is one, is nade
up of a hybridized, shifting anmal gam of themall. She says the
performative with its inplications of self-invention seemto suggest
a core equality that is not upheld by social or physical reality. The
‘performative’, in this sense, suggests an identity that is not
oppressed because it is just a masquerade anyway.?

Anot her artist who uses her body (and sonetines other peoples

bodies) to explore identity is Meg Cranston. In one performance title
Wnen Wio Wuld Play Me I f | Paid Them (2001), Cranston went through
t he process of finding actors to audition for the role of playing her
in an autobi ographical film These actors do not answer Cranston’s
identity, rather they play out attributes within her identity.

Wat ching the various videos of this performance,? one sees Cranston
descri bing aspects of herself, and then asks the actors to play this
role out. What the actresses are doing is reflected her identity back
to her, constituting a “mise-en-scene of representation.”?®

Theorist Judith Butler suggests that “...gender identities are not
natural or fixed — rather, they are only given neani ng when acted out
or performed.”? Cranston’s work may look like it is literally acting
out Butlers ideas of gender performativity, but what it is doing is

| ooki ng at how t hese other wonmen portray these ideas from her
personality. Even though gender is acted out and not being it is
nevert hel ess subject to social norms and conditions that restrict the
range of gender performances it is feasible to act.? Cranston is not
directly attacking these norms, but rather highlighting what these
norns are.

Fig. 5

Cranston and Shernman are two artists that exam ne representations of
worren i n popul ar culture. Through the use of the body they highlight
the constructed identity of wonmen by acting out ideas of gender that
are prevalent in society, and in doing so expose conventiona
under st andi ngs of the roles. Social narratives are apparent in
popul ar culture and are reproduced through such things as novies,
tel evision and nmagazi nes. These nostly offer stereotyped versions of
femal es, presenting the viewer with an aestheticised cl osure of
identity. Artists set out to broaden ideas of identity and chall enge
these representations, and through ny work | hope to al so disrupt
these signifiers.

| UJANNA ROCK YOUR 80DY

I work with the culture of popular music in ny work. Like art, this
culture is filled with a conplex nyriad of personas and identities
that both chall enge and reinforce the norms of femninity and

* Elwes, 2005, p 163.

% available at http://ww. uniteddivas. conl megcranst on/ megpartysl ap. ht m
% Cranston & Daniel, 2008.

Z Laughey, 2007, p 113.

% |bid., p 114
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identity, and within this confront societal roles of fenales. In this
case it is interesting to bring up female nusician Lil Kim whose
identity has been uber-sexualised by the culture industry. Is Li

Kim w th her bizarre, polished and highly sexualised persona,
stereotyping fermales or highlighting the grey areas of femninity and
di srupting the signifiers of identity? Lil Kim has caused nmany a
debate on what she is achieving for wonen. Listening to her
explicitly sexual lyrics makes even ny jaw drop (but it is always
with a slight smrk of admration and respect). She is fiercely
debat ed about and tends to polarise feelings and attitudes towards
her. Sone people criticise her for becom ng a sexual object for nen
whil e many appl aud her for standing out in a masculine field (hip
hop). In an online discussion, New Zeal and nusician/artist Jessica
Hansel |l (a.k.a. Coco Solid) debated the effect of Lil Kims
representati on of wonen, and debated whether it was a positive or
negative i nage.

Fig. 6 Fig. 7

Al'l these quotes were taken froma blog post The M seducation of Lil
Ki m by Hansel | .

"Punk rock fem nists and rappers like Lil Kimoperate outside
femal e nmusic traditions by virtue of their masculine genres,
their unbeautiful aural presentations, and the use of dirty and
sexual ity explicit words." - Art Theory in Misic?*

This is in contrast to what was said by bl ogger afrobella. com
who sai d:

"Peopl e m ght say she's enpowered, but really she's just
recreating nale fantasies by getting her nose and her boobs
surgically altered. Lil Kimis not even known so much for her
songs as she is for her hypersexual persona."?*°

Hansel |, on the other hand says:

"She's so controversial it's enbarrassing to say so, duh. She's
of fensively creative with her imge plus she gets people
argui ng about the grey areas of power, sex, inage, race,
success and what they call "third-wave femnism'... The fact is
pop-culture created this couture nonster and she has inspired
fem nist thesis and fenctees since Biggie introduced her to the
rap world. Plus at the end of the day it's just fucked up show
biz right?

Lil Kim somehow inspiring non-stop intellectual fist-fights

% Hansel |, 2008.
® | pij d.
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for over 10 years."*

This is what Judith Butler mght call ‘gender trouble . “What
[Butler] neans by this,” Dan Laughey wites, “...is that traditiona
lines of division between nmasculine and fenminine identity are capable
of being blurred and eroded by gender playing that subverts
conventional sex differences; that ampunts to troubl esone gender
performativity in the eyes of traditionalists.” % The ‘grey areas’ of
power, as Hansell puts it, are what | find interesting, as this is
the area in which representation is challenged. Lil Kimcertainly
performs her identity outside that of traditional representations of
wonen, and the reaction this provokes ranges everywhere between
admration and disgust. Lil Kimis confusing social narrative
surroundi ng sexuality and identity, opening it up for further

di ssection and allowing for the grey areas to present thensel ves.
What some would call objectification, others would call enpowernent,
and these sorts of issues are what | aminterested in | ooking at
within nmy work.

* Hansel |, 2008.
® Laughey, 2007, p 114.
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BANDS (A ART

Musi c cul ture has always been a fertile ground for transgression. It
has a promi se of the forbidden, where societal norns are questioned,
ki cked about and chall enged. Using the band format to di sseninate

i deas that are prevalent in art provides a format that can reach a
wi der public, providing a space in which conventional narratives and
lines of thinking are exam ned and contest ed.

Coming out of art school in the 1960s, Mal col m McLaren® becane
attracted to Situationist theories of social change.?®* Taking
inspiration fromthe witings of the Situationist Internationale,
McLaren saw popul ar nusic culture as the nost accessible way to reach
out to the people who could supposedly revolutionise the world - "the
kids", the people who were dissatisfied with the life they were
living, the people itching to be rebellious. Punk becane a vibrant
context to bring these Situationist ideals into fruition®* and they
crossed paths many tinmes, in everything fromimagery to ideas.

Movi ng forward in history, Post-punk bands “...saw the systematic
ransacki ng of twentieth century nodernist art and literature. The
entire period |ooks |ike an attenpt to replay virtually every ngjor
moder ni st theme and techni que via the nmedi um of pop nusic.”% In
usi ng these techni ques they wanted to explore other ideas opposing
t he conventional lines of thinking within society.

Lucky Dragons are artists who use the band formto easily structure
their activities around. In an online interview for the Creative
Commons website® they were asked:

“...Your works explore nuch nore than just nusic and you are
sel f-described “artists who use music” - can you expand upon
this?

Luke Fischbeck (from Lucky Dragons): 1’ve been thinking about
the shift in how nusic is made, distributed, and appreciated as
anal ogous to the evolution of photography as an art form for
exanple — as a technology, as a fine art, and as a popul ar and
easily accessible nediumfor comrunication. We'd like to
contribute to the idea that nusic exists as all of these things
at once, to celebrate the idea that music can serve not only as
an end in itself, but also as a neans towards greater socia
connection, and sonmething that is inmediately open to everyone
Mostly it has been a matter of identifying which barriers (in
terms of ownership, context, genre, or even terns |ike “expert”
or “professional”) are artificial and unnecessary, and ignoring
them Art can sonetines provide the viewpoint that renoves

t hese barriers.”

| am part of a performance art band called Trimasterbate®. Using the
band format we propose to convol ute representations of gender
especially in popular nusic contexts. Trinmasterbate is a way to
‘expose ourselves in public’, neaning the band format is used as an
avenue for us to play out confusing ideas of sex and sexuality in a
public space, rather than our bedroons. It has al ways been positive
and hurmourous in nature, and nurtures ideas that question gender

® Manager of the Sex Pistols and other Punk bands.

* Marcus, 1989.

® And al though they nmmnaged to create a lasting inpression on society, they did not
conpletely upturn it.

% Reynol ds, 2005, p xviii.

% PArkins, 2008.

® Of which | will explain nobre about in my performance case studies.
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rather try to tie ideas down. Although we have no such manifesto
procl aimi ng our goals, | feel that Trimasterbate is an interesting
experiment in challenging and ‘nmessing with’ gender performativity,
whi ch capitalises on the band format as a way to di ssem nate out

i deas to a w der audience.
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PeRFORMANCE CASE STUDIES
enJ0Y PERFORMANCE SCRIES
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Fig. 8

| was invited to be a part of a performance series at Enjoy gallery.
The project was set up so that we woul d workshop our performances for
a couple of weeks, and in the end there woul d be a series of
performances to show.

In the brief that we received, Siv Fjarestad from Enjoy wote that:

“...performance varies fromother forns of art nmking because it
has a different sort of connection with the audience than other
sorts of art work. [I] feel that the background to this project
s an assunption that performance has a rather unique quality,
it can capitalise on aspects of failure and enpathy nore than
any other art forni.*

| decided to take this idea into consideration. For a performance
that | did at the gallery, | dressed up as ny character 'Feline

G oovy' and tried to play the New Zeal and national anthem (even

t hough | don't know how to play the guitar that well). | got the
cromd to clap along and cheer ne on. I|f the clapping waned | stopped
pl ayi ng and shout ed ent husi astically for the cromd to keep cl appi ng.

Fig. 10

| did a horrible job of playing the song, but the crowd of people

wat chi ng became nore and nore ent husiastic over tine. By then end of
it | even got a call froma few people to do an encore, which | tried
to do and failed to conplete. The reason | dressed up in the costunes
was to make peopl e think that the performance was going to be

® Enjoy Gallery, 2008.

20



incredi ble. Mst people woul d have probabl y assuned that | woul d
have been really good since there was a two week build up period and
practice space available for all of us.

ne of the things | shoul d have considered was hol di ng the
performance sonewhere |ike a bar or other venue that holds gigs,
rather than in the art gallery. Because it was in an art gallery
peopl e weren't as resistant to ny performance as they woul d have been
if it was sonewhere |ike a bar. | was interested in exploring the art
space as a place for this kind of performance, but |ooking back |
feel that this kind of performance woul d be best suited to a gig
space.

Second fFeLine SROOUY PERFORMANCE

Fig. 11

Carrying on ny investigation into performng in an art space, | used
the Feline G oovy character in ny second performance at Massey
University. The performance was confusing in this space because on
the one hand | was trying to create a character, but also play |oud

i ntense nusic, and get the audience excited by making them clap their
hands, and there were videos playing, and it was 8 in the norning
and, and, and... PHEW In the end it was all rather confusing. Véas |
trying to nake a connection with the audience through the nusic? Or
was | trying to do that with the character Feline G oovy? Wat were
the visuals doing for the performance? Initially | wanted there to be
an overload of things for people to try and digest (like there would
be in a club environnent), and |ooking back | don’t think that there
were enough things in the roomto get to that point of overload, as
it was all very easily digestible. | had set up everything in one
corner of the roomand that ultimately cut me off fromthe audi ence

| was on a stage and the audi ence wasn’'t inplicated in the
performance at all.

Sonme people were fine with standing back and watching and that is how
t hey wanted to engage. Sone suggested that | needed to freak peopl e
out nore, that | shoul d have pl ayed around with the audience and

gi ven them an "experience".

The performance also didn’'t reach its potential because it failed to
inplicate the cromd in any way. Not all performance art has to do
this but | was trying to create an experience for the audience to be
involved in. People were just watching me and didn't invest any of
thenselves in it. | didn't achieve what | wanted fromthe performance
because | didn't use the tactics of performance art. | was trying to
let the nusic and the other visual conponents of the work try to give
t he audi ence an experi ence but rather it isolated them so they
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couldn't take part in it.

Because | was trying to do this work in a gallery type context | feel
that it closed off the work. In exploring this type of performance in
a gallery space | have found that it woul d best suit sonmewhere
outside of the gallery.

TRIMASTERBATE: A (L~ ASS~Y ACT
A PERSONAL ACCOUNT OF BelN9 A UJANKER (N PUBLIC

Fig. 14

Trimasterbate, |ike the result of a ronp in the back seat of a car,
was accidentally conceived. Three feisty girls vs. a couple of
bottles of wine will always end with sonething interesting. W had
col | aborat ed toget her on several occasions Sasha Rai nbow and | woul d
hel p out Nicola H gham w th her fashion shows. nhe night after a show
we decided to dance the night away (in |eotards and headbands | nust
add). After dancing down the road®” and drinking in a church, decided
we were called Trimasterbate and that we were also a band. After
letting it ‘casually’ slip to a few friends, we were suddenly bei ng

“ Wth, | nust add, with our friend Wai. Although she was not directly part of the
band she was definitely a supporter. Many people have perfornmed with us as

Tri mast erbate because we do not mind the instability of our form Newest nenber Emly
Jolliffe is pictured above and we now performas a duo.
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asked to play shows. Confident that we could, we decided on a nedl ey
of some funny or popul ar songs using only our m ghty performance
skills and a Casio keyboard. Crassness ensued and we ended up
changi ng the words of the songs into hunourous, sexual |yrics. ne
such exanpl e was when we used CGeorge M chael and the Wham Song ‘Last
Christmas’. W changed the lyrics to “Last Christmas | gave you ny
ass, but the very next day you said you weren’'t gay. Next year, to
save ne fromtears, |’Il give it to Brian Tamaki.”

e worked on a few performances with band So So Mbdern, as they saw
Tri masterbate as a way to try and break down the band/audi ence
dynam c, getting us to roamthe cromd and al so performw th them on
stage. Wé use Trimasterbate as a way to engage with people and to
provide a positive space in which to mx up ideas surroundi ng gender
and sexuality.

COACLUSIONS DRAUIN FROM CASE STUDIES PERFORMANCE

VWhat | learnt from doing these perfornmances is that | am not
interested in exploring relationships with the audience for this
thesis, nor did | want to continue to try and cross over the gig
space into the gallery space in this way. As | found out with ny
Feline Groovy performances, the gallery space was a stale environment
for me to experinment with this sort of performance. The Trimasterbate
performances were nore successful in this sense because | was
perform ng outside the galley, but | concluded that | instead wanted
to focus on performance for video, and to utilise this in an art
gal l ery context.
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PeRFORMANCE FOR UIDEO
SIRLS 00 FILM

| started doing video performances by accident. Wilst using a
projector to view photos | had taken of nyself at a larger scale, ny
hand passed through the |light and activated the inage, naking ne
realise that | could performin this space. Wile performnce can
capitalise on the direct relationship to the audi ence (and as seen
earlier the sense of enpathy fromthen), video art can utilise the
vi ewer’ s suspension of disbelief.

Video art has been associated with the television, a hub of popul ar
culture, fromwhich artists freely draw inspirati on. There have

al ways been strong narratives running through society and cul ture,
and many of these can be found in filmand television. Artists have
used video, fromits inception, to expand on the possibilities of
these narratives, producing linear and non-Ilinear autobiographies and
futuristic fantasies.*

Fig. 15 Fig. 16

A collection of Pipilotti Rist’s early single channel video works
centers around the television as a nedium “...each exercis[ing] a
comrentary on the nmedium taking up its own unique subject,”* and

vi deos such as You Call Me Jacky and |I'm Not the Grl Who M sses Mich
have been associated with the nusic video and the MIV generation®.
These two vi deos have been associated with the conpl ex questions of
the visual (self-) representation of women* and use the format of

the nmusic video to address this. Rist believes that some of her other
videos, like Qpen ny G ade (Flatten), are “...advertisenents for
feelings... [and feels that] her trapped body as a site of enpathy
and potential identification.”*

“ Rush, 2007, p 9.
2 pg 25, Soll
3511, 2005

“ 1bid, p 25.

* Jones, 2006.
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Fig. 17

Vi deo art provides a space to critique stereotypes and narratives of
the femal e because it provides a space in which the viewer suspends
their disbelief, allowing an in-road for new narratives to be
expressed to viewers, who nmay even identify with the artists

posi tion.

In witing on Rist’s work, Anelia Jones argues that Rist performs a
new sexed subjectivity altogether — not held through the eyes of
Iingering binarisns of much doninant fermal e theory — pointing to her
i deas in parafennism? Jones says that Rist’s viewoint is not
attacking mal e vi ewpoi nts on wonen, but perfornms the anatom cally
femal e body beyond femal eness, di sengagi ng the question of the

subj ect identified via codes of sexual difference (fromthe apparent
anatomi cal attributes of the subjects body), which challenges the
audi ence to think about normal narratives of identity and sexuality.
The chal | enge presents an open-ended question, and that is sonething
that | aminterested in using within ny work

Showing OFF — BANADS, UIDeO ART AND IDEATITY

As with Pipilotti Rist’s videos dealing with visual representation in
areas of popular culture, nusic culture is ripe with narratives and
forms to be utilised in art. In keeping with ny concerns surroundi ng
identity, sexuality and sex, popular rnusic culture provides a context
and fornms fromwhich | can further investigate gender and identity,
and within this representati ons of fenales.

Fig. 18

In Cheryl Donegan's video Head, she uses the form of the nusic video
to “...confront sex, fantasy, and voyeurismin an autoerotic workout

“ |bid, Pg 212-213
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performed to pop nmusic...In this inmge of sexual "pleasure" and
fantasy, Donegan is both subject and object, directing the action and
performng for the canmera w thout acknow edging its presence. Wen
she exits the frame, the enpty contai ner and splattered wall | ook
less like a scene of passion than the scene of a crine."¥

Wthin these thenes of sex, fantasy and voyeurism Donegan is
chal l enging the stereotypical femal e nusic video persona by
performng the femal e between a fine line of objectification, and
enpower ment. The nature in which she perforns is quite sexual, but
because she never acknow edges the canera there is a confusing power
play that is set up between the viewer and perforner.

This work is disrupting codes of visual representation that the
viewer is usually complicit with by conflating ideas surrounding the
identity of fermale characters in the space of the nusic video.

woul d argue that in a large proportion of nusic videos, nost wonen
are seen to be subm ssive and used mainly for visual stinulation. By
performng a femal e who confuses these roles and creates a strange
power play with the audi ence, Donegan is challenging the roles of
femal es in that space while exploiting the tropes typical of this
formt.

Intentionally confusing what is being represented is sonething that I
do when maki ng my videos. Confusion can also function within a

par af em ni st nodel by hol ding an anbival ent attitude towards gender
representation, wthout stating whether this is a good or a bad
thing. Playing around with cultural narratives conplicates ideas
surroundi ng the conventional perceptions of gender and identity, and
extends representations beyond cultural norns.

“ Ubuweb
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The RemIx

WhA~ WhIKKY~WhA-WHAT IS The ReMIX T0 me?

The remix is a popular way of using fornms in the culture of activity
to reinvent existing narratives. For exanple, one can either insert
ones own subjective views within these narratives, or can use tactics
such as the ‘mash up’ to align otherw se disparate ideas. Paul D

M Il er says that the remix is "The dial ectical dranma of object and
subject... creating seam ess interpolations between objects of

t hought to fabricate a zone of representation in which the interplay
of the one and the many, the original and the double all cone under
question."* Ken Wark, in reviewing MIlers book Rhythm Science,
concludes that “Mxing is a practical ontol ogy nmaking worl ds where
obj ect and subject slide into space, rather than fall into place.*

Mller also asks, “Wo speaks through you?”*® He is inplying that in
an age when so many surfaces resonate with information, how is one
subj ective?® The remi x helps to create a personal position in
regards to narratives in society. Simlarly, Bourriaud proposes that
the cultural forns around us are the materialisation of narratives,
and artists decode these forns to offer up alternative narratives to
the ones shown to us.® The remix is a tactic in which to freely

expl ore, decode and create narratives and forns, and as Mark Anerika
puts it, “[The rem x] puts into practice the prophetic art of making
things with and out of code, whether it be a poet's direct
presentation, a programrer's hacking aesthetic, a net artist's
targeted action scripting, or even a live A/V artist's generative
per formance.”

The rem x could al so be used as a parafem ni st strategy because it
provi des “...people systems to organise information outside of the

Eur opean categories of "rationality" and "universal subjectivity”
that drove the Enlightenment.”% Parafeninismenbraces confusion
surroundi ng gender and social identification, (as well as narratives
that are not just from a European, nale perspective) and the rem x
provides a way to dually work with and outside these representations.
Anelia Jones believes that “..social identifications (including
sexual orientation, race, ethnicity, nationality and so on) which can
never be fixed...al ways take neaning in relation to each other,”* and
the remi x allows for a conbination between any nultitude of
narratives, providing a context in which they can easily work in with
each other. This nakes it a useful tool for parafemnminism and al so
for me in nmy work, especially nmy video work /'mthe King of the
Castle, You're the Dirty Rascal of which | will talk about further on
this exegesis.

POWCRFUL MASIC

Jimry Joe Roche is an artist who reni xes video to create his works.
In his video work® U tinmate Reality® (made in conjunction with
nmusi ci an Dan Deacon) Roche rem xes Arnold Schwarzenegger into an
Utimte Reality, where all of Schwarzenegger’'s filnms anal gamate
together to form Roche's idea of an ultimate Arnold identity.

“® Mller, 2004

“® \Wark, 2004
® MlIler, 2004
51| bi d.

% Bourriaud, 2005, p 46.

* Sinula, 2005.

* Jones, 2006, p 213.

VWi ch is also perforned live as a VJ set with Dan Deacon.
% Roche, 2007
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Fig. 19

In this rem x space Roche can freely play around with the Arnold
Schwar zenegger form Popular culture created this form and by

rem xing it Roche is creating his own narrative path through this
culture. Though this may seemlike an odd reality, by presenting us
with this eccentric, hunpurous rem x of Schwarzenegger filnms, Roche
highlights that the filns in their natural state are (and in sone
cases are even nore) absurd in thensel ves. Because of our suspension
of disbelief we can watch the original novies w thout challenging
them |In destabilising Schwarzenegger novies, Roche not only nmakes us
bl atantly aware of the constructedness of these novies, he al so opens
the Schwarzenegger form as a code to speak through, presenting his
own subjective reality within the Schwarzenegger canon

“Contenporary art thus presents itself as an alternative editing
tabl e that shakes up social forns, reorgani ses them and inserts them
into original scenarios. The artist deprogranms in order to reprogram
suggesting that there are other possible uses for the techni ques and
tools at our disposal.”®

youTtuse

More recently internet sites such as Youtube have becone breeding
grounds for video and its investigation into popular culture.

Yout ube, for ny artwork, is a point of inspiration. It is a ‘mash up’
of cultures where people are responding to the consunption of popul ar
culture by rem xing cultural forms. The advent of home conputers has
opened up a far w der scope for w despread participation in nmoving

i mage cultures, and like the television and nusic video for Pipilotti
Ri st’ s generation, Youtube is popular cultures respective hub. | take
inspiration fromthere because due to the nmassive scope of honenade
and subjective videos, it is a context that convolutes cultural forns
and creates new cultural narratives.

VWhat | find npst interesting about Youtube is the playful attitude
towards popular culture. By using the rem x and other video editing
techni ques, video nmakers can pick out fornms fromculture and
conplicate their meaning even nore. These rem xes can act as homage
or critique (or maybe a bit of both), but in any case Youtube
presents itself as a vibrant area of cultural activity.

But why should ny work be differentiated from videos on Youtube that
use simlar tactics, but are not intended as art? The forenbst answer
woul d be sinply that | choose to work within what is understood as
the art world. Mchael Bell-Smith is an artist who deals with the use

* Bourriaud, 2005.
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of the internet in his work, and on the subject he says:

" Alot of my work is inspired by “non-artist” projects. That’'s
not to say, however, that I'mnot interested in fine art and
the discourse around it, or that | don’'t believe in the
structures of the art world. You can think of it in terns of
forms of distribution and the audience that cones with them
Youtube is great, but if you want sonmething to be discussed
critically, or read in relationship to novenents in art, then
you m ght be better off trying to work within the art world.
I"mgrateful that | have access to different outlets—galleries,
the internet, the video distributor EAl —for works with
different concerns that might engage different audiences."5®

Youtube is a culture of activity in which subjective videos convol ute
cultural fornms. The internet has changed the way in which have
publicly present ourselves, and | am curious to explore these
representations in video art by using the tropes and aesthetics of
Yout ube vi deos.

% Gordon, (n.d.).
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uiDeo WORK
1”m The KIng OF The CASTLE, 40U * Re The DIRTY RASCAL

Fig. 20

As a basic description of ny video /'mthe King of the Castle, You're
the Dirty Rascal whilst wearing a jersey that has Elvis on it, |

start shaking ny breasts as hard as possible. Cut into this footage
is a Youtube video in which soneone has ani mated (usi ng horme conputer
software ‘lclone’) Donald Duck dancing to ‘Hound Dog’ by Elvis.

Fig. 21
This work is a nmelting pot of ideas in which values of one and many
come into question. | believe it addresses issues of gender without
hol di ng onto lingering binarisms, and begins to blur |ines of
conventional sex differences. In nmy work | like to play along the

fine line between objectification and enpowernent, but not present
any sort of closure on these issues.

I amnot interested in explaining every aspect of ny work, but | fee

that this work is a conclusion of a lot of the ideas that | have been
tal king about within this exegesis.
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conceusion

For this thesis | have considered representations of identity and
sex/ sexuality, and have cone up with no clear answers. What | nean by
this is that within these areas, especially when it cones to notions
of gender representation, nothing is fixed. Judith Butler presents us
with the idea that gender is performative. Even though this allows
for a broad spectrum of gender identity, it is the narratives of

society that still deternine accepted ideas surroundi ng gender
Bi ol ogi cal sex differences do not nean that gender is nutually
exclusive to each side, nor is one view ‘better’ than the other. | am

not trying to create a universal, amal gamated understandi ng of
gender, but rather I am providing my own alternatives to conventiona
representations of it.

In the culture of activity, as Bourriaud calls it, people are

expl oring, exposing and exploiting forns that exist to create
artworks and other cultural products. | amcreating ny own narratives
within these by the use of renmi x and perfornmance, and ‘ness’ wth

i deas of identity and femninity.

Parafeminismis a termthat positions ny work within the canon of

fem nism but also distances it fromstereotypes that tend to

pi geonhol e my work. Parafen nist ideology goes hand in hand with the

culture of activity because it lends itself to the idea of the rem x

all owi ng for the advancenment and destabilising of fem nist thematics,
whil e recognising that it would not be what it is w thout the history
of fem nism

In nmy research into art and popular nusic culture I found that
crossovers occur when either party is not interested in being
confined by the overarching social narratives. Wile this is not
exclusively the way that they interact, nusic culture can be a way in
which to comrunicate ideas in art to a broader culture.

Choosing to deliver ny work within the critical franmework of
performance art allows nme to engage with an audi ence receptive to
identity and gender discussions, while granting ne the freedomto
mai ntain ny interest in popular culture forns.



PhOTOS 0F FINAL INSTALLATION

Fig. 24
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