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Fig. 2. Raewyn Martyn, Greywacke 
Love Poems (2019), Courtenay Place 
Lightboxes, Te Whanganui-a-Tara. 
Sixteen images on eight free-standing 
lightboxes.

Fig. 3. Raewyn Martyn, Greywacke love 
poems: returns (2019-2021), as part of 
Listening Stones Jumping Rocks, at the 
Adam Art Gallery, 2021. Image credit: 
photograph courtesy of Anne Noble.
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Fig. 9, 10. Raewyn Martyn, 
‘Hydrophilia and the Loveseat’ as part 
of Greywacke love poems: returns (2019-
2021), at the old Owhiro Bay Quarry.
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Fig. 33, 34. Documentation of lab 
work with Beatrix Theobald at Scion, 
a crown research institute in Rotorua. 
The extruder machines at Scion are 
used to melt and blend pellets of 
bacterial and plant-based polymers. 
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Fig. 36, 37. Bacterial polyester molded 
around a rock as part of Greywacke love 
poems: returns (2019).
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4.1 Introduction  

Painting is four-dimensional (and I suggest 

probably always has been), and thinking about 

painting as four-dimensional allows us to recognise 

�_�S�L�_���T�X�L�R�P�^���]�P�X�L�T�Y���®�`�T�O���P�a�P�Y���Z�Y�N�P���[�L�T�Y�_���S�L�^���O�]�T�P�O����

We can understand the temporality of painting 

through both materiality and semiotics—neither of 

these are static, both material and interpretation 

�N�S�L�Y�R�P���L�Y�O���N�T�]�N�`�W�L�_�P���_�S�]�Z�`�R�S���_�T�X�P����In non-

Indigenous science the fourth dimension is time, 

and �Z�M�^�P�]�a�L�_�T�Z�Y�^���Z�Q���_�T�X�P���b�T�_�S�T�Y���[�L�T�Y�_�T�Y�R�^���_�P�Y�O���_�Z��

be linear �� Further discussion of four-dimensional 

�[�L�T�Y�_�T�Y�R���N�L�Y���O�P�a�P�W�Z�[���[�Z�W�d�N�S�]�Z�Y�T�N���L�Y�O���L�Y�L�N�S�]�Z�Y�T�N��

understanding of artworks (Karlholm 2016) that align 

with less linear perceptions of time within Indigenous 

�L�]�_�X�L�V�T�Y�R�����8�T�_�_�P�]���������#����

The Gwion Gwion rock paintings were painted 

12,000 years ago by people of Ngarinyin speaking 

Wilinggin country in the Kimberley area of Western 

Australia and their surface hosts cyanobacteria and 

fungi that produce continuous restoration of the 

110     In the version of Surface Active Agents published in Antennae Journal (2018), I focused on the role of the microorganisms and 
their conservation of the artworks, I did not acknowledge the painters of these works and this resulted in an unintentional erasure of their 
authorship. Here in the PhD I have attempted to amend this. 

�T�X�L�R�P�^�����?�L�N�Z�Y�����������&���/�Z�]�T�Y�R�����������������"�!����110 This is just 

�Z�Y�P���P�c�L�X�[�W�P���Z�Q���P�L�]�W�d���[�L�T�Y�_�T�Y�R�^���_�S�L�_���T�Y�a�Z�W�a�P���Q�Z�`�]��

dimensional, more-than-human processes, and how 

Indigenous understanding of temporality enables 

these paintings to be located within ongoing cultural 

�W�T�Q�P���L�Y�O���W�L�Y�O���Z�N�N�`�[�L�_�T�Z�Y��

Within non-Indigenous and settler-colonial 

�L�]�_�����Q�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W���\�`�L�W�T�_�T�P�^���S�L�a�P���M�P�P�Y���P�c�[�W�T�N�T�_�W�d��

�]�P�N�Z�R�Y�T�^�P�O���T�Y���X�Z�a�P�X�P�Y�_�^���W�T�V�P���T�X�[�]�P�^�^�T�Z�Y�T�^�X����

�N�`�M�T�^�X�����Q�`�_�`�]�T�^�X�����^�[�L�_�T�L�W�T�e�X�Z���L�Y�O���L�a�L�Y�_���R�L�]�O�P��

theatre and ballet costumes—many of which 

reference biomorphic and geomorphic forms that are 

inherently time-based, with shapes and patterns that 

�T�Y�Q�P�]���X�Z�a�Pment, growth, and transitions between 

physical and psychic states ����In the middle of the 

twentieth century, ���N�]�T�_�T�N���3�L�]�Z�W�O���=�Z�^�P�Y�M�P�]�R���O�P�­�Y�P�O��

�_�S�P���N�L�Y�a�L�^���Z�Q���_�S�P���,�X�P�]�T�N�L�Y���,�M�^�_�]�L�N�_���0�c�[�]�P�^�^�T�Z�Y�T�^�_�^��

as “an arena in which to act” and said that “what 

�b�L�^���_�Z���R�Z���Z�Y���_�S�P���N�L�Y�a�L�^���b�L�^���Y�Z�_���L���[�T�N�_�`�]�P���M�`�_��

�L�Y���P�a�P�Y�_���n���=�Z�^�P�Y�M�P�]�R�����$� ��������In the present, new 

materialist and post-human paradigm shifts are used 

4: Four-dimensional Painting
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�_�Z���]�P�T�Y�_�P�]�[�]�P�_���Z�]���]�P�a�T�^�T�_���P�L�]�W�T�P�]���L�]�_���S�T�^�_�Z�]�T�P�^���W�T�V�P���_�S�P�^�P����

�L�Y�O���L�]�P���T�Y�®�`�P�Y�N�T�Y�R���X�L�Y�d���W�P�a�P�W�^���Z�Q���N�Z�Y�_�P�X�[�Z�]�L�]�d��

�N�`�W�_�`�]�L�W���[�]�Z�O�`�N�_�T�Z�Y�����-�]�L�T�O�Z�_�_�T���������$���������#�!�������B�]�T�_�T�Y�R��

�L�M�Z�`�_���i�_�]�L�Y�^�a�P�]�^�L�W�j���[�Z�^�_�S�`�X�L�Y�T�_�T�P�^�����=�Z�^�T���-�]�L�T�O�Z�_�_�T���S�L�^��

described the current situation as  the ‘posthuman 

�[�]�P�O�T�N�L�X�P�Y�_�j�����_�S�P���i�N�Z�Y�a�P�]�R�P�Y�N�P���Z�Q���[�Z�^�_���S�`�X�L�Y�T�^�X��

on the one hand and post-anthropocentrism on the 

�Z�_�S�P�]�j�����-�]�L�T�O�Z�_�_�T���������$���������#������

In Section Four I talk about painting as incidents, 

�L�N�_�T�Z�Y�^���L�Y�O���P�a�P�Y�_�^���_�S�L�_���N�L�Y���M�P���`�Y�O�P�]�^�_�Z�Z�O���b�T�_�S�T�Y��

a larger framework of painting in the expanded 

�­�P�W�O, at the intersection of process-based  and site-

�]�P�^�[�Z�Y�^�T�a�P���[�]�L�Ntises that prioritises human and 

more-than-human relationships, social situations, 

�L�Y�O���N�Z�X�X�`�Y�T�_�d���N�Z�Y�_�P�c�_�^�����>�N�S�P�N�S�Y�P�]�������6�L�[�]�Z�b�����$�!�#�&��

�;�P�_�P�]�^�Z�Y������������������������111 �4���O�P�a�P�W�Z�[���N�Z�Y�Y�P�N�_�T�Z�Y�^���M�P�_�b�P�P�Y��

contemporary non-Indigenous, tauiwi, international 

�L�Y�O���4�Y�O�T�R�P�Y�Z�`�^���[�]�L�N�_�T�_�T�Z�Y�P�]�^�����b�S�Z���S�L�a�P���b�Z�]�V�P�O���Q�Z�`�]��

�O�T�X�P�Y�^�T�Z�Y�L�W�W�d���L�Y�O���^�Z�X�P�_�T�X�P�^���­�a�P���O�T�X�P�Y�^�T�Z�Y�L�W�W�d����

to re-materialise their artwork in continuation of 

earlier ecological, localised, place-based making, and 

�b�T�_�S�T�Y���_�S�P���N�`�]�]�P�Y�_���N�]�T�^�P�^�����1�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W���[�L�T�Y�_�T�Y�R��

�Z�Q�_�P�Y���T�Y�a�Z�W�a�P�^���_�S�P���^�Z�N�T�L�W�T�^�L�_�T�Z�Y���Z�]���i�]�P�^�Z�N�T�L�W�T�^�L�_�T�Z�Y�j��

of painting—which I suggest is not new, but a 

continuation of what painting has always been 

�N�L�[�L�M�W�P���Z�Q���O�Z�T�Y�R�%���M�P�T�Y�R���R�P�Y�P�]�L�_�P�O���Q�]�Z�X���N�Z�Y�a�P�]�^�L�_�T�Z�Y��

and composition within social and public spaces 

�b�T�_�S�T�Y���L�Y�O���_�S�]�Z�`�R�S���_�T�X�P����

�i�?�]�L�Y�^�T�_�T�Z�Y�L�W���[�]�L�N�_�T�N�P�^�j���L�Y�O���i�N�T�]�N�`�W�L�]���L�P�^�_�S�P�_�T�N�^�j��

111     Happenings are one example of how Rosenberg’s observations in�uenced developments within socially-oriented painting. 

112     Derrida also describes the “subjectile”, ground of an artwork, in terms of “transitivity”, simultaneously being thrown and throwing 
(Derrida 1994, 169). 

include artists who are responding to current social 

and ecological crises with a return to localised and 

�_�T�X�P���M�L�^�P�O���X�L�_�P�]�T�L�W�T�_�d�����?�S�P���^�Z�N�T�L�W�����P�N�Z�W�Z�R�T�N�L�W����

and political implications of site and time play 

�Z�`�_���T�Y���O�T�¬�P�]�P�Y�_���b�L�d�^���Q�Z�]���O�T�¬�P�]�P�Y�_���L�]�_�T�^�_�^�����,�Y�O��

they continue to draw from earlier process-based 

and social practices, where malleable forms of 

�]�P�W�L�_�T�Z�Y�L�W���L�P�^�_�S�P�_�T�N�^���b�P�]�P���T�Y�a�P�^�_�T�R�L�_�P�O���T�Y���L�_�_�P�X�[�_�^��

to dematerialise and detach cultural production from 

commodity forms and commercial art markets, or 

�b�T�_�S���L�Y���T�Y�_�P�]�P�^�_���T�Y���O�T�¬�P�]�P�Y�_�T�L�_�T�Y�R���[�]�Z�O�`�N�_�T�a�P���Z�]��

�N�]�P�L�_�T�a�P���L�R�P�Y�N�d�����^�`�M�U�P�N�_�T�a�T�_�d�����L�Y�O���W�L�M�Z�`�]�����-�Z�`�]�]�T�L�`�O��

�P�_���L�W���������������������������������?�S�P���N�`�]�]�P�Y�_���]�P�_�`�]�Y���_�Z���X�L�_�P�]�T�L�W�T�_�d��

�L�N�V�Y�Z�b�W�P�O�R�P�^���_�S�P���_�]�L�Y�^�T�_�T�a�P���Q�Z�`�]���L�Y�O���­�a�P���O�T�X�P�Y�^�T�Z�Y�L�W��

�P�Y�P�]�R�T�P�^���Z�Q���[�S�d�^�T�N�L�W���X�L�_�_�P�]���_�S�L�_���Q�`�]�_�S�P�]���_�]�L�a�P�]�^�P���_�S�P��

non-Indigenous duality of nature and culture, and the 

�]�P�W�L�_�T�Z�Y�L�W���L�P�^�_�S�P�_�T�N�^���_�S�L�_���P�c�T�^�_���M�P�_�b�P�P�Y����

�>�Z�X�P���Z�Q���_�S�P���_�]�L�Y�^�T�_�T�a�P�����_�]�L�Y�^�T�_�T�Z�Y�L�W�����L�Y�O��

�]�P�[�L�]�L�_�T�a�P���\�`�L�W�T�_�T�P�^���L�^�^�Z�N�T�L�_�P�O���b�T�_�S���®�`�T�O�T�_�d���L�Y�O��

hydrofeminism that I introduced in Section Three are 

�L�W�^�Z���Q�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W���\�`�L�W�T�_�T�P�^�����5�Z�^�P�W�T�_���������$�&���2�]�L�b��

�����7�L�U�P�]���-�`�]�N�S�L�]�_�S�����������!�&���/�P�]�]�T�O�L�����$�$���������!�$�����_�S�L�_��

�P�Y�L�M�W�P���[�L�T�Y�_�T�Y�R���_�Z���X�Z�a�P���M�P�_�b�P�P�Y���^�T�_�P�^�����^�T�_�`�L�_�T�Z�Y�^����

�Q�L�X�T�W�T�P�^�����N�Z�X�X�`�Y�T�_�T�P�^���L�Y�O���N�Z�Y�_�P�c�_�^��112���0�L�]�W�T�P�]���^�P�N�_�T�Z�Y�^��

�Z�Q���_�S�T�^���P�c�P�R�P�^�T�^���S�L�a�P���M�P�R�`�Y���_�Z���O�T�^�N�`�^�^���S�Z�b���_�S�P��

�^�T�_�P���]�P�^�[�Z�Y�^�T�a�P���M�T�Z�O�P�R�]�L�O�L�M�W�P���[�L�T�Y�_�T�Y�R�^���Q�P�L�_�`�]�P�O��

in Greywacke love poems: returns ���������$���������������L�Y�O��

�L�^�^�Z�N�T�L�_�P�O���b�Z�]�V�^�����X�Z�a�P���M�P�_�b�P�P�Y���^�_�L�_�P�^���L�Y�O���^�T�_�P�^�����S�P�]�P��

I will expand discussion of these durational, intra-
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�L�N�_�T�a�P�����L�O�L�[�_�T�a�P�����L�Y�O���_�]�L�Y�^�T�_�T�a�P���\�`�L�W�T�_�T�P�^����

�7�d�Y�O�L���-�P�Y�R�W�T�^�j�^���X�L�_�P�]�T�L�W���[�]�Z�N�P�^�^�P�^���T�Y�a�T�_�P���L���Q�Z�`�]��

�O�T�X�P�Y�^�T�Z�Y�L�W���[�P�]�N�P�[�_�T�Z�Y���Z�Q���[�L�T�Y�_�T�Y�R���b�S�P�]�P���®�Z�b���L�Y�O��

�N�L�Y�_�T�W�P�a�P�]�^���Z�Q���T�Y�_�P�]�L�N�_�T�Z�Y���Z�]���T�Y�_�]�L���L�N�_�T�Z�Y���Z�Q���Q�Z�]�N�P���L�]�P��

described by physicists (Barad 2007; Herczynski et 

�L�W�������������������������!�& Whitney Focus���������$���� 113 Her work seen 

�T�Y���R�L�W�W�P�]�d���L�Y�O���X�`�^�P�`�X���N�Z�W�W�P�N�_�T�Z�Y�^���L�]�P���Z�Q�_�P�Y���^�[�P�N�T�­�N��

to the gallery and institutions as site, challenging 

�[�L�]�_�T�N�`�W�L�]���[�L�]�L�X�P�_�P�]�^���L�Y�O���N�Z�Y�a�P�Y�_�T�Z�Y�^���Z�Q���X�P�O�T�`�X��

�L�Y�O���O�T�^�[�W�L�d���b�T�_�S�T�Y���_�S�P���P�c�[�L�Y�O�P�O���­�P�W�O�����6�]�L�`�^�^�����$�"�$����

�������������Z�Q���[�L�T�Y�_�T�Y�R�����B�S�P�]�P�L�^�����_�S�P���b�Z�]�V���^�S�P���O�T�O���O�`�]�T�Y�R��

a residency at Auckland Art Gallery here in Aotearoa 

responded to her experiences within the geological 

and geothermal systems in the north island during 

�S�P�]���_�T�X�P���S�P�]�P����

Four-dimensional approaches create time and 

�^�[�L�N�P���Q�Z�]���^�`�M�U�P�N�_�T�a�T�_�d���L�Y�O���T�Y�_�P�]�^�`�M�U�P�N�_�T�a�T�_�d���b�T�_�S�T�Y 

113     Lynda Benglis talks about this during “Whitney Focus”.

sites,���L�]�_���S�T�^�_�Z�]�T�P�^�����]�P�W�L�_�T�Z�Y�^�S�T�[�^�����L�Y�O���T�Y�S�P�]�T�_�L�Y�N�P�^����

Time-based thinking holds  ground for things to 

play out, incidents to occur, and for processes of 

�i�_�T�Y�V�P�]�T�Y�R�j���L�Y�O���i�S�L�N�V�T�Y�R�j�����7�P�b�T�^���L�Y�O���1�]�T�P�O�]�T�N�S��������� �&��

�B�L�]�V�������������h�[�]�Z�N�P�^�^�P�^���T�Y�a�Z�W�a�P�O���T�Y���_�S�P���[�W�L�R�T�L�]�T�^�X���Z�Q��

�X�d���Z�b�Y���R�]�L�Y�O�X�Z�_�S�P�]�j�^���[�L�T�Y�_�T�Y�R�^�����_�S�L�_���4���`�Y�O�P�]�_�L�V�P��

as part of Paint over, use again���������������������?�S�T�^���T�^���L�W�^�Z��

the time and space of the ‘subjectile �j���L���X�Z�]�P���_�S�L�Y��

human social interface, which I discuss further in 

�>�P�N�_�T�Z�Y���>�T�c����

4.2 Four-dimensional painting

Painting as event

with Frankenthaler, the artist’s action is at a 

minimum, it is the paint that is active. The artist is 

the medium of the medium. ���=�Z�^�P�Y�M�P�]�R�����$�#�������!���&��

�>�T�P�R�P�W���P�_���L�W����������� ���������"��

�1�T�R�����!���� Raewyn Martyn, Biobitumen—a greywacke love poem. 2019, Circuit 

Aotearoa New Zealand, AURA Festival, Newtown. Still shots of road and curb-side 

action, presented with edited video with photography by Rachel O’Neill and video 

editing by Johanna Sanders. The work is made using bacterial polyester, extruded 

with mineral pigments sourced from the old Owhiro Bay Quarry on the southern 

coastline of Te Whanganui-a-Tara Wellington, a predominate aggregate source 

19th C-late 20th C, materials from which are now found redistributed, within the 

�]�Z�L�O�T�Y�R���L�Y�O���M�`�T�W�O�T�Y�R���X�L�_�P�]�T�L�W�^���Z�Q���;���Y�P�V�P���B�P�W�W�T�Y�R�_�Z�Y���N�T�_�d��
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�7�d�Y�O�L���-�P�Y�R�W�T�^���S�L�^���T�O�P�Y�_�T�­�P�O���1�]�L�Y�V�P�Y�_�S�L�W�P�]�j�^��

relationship to the medium as an entry point for 

�S�P�]���Z�b�Y���[�L�T�Y�_���[�Z�`�]�^�����>�P�T�R�P�W��������� �������"�������6�L�_�d���>�T�P�R�P�W��

describes how Benglis sketched an empathetic 

�T�O�P�Y�_�T�­�N�L�_�T�Z�Y���M�P�_�b�P�P�Y���^�P�W�Q���L�Y�O���X�L�_�P�]�T�L�W�T�_�d with Benglis 

saying: In making these pieces I turned myself inside out. 

I was the paint. I was the material itself �����>�P�T�R�P�W��������� ����

���#�������-�P�Y�R�W�T�^�j�^���R�P�Y�P�]�L�_�T�Z�Y���_�]�T�P�O���_�Z���X�Z�a�P���M�P�d�Z�Y�O���_�S�P��

�m�S�d�^�_�P�]�T�N�L�W���L�Y�O���Z�a�P�]�S�P�L�_�P�O�n���N�Z�Y�Y�Z�_�L�_�T�Z�Y�^���Z�Q���,�M�^�_�]�L�N�_��

�0�c�[�]�P�^�^�T�Z�Y�T�^�X�����_�Z�b�L�]�O���_�S�P���m�L�R�P�Y�N�d���Z�Q���X�L�_�P�]�T�L�W�^�n��

���>�P�T�R�P�W��������� �������"������

Artists like Richard Serra  are more often credited 

with performative materiality, and they in turn often point 

to Pollock as inspiration or source�����>�P�T�R�P�W��������� �����"�������P�a�P�Y��

though it was Mark Tobey and Janet Sobel who had 

�P�L�]�W�T�P�]���`�^�P�O���O�]�T�[���_�P�N�S�Y�T�\�`�P�^���_�S�L�_���T�Y�®�`�P�Y�N�P�O���5�L�N�V�^�Z�Y��

�;�Z�W�W�Z�N�V�j�^���L�W�W���Z�a�P�]���L�Y�O���^�_�L�R�P���W�T�V�P��approach to  

�[�T�N�_�Z�]�T�L�W���^�[�L�N�P�����4�Y���_�S�P�^�P���L�]�_�T�^�_�^�j���b�Z�]�V�����T�Y�_�P�Y�_�T�Z�Y�L�W��

inconsistencies in the paint surface create optical 

�®�`�N�_�`�L�_�T�Z�Y�^���O�`�]�T�Y�R���L�Y�d���T�Y���[�P�]�^�Z�Y���P�c�[�P�]�T�P�Y�N�P�����L�^���_�S�P��

�a�T�P�b�P�]���T�^���T�Y�O�`�N�P�O���T�Y�_�Z���i�L�Y�L�X�Z�]�[�S�T�N�j���X�Z�a�P�X�P�Y�_�h

�X�Z�a�T�Y�R���_�S�P�X�^�P�W�a�P�^���Z�`�_�b�L�]�O���Q�]�Z�X���_�S�P���[�T�N�_�`�]�P��

�^�`�]�Q�L�N�P�����L�N�_�T�a�L�_�T�Y�R���_�S�P���Z�[�_�T�N�L�W���P�¬�P�N�_�^�����E�L�W�X�L�Y��������� �&��

�>�N�S�]�P�d�L�N�S���������"�������$� ������

�,�W�L�Y���6�L�[�]�Z�b���P�c�_�P�Y�O�P�O���T�O�P�L�^���Z�Q���a�T�P�b�T�Y�R���L�^���P�a�P�Y�_��

(and painting as action) by reconsidering the role 

�Z�Q���_�S�P���a�T�P�b�P�]���L�^���L���[�L�]�_�T�N�T�[�L�Y�_���]�L�_�S�P�]���_�S�L�Y���Z�M�^�P�]�a�P�]��

���>�N�S�]�P�d�L�N�S���������"�&���6�L�[�]�Z�b�����$�!�!�������6�L�[�]�Z�b���Z�M�^�P�]�a�P�O��

�_�S�L�_���_�S�P���_�P�X�[�Z�]�L�W�T�_�d���Z�Q���[�L�T�Y�_�T�Y�R���L�N�_�T�Z�Y�^���L�Y�O���P�a�P�Y�_�^��

�b�L�^���T�Y�O�P�_�P�]�X�T�Y�L�_�P�����L�^���_�S�P���`�Y�M�Z�`�Y�O�P�O���L�Y�O���i�L�W�W���Z�a�P�]�j��

�L�[�[�]�Z�L�N�S���[�]�Z�a�Z�V�P�O���a�T�P�b�P�]�^���_�Z���]�P�X�L�]�V���_�S�L�_���;�Z�W�W�Z�N�V�j�^��

�[�L�T�Y�_�T�Y�R�^���i�b�P�Y�_���Z�Y���Q�Z�]�P�a�P�]�j�����6�L�[�]�Z�b�����$�$���������?�S�T�^��

anachronic or polychronic unboundedness is a feature 

of Greywacke love poems: returns�����������$�������T�Y�^�_�L�W�W�P�O��

within the Adam Art Gallery stairwell, and there are 

�Z�M�a�T�Z�`�^���P�c�L�X�[�W�P�^���T�Y���_�S�P���b�Z�]�V�^���Z�Q���L�]�_�T�^�_�^���W�T�V�P���8�T�N�S�P�W�W�P��

Stuart (Ashes of Arcadia, ���$�#�#�����L�Y�O���6�L�_�S�L�]�T�Y�L���2�]�Z�^�^�P��

(Untitled,����������������

�;�L�`�W���6�W�P�P�j�^���P�L�]�W�T�P�]���X�P�_�S�Z�O�Z�W�Z�R�T�P�^���Z�Q���[�Z�W�d�[�S�Z�Y�d��

and cosmogenesis are inherently four-dimensional 

�L�Y�O���O�P�a�P�W�Z�[�P�O���L��temporisation of form ���-�Z�P�S�X��������������

�����!�������$�������b�S�P�]�P���_�S�P���[�]�Z�N�P�^�^�P�^���Z�Q���Q�Z�]�X�L�_�T�Z�Y���P�c�T�^�_�P�O��

�T�Y���M�Z�_�S���[�]�Z�O�`�N�_�T�Z�Y���L�Y�O���]�P�N�P�[�_�T�Z�Y�����.�W�P�X�P�Y�_���2�]�P�P�Y�M�P�]�R��

later described the temporality of work by Mark 

�?�Z�M�P�d�����5�L�Y�P�_���>�Z�M�P�W�����L�Y�O���5�L�N�V�^�Z�Y���;�Z�W�W�Z�N�V���L�^���L�W�W���Z�a�P�]��

and polyphonic, and as a kind of picture that dispenses, 

�L�[�[�L�]�P�Y�_�W�d�����b�T�_�S���M�P�R�T�Y�Y�T�Y�R�����X�T�O�O�W�P�����P�Y�O��(Greenberg 

���$���#�������4���S�L�a�P�Y�j�_���Q�Z�`�Y�O���]�P�Q�P�]�P�Y�N�P���_�Z���_�S�P�^�P���L�]�_�b�Z�]�V�^���L�^��

polychronic or anachronic (see Karlholm & Moxley 

2018), but I propose that paintings like this are 

�P�c�L�X�[�W�P�^���Z�Q���_�S�T�^���_�P�X�[�Z�]�L�W���^�_�L�_�P��

�=�Z�M�P�]�_���>�X�T�_�S�^�Z�Y�j�^��Glue Pour �����$�"�$�������P�c�N�S�L�Y�R�P�O��

�;�Z�W�W�Z�N�V���L�Y�O���-�P�Y�R�W�T�^�j�^���[�L�T�Y�_���_�T�Y�^���b�T�_�S���L���_�T�Y���Z�Q���R�W�`�P����

�[�Z�`�]�P�O���O�Z�b�Y���L���N�W�L�d���M�L�Y�V�����>�X�T�_�S�^�Z�Y���b�L�^���L�_�_�P�X�[�_�T�Y�R���_�Z��

�O�P�a�P�W�Z�[���L�Y���i�P�]�Z�^�T�Z�Y�L�W���L�P�^�_�S�P�_�T�N�^�j�����]�P�N�Z�R�Y�T�^�T�Y�R���P�Y�_�]�Z�[�d��

�L�Y�O���a�T�Z�W�P�Y�N�P���b�T�_�S�T�Y���R�P�Z�W�Z�R�T�N�L�W���_�T�X�P�����7�L�`�O�P�]��������� ������ 

�4�Y���_�S�P�����$�!���^���L�Y�O�����$�"���^���=�P�Y�P���?�S�Z�X�j�^���_�S�P�Z�]�d���Z�Q��

catastrophe described sudden changes in spatial and 

�P�Y�a�T�]�Z�Y�X�P�Y�_�L�W���X�Z�]�[�S�Z�W�Z�R�d���M�]�Z�`�R�S�_���L�M�Z�`�_���M�d���P�a�P�Y�_�^��

�W�T�V�P���L�Y���P�L�]�_�S�\�`�L�V�P���Z�]���®�Z�Z�O�����?�S�Z�X�����$�"� �&���-�L�Y�N�S�Z�¬��
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�������������#����114���>�_�P�Q�L�Y�T�L���.�L�W�T�L�Y�O�]�Z���W�T�Y�V�^���?�S�Z�X�j�^���_�S�P�Z�]�d���Z�Q��

�N�L�_�L�^�_�]�Z�[�S�P���_�Z���2�T�W�W�P�^���/�P�W�P�`�e�P�j�^���W�P�N�_�`�]�P�^���Z�Y���[�L�T�Y�_�T�Y�R��

�L�^���i�O�T�^�P�\�`�T�W�T�M�]�T�L�j�% “to paint, in a way, has always meant 

�_�Z���[�L�T�Y�_���W�Z�N�L�W���O�T�^�P�\�`�T�W�T�M�]�T�L�����/�P�W�P�`�e�P�����$�#�������^�P�^�^�T�Z�Y���������N�T�]�N�L��

�#�g�$�����s�������4�Y�O�P�P�O���L�Y�d���N�S�L�Y�R�P���Z�Q���Q�Z�]�X�����b�S�P�_�S�P�]���T�Y���^�S�L�[�P����

chromaticism, texture, material or other plastic means, is 

�L���N�L�_�L�^�_�]�Z�[�S�P�����L�^���T�_���O�P�_�P�]�X�T�Y�P�^���L���M�Z�`�Y�O�L�]�d���Z�Q���_�S�L�_���Q�Z�]�X��

���.�L�W�T�L�Y�O�]�Z���������$�����!���� 

114     Thom’s theories in�uenced Salvador Dali’s work exploring the possibilities of four-dimensional objects in painting. Bancho� writes: 
Usually shapes appear to change continuously, but occasionally there is a sudden change in form, some new phenomenon that indicates a 
qualitative change that takes place in surprising ways. Examples are the changes that occur in the contours in a landscape as �oodwaters 
gradually submerge a geographical feature. More dramatic are the drastic e�ects of major seismic events such as earth tremors and 
displacement of fault lines during earthquakes. Thom identi�ed a small set of phenomena that are characteristic of such qualitative changes 
and he classi�ed them using algebraic formulas that could be viewed using computer graphics. (Bancho� 2014).

Material Interfaces

�.�L�Y�a�L�^�P�^�����L�]�N�S�T�_�P�N�_�`�]�L�W���^�T�_�`�L�_�T�Z�Y�^�����O�P�a�T�N�P���^�N�]�P�P�Y�^����

�M�T�Z�­�W�X�^�����L�Y�O���Z�¬���^�T�_�P���^�T�_�`�L�_�T�Z�Y�^�����L�]�P���L�W�W���P�c�L�X�[�W�P�^���Z�Q��

�X�L�_�P�]�T�L�W���T�Y�_�P�]�Q�L�N�P�^�����B�S�L�_���S�L�[�[�P�Y�^���L�_���_�S�P�^�P���T�Y�_�P�]�Q�L�N�P�^��

�N�L�Y���L�a�Z�T�O���L���O�`�L�W�T�^�_�T�N���P�c�_�P�]�Y�L�W�T�^�L�_�T�Z�Y���Z�Q���X�L�_�_�P�]�&��

the traces of material processes generate a more 

molecular and granular understanding of media 

and matter, whether that be physical, biological, or 

�O�T�R�T�_�L�W�����,�Y�O���_�S�T�^���T�Y�O�P�c�T�N�L�W���O�L�_�L���Z�]���T�Y�Q�Z�]�X�L�_�T�Z�Y���N�L�Y��

�1�T�R�����!���� Raewyn Martyn, Greywacke 

love poems: returns (2019-2021), at the 

old Owhiro Bay Quarry.
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also be understood as genetic—part of a code shared 

�M�P�_�b�P�P�Y���X�L�V�P�]�^�����a�T�P�b�P�]�^�����L�Y�O���M�P�_�b�P�P�Y���L�]�_�b�Z�]�V�^��

���8�T�_�N�S�P�W�W�������������������!����  Media histories that are framed 

�L�^���L�]�N�S�L�P�Z�W�Z�R�T�P�^���L�Y�O���R�P�Z�W�Z�R�T�P�^�����]�P�a�P�L�W���Y�L�]�]�L�_�T�a�P�^��

�N�L�]�]�T�P�O���b�T�_�S�T�Y���®�Z�b�^���Z�Q���X�L�_�_�P�]�h�M�P�N�Z�X�T�Y�R���^�P�O�T�X�P�Y�_�P�O��

�Z�]���W�Z�^�T�Y�R���a�T�^�T�M�T�W�T�_�d�����;�L�]�T�V�V�L���������!���������������?�S�T�Y�V�T�Y�R���T�Y���_�S�T�^��

�[�S�d�^�T�N�L�W���b�L�d�����N�L�Y���L�W�^�Z���O�P�a�P�W�Z�[���Z�`�]���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q��

social and cultural processes as material, recognising 

the biological and embodied information passed along 

�b�T�_�S�T�Y���_�S�P���i�^�`�M�U�P�N�_�T�a�P���P�[�T�[�S�P�Y�Z�X�P�Y�L�j���Z�Q���a�L�W�`�P�^����

�X�P�X�Z�]�T�P�^�����L�Y�O���M�P�W�T�P�Q�^�����1�Z�c���L�Y�O���,�W�O�]�P�O�����������������!����

This understanding of trace at a molecular 

�L�Y�O���M�T�Z�W�Z�R�T�N�L�W���W�P�a�P�W���T�^���[�L�]�_���Z�Q���Y�P�b���X�L�_�P�]�T�L�W�T�^�_���L�Y�O��

posthumanist thinking, and is present in feminist 

�[�]�Z�N�P�^�^���M�L�^�P�O�����Q�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W���[�]�L�N�_�T�N�P�^�����.�L�]�Z�W�P�P��

Schneemann talks about painting and gestures as 

�P�a�P�Y�_�^���L�Y�O���S�P�]���_�T�X�P���M�L�^�P�O���P�c�[�W�Z�]�L�_�T�Z�Y���Z�Q���[�L�T�Y�_�T�Y�R��

�S�L�^���M�P�P�Y���N�Z�Y�_�P�c�_�`�L�W�T�^�P�O���b�T�_�S���_�S�P���]�P�N�P�Y�_���]�P�_�]�Z�^�[�P�N�_�T�a�P 

Kinetic Painting , at MOMA ( �0�c�S�T�M�T�_�T�Z�Y���1�T�W�X�����������"������

She discusses her work with cats and nature as 

collaborators, in works like Fuses�����$�!� �����L�Y�O���X�Z�]�P��

�]�P�N�P�Y�_���b�Z�]�V�^���Z�Y���[�L�[�P�]�����=�L�b���8�L�_�P�]�T�L�W�^�����������$���&���_�S�P��

�^�_�`�O�T�Z���®�Z�Z�]���L�Y�O���S�P�]���S�Z�`�^�P���L�]�P���V�P�d���^�T�_�P�^���Z�Q���]�P�^�[�Z�Y�^�P����

�>�N�S�Y�P�P�X�L�Y�Y�j�^���X�Z�]�P���_�S�L�Y���S�`�X�L�Y���N�Z�W�W�L�M�Z�]�L�_�T�Z�Y�^��

�S�L�a�P���M�P�P�Y���N�Z�Y�_�P�c�_�`�L�W�T�^�P�O���b�T�_�S�T�Y���[�Z�^�_�S�`�X�L�Y�T�^�X���M�d��

�?�S�d�]�e�L���2�Z�Z�O�P�a�P�����2�Z�Z�O�P�a�P��������� �������b�S�Z���Y�Z�_�P�^���_�S�L�_��

Schneemann took up the idea of the cat as a medium 

115     Goodeve also gives the example of the Aotearoa New Zealand-authored Why Cats Paint, as a posthumanist text ahead of its time 
(Busch & Burton 1994). Busch, Heather, and Burton, Silver. Why Cats Paint: A Theory of Feline Aesthetics. London: Weidenfeld & Nicolson, 
1994. Print. 

116     In undergrad I made a participatory paper and cardboard installation with multiple folder paper and cardboard forms that could be 
recon�gured. I’d been looking at Lygia Clark, Robert Morris, and Richard Tuttle, as well as my lecturer Karin van Roosmalen. These ideas 
then fed into the way I delaminanted and unfolded latex wall paintings as part of my MFA, and also the custom �tted daybeds (Glover Park 
Daybeds 2011); the folding canvas camping stools (For Loan 2012), and recon�gurable tent canvases Camping Paintings (2015-ongoing), 
that I sewed. 

�T�Y���_�S�P�����$�"���^�����L�Q�_�P�]���_�S�P���^�`�R�R�P�^�_�T�Z�Y���Q�]�Z�X���L�Y���L�`�O�T�P�Y�N�P��

�X�P�X�M�P�]������� ���4���^�P�P���_�S�T�^���L�^���L�Y���T�X�[�Z�]�_�L�Y�_���O�P�a�P�W�Z�[�X�P�Y�_���Z�Q��

�1�]�L�Y�V�P�Y�_�S�L�W�P�]�����=�Z�^�P�Y�M�P�]�R���L�Y�O���-�P�Y�R�W�T�^�j�^���T�O�P�L�^���Z�Q���_�S�P��

artist as medium of the medium ���=�Z�^�P�Y�M�P�]�R�����$�#�������!���&��

�>�T�P�R�P�W���P�_���L�W����������� ���������"����

�6�L�]�P�Y���-�L�]�L�O�����������"������� �����`�^�P�^���_�S�P���_�P�]�X��

�]�P�N�Z�Y�­�R�`�]�L�M�W�P���L�Y�O���]�P�N�Z�Y�­�R�`�]�P�O���_�Z���`�Y�O�P�]�^�_�L�Y�O��

�X�Z�]�P���_�S�L�Y���S�`�X�L�Y���­�R�`�]�L�_�T�Z�Y�^���L�Y�O���L�^�^�P�X�M�W�T�P�^�����b�S�T�W�P��

Bruno Latour (2010) writes about compositionist 

approaches to matter and materials, aligning 

�b�T�_�S���L�^�[�P�N�_�^���Z�Q���Q�P�X�T�Y�T�^�_���X�L�_�P�]�T�L�W�T�^�_���i�N�Z�X�[�Z�^�_�T�Y�R�j��

���3�L�]�L�b�L�d��������� �������>�T�Y�N�P���`�Y�O�P�]�R�]�L�O�`�L�_�P���^�_�`�O�d���T�Y���_�S�P��

�P�L�]�W�d�����������^�����4�j�a�P���W�Z�Z�V�P�O���_�Z���]�P�N�Z�Y�­�R�`�]�L�M�W�P���L�Y�O���^�P�W�Q��

supporting artworks as models for how painting 

might inhabit spaces and create interfaces for 

�^�`�M�U�P�N�_�T�a�P���L�Y�O���T�Y�_�P�]�^�`�M�U�P�N�_�T�a�P���P�c�[�P�]�T�P�Y�N�P�����B�Z�]�V�^���W�T�V�P��

�7�d�R�T�L���.�W�L�]�V�j�^��Poetic shelter�������$�!���������b�T�_�S���Q�Z�W�O�T�Y�R���L�Y�O��

�`�Y�Q�Z�W�O�T�Y�R���^�`�]�Q�L�N�P�^���L�Y�O���^�`�[�[�Z�]�_�^�&���L�Y�O���8�L�]�T�^�L���8�P�]�e�j�^��

�@�Y�_�T�_�W�P�O�����7�T�a�T�Y�R���>�N�`�W�[�_�`�]�P�� �����$�!�!�������X�L�O�P���M�d���^�_�L�[�W�T�Y�R��

�_�Z�R�P�_�S�P�]���L�W�`�X�T�Y�T�`�X���[�T�P�N�P�^�����,�W�_�S�Z�`�R�S���4�j�a�P���N�Z�X�P���_�Z��

�_�S�P�X���X�Z�]�P���]�P�N�P�Y�_�W�d�����=�Z�^�P�X�L�]�d���8�L�d�P�]�j�^��Temporary 

Monuments �������$�"�"�����$�#���������S�L�a�P���M�P�N�Z�X�P���L�Y���T�X�[�Z�]�_�L�Y�_��

touchstone for my understanding of the ephemeral 

�L�Y�O���]�P�N�Z�Y�­�R�`�]�L�M�W�P���\�`�L�W�T�_�T�P�^���Z�Q���X�d���P�L�]�W�T�P�]��Camping 

Paintings ����������� �������L�Y�O���b�Z�]�V�^���W�T�V�P��Greywacke love poems: 

returns �����������$��������������116 

�]�P���L�^�^�P�X�M�W�P�O���L�Y�O���^�P�P�Y���^�P�a�P�]�L�W���_�T�X�P�^���Z�a�P�]���_�S�P��
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�d�P�L�]�^�����T�_���T�^���_�S�P���X�Z�M�T�W�T�_�d���Z�Q���_�S�P���b�Z�]�V�����_�S�P���L�M�^�Z�W�`�_�P��

�T�X�[�Z�^�^�T�M�T�W�T�_�d���Z�Q���N�]�d�^�_�L�W�W�T�^�T�Y�R���T�Y���L���[�]�P�N�T�^�P���_�T�X�P���_�Z���^�P�_��

�_�S�P���X�L�]�V���Z�Q���b�S�L�_���T�^���L�Y�O���b�S�L�_���^�S�L�W�W���M�P���� 

���.�Z�P�Y��������������117 

�.�Z�X�[�Z�^�_�T�Y�R�����^�P�O�T�X�P�Y�_�L�_�T�Z�Y���L�Y�O���P�]�Z�^�T�Z�Y�����P�Y�_�]�Z�[�d��

�L�Y�O���]�`�T�Y�����_�]�L�Y�^�Q�Z�]�X�L�_�T�Z�Y���L�Y�O���_�]�L�Y�^�T�_�T�Z�Y�����L�Y�O���N�]�P�L�_�T�a�P��

destruction are also four-dimensional processes 

that complicate non-Indigenous perceptions of 

�_�T�X�P���L�Y�O���L�]�_���P�c�[�P�]�T�P�Y�N�P�����1�T�W�T�[�Z�a�T�N���������"�������?�S�P�^�P��

qualities are explored in artworks by artists like 

�5�L�d���/�P�1�P�Z�j�^���O�`�]�L�_�T�Z�Y�L�W���b�Z�]�V����The Rose�����$� �#�����$�!�!������

�2�`�^�_�L�a���8�P�_�e�R�P�]�j�^���L�N�T�O���[�L�T�Y�_�T�Y�R�^�����W�T�V�P��Recreation of 

�1�T�]�^�_���;�`�M�W�T�N���/�P�X�Z�Y�^�_�]�L�_�T�Z�Y���Z�Q���,�`�_�Z���/�P�^�_�]�`�N�_�T�a�P���,�]�_�������$�!������

�]�P�X�L�O�P��������������������� �������2�Z�]�O�Z�Y���8�L�_�_�L���.�W�L�]�V�j�^���L�R�L�]��

work, �?�S�P���7�L�Y�O���Z�Q���8�T�W�V���L�Y�O���3�Z�Y�P�d, as part of the larger 

in-extant series Museum�������$�!�$�� 118�����,�Y�O�d���B�L�]�S�Z�W�j�^��

urine-induced Oxidation Paintings �������$�"�"�������L�Y�O��

�3�P�W�P�Y���.�S�L�O�b�T�N�V�j�^���L�N�_�T�a�P�W�d���N�Z�X�[�Z�^�_�T�Y�R���a�T�_�]�T�Y�P���W�T�V�P��

sculpture Carcass�������$�#�!����

�4�Y�������������4���^�L�b���L���]�P�_�]�Z�^�[�P�N�_�T�a�P���P�c�S�T�M�T�_�T�Z�Y���Z�Q���5�L�d��

�/�P�Q�P�Z�j�^���b�Z�]�V���L�_���?�S�P���B�S�T�_�Y�P�d���8�`�^�P�`�X���Z�Q���,�X�P�]�T�N�L�Y��

�,�]�_�����?�S�T�^���S�L�O���L���M�T�R���T�X�[�L�N�_���Z�Y���X�d���`�Y�O�P�]�^�_�L�Y�O�T�Y�R��

�Z�Q���_�T�X�P���M�L�^�P�O���[�L�T�Y�_�T�Y�R�����/�P�Q�P�Z�j�^���[�L�T�Y�_�T�Y�R�^��

hybridise �L�M�^�_�]�L�N�_���P�c�[�]�P�^�^�T�Z�Y�T�^�X�����W�L�Y�O�^�N�L�[�P���[�L�T�Y�_�T�Y�R����

�L�^�^�P�X�M�W�L�R�P���^�N�`�W�[�_�`�]�P�����L�Y�O���_�S�P���W�P�R�L�N�T�P�^���Z�Q���^�`�]�]�P�L�W�T�^�X���L�Y�O��

�_�]�L�Y�^�N�P�Y�O�P�Y�_�L�W�T�^�X�s�­�W�_�P�]�P�O���_�S�]�Z�`�R�S���_�S�P���-�P�L�_���b�]�T�_�P�]�^���L�Y�O��

117    Coen, E. (2012). ‘Moon Threads’, in Fondazione Merz, 21–2.

118     Filipovic writes: When do these artworks take place? At what moment can the visitor be said to have e�ectively seen or experienced 
them? When, then, is this exhibition? Duration and exposure (in its dual sense of display and the wearing away of something) both 
determines and undermines the forms of all the pieces in the show. They are premised on their �eetingness, instability and, at times, 
their disintegration. As Matta-Clark knew well, any such artwork raises the question of the conditions under which art is bought and sold, 
comprehended and historicized, exhibited and collected. In so doing, they refuse the illusion of the transcendent experience of the work 
of art at the same time as they undermine the logic of the author as its unique activator. There is something impetuous, violent even, about 
artworks that operate this way, that resist being �nished or fully available for visual consumption. Visitors are invited to return to see the 
show again and again so as to experience something of its continuous evolution, but the truth is that it will always escape them because, in 
between every visit, these artworks—like time—will go on while no one is looking. (Filipovic 2007). 

poets ���>�[�P�Y�N�P�]�����������������/�P�Q�P�Z�j�^���O�`�]�L�_�T�Z�Y�L�W���[�L�T�Y�_�T�Y�R��

processes (The Rose �����$� �#�����$�!�!�������Z�Q�_�P�Y���T�Y�a�Z�W�a�P�O��

�L�N�N�`�X�`�W�L�_�T�Z�Y���Z�Q���[�L�T�Y�_���X�L�_�_�P�]���Z�a�P�]���W�Z�Y�R���[�P�]�T�Z�O�^���Z�Q��

�_�T�X�P���L�Y�O���L���N�Z�X�M�T�Y�L�_�T�Z�Y���Z�Q���L�O�O�T�_�T�a�P���L�Y�O���]�P�O�`�N�_�T�a�P��

�[�]�Z�N�P�^�^�P�^�����M�P�Y�_���Z�Y���O�T�^�^�Z�W�`�_�T�Z�Y���Z�Q���­�c�P�O���Q�Z�]�X�^�����;�P�]�S�L�[�^��

�W�P�^�^���®�`�T�O���L�Y�O���X�Z�]�P���^�P�O�T�X�P�Y�_�L�]�d���_�S�L�Y���M�T�Z�[�Z�W�d�X�P�]�^��

would allow, her work is an extreme example of the 

�R�P�Z�[�Z�W�d�X�P�]���L�P�^�_�S�P�_�T�N�^���_�S�L�_�j�^���L�W�b�L�d�^���M�P�P�Y���T�Y�a�Z�W�a�P�O��

in painting that uses basic materials like calcite-

based gesso, and oils with mineral pigments—and 

�_�S�P���O�P�P�[���_�T�X�P���P�X�M�P�O�O�P�O���T�Y���X�L�_�P�]�T�L�W���L�Y�O���[�]�Z�N�P�^�^�� 

�/�P�1�P�Z�j�^���[�L�T�Y�_�T�Y�R�^�% mixed house paint, stones, string 

and God knows what else, making great, lava-like slags 

�_�S�L�_���N�L�]�]�T�P�O���,�M�^�_�]�L�N�_���0�c�[�]�P�^�^�T�Z�Y�T�^�_���_�P�c�_�`�]�P�^��(Spencer 

���������������3�P�]���[�L�T�Y�_�T�Y�R�^���Z�[�P�]�L�_�P�O���L�_���_�Se scale and 

�_�P�X�[�Z�]�L�W�T�_�d���Z�Q���[�W�L�Y�P�_�L�]�d���L�P�^�_�S�P�_�T�N�^�����,�[�_�P�]�����������������L�Y�O��

also with the intimacy of someone making paintings 

to inhabit , and I think this is also a feature of 

�M�T�Z�[�Z�W�d�X�P�]���L�P�^�_�S�P�_�T�N�^����Greywacke love poems: returns 

���������$���������������L�Y�O���-�T�Z�M�T�_�`�X�P�Y—a greywacke love poem  

���������$�������N�Z�X�M�T�Y�P���_�S�P���_�b�Z���X�Z�O�P�^���Z�Q���R�P�Z�[�Z�W�d�X�P�]���L�Y�O��

biopolymer aesthetics with similar durational and 

�_�T�X�P���M�L�^�P�O���\�`�L�W�T�_�T�P�^��

�.�L�_�S�P�]�T�Y�P���>�[�P�Y�N�P�]�j�^���O�P�^�N�]�T�[�_�T�Z�Y���Z�Q���/�P�1�P�Z�j�^���b�Z�]�V��

lends itself to new materialist readings, noting 

�_�S�L�_���T�_���S�P�W�O���Z�Y�_�Z���Z�a�P�]�_���P�N�Z�W�Z�R�T�N�L�W���N�Z�Y�Y�P�N�_�T�Z�Y�^���b�S�P�Y��
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these were often absent from minimalist and post 

minimalist practices, and �T�Y���_�S�P���T�Y�O�T�a�T�O�`�L�W�T�^�X���Z�Q��

abstract expressionism (Spencer 2021) �����$  

�?�S�P���=�Z�^�P���^�T�X�T�W�L�]�W�d���N�Z�X�M�T�Y�P�^���_�S�P���T�X�[�]�P�^�^�T�Z�Y���Z�Q��

ephemeral streams of light with that of a 	

�_�L�Y�R�T�M�W�P�����]�Z�N�V�d���^�`�]�Q�L�N�P�����/�P�1�P�Z���S�P�T�R�S�_�P�Y�P�O���_�S�T�^��

�T�X�[�]�P�^�^�T�Z�Y���M�d���L�O�O�T�Y�R���X�T�N�L���_�Z���_�S�P���[�L�T�Y�_���_�S�L�_���^�S�P��

�_�]�Z�b�P�W�W�P�O���Z�Y�_�Z���_�S�P���N�L�Y�a�L�^�����M�P�^�_�Z�b�T�Y�R���T�_���b�T�_�S���L��

mineral glitter. 75���������/�P�1�P�Z�j�^���[�L�T�Y�_�P�]�W�d���[�]�Z�N�P�^�^��

�N�Z�X�P�^���N�W�Z�^�P�]���_�Z���_�S�P���V�T�Y�O���Z�Q���i�S�d�M�]�T�O���[�]�Z�O�`�N�_�j��

�O�P�^�N�]�T�M�P�O���M�d���?�S�Z�]�P�L�`�����L�Y�O���S�T�^���W�T�\�`�T�O���T�Y�a�Z�N�L�_�T�Z�Y��

�Z�Q���i�W�T�N�S�P�Y�^�j�����i�N�Z�]�L�W�j�����i�W�P�Z�[�L�]�O�j�^���[�L�b�^���Z�]���M�T�]�O�^�j��

�Q�P�P�_�j�����L�Y�O���i�M�]�L�T�Y�^���Z�]���W�`�Y�R�^���Z�]���M�Z�b�P�W�^�j���Q�Z�]�X�T�Y�R��

interlaced patterns that convey the connectivity of 

�L�W�W���_�S�T�Y�R�^�����?�S�P���_�]�L�Y�^�Q�Z�]�X�L�_�T�Z�Y���P�Y�a�T�^�L�R�P�O���M�d���S�P�]��

�S�d�M�]�T�O���L�M�^�_�]�L�N�_�T�Z�Y���T�^���T�Y�_�]�T�Y�^�T�N�L�W�W�d���Z�]�R�L�Y�T�N�����M�L�^�P�O���Z�Y��

�M�T�Z�W�Z�R�T�N�L�W���T�Y�_�P�]�O�P�[�P�Y�O�P�Y�N�P�������>�[�P�Y�N�P�]��������������

Transitive, transitional, and transdisciplinary

�/�T�¬�]�L�N�_�T�a�P���X�P�_�S�Z�O�Z�W�Z�R�T�P�^���W�P�Y�O���_�S�P�X�^�P�W�a�P�^���_�Z��

�_�S�P���V�T�Y�O�^���Z�Q���_�]�L�Y�^�O�T�^�N�T�[�W�T�Y�L�]�d���N�Z�Y�a�P�]�^�L�_�T�Z�Y�^���_�S�L�_��

�S�L�a�P���M�P�P�Y���L���Q�P�L�_�`�]�P���Z�Q���X�d���b�Z�]�V���b�T�_�S���^�N�T�P�Y�_�T�^�_�^����

�-�d���i�_�]�L�Y�^�O�T�^�N�T�[�W�T�Y�L�]�d�j�����4���X�P�L�Y���L�]�_�b�Z�]�V���_�S�L�_���X�Z�a�P�^��

�M�P�_�b�P�P�Y���N�]�P�L�_�T�a�P���X�P�O�T�`�X�^�����L�Y�O���L�W�^�Z���W�Z�N�L�_�P�^���T�_�^�P�W�Q���T�Y��

�N�Z�Y�_�P�c�_�^���M�P�d�Z�Y�O���L�]�_���R�L�W�W�P�]�T�P�^�����X�Z�a�T�Y�R���T�Y�_�Z���­�P�W�O���b�Z�]�V��

�b�T�_�S�T�Y���^�N�T�P�Y�N�P���L�Y�O���T�Y�O�`�^�_�]�d�����?�S�T�^���b�L�d���Z�Q���b�Z�]�V�T�Y�R��

119    DeFeo’s painting remains invested in evocations of natural, organic and environmental process, unlike the sculpture championed by 
Lippard and Judd. ...the sensuously phenomenological quality of her work is decidedly distinct....The paint application is �uid and heavy, 
at points congealing in unassimilated globules left in the wake of a pallet knife or large brush. Elsewhere, white highlights merge with 
greys to create atmospheric allusions redolent of water vapour and fast-moving weather. While Untitled (Everest) seems occasionally 
about to cohere into identi�able imagery, it remains in �ux. DeFeo’s placement of ‘Everest’ in titular brackets infers the generalised idea 
of a mountain, rather than topographical actuality. As DeFeo emphasised, her engagement with the natural environment did not result in 
‘landscapes that one goes out and parks oneself down in the �eld to paint … they are landscape-like. They conjure up a kind of landscape 
feeling’.49 Untitled (Everest) might o�er a view down from a summit onto the terrain below, or even a glimpse of peaks breaking through 
cloud from the air, yet the composition also pitches the viewer into a granular, micro-level view of a rocky surface, frustrating a clear 
perspective. ...DeFeo identi�ed the resulting work as ‘a sculptural painting in three dimensions, literally a relief’, indicating that she conceived 
of it as a haptic, enveloping structure as much as a painting. 74  (Spencer 2021).

�Z�Q�_�P�Y���T�Y�a�Z�W�a�P�^���_�]�L�Y�^�T�_�T�Z�Y�L�W���V�Y�Z�b�W�P�O�R�P���P�c�N�S�L�Y�R�P�����L�Y�O��

�_�]�L�Y�^�T�_�T�a�P���X�Z�X�P�Y�_�^���Z�Q���L�]�_���[�]�Z�O�`�N�_�T�Z�Y���b�T�_�S�T�Y���^�T�_�`���_�S�L�_��

�O�Z�P�^�Y�j�_���Y�P�N�P�^�^�L�]�T�W�d���X�L�_�P�]�T�L�W�T�^�P���L�R�L�T�Y���b�T�_�S�T�Y���L���R�L�W�W�P�]�d��

�^�P�_�_�T�Y�R�����?�S�P�^�P���L�]�P���T�X�[�Z�]�_�L�Y�_���Q�P�L�_�`�]�P�^���Z�Q���_�S�P��Greywacke 

love poems�����������$�����L�Y�O��Greywacke love poems: returns 

���������$�����[�]�Z�U�P�N�_�^�����b�S�P�]�P���4���`�^�P�O���L���N�Z�Y�a�P�]�^�L�_�T�Z�Y�L�W���X�P�_�S�Z�O��

to understand the geological, social, and ecological 

�S�T�^�_�Z�]�d���Z�Q���_�S�P���Z�W�O���:�b�S�T�]�Z���-�L�d���\�`�L�]�]�d���W�Z�N�L�_�T�Z�Y����

Throughout 2018, I spoke with people who are 

�N�Z�Y�Y�P�N�_�P�O���b�T�_�S���_�S�P���^�T�_�P�h�L�Y���T�b�T���]�P�[�]�P�^�P�Y�_�L�_�T�a�P����

�N�T�_�d���N�Z�`�Y�N�T�W���^�_�L�¬�����R�P�Z�W�Z�R�T�^�_�^�����_�Z�`�]�T�^�_�^�����L�Y�O���W�Z�N�L�W��

�]�P�N�]�P�L�_�T�Z�Y�L�W���`�^�P�]�^�����?�S�P�^�P���N�Z�Y�a�P�]�^�L�_�T�Z�Y�^���T�Y�®�`�P�Y�N�P�O���_�S�P��

photographic production of these works on site and 

also in the studio where the cellulose materials and 

digital composites were made, and at Scion, where 

�_�S�P���M�L�N�_�P�]�T�L�W���_�S�P�]�X�Z�[�W�L�^�_�T�N�^���b�P�]�P���[�]�Z�O�`�N�P�O�����?�S�T�^��

�S�L�[�[�P�Y�P�O���Z�a�P�]���_�T�X�P�����L�^���X�L�_�P�]�T�L�W���W�L�Y�R�`�L�R�P�^���P�X�P�]�R�P�O��

in response to the interactions with members of the 

public and those who I had made direct contact with 

�_�S�]�Z�`�R�S���`�Y�T�a�P�]�^�T�_�T�P�^�����T�b�T���L�Y�O���W�Z�N�L�W���R�Z�a�P�]�Y�X�P�Y�_�����L�Y�O��

�.�]�Z�b�Y���=�P�^�P�L�]�N�S���4�Y�^�_�T�_�`�_�P���?�P���;�3���,�Z�����2�P�Z�W�Z�R�T�N�L�W���L�Y�O��

�9�`�N�W�P�L�]���>�N�T�P�Y�N�P�^�����2�9�>������

�4�_���T�^���N�W�P�L�]���_�S�L�_���X�L�Y�d���;�É�V�P�S�É���L�Y�O���Y�Z�Y���4�Y�O�T�R�P�Y�Z�`�^��

�_�L�`�T�b�T���Y�P�P�O���_�Z���O�P�a�P�W�Z�[���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q���Y�Z�Y���W�T�Y�P�L�]��

�Q�Z�`�]���L�Y�O���­�a�P���O�T�X�P�Y�^�T�Z�Y�L�W���\�`�L�W�T�_�T�P�^�h�_�P�X�[�Z�]�L�W�T�_�d���L�Y�O��

energies, including intergenerational and spiritual 
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aspects ( An Indigenous View �������������������8�d���Z�b�Y���X�L�_�P�]�T�L�W��

�`�Y�O�P�]�^�_�L�Y�O�T�Y�R���S�L�^���L�N�N�`�X�`�W�L�_�P�O���Z�a�P�]���_�T�X�P�����_�S�]�Z�`�R�S��

practice, and with place-based, social, ecological and 

�P�N�Z�Y�Z�X�T�N���N�Z�Y�_�P�c�_�����/�`�]�T�Y�R���]�P�^�P�L�]�N�S���Q�Z�]���-�T�Z�M�T�_�`�X�P�Y—a 

greywacke love poem�����������$�����.�T�]�N�`�T�_���,�@�=�,���1�P�^�_�T�a�L�W��

���������$�������4���N�L�X�P���L�N�]�Z�^�^���_�S�P���?�S�P���=�Z�L�O���_�Z���9�L�_�`�]�P��

project ( The Road to Nature �����������$�������b�S�T�N�S���`�^�P�^���[�T�Y�P��

�_�L�]���b�T�_�S�T�Y���L���N�Z�X�[�Z�^�T�_�P���M�T�Z�M�T�_�`�X�P�Y��120���4�_�j�^���L���?�3�S�Z�P��

project, and an example of how iwi are leading the 

way in localised adaptations of existing industrial-

�^�N�L�W�P���^�d�^�_�P�X�^�����,�]�Z�`�Y�O���_�S�P���^�L�X�P���_�T�X�P�����4���L�W�^�Z���^�[�Z�V�P��

with roading engineers at a Willis Street site in 

Te Aro, they shared their localised knowledge of 

the greywacke basecourse aggregate  sources and 

histories of use (the grounding layer of the roading) ����

�?�S�P�d���b�P�]�P�Y�j�_���L�b�L�]�P���Z�Q���?�3�S�Z�P�j�^���=�Z�L�O���_�Z���9�L�_�`�]�P�����L�Y�O��

standing on the footpath on Willis St, they listened 

with intrigue, among the people, cars, buses—with 

�_�S�P���P�c�[�Z�^�P�O���M�L�^�P�N�Z�`�]�^�P���L�Y�O���Y�P�b���L�^�[�S�L�W�_���®�Z�b�T�Y�R in 

front of us �����?�S�T�^���T�^���Z�Y�P���P�c�L�X�[�W�P���Z�Q���S�Z�b���L�]�_�^���[�]�L�c�T�^���L�Y�O��

�N�Z�Y�a�P�]�^�L�_�T�Z�Y�L�W���L�[�[�]�Z�L�N�S�P�^���_�Z���]�P�^�P�L�]�N�S���N�L�Y���N�Z�Y�_�]�T�M�`�_�P��

to knowledge exchange within arts, science, and 

�T�Y�O�`�^�_�]�d��

My approach to transdisciplinary work is also 

informed by research-based and process-based site-

�]�P�^�[�Z�Y�^�T�a�P���[�]�L�N�_�T�N�P�^���Z�Q���_�S�P�������_�S���N�P�Y�_�`�]�d�����T�Y�N�W�`�O�T�Y�R��

�_�S�P���N�Z�W�W�L�M�Z�]�L�_�T�a�P���L�Y�O���T�Y�O�T�a�T�O�`�L�W���[�]�L�N�_�T�N�P�^���Z�Q���9�L�Y�N�d��

120     Existing asphalt is already a somewhat circular material, but conventional petrochemical bitumen is challenging and costly to 
recycle. (“The Road to Nature”).

121     At the time, Fontana was convinced that space travel would prove conventional artforms dysfunctional: ‘I assure you that on the 
moon no-one will make paintings, but they will make spatial art.’5 …Spatial art, he began to realise, could only be arrays of light broadcast via 
television. Not only would such a work no longer be an object, it would have no speci�c locality (White 2008).

Holt and Robert Smithson, and Helen Meyer Harrison 

�L�Y�O���9�P�b�_�Z�Y���3�L�]�]�T�^�Z�Y�����?�S�P�^�P���L�]�_�T�^�_�^�����b�Z�]�V�T�Y�R���b�T�_�S�T�Y��

�_�S�P���P�c�[�L�Y�O�P�O���­�P�W�O�^���Z�Q���N�Z�Y�a�P�Y�_�T�Z�Y�L�W���X�P�O�T�`�X�^��

���6�]�L�`�^�^�����$�"�$���������������������R�P�Y�P�]�L�_�P�O���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q��

�T�Y�_�P�]�]�P�W�L�_�P�O���^�Z�N�T�L�W�����R�P�Z�W�Z�R�T�N�L�W�����L�Y�O���P�N�Z�W�Z�R�T�N�L�W���^�d�^�_�P�X�^����

�0�c�[�L�Y�O�P�O���­�P�W�O�^���P�X�P�]�R�P�O���T�Y���_�S�P���^�T�_�`�L�_�T�Z�Y�T�^�_���L�Y�O��

post-situationist context where psychogeography 

�T�Y�®�`�P�Y�N�P�O���L�]�_�T�^�_�^�j���P�Y�R�L�R�P�X�P�Y�_���b�T�_�S���^�T�_�P, place, and 

�_�T�X�P�����=�Z�^�L�W�T�Y�O���6�]�L�`�^�^���L�Y�O���D�a�P���,�W�L�T�Y���-�Z�T�^�j�^�����$�$�"���M�Z�Z�V��

about post-war art, Formless �����-�Z�T�^���L�Y�O���6�]�L�`�^�^�����$�$�"������

�M�Z�]�]�Z�b�^���2�P�Z�]�R�P���-�L�_�L�T�W�W�P�j�^���`�^�P���Z�Q���_�S�P���_�P�]�X���T�Y�Q�Z�]�X�P��

(formless) within the surrealist magazine �/�Z�N�`�X�P�Y�_�^��

�����$���$�������������b�S�P�]�P���-�L�_�L�T�W�W�P�j�^���T�Y�_�P�]�P�^�_���T�Y���^�d�^�_�P�X�T�N��

excess and base matter elucidated artworks beyond 

surrealism itself and drew attention to the social and 

economic rifts between nature and culture (Bois and 

�6�]�L�`�^�^�����$�$�"���������������L�Y�O���-�L�_�L�T�W�W�P�j�^���M�L�^�P���X�L�_�P�]�T�L�W�T�^�X���T�^��

�N�W�P�L�]�W�d���]�P�W�P�a�L�Y�_���_�Z���N�`�]�]�P�Y�_���Y�P�b���X�L�_�P�]�T�L�W�T�^�_���L�Y�O���[�Z�^�_��

�S�`�X�L�Y���_�S�T�Y�V�T�Y�R����

�4�Y���>�P�N�_�T�Z�Y���?�S�]�P�P���4���R�L�a�P���S�T�^�_�Z�]�T�N�L�W���P�c�L�X�[�W�P�^���Z�Q��

�L�]�_�T�^�_�^���W�T�V�P���8�L�]�T�P���8�P�Y�V�P�Y�����.�L�]�W�L���,�N�N�L�]�O�T�����L�Y�O���7�`�N�T�Z��

�1�Z�Y�_�L�Y�L�����b�S�Z�^�P���T�Y�a�P�^�_�T�R�L�_�T�Z�Y�^���T�Y�N�W�`�O�P�O���_�S�P���_�T�X�P��

�M�L�^�P�O���L�Y�O���P�Y�P�]�R�P�_�T�N���[�Z�^�^�T�M�T�W�T�_�T�P�^���Z�Q���®�`�Z�]�P�^�N�P�Y�_��

�[�T�R�X�P�Y�_�^���L�Y�O���P�W�P�N�_�]�T�N���W�T�R�S�_�^��121���7�T�V�P���7�P�P���-�Z�Y�_�P�N�Z�`�j�^��

�b�Z�]�V�����_�S�P�T�]���T�X�L�R�P�^���L�]�P���X�`�W�_�T���^�_�L�M�W�P�h�1�Z�Y�_�L�Y�L�j�^��

Nature �^�N�`�W�[�_�`�]�P�^�������$� �$���!���������b�P�]�P���O�P�^�N�]�T�M�P�O���L�^���S�L�a�T�Y�R��

a �i�X�P�Y�L�N�T�Y�R���a�T�_�L�W�T�_�d���M�P�_�b�P�P�Y���a�P�R�P�_�L�M�W�P���L�Y�O���L�Y�T�X�L�W�j��
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���B�S�T�_�P���������#����122 Vibrant matter and base materialism 

�L�]�P���L�W�^�Z���T�Y�a�Z�V�P�O���T�Y���O�P�^�N�]�T�[�_�T�Z�Y�^���Z�Q���8�L�]�T�P���8�P�Y�V�P�Y�j�^��

�[�L�T�Y�_�T�Y�R�^���L�Y�O���­�W�X�^�����b�S�L�_���T�^���L�^�^�`�X�P�O���L�^���i�Y�L�_�`�]�L�W�j���T�^��

�N�L�W�W�P�O���T�Y�_�Z���\�`�P�^�_�T�Z�Y�����L�^���8�P�Y�V�P�Y���M�Z�_�S���Z�M�^�P�]�a�P�^���L�Y�O��

�R�P�Y�P�]�L�_�P�^���S�`�X�L�Y���L�Y�O���M�P�d�Z�Y�O���S�`�X�L�Y���Q�Z�]�N�P�^�� Her 

�[�L�T�Y�_�T�Y�R�^���b�P�]�P���X�L�O�P���`�^�T�Y�R���^�L�Y�O���L�Y�O���Z�_�S�P�]���Z�a�P�]�_�W�d��

geological materials like stone chips, stone powders, 

�X�L�]�M�W�P���N�S�T�[�^�����X�L�]�M�W�P���O�`�^�_�����R�]�Z�`�Y�O���^�T�W�T�N�L�_�P�����^�L�Y�O�����N�P�X�P�Y�_��

dust, luminous paints, glass particles, glues and lacquers, 

�Z�N�N�L�^�T�Z�Y�L�W�W�d���^�_�]�T�Y�R���L�Y�O���­�M�P�]�������8�L�]�T�P���8�P�Y�V�P�Y����2008), 

�N�L�]�]�d�T�Y�R���R�P�Z�W�Z�R�T�N�L�W���_�T�X�P���^�T�R�Y�L�_�`�]�P�^�� �4�Y���_�S�P�����$� ���^��

Menken was showing swirling phosphorescent 

paintings that glowed in the dark �������8�L�]�T�P���8�P�Y�V�P�Y����

2008 ����

�?�]�L�Y�^�T�_�T�Z�Y�L�W���L�[�[�]�Z�L�N�S�P�^���L�Y�O���_�S�P���T�Y�®�`�P�Y�N�P�^���Z�Q��

both new materialist and post-human paradigm 

�^�S�T�Q�_�^���b�T�_�S�T�Y���;�É�V�P�S�É���L�]�_�^���[�]�L�N�_�T�N�P�^���S�L�a�P���S�L�[�[�P�Y�P�O��

at the same time as many artists of my generation 

�S�L�a�P���]�P�N�Z�Y�^�T�O�P�]�P�O���_�S�P�T�]���[�Z�^�T�_�T�Z�Y���L�Y�O���]�P�W�L�_�T�Z�Y�^�S�T�[��

�_�Z���_�P���L�Z���8�É�Z�]�T�����4�Y���>�P�N�_�T�Z�Y���?�S�]�P�P���4���R�L�a�P���P�c�L�X�[�W�P�^���Z�Q��

�3�Z�W�W�d���B�L�W�V�P�]���L�Y�O���-�P�V���.�Z�Z�R�L�Y���L�^���L�]�_�T�^�_�^���O�P�a�P�W�Z�[�T�Y�R��

�]�P�W�L�_�T�Z�Y�^�S�T�[�^���b�T�_�S���[�W�L�N�P�����^�T�_�`�L�_�T�Y�R���_�S�P�X�^�P�W�a�P�^���L�^���[�L�]�_��

�Z�Q���P�N�Z�W�Z�R�T�N�L�W���^�d�^�_�P�X�^�����,�Y�O���4���_�S�T�Y�V���_�S�P�T�]���b�Z�]�V���L�W�^�Z��

�P�X�M�]�L�N�P�^���_�S�P���Q�Z�`�]�_�S���L�Y�O���­�Q�_�S���O�T�X�P�Y�^�T�Z�Y�^�����L�W�W�Z�b�T�Y�R��

�Q�Z�]���L�^�[�P�N�_�^���Z�Q���;�É�V�P�S�É���L�Y�O���_�L�`�T�b�T���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q��

kinship, interconnection, and spiritual dimensions to 

�M�P���T�Y�a�Z�W�a�P�O����

122     Anthony White goes on to say that these �ve-dimensional qualities make Fontana’s work an example of Bataille’s base materialism, 
because the material and energetic instability of the paintings allows them to sustain a formless character, resonating inside and outside 
the body (White 2008).

123     This transdisciplinary work is seen in practices that engage art, design, and STS (Science, Technology and Society studies).  
Recent publications address challenges in this way of working, proposing a ‘Triple-S’ heuristic tool: “developed to capture the notion that 
the challenges and opportunities of transdisciplinary research lie at the relational nexus of Science, Society and Self (Sellberg 2021, 293). 
This is particularly important in light of the COVID-19 pandemic and recent debate on wellbeing and ethics of care in academia (Levecque 
et al. 2017; Evans et al. 2018; Corbera et al. 2020).

�?�P�T�Y�L���-�Z�L�^�L���/�P�L�Y�j�^���_�S�T�Y�V�T�Y�R���_�S�]�Z�`�R�S���N�T�]�N�`�W�L�]��

�L�Y�O���O�Z�`�R�S�Y�`�_���P�N�Z�Y�Z�X�T�P�^���X�L�V�P�^���T�_���P�a�P�Y���N�W�P�L�]�P�]���_�S�L�_��

�Q�Z�]���;�É�V�P�S�É���L�Y�O���_�L�`�T�b�T���_�Z���N�Z�W�W�L�M�Z�]�L�_�P���b�T�_�S���8�É�Z�]�T���L�_��

�^�d�^�_�P�X�T�N���W�P�a�P�W�^�����_�S�P�]�P���Y�P�P�O�^���_�Z���M�P���`�Y�O�P�]�^�_�L�Y�O�T�Y�R��

�Z�Q���Q�Z�`�]�_�S���L�Y�O���­�Q�_�S���O�T�X�P�Y�^�T�Z�Y�^�h�_�P�X�[�Z�]�L�W�T�_�d���L�Y�O��

energies, including intergenerational and spiritual 

�L�^�[�P�N�_�^�����;�]�L�N�_�T�N�P���M�L�^�P�O���L�]�_���]�P�^�P�L�]�N�S���W�P�Y�O�^���T�_�^�P�W�Q���_�Z��

this task, in transdisciplinary work with science and 

industry (and beyond), where these dimensions are 

�a�P�]�d���[�]�P�^�P�Y�_���b�T�_�S�T�Y���W�Z�N�L�W�T�^�P�O�����[�W�L�N�P���M�L�^�P�O���X�L�_�P�]�T�L�W��

production, yet there are still barriers to this work 

���^�P�P���>�P�W�W�M�P�]�R�����������������$������������ 

�/�`�]�T�Y�R���_�S�P���­�]�^�_���S�L�W�Q���Z�Q���_�S�P���_�b�P�Y�_�T�P�_�S���N�P�Y�_�`�]�d��

there was an optimism toward plastics, described in 

�2�P�]�X�L�Y���L�^���[�W�L�^�_�T�V�Z�[�_�T�X�T�^�X�`�^�����8�T�P�V�P�W���������������3�P�L�_�S�P�]��

�/�L�a�T�^���[�W�L�N�P�^���_�S�T�^���Z�[�_�T�X�T�^�X���T�Y���N�Z�Y�_�]�L�^�_���b�T�_�S���[�W�L�^�_�T�N��

realities explored by artists in the early 21st century, 

�W�T�V�P���?�Z�X�L�^���>�L�]�P�N�P�Y�Z�j�^���8�`�^�P�Z���,�P�]�Z���>�Z�W�L�]�����������"�������/�L�a�T�^��

�L�Y�O���?�`�]�[�T�Y��������� �����!���������4�Y���,�Z�_�P�L�]�Z�L���b�P���L�W�^�Z���^�P�P���_�S�T�^���T�Y��

practices that utilise industrially produced materials 

�b�T�_�S���L�Y���T�Y�_�P�Y�_���_�Z���]�P�a�P�L�W���P�N�Z�W�Z�R�T�N�L�W�����P�N�Z�Y�Z�X�T�N���L�Y�O��

�^�d�^�_�P�X�T�N���N�Z�Y�N�P�]�Y�^�����?�S�P�]�P���L�]�P���P�L�]�W�T�P�]���P�c�L�X�[�W�P�^�����M�`�_���_�S�P��

�[�]�L�N�_�T�N�P�^���X�P�Y�_�T�Z�Y�P�O���S�P�]�P���S�L�[�[�P�Y�P�O���L�_���L�Y���T�Y�®�`�P�Y�_�T�L�W��

�_�T�X�P���Q�Z�]���X�P�%���D�`�V���6�T�Y�R���?�L�Y�j�^���:�a�P�]�®�Z�b (2006); Johanna 

�7�L�Y�R�Q�Z�]�O�j�^���^�L�W�a�L�R�P�O���[�W�L�^�_�T�N���W�L�Y�O�^�N�L�[�P�^���W�T�V�P��The 

Quietening �����������"���&���0�a�P���,�]�X�^�_�]�Z�Y�R�j�^���?�L�V�T�Y�R���>�_�Z�N�V (2010); 

�L�Y�O���=�L�N�S�L�P�W���=�L�V�P�Y�L�j�^�����9�R�É�T���?�L�S�`������Poutereraki (2011)—
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repurposing plastic-coated electric cabling, spiraling in 

�[�]�Z�c�T�X�T�_�d���_�Z���Z�T�W���M�W�Z�M�^���_�S�L�_���]�P�Q�P�]�P�Y�N�P���_�S�P���=�P�Y�L���Z�T�W���^�[�T�W�W����

�B�T�_�S�T�Y���_�S�P���N�Z�Y�_�T�Y�`�`�X���Z�Q���4�Y�O�T�R�P�Y�Z�`�^���8�É�Z�]�T��

�[�]�L�N�_�T�N�P�^�����6�P�]�P�L�X�L���?�L�P�[�L�j�^�����/���[�]�T�Y�_�P�O���B�S�L�V�L�[�ó��

���������"���h�=�L�V�P�Y�L���Y�Z�_�P�^���_�S�L�_���?�L�P�[�L�j�^���b�Z�]�V�^��

conce ptualise the pe trochemical and biopolymer 

�­�W�L�X�P�Y�_���X�L�_�P�]�T�L�W�^���T�Y���L���8�É�Z�]�T���b�S�L�V�L�[�L�[�L�����T�_�^���^�Z�`�]�N�P��

�M�P�T�Y�R���a�P�]�d���Z�W�O���_�]�P�P�^�����P�_�N�P�_�P�]�L�����L�Y�O���_�S�P�]�P�Q�Z�]�P���`�Y�O�P�]��

�_�S�P���U�`�]�T�^�O�T�N�_�T�Z�Y���Z�Q���_�S�P���L�_�`�L�����?�É�Y�P�����=�L�V�P�Y�L����������������

�1�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W���L�Y�O���L�O�O�T�_�T�a�P���X�L�Y�`�Q�L�N�_�`�]�T�Y�R��

�����/���L�Y�O�����/���[�]�T�Y�_�T�Y�R��124 may de fault to the primary 

purpose and aesthetics of functionality  and 

�[�]�Z�O�`�N�_�T�Z�Y�����M�`�_���T�_���L�W�^�Z���P�c�[�Z�^�P�^���O�T�¬�P�]�P�Y�_���L�^�[�P�N�_�^���Z�Q��

time  and the transparent printing units allow for a 

�O�T�¬�P�]�P�Y�_���a�T�^�T�M�T�W�T�_�d���Z�Q���[�]�Z�O�`�N�_�T�a�P���_�T�X�P�����?�S�P���[�W�L�^�_�T�N��

�Z�[�_�T�X�T�^�X���Z�Q���_�S�P�^�P���b�Z�]�V�^���T�^���O�T�¬�P�]�P�Y�_���Q�]�Z�X���_�S�L�_��

earlier plastikoptimismus, and grows through ihi 

�L�Y�O���L���]�P�N�Z�Y�Y�P�N�_�T�Z�Y���b�T�_�S���L���8�É�Z�]�T���b�S�L�V�L�[�L�[�L��

The sometimes dysfunctional and sometimes 

�W�P�^�^���[�]�Z�O�`�N�_�T�a�P���_�T�X�P���M�L�^�P�O���\�`�L�W�T�_�T�P�^���Z�Q���O�P�R�P�Y�P�]�L�_�T�Z�Y��

and regeneration are also at work within four-

�O�T�X�P�Y�^�T�Z�Y�L�W���X�L�_�P�]�T�L�W�^���L�Y�O���[�]�Z�N�P�^�^�P�^�����1�Z�]���P�c�L�X�[�W�P����

�_�S�P���P�[�S�P�X�P�]�L�W�T�_�d���Z�Q���,�Y�T�N�V�L���D�T�j�^���W�T�a�P���N�`�W�_�`�]�P��

installations is complemented by the material 

�]�P�X�Y�L�Y�_�^���Z�Q���^�N�Z�M�d�����>�d�X�M�T�Z�_�T�N���.�`�W�_�`�]�P���Z�Q���-�L�N�_�P�]�T�L��

�L�Y�O���D�P�L�^�_���������6�T�X���������$���������9�Z�Y���Y�Z�]�X�L�_�T�a�P���[�W�L�^�_�T�N��

�M�P�S�L�a�T�Z�`�]�^���L�]�P���[�L�]�_���Z�Q���_�S�P���M�T�Z�[�Z�W�d�X�P�]���L�P�^�_�S�P�_�T�N�^��

�T�Y�a�Z�W�a�P�O���T�Y���_�S�P���W�L�]�R�P�]���N�Z�Y�N�P�[�_���Z�Q���Q�Z�`�]���O�T�X�P�Y�^�T�Z�Y�L�W��

124     From the Scion website: The spearhead project aims to harness New Zealand’s natural resources, such as biopolymers, plants 
and wood �bres to create new, more environmentally friendly materials and products. Their work includes developing biopolymers for 
4D printing, which adds a functionality (i.e. a new dimension) to the 3D printed object such as shape memory. Besides manufacturing 
the materials, the challenge will design printing processes that can cope with and preserve the natural functionalities of the renewable 
materials. These new properties could be used to make anything from buildings to furniture. 
Scion - Biobased Additive Manufacturing. https://www.scionresearch.com/about-us/about-scion/corporate-publications/scion-
connections/past-issues-list/scion-connections-issue-34,-december-2019/biobased-additive-manufacturing. Accessed 19 May 2022.

�[�L�T�Y�_�T�Y�R���b�S�P�]�P���L�]�R�`�L�M�W�d���Y�Z�Y���[�]�Z�O�`�N�_�T�a�P���O�P�R�P�Y�P�]�L�_�T�Z�Y��

�T�^���L�W�^�Z���[�Z�_�P�Y�_�T�L�W���]�P�R�P�Y�P�]�L�_�T�Z�Y�����-�T�Z�[�Z�W�d�X�P�]�^���P�Y�L�M�W�P��

�X�Z�]�P���N�Z�Y�_�T�Y�R�P�Y�_�����O�P�R�P�Y�P�]�L�_�T�a�P���L�Y�O���]�P�R�P�Y�P�]�L�_�T�a�P��

forms of production and artists often embrace the 

aspects of this that might be undesirable within 

�T�Y�O�`�^�_�]�T�L�W���L�[�[�W�T�N�L�_�T�Z�Y�^����

�4�Y���.�L�Y�L�O�L�����6�P�W�W�d���5�L�^�a�L�N�j�^���^�L�W�a�L�R�P�O���L�O�S�P�^�T�a�P��

�a�T�Y�d�W���b�Z�]�V���>�W�`�X�[���-�W�Z�N�V�����5�L�^�a�L�N���������#�����L�Y�O���_�S�P��

research-based series Plastiglomerates �����5�L�^�a�L�N��

���������������O�]�L�b���L�_�_�P�Y�_�T�Z�Y���_�Z���[�W�L�^�_�T�N���b�L�^�_�P���L�N�N�`�X�`�W�L�_�T�Z�Y��

and anthropogenic geologic materials like 

�[�W�L�^�_�T�R�W�Z�X�P�]�L�_�P�^���_�S�L�_���3�P�L�_�S�P�]���/�L�a�T�^���S�L�^���O�T�^�N�`�^�^�P�O��

���3�L�Y�Y�L�S���L�Y�O���6�]�L�U�P�b�^�V�T��������� �����!�#�&���/�L�a�T�^���L�Y�O���?�`�]�[�T�Y��

������� �&���=�Z�M�P�]�_�^�Z�Y���������"�������,�Y�O���T�Y���^�[�P�N�`�W�L�_�T�a�P���L�]�_�b�Z�]�V�^��

�b�T�_�S���L���O�T�¬�P�]�P�Y�_���V�T�Y�O���Z�Q���Z�[�_�T�X�T�^�X���Z�]���S�Z�[�P�����_�S�L�_��

reconstitute waste and generate circular aesthetics, 

�W�T�V�P���_�S�P���>�P�L���.�S�L�T�]���;�]�Z�U�P�N�_�����2�]�Z�a�P�^�����8�`�]�L�V�L�X�T�����5�Z�Y�P�^��

���������������,�]�_�T�^�_�^���L�Y�O���O�P�^�T�R�Y�P�]�^���X�L�O�P���L���^�[�P�N�_�]�`�X���Z�Q��

�X�L�_�P�]�T�L�W���^�_�L�_�P�^���a�T�^�T�M�W�P���b�T�_�S�T�Y���_�S�P���W�L�]�R�P�]���O�P�^�T�R�Y���[�]�Z�U�P�N�_�&��

�[�W�L�^�_�T�N���Y�`�]�O�W�P�^�����Q�]�L�R�X�P�Y�_�^���Z�Q���[�W�L�^�_�T�N�����L�]�P���^�L�W�a�L�R�P�O��

�Q�]�Z�X���_�S�P���^�P�L���L�Y�O���]�P�N�Z�Y�^�_�T�_�`�_�P�O���T�Y���L���]�L�Y�R�P���Z�Q���b�L�d�^���Z�a�P�]��

the course of the chair design and fabrication (Gabrys, 

�3�L�b�V�T�Y�^�����8�T�N�S�L�P�W�������������������#������������

Mata Aho make works of architectural scale 

�N�]�P�L�_�P�O���_�S�]�Z�`�R�S���W�L�M�Z�`�]���T�Y�_�P�Y�^�T�a�P�����N�Z�W�W�P�N�_�T�a�P���[�]�Z�N�P�^�^�P�^��

�Z�Q���]�L�]�L�Y�R�L�����b�P�L�a�T�Y�R�������L�Y�O���_�`�T�_�`�T ���^�P�b�T�Y�R�������?�S�P�T�]��

work centres kaupapa ���8�É�Z�]�T�����_�S�]�Z�`�R�S���b�Z�]�V�T�Y�R���b�T�_�S��

industrial materials used widely in their communities 
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�^�`�N�S���L�^���Q�L�`�c���i�X�T�Y�V�j���M�W�L�Y�V�P�_�^�����M�W�`�P���_�L�]�[�L�`�W�T�Y�^����

�X�L�]�T�Y�P���^�d�Y�_�S�P�_�T�N���]�Z�[�P�����L�Y�O���N�Z�Y�^�_�]�`�N�_�T�Z�Y���Y�P�_�_�T�Y�R����

On Instagram they note: The materials we use are 

a dedication to the people who use them every day (@

�X�L�_�L�L�S�Z�N�Z�W�W�P�N�_�T�a�P�������B�T�_�S�T�Y���L���Q�]�L�X�P���Z�Q���[�Z�^�_�S�`�X�L�Y�T�^�X����

this could be seen as an Indigenous reclamation, 

�L�X�[�W�T�Q�d�T�Y�R���_�S�P���i�b�S�Z�j���_�S�L�_���T�^���M�P�T�Y�R���N�P�Y�_�]�P�O���L�Y�O��

�a�L�W�`�P�O���T�Y���_�S�P���[�]�Z�N�P�^�^����and as a means of honouring, 

and interrogating the materials beyond the terms of 

�,�Y�_�S�]�Z�[�Z�N�P�Y�P���Z�]���[�Z�^�_�S�`�X�L�Y�T�^�X�����?�S�T�^���4�Y�O�T�R�P�Y�Z�`�^��

reclamation of often synthetic or petrochemical 

�T�Y�O�`�^�_�]�T�L�W���X�L�_�P�]�T�L�W�^���Z�¬�P�]�^���L���N�Z�`�Y�_�P�]�[�Z�T�Y�_���_�Z���X�d��

biopolymer explorations, but share a compulsion with 

�_�S�P���P�c�[�L�Y�O�P�O���Y�L�]�]�L�_�T�a�P�^���L�Y�O���W�Z�L�O�P�O���S�T�^�_�Z�]�T�P�^���_�S�L�_��

�X�L�_�P�]�T�L�W�^���N�L�]�]�d�����?�S�T�^���N�Z�`�W�O���M�P���N�Z�Y�^�T�O�P�]�P�O���L���O�T�¬�P�]�P�Y�_��

register of a transitional practice?

Transitional practices rematerialise  their own 

forms of extraction; appropriation, and recollection 

�Z�Q���S�T�^�_�Z�]�T�N�L�W���X�Z�O�P�W�^�����4�Y���_�S�P�T�]�����$�!�#���P�^�^�L�d�����7�T�[�[�L�]�O��

�L�Y�O���.�S�L�Y�O�W�P�]���Z�`�_�W�T�Y�P�O���S�Z�b���_�S�T�Y�R�Y�P�^�^���L�Y�O���X�L�V�T�Y�R��

�Z�Q���[�S�d�^�T�N�L�W���Z�M�U�P�N�_�^���b�P�]�P���O�P���[�]�T�Z�]�T�_�T�^�P�O�����T�Y���Q�L�a�Z�`�]��

of the thinking process, surmising that “profound 

dematerialization of art, especially of the art object…

�X�L�d���]�P�^�`�W�_���T�Y���_�S�P���Z�M�U�P�N�_�j�^���M�P�N�Z�X�T�Y�R���b�S�Z�W�W�d���Z�M�^�Z�W�P�_�P�n��

���7�T�[�[�L�]�O���L�Y�O���.�S�L�Y�O�W�P�]�����������!�������9�P�b���N�Z�W�W�P�N�_�T�Z�Y�^��

�Z�Q���P�[�S�P�X�P�]�L���L�Y�O���^�Z�N�T�L�W���X�P�O�T�L�����^�`�N�S���L�^���?�P���;�L�[�L�j�^��

�N�Z�W�W�P�N�_�T�Z�Y���Z�Q���8�L�_�L���,�S�Z�j�^���4�Y�^�_�L�R�]�L�X�����Q�P�L�_�`�]�P���_�S�P��

125     These interests developed between 2004 and 2005, at the Massey Whiti o Rehua studios, where I had been trying to understand 
�guration and �gure/ground relationships. Working with marks that sat in-between a stain and a gesture, and with compositions 
accumulating in layers and grafted into architectural surfaces like the walls and �oor. I was intuitively using the word “incident” to 
understand painting as emergent and event-based, I wasn’t yet aware of the terms indexical and provisional (Rubenstein 2009; 
Graw 2014, 45-51). There’s all sorts of important critiques of provisionality and indexicality, but I’m still interested in that space of the 
�guration beyond the human, and beyond the glyphic, and gestures that move between more than one of those. And in my fourth-year 
undergraduate project, there was anthropomorphism and animism involved in more overt representational ways that have also carried 
through into the biomorphism and polymorphism of biopolymer aesthetics, that I discussed in Section Four.

�_�]�L�Y�^�T�_�T�a�P���T�X�L�R�P�^���_�S�L�_���/�L�a�T�O���5�Z�^�P�W�T�_���O�P�^�N�]�T�M�P�^��(Joselit 

�������$�����L�Y�O can be understood as a form of extraction 

�Q�]�Z�X���_�S�P���N�Z�Y�_�P�X�[�Z�]�L�]�d���L�]�_���X�L�]�V�P�_��

�?�P�c�_�^���Q�Z�N�`�^�T�Y�R���Z�Y���i�]�P���X�L�_�P�]�T�L�W�T�^�L�_�T�Z�Y�j���b�T�_�S�T�Y���L�]�_��

production more recently tend to refer to translation 

from the digital sphere into a physical manifestation, 

where the hand-made process is coded to enable 

�O�T�R�T�_�L�W���[�]�Z�O�`�N�_�T�Z�Y���Z�Q���i�N�Z�O�P�O���Z�M�U�P�N�_�^�j���L�Y�O���i�_�]�L�Y�^�T�_�T�Z�Y�L�W��

�Z�M�U�P�N�_�^�j�����b�T�_�S���O�P�^�T�R�Y�P�]�^���Y�Z�b���L�M�W�P���_�Z���T�_�P�]�L�_�P���L�Y�O��

rework objects at a fast and economic pace, with 

�_�S�]�P�P���O�T�X�P�Y�^�T�Z�Y�L�W�W�d���[�]�T�Y�_�P�O���i�]�L�[�T�O���[�]�Z�_�Z�_�d�[�T�Y�R�j��

���3�L�]�]�T�^�Z�Y���������������������������Q�`�]�_�S�P�]���N�Z�X�[�W�T�N�L�_�T�Y�R���_�S�P���T�O�P�L��

�Z�Q���i�_�S�P���X�P�O�T�`�X���T�^���_�S�P���X�P�^�^�L�R�P�j�����8�N�7�`�S�L�Y�������4�Y��������������

�3�L�]�]�T�^�Z�Y���b�]�Z�_�P���Z�Q���^�_�`�O�T�Z���M�L�^�P�O���[�]�L�N�_�T�N�P�^���­�Y�O�T�Y�R���_�S�P�T�]��

way into new technologies and social communication 

channels: �_�S�P���T�O�P�L���T�^���^�_�T�W�W���[�L�]�L�X�Z�`�Y�_�����M�`�_���Y�Z�b���P�c�T�^�_�^��

�b�T�_�S�T�Y���L�Y���L�]�_���Z�M�U�P�N�_���b�T�_�S���P�c�_�P�Y�O�P�O���]�P�L�N�S���N�Z�Y�_�P�c�_�`�L�W�T�^�T�Y�R��

it into the larger socio/political world. Thus, the material 

�Q�Z�]�X���N�L�Y���Y�Z�b���M�P���[�W�L�N�P�O���Z�Y���P�\�`�L�W���Q�Z�Z�_�T�Y�R���b�T�_�S���_�S�P���T�O�P�L��

���3�L�]�]�T�^�Z�Y������������������������

Incident, index, accumulation, and

�]�P�N�Z�Y�­�R�`�]�L�_�T�Z�Y

In work made during this PhD, the four-

dimensional qualities of accumulation, incident, 

�T�Y�O�P�c�����L�Y�O���]�P�N�Z�Y�­�R�`�]�L�_�T�Z�Y���L�]�P���P�a�T�O�P�Y�_���T�Y���_�S�P���X�L�_�P�]�T�L�W��

cycles of Greywacke love poems: returns ���������$���������  This 
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�X�L�_�P�]�T�L�W���b�L�^���`�^�P�O���[�]�P�a�T�Z�`�^�W�d���b�T�_�S�T�Y���_�S�P���.�Z�`�]�_�P�Y�L�d��

Place Lightboxes (Greywacke love poems , �������$��, and 

�_�S�P���.�T�]�N�`�T�_���,�@�=�,���1�P�^�_�T�a�L�W���T�Y���9�P�b�_�Z�b�Y�����M�P�Q�Z�]�P���M�P�T�Y�R��

�`�^�P�O���L�R�L�T�Y���L�_���:�b�S�T�]�Z���-�L�d�����;�L�]�_�^���Z�Q���L���N�Z�X�[�L�Y�T�Z�Y��

work shown within �?�S�P���>�W�T�[�[�T�Y�R���,�b�L�d at Gus Fisher 

�,�]�_���2�L�W�W�P�]�d�����������$�����b�P�]�P���L�W�^�Z���T�Y�_�P�R�]�L�_�P�O���T�Y�_�Z���_�S�P���[�Z�Z�W��

�Z�Q���]�P���b�Z�]�V�P�O���X�L�_�P�]�T�L�W�����B�S�L�_���_�Z�Z�V���_�S�P���Q�Z�]�X���Z�Q���Z�a�P�]�_��

�­�R�`�]�L�_�T�Z�Y���T�Y���Z�Y�P���b�Z�]�V�����X�T�R�S�_���M�P�N�Z�X�P���R�]�Z�`�Y�O���Z�]���R�]�T�^�_��

�T�Y���L�Y�Z�_�S�P�]��126

In playful studio work an accident or mistake 

�M�P�N�Z�X�P�^���L���_�Z�Z�W���Q�Z�]���T�Y�a�P�Y�_�T�Z�Y���T�Y���_�S�P���N�]�P�L�_�T�a�P process 

�L�Y�O���T�Y���W�L�Y�R�`�L�R�P�����T�Y��The wish accident �����:�j�9�P�T�W�W���������#������

�=�L�N�S�P�W���:�j�9�P�T�W�W���b�]�T�_�P�^���L�M�Z�`�_���_�S�P���T�Y�N�T�O�P�Y�_�L�W���L�Y�O��

accidental puddles and stains of my work �7�L�Y�O�T�Y�R 

���������#�������?�S�T�^���_�S�T�Y�V�T�Y�R���]�P�X�L�T�Y�^���V�P�d���_�Z���X�d���_�S�T�Y�V�T�Y�R��

�O�`�]�T�Y�R���^�_�`�O�T�Z���b�Z�]�V���L�Y�O���T�_���L�W�^�Z���T�Y�Q�Z�]�X�^���X�d���_�P�L�N�S�T�Y�R����

�:�Y�P���P�c�L�X�[�W�P���Z�Q���_�S�T�^���T�^���b�S�P�Y���4�j�X���P�c�[�W�L�T�Y�T�Y�R���­�R�`�]�P��

and ground relationships within a picture space, 

I talk about both human and more-than-human 

�­�R�`�]�L�_�T�Z�Y�^�����4���[�W�L�N�P���_�S�T�^���T�O�P�L���Z�Q���­�R�`�]�L�_�T�Z�Y���T�Y��

�N�Z�Y�_�P�c�_���b�T�_�S���^�P�a�P�]�L�W���O�T�¬�P�]�P�Y�_���b�L�d�^���Z�Q���_�L�W�V�T�Y�R���L�M�Z�`�_��

�L�M�^�_�]�L�N�_�T�Z�Y���Z�]���Y�Z�Y���Z�M�U�P�N�_�T�a�P���[�L�T�Y�_�T�Y�R�����T�Y�N�W�`�O�T�Y�R�%��

�T�Y�O�P�c�T�N�L�W���X�L�]�V���X�L�V�T�Y�R���L�Y�O���­�R�`�]�L�_�T�Z�Y�����Z�_�S�P�]�b�T�^�P��

�V�Y�Z�b�Y���L�^���_�]�L�N�P���&���P�c�[�]�P�^�^�T�a�P���R�P�^�_�`�]�P�&���L�Y�O���X�Z�]�P��

crystalline or concrete abstraction that might result 

�Q�]�Z�X���L���^�d�^�_�P�X�T�N���b�L�d���Z�Q���_�S�T�Y�V�T�Y�R�����7�T�V�P�b�T�^�P�����b�S�P�Y��

we talk about grounds and substrates, I speak about 

126     As outlined in earlier sections, the Greywacke love poems lightboxes (2019) presented sixteen manipulated photographs, 
relocating the quarry coastline into the reclaimed foreshore of the CBD, where quarry aggregate materials were redistributed within 
roading and building throughout the twentieth century. Biopolymer medium—made with plant-based cellulose, seawater and pigments 
from the greywacke—was used to create �gurations that were photographed in studio and onsite. These �gures were then enlarged 
and digitally integrated into the rotating coastline panoramas with their exposed sedimentary and faultline seams. The biopolymer layers 
and �ows con�ate connotations of geologic and biological skin-like forms, moving between liquid and solid moments of formation. Two 
of the lightbox photographs include sheets of paper blowing across the foreground, featuring legible poems that were written from 
conversations with people familiar with the past, present, and future of the coastline. With their presence in the CBD, these photographic 
landscape composites generate reconnection between natural and cultural systems at multiple scales and temporal ranges, including the 
geological time frames of land formation and orogeny—mountain-building. (see appendix: Martyn, O’Neill, and Knox 2019, 41).

�_�S�P�X���T�Y���]�P�W�L�_�T�Z�Y���_�Z���L���N�L�Y�a�L�^���Z�]���^�`�[�[�Z�]�_���L�^���L���^�T�_�P����

�L�Y�O���_�S�P�Y���L�M�Z�`�_���^�T�_�P���L�^���L���^�`�[�[�Z�]�_�����1�Z�]���P�c�L�X�[�W�P�����L��

geological or geographic site can be thought of as 

�_�S�P���R�]�Z�`�Y�O���L�Y�O���L�^���L���R�]�Z�`�Y�O�����?�S�P���N�]�P�L�_�T�a�P���R�]�Z�`�Y�O��

�Z�]���^�`�M�^�_�]�L�_�P���T�^���Y�Z�_���Y�P�N�P�^�^�L�]�T�W�d���­�c�P�O���Z�]���^�_�L�M�W�P�����4�_���T�^��

�_�S�P���T�Y�_�P�]�Q�L�N�P���Z�Q���L�]�_���b�Z�]�V�����,�]�_�L�`�O���O�P�^�N�]�T�M�P�O���T�_���L�^���_�S�P��

�^�`�M�U�P�N�_�T�W�P�h�L�Y���T�Y���M�P�_�b�P�P�Y���^�[�L�N�P���Z�Q���^�`�M�U�P�N�_�T�a�T�_�d���L�Y�O��

�Z�M�U�P�N�_�T�a�T�_�d�����^�`�M�U�P�N�_�S�Z�Z�O���L�Y�O���Z�M�U�P�N�_�S�Z�Z�O�����>�`�M�U�P�N�_�T�W�P���T�^��

�L���N�Z�Y�®�L�_�T�Z�Y���Z�Q���_�S�P���b�Z�]�O���^�`�M�U�P�N�_���L�Y�O���[�]�Z�U�P�N�_�T�W�P���L�Y�O���4��

�O�T�^�N�`�^�^���_�S�T�^���T�Y���>�P�N�_�T�Z�Y���>�T�c��

�4�Y�����������������������O�`�]�T�Y�R���X�d���­�]�^�_���^�P�X�P�^�_�P�]�^���T�Y���_�S�P��

�8�1�,���[�]�Z�R�]�L�X�X�P���L�_���A�.�@�,�]�_�^�����4���S�L�O���M�P�P�Y���O�P�a�P�W�Z�[�T�Y�R��

�­�R�`�]�L�_�T�Z�Y�^���O�T�]�P�N�_�W�d���Z�Y�_�Z���_�S�P���^�_�`�O�T�Z���b�L�W�W�^�����.�Z�Y�®�L�_�T�Y�R��

anthropomorphic and animist forms, while also 

�[�`�^�S�T�Y�R���M�P�d�Z�Y�O���_�S�P���R�T�a�P�Y���­�R�`�]�P���R�]�Z�`�Y�O���]�P�W�L�_�T�Z�Y�^���Z�Q��

�L���b�L�W�W���^�`�]�Q�L�N�P�����?�S�T�^���P�c�_�P�Y�O�P�O���T�O�P�L�^���Q�]�Z�X���b�T�_�S�T�Y���_�S�P��

exhibition Transparencies���L�_���0�Y�U�Z�d���;�`�M�W�T�N���,�]�_���2�L�W�W�P�]�d���T�Y��

�1�P�M�]�`�L�]�d���������������.�]�T�_�T�\�`�P�^���Z�Q���_�S�P���_�]�L�Y�^�[�L�]�P�Y�_���L�Y�O���^�`�M�_�W�P��

�N�Z�W�Z�`�]���[�L�W�P�_�_�P���[�]�Z�a�Z�V�P�O���X�P���_�Z���]�L�Y�O�Z�X�T�^�P���X�d���N�Z�W�Z�`�]��

palette, making choices based on discounted mistints 

�L�_���_�S�P���W�Z�N�L�W���S�L�]�O�b�L�]�P���^�_�Z�]�P����

By the middle of 2012, I had built up man y 

layers of paint on the studio walls and these began 

�_�Z���O�P�W�L�X�T�Y�L�_�P�����[�P�P�W�������`�Y�[�]�Z�a�Z�V�P�O�� I began working 

�b�T�_�S���_�S�P���O�P�W�L�X�T�Y�L�_�T�Z�Y���[�]�Z�N�P�^�^�����L�Y�O���]�P�a�T�^�T�_�P�O���_�S�P���b�Z�]�V��

�Z�Q���7�d�Y�O�L���-�P�Y�R�W�T�^���L�Q�_�P�]���S�L�a�T�Y�R���W�Z�Z�V�P�O���L�_���T�_���O�`�]�T�Y�R��

earlier puddle and stain works during undergrad and 
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�T�Y���_�S�P���d�P�L�]�^���Q�Z�W�W�Z�b�T�Y�R��127 In th e delaminated wall 

�[�L�T�Y�_�T�Y�R�^���X�L�O�P���L�_���A�.�@�,�]�_�^�����_�S�P���^�`�]�Q�L�N�P���]�P�[�]�Z�O�`�N�P�^�&��

�W�L�d�P�]�^���Z�Q���[�L�T�Y�_���M�P�N�Z�X�P���`�Y�^�_�`�N�V���L�Y�O���X�L�_�P�]�T�L�W�����?�S�T�^��

�_�]�L�Y�^�Q�Z�]�X�L�_�T�Z�Y���O�P�^�_�L�M�T�W�T�^�P�^���[�P�]�N�P�T�a�P�O���M�Z�`�Y�O�L�]�T�P�^��

�Z�Q���L�]�N�S�T�_�P�N�_�`�]�L�W���^�[�L�N�P�%���^�`�]�Q�L�N�P�����P�O�R�P�����L�Y�O���R�]�Z�`�Y�O����

As time-based paintings, they challenge the 

�N�Z�Y�a�P�Y�_�T�Z�Y�L�W���^�_�L�M�T�W�T�_�d���L�Y�O���_�P�X�[�Z�]�L�W�T�_�d���Z�Q���_�S�P���[�L�T�Y�_�P�O��

�^�`�]�Q�L�N�P��128 In analogy with geologic processes, the 

�[�P�P�W�T�Y�R���]�P�^�`�W�_�^���T�Y���P�Y�_�]�Z�[�T�N���]�P�Z�]�O�P�]�T�Y�R���Z�Q���_�S�P���^�`�]�Q�L�N�P����

As the peeled paint folds and unfolds back on itself, 

�_�S�P���[�L�T�Y�_�T�Y�R���T�^���a�T�P�b�P�O���T�Y�^�T�O�P���Z�`�_�����?�S�P���O�P�W�L�X�T�Y�L�_�P�O��

�[�L�T�Y�_���N�L�Y���M�P���]�P�L�]�]�L�Y�R�P�O���T�Y���L�_�_�P�X�[�_�^���_�Z���]�P�^�T�^�_���R�]�L�a�T�_�d����

�L�Y�O���Q�Z�]���Y�P�b���N�Z�X�[�Z�^�T�_�T�Z�Y���_�Z���P�X�P�]�R�P�����?�S�P�^�P���[�L�T�Y�_�T�Y�R�^��

127     I had purchased the book High Times Hard Times (Siegel & Bey 2006), before travelling to the US and it had informed my MFA 
programme applications, proposing to explore the poetics and politics of abstraction and site-responsive works.

128     This description of temporality in the work comes from a press release written by Holly Morrion and Nigel Rolfe for the VCUArts 
graduate exhibition Clothes Shoes at Whitebox Gallery, 2013. 

�L�N�N�`�X�`�W�L�_�P���W�L�d�P�]�^���Z�Q���T�Y�_�`�T�_�T�a�P���L�Y�O���T�Y�N�T�O�P�Y�_�L�W���X�L�]�V��

�X�L�V�T�Y�R�����O�P�a�P�W�Z�[�P�O���T�Y���L�_�_�`�Y�P�X�P�Y�_���b�T�_�S���L���^�[�P�N�T�­�N���^�T�_�P��

�Z�]���^�T�_�`�L�_�T�Z�Y�����8�d���b�Z�]�V���b�T�_�S���M�T�Z�M�L�^�P�O���[�Z�W�d�X�P�]�^���R�]�P�b��

out of these earlier delaminations, and the capacity 

for biobased materials to re-laminate, reassemble and 

�]�P�N�Z�Y�­�R�`�]�P���S�L�^���L�W�_�P�]�P�O���_�S�P���L�¬�P�N�_�T�a�P���W�L�Y�R�`�L�R�P���Z�Q���_�S�P��

�T�Y�^�_�L�W�W�L�_�T�Z�Y���b�Z�]�V��

After the initial delaminations began, I was 

thinking about how there could be an extraction of 

�Q�Z�]�X�^���Q�]�Z�X���_�S�P���^�`�]�Q�L�N�P�����4�Y���_�S�P���b�Z�]�V�^���_�S�L�_���Q�Z�W�W�Z�b�P�O����

I drew attention to moments when the surface  

becomes material, as it fold �^���L�Y�O���`�Y�Q�Z�W�O�^�����X�Z�a�T�Y�R 

from two dimensions  into  three dimensions �����4�Y��

�1�T�R�����!� �� Raewyn Martyn, studio work 

at VCUArts (2012-2013).
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�1�T�R�����!�!�����!�"����Raewyn Martyn, Dayfolder 

(2013), VCUArts MFA thesis exhibition 

at the Anderson Gallery.
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some instan ces, this became a ���W�T�_�_�W�P���W�T�V�P���®�L�_ pack 

furniture, or pop  up books —for example, a blue 

wing/canopy form unfolded from a single surface 

area of about ten coats of ink-blue paint �������$ At the 

time I was thinking back, through  some of the 

processual�����]�P�N�Z�Y�­�R�`�]�L�M�W�P���L�Y�O���L�O�L�[�_�T�a�P���b�Z�]�V�^���4���S�L�O��

�W�Z�Z�V�P�O���L�_���T�Y���`�Y�O�P�]�R�]�L�O�`�L�_�P���^�_�`�O�d�����7�d�R�T�L���.�W�L�]�V�����6�L�]�T�Y��

�a�L�Y���=�Z�Z�^�X�L�W�P�Y�����>�T�X�Z�Y���8�Z�]�]�T�^�����6�Y�Z�P�M�P�W���L�Y�O���;�L�W�P�]�X�Z����

�>�`�[�[�Z�]�_���>�`�]�Q�L�N�P�����P�_�N������

�?�S�P���T�Y�^�_�L�W�W�L�_�T�Z�Y���Z�Q���_�S�P�^�P���b�Z�]�V�^���Z�Q�_�P�Y���T�Y�a�Z�W�a�P�O���_�S�P��

informal performance of painting within public space 

�Z�a�P�]���L�Y���P�c�_�P�Y�O�P�O���[�P�]�T�Z�O���Z�Q���_�T�X�P�����b�T�_�S���_�S�P���[�L�T�Y�_�T�Y�R��

�b�T�_�Y�P�^�^�P�O���T�Y���O�T�¬�P�]�P�Y�_���^�_�L�_�P�^�����^�_�L�_�T�N���L�Y�O���L�N�_�T�a�P����Time-

based photographs are generated  within the process 

to expose the painting in stages, and these are often 

�a�T�P�b�P�O���Z�`�_���Z�Q���^�P�\�`�P�Y�N�P�����?�S�T�^���b�L�^���L���Q�P�L�_�`�]�P���Z�Q���_�S�P��

MFA thesis work �/�L�d�Q�Z�W�O�P�]�������������������L�Y�O���W�L�_�P�]���b�T�_�S�T�Y��

Camping Painting ����������� ���Z�Y�R�Z�T�Y�R�����b�S�T�N�S���M�P�R�L�Y���_�Z���`�^�P��

social media,���L�Y�O���[�Z�^�_�N�L�]�O�^�����L�^���L���^�T�_�P���Q�Z�]���_�S�P���b�Z�]�V�����4�Y��

129    I presented these ideas and slides of these works as part of an artist talk at City Gallery Wellington in May 2012. 

130     My paternal and maternal families arrived in Aotearoa at Otakou during the 1860s and 1870s. They were variously single people; 
ship labourers, whalers, or bound for work as farm labourers, at the gold �elds, or for marriage and domestic labour. Not yet property 
owners, these were working class people and their journeys toward economic freedom and choices were enabled through the wages 
and resources made available (illegally con�scated) within colonisation. Their transition into property ownership and leisure time, runs in 
parallel to developments within industrial plastics and the plastic arts. 

131     In Paint over, use again (2021), I use the �gure of E.E. Adams. This video shows text and image embedded in the cellulose sheets 
made to be hung in the window.

the time-based dislocation of these images, painting 

becomes non-singular, a series of transitional images  

�b�T�_�S�T�Y���M�Z�_�S���_�]�L�Y�^�T�_�T�a�P���O�T�R�T�_�L�W���^�[�L�N�P�����L�Y�O���W�Z�N�L�W�T�^�P�O��

�[�S�d�^�T�N�L�W���[�`�M�W�T�N���^�[�L�N�P��

Intergenerational painting 

Four-dimensional qualities exist materially 

�L�Y�O���­�R�`�]�L�_�T�a�P�W�d�����b�T�_�S�T�Y���_�S�P���[�L�]�L�W�W�P�W���S�T�^�_�Z�]�T�P�^���Z�Q��

industrial materialism and more personal familial 

�X�L�_�P�]�T�L�W�T�^�X�h�_�S�T�^���;�S�/���O�T�¬�]�L�N�_�^���_�S�P���T�Y�O�`�^�_�]�T�L�W���S�T�^�_�Z�]�d��

�Z�Q���[�Z�W�d�X�P�]�^���b�T�_�S���X�d���Q�L�X�T�W�d�j�^���P�N�Z�Y�Z�X�T�N���]�P�W�L�_�T�Z�Y�^�S�T�[��

�_�Z���_�S�P�X�h�L�^���Z�`�_�W�T�Y�P�O���T�Y���>�P�N�_�T�Z�Y���:�Y�P��������  Both histories 

�L�]�P���[�]�Z�O�`�N�_�^���Z�Q���N�Z�W�Z�Y�T�^�L�_�T�Z�Y���L�Y�O���N�L�[�T�_�L�W�T�^�X��

In Paint over, use again �����������������X�L�O�P���Q�Z�]���_�S�P���2�Z�a�P�_�_��

Brewster window space in May 2021, �4���`�^�P���_�S�P���­�R�`�]�P��

�Z�Q���0���0�����,�O�L�X�^,���������0�a�P�W�d�Y���,�O�L�X�^�����R�]�L�Y�O�X�L�������R�]�P�b��

�`�[���O�`�]�T�Y�R���S�P�]���Q�L�X�T�W�d�j�^���_�]�L�Y�^�T�_�T�Z�Y���Q�]�Z�X���b�Z�]�V�T�Y�R��

class to middle class, and���^�S�P���b�L�^���Z�Y�P���Z�Q���_�S�P���­�]�^�_��

�T�Y���S�P�]���Q�L�X�T�W�d���_�Z���M�P���L�M�W�P���_�Z���^�`�^�_�L�T�Y���L���N�]�P�L�_�T�a�P���W�T�Q�P��

�1�T�R�����!�#�����!�$�� Raewyn Martyn, Camping 

Painting  (2015-ongoing) which began 

to use social media and postcards, as a 

site for the work.
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�T�Y�_�Z���L�O�`�W�_�S�Z�Z�O�������� Her grand�[�L�]�P�Y�_�^���S�L�O���L�]�]�T�a�P�O���T�Y��

Aotearoa as labourers who jumped between jobs to 

�­�Y�O���_�S�P�T�]���b�L�d���_�Z���^�_�L�M�W�P���W�T�a�T�Y�R���^�T�_�`�L�_�T�Z�Y�^�����0�a�P�W�d�Y�j�^��

�[�L�]�P�Y�_�^���5�T�X�����5���?�������L�Y�O���A�P�]�L���,�O�L�X�^�����X�P�_���T�Y���;�Z�]�_��

�.�S�L�W�X�P�]�^���L�Q�_�P�]���5�T�X���]�P�_�`�]�Y�P�O���_�Z���/�`�Y�P�O�T�Y���Q�]�Z�X���B�B�4�h

�b�S�T�W�P���L�_���b�L�]�����5�T�X���S�L�O���]�P�N�P�T�a�P�O���^�Z�X�P���^�Z�N�V�^���_�S�L�_���A�P�]�L��

and her sister had knitted, and when he returned 

�_�Z���/�`�Y�P�O�T�Y���T�Y�����$���#���S�P���a�T�^�T�_�P�O���_�Z���_�S�L�Y�V���_�S�P�X�������5���?����

Adams had lost an arm during the war, unable to 

do the kinds of physical labouring he did before, he 

became a door-to-door salesperson, and because 

of the���]�P�[�L�_�]�T�L�_�T�Z�Y���R�]�L�Y�_���;�É�V�P�S�É���^�Z�W�O�T�P�]�^���]�P�N�P�T�a�P�O����

was able to set up a news agency in Oamaru that 

�P�a�P�Y�_�`ally���R�]�P�b���T�Y�_�Z���L���Q�`�W�W�d���®�P�O�R�P�O���M�Z�Z�V�^�S�Z�[�� By 

the time my grandmother came along, �A�P�]�L���L�Y�O���5���?�� 

�b�P�]�P���M�P�N�Z�X�T�Y�R���S�Z�X�P�Z�b�Y�P�]�^�����,�Y�O���L�W�_�S�Z�`�R�S���^�S�P���W�P�Q�_��

highschool early to work �L�Y�O���O�T�O�Y�j�_���R�Z���_�Z���L�]�_���^�N�S�Z�Z�W, 

�^�S�P���S�L�O���W�P�T�^�`�]�P���_�T�X�P���_�Z���N�Z�Y�_�T�Y�`�P���[�L�T�Y�_�T�Y�R���L�Y�O���O�]�L�b�T�Y�R����

We know that the relationship between our 

�N�Z�W�Z�Y�T�L�W���S�T�^�_�Z�]�d���L�Y�O���P�c�_�]�L�N�_�T�a�P���N�L�[�T�_�L�W�T�^�X���Z�Q���T�Y�O�`�^�_�]�T�P�^��

�W�T�V�P���Q�Z�^�^�T�W���M�L�^�P�O���[�P�_�]�Z�N�S�P�X�T�N�L�W���Z�T�W���L�]�P���N�Z�P�c�_�P�Y�^�T�a�P��

�T�Y���L���b�L�d�����.�Z�W�Z�Y�T�L�W���Q�Z�]�P�^�_�]�d�����_�T�X�M�P�]�����[�`�W�[���L�Y�O���[�L�[�P�]����

�L�Y�O���_�S�P�T�]���M�T�Z���O�P�]�T�a�P�O���N�P�W�W�`�W�Z�T�O���b�L�^���W�L�_�P�]���^�`�M�^�`�X�P�O��

by petrochemical plastics and the petro-hegemony 

�Z�Q���Z�T�W���T�Y�O�`�^�_�]�d���T�Y�_�P�]�P�^�_�^�����������8�d���b�Z�]�V�T�Y�R���N�W�L�^�^���;�É�V�P�S�É��

ancestors had the desire for access to more resources 

132     I am writing this knowing that class is more complicated than these categories, and that creativity is also not limited to production 
of artwork.

133     When we think of the military industrial complex, with its chemical industries and the extractive motivations for war, we often 
think outside of Aotearoa. While I was making the work for Taranaki, Peace Action Wellington held a symposium on Climate War and 
the promotional material noted: It will come as a surprise to some that the very �rst oil well in the British Empire was here in Aotearoa in 
Taranaki in 1865 - war and fossil fuels have gone hand-in-hand for a very long time. Meanwhile, archivist Henry Davidson has written about 
the ‘shady’ colonial origins of forestry in Aotearoa (Davidson 2022). 

134     As outlined in Section Two, during the wars, cellulose-derived materials and natural rubber latex were used to coat the wings of 
aeroplanes, or for other waterproo�ng and insulation purposes. 

�M�P�d�Z�Y�O���b�S�L�_�P�a�P�]���W�T�a�P�W�T�S�Z�Z�O���_�S�P�d���L�W�]�P�L�O�d���S�L�O���L�Y�O���_�S�T�^��

�T�^���S�Z�b���b�P���N�L�X�P���_�Z���M�P���S�P�]�P����

During the interwar and post-war period, 

excesses of particular materials meant that plastics 

�T�Y�O�`�^�_�]�T�P�^���L�N�N�P�W�P�]�L�_�P�O��������  At that time, in the Oamaru 

bookshop, Mr  Adams was wearing celluloid collar 

�^�_�T�¬�P�Y�P�]�^�����,�Y�O���_�S�P���M�T�Z�M�L�^�P�O���M�T�Y�O�P�]�^���Z�Q���0�a�P�W�d�Y�j�^��

���$�����j�^���N�S�T�W�O�S�Z�Z�O���b�L�_�P�]�N�Z�W�Z�`�]���^�P�_�^���M�P�R�L�Y���_�Z���M�P��

accompanied by the early petrochemical polymer 

binders found in tubed acrylic paints that the 

�M�Z�Z�V�^�S�Z�[���^�Z�W�O�����4���b�L�Y�_�P�O���L���O�P�P�[�P�]���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q��

�X�d���R�]�L�Y�O�X�Z�_�S�P�]�j�^���L�]�_���[�]�L�N�_�T�N�P���L�Y�O���_�S�P���X�L�_�P�]�T�L�W�T�_�d���Z�Q��

it—her transition from the gum arabic watercolour 

tins that are �T�Y�^�N�]�T�M�P�O���b�T�_�S���0�����0�����,�O�L�X�^ to her use 

of tubed petrochemical acrylic paints and linseed oil 

�[�L�T�Y�_�^���X�T�c�P�O���b�T�_�S���a�L�]�T�Z�`�^���[�P�_�]�Z�N�S�P�X�T�N�L�W���^�Z�W�a�P�Y�_�^���L�Y�O��

�X�P�O�T�`�X�^�����b�T�_�S���b�S�T�N�S���^�S�P���[�L�T�Y�_�P�O���N�L�Y�a�L�^�P�^���^�T�R�Y�P�O��

�0�����0�����8�L�]�_�d�Y�����?�S�P�^�P���[etrochemical paints  became 

�L�a�L�T�W�L�M�W�P���T�Y���,�Z�_�P�L�]�Z�L���T�Y���_�S�P���X�T�O�O�W�P���Z�Q���_�S�P�������_�S��

�N�P�Y�_�`�]�d���b�S�P�Y���0�a�P�W�d�Y���b�L�^���T�Y���S�P�]���_�b�P�Y�_�T�P�^���L�Y�O���_�S�T�]�_�T�P�^����

�L�^���^�S�P���b�L�^���M�P�N�Z�X�T�Y�R���L���[�L�]�P�Y�_���Z�Q���­�a�P���^�Z�Y�^����

My dad and his brothers had kept boxes of the 

�b�Z�]�V���_�S�L�_���^�S�P�j�O���S�Z�L�]�O�P�O���L�Y�O���V�P�[�_���L�^�T�O�P���Q�Z�]���]�P�`�^�P�����L�Y�O��

�P�L�]�W�d���T�Y�������������4���b�L�^���L�M�W�P���_�Z���E�Z�Z�X���b�T�_�S���X�d���L�`�Y�_���L�Y�O��

uncle who held the pieces up to the camera one by 

�Z�Y�P�����L�^���4���^�P�W�P�N�_�P�O���b�S�T�N�S���Z�Y�P�^���_�S�P�d���b�Z�`�W�O���[�S�Z�_�Z�R�]�L�[�S����
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�,�X�Z�Y�R�^�_���T�_���b�L�^���L���S�L�W�Q���­�Y�T�^�S�P�O���[�Z�]�_�]�L�T�_���Z�Y���N�L�Y�a�L�^��

board that was partially crossed out with a note to 

say ‘�;�L�T�Y�_���Z�a�P�]�����`�^�P���L�R�L�T�Y���j���,�Y�Z�_�S�P�]���[�T�P�N�P���b�P���N�S�Z�^�P���_�Z��

work with was �L���b�L�_�P�]�N�Z�W�Z�`�]���Z�Q���L���®�Z�b�P�]�T�Y�R���V�Z�b�S�L�T��

tree branch , from an intermediate school art pad, 

�0�a�P�W�d�Y���S�L�O���[�L�T�Y�_�P�O���T�_���b�T�_�S���L�N�`�_�P���L�_�_�P�Y�_�T�Z�Y�����L�Y�O���_�S�P��

�[�L�R�P���T�Y�N�W�`�O�P�^���L���R�]�L�O�P�%���"�����������4���O�P�N�T�O�P�O���_�Z���[�`�W�W���_�S�P�^�P��

images and their material histories back into my 

work as source images to integrate into bio-polymer 

�[�W�L�Y�_���M�L�^�P�O���N�P�W�W�`�W�Z�^�P���­�W�X�h�b�T�_�S���T�_�^���]�P�W�L�_�T�Z�Y�^�S�T�[�^��

�_�Z���[�S�Z�_�Z�R�]�L�[�S�d���L�Y�O���N�P�W�W�`�W�Z�T�O���­�W�X�X�L�V�T�Y�R�����?�S�P��

�[�]�P�X�T�^�P���Z�Q���_�S�P���­�W�X���^�S�Z�Z�_���b�L�^���Q�Z�]���X�P���_�Z���N�Z�[�d���Z�]��

plagiarise some of these works, as well as taking that 

�T�Y�^�_�]�`�N�_�T�Z�Y���_�Z���i�;�L�T�Y�_���Z�a�P�]�����`�^�P���L�R�L�T�Y�j�����?�S�P���®�Z�b�P�]�T�Y�R��

kowhai branch became a key motif in the cellulose 

�[�L�T�Y�_�T�Y�R���L�Y�O���b�T�_�S�T�Y���5�P�^�^���.�S�L�]�W�_�Z�Y�j�^���­�W�X���_�S�L�_���b�L�^��

projected into the sheet of cellulose along a short 

animation of the branch ���T�_�^�P�W�Q��

�1�Z�]���_�S�P���­�W�X���^�S�Z�Z�_�����4���[�]�T�Y�_�P�O���^�Z�X�P���Z�Q���_�S�P��

photographed artworks out on transparencies and 

we placed these underneath large perspex sheets 

which I could �[�L�T�Y�_���Z�Y���_�Z�[���Z�Q���`�^�T�Y�R���L���®�`�Z�]�P�^�N�P�Y�_��

cellulose medium �����B�P���`�^�P�O���L���X�T�c�_�`�]�P���Z�Q���7�0�/���L�Y�O��

�@�A���W�T�R�S�_�^���_�Z���T�W�W�`�X�T�Y�L�_�P���_�S�P���_�]�L�Y�^�W�`�N�P�Y�_���N�P�W�W�`�W�Z�^�P��

�1�T�R�����"������Drawing of a kowhai by 

Evelyn Adams and cellulose detail 

from Paint over, use again (2021).
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�W�T�\�`�T�O�����^�Z���T�Y���[�L�]�_�^���Z�Q���_�S�P���­�W�X���d�Z�`���N�L�Y���^�_�T�W�W���^�P�P���_�S�P��

�[�S�Z�_�Z�R�]�L�[�S�T�N���_�]�L�Y�^�[�L�]�P�Y�N�T�P�^���^�S�Z�b�T�Y�R���_�S�]�Z�`�R�S�����?�S�P��

�®�`�Z�]�P�^�N�P�Y�_���[�T�R�X�P�Y�_���T�^���®�`�Z�]�P�^�N�P�T�Y�����b�S�T�N�S���T�^���`�^�P�O��

within biomedical imaging to show cellular structures 

and by hydrologists and geologists to trace water 

�®�Z�b�^�����B�P���W�T�V�P�O���_�S�T�^���S�`�X�L�Y���L�Y�O���X�Z�]�P���_�S�L�Y���S�`�X�L�Y��

�Q�Z�]�X���Z�Q���_�]�L�N�T�Y�R���®�Z�b�^���Z�a�P�]���_�T�X�P���M�P�N�L�`�^�P���L�^���L���X�L�_�P�]�T�L�W��

appropriated from non-art purposes, it nods to 

biological and psychological forms of plasticity, as well 

as the ecological and geological processes that allow us 

�_�Z���_�S�T�Y�V���Z�Q���[�W�L�^�_�T�N�T�_�d���L�_���L���[�W�L�Y�P�_�L�]�d���L�Y�O���N�Z�^�X�T�N���^�N�L�W�P����

�B�S�P�Y���_�S�P���®�`�Z�]�P�^�N�P�T�Y���T�^�Y�j�_���®�`�Z�]�P�^�N�T�Y�R���T�_���T�^���L���b�L�]�X��

�O�L�]�V���d�P�W�W�Z�b�����X�`�N�S���W�T�V�P���_�S�P���N�Z�W�Z�`�]���Z�Q���V�Z�b�S�L�T����

�,���[�S���^�P�Y�^�T�_�T�a�P���N�Z�W�Z�`�]���[�L�W�P�_�_�P���b�L�^���L�W�^�Z���`�^�P�O��

�L�W�Z�Y�R�^�T�O�P���_�S�P���®�`�Z�]�P�^�N�P�T�Y�����b�T�_�S���b�L�^�S�P�^���M�]�`�^�S�P�O���Z�Y��

between pours, embedding hand-painted imagery 

�L�Y�O���_�P�c�_�����?�S�P���2�Z�a�P�_�_���-�]�P�b�^�_�P�]���b�T�Y�O�Z�b���^�[�L�N�P���X�P�L�Y�_��

�_�S�L�_���^�`�M�_�W�P���®�`�N�_�`�L�_�T�Z�Y�^���T�Y���N�Z�W�Z�`�]���b�P�]�P���[�Z�^�^�T�M�W�P���L�^��

�S�`�X�T�O�T�_�d���L�Y�O���L�T�]�®�Z�b���N�S�L�Y�R�P�O�����M�`�_���4�j�O���W�T�V�P���_�Z���_�]�d��

�L�R�L�T�Y���T�Y���L�Y�Z�_�S�P�]���P�Y�a�T�]�Z�Y�X�P�Y�_���b�S�P�]�P���;�S���W�P�a�P�W�^���N�Z�`�W�O��

�M�P���T�Y�O�`�N�P�O���Z�]���L�W�]�P�L�O�d���®�`�N�_�`�L�_�P���X�Z�]�P������

�,�_���8�L�^�^�P�d���@�Y�T�a�P�]�^�T�_�d�����4���b�Z�]�V�P�O���b�T�_�S���8�T�V�P��

Bridgman to set up a test install and projection of the 

�b�Z�]�V�����^�T�X�`�W�L�_�T�Y�R���_�S�P���2�Z�a�P�_�_���-�]�P�b�^�_�P�]���b�T�Y�O�Z�b���^�[�L�N�P����

�,�^���4���b�L�^���O�P�^�N�]�T�M�T�Y�R���_�S�P���a�L�]�T�L�M�W�P�^���_�Z���5�P�^�^����the way it 

�b�L�^���S�L�Y�R�T�Y�R�����L�Y�O���_�S�P���^�`�M�_�W�P���X�Z�a�P�X�P�Y�_���[�]�Z�O�`�N�P�O���M�d��

the light and projector fan) �����4���b�L�^���]�P�W�T�P�a�P�O���_�Z���S�P�L�]��

�S�P�]���^�L�d���_�S�L�_���T�_���Q�P�W�_���W�T�V�P���_�S�P���N�P�W�W�`�W�Z�^�P���b�L�^���M�]�P�L�_�S�T�Y�R����

�5�P�^�^�j�^���N�Z�X�X�P�Y�_���S�P�W�[�P�O���X�P���`�Y�O�P�]�^�_�L�Y�O���S�Z�b���_�S�P��

nostalgic qualities and material time signatures  

reproduc ed���Q�]�Z�X���X�d���R�]�L�Y�O�X�L���0�a�P�W�d�Y�j�^���b�Z�]�V�����X�T�R�S�_��

�M�P���N�Z�X�[�W�T�N�L�_�P�O���M�d���^�Z�X�P�_�S�T�Y�R���X�Z�]�P���L�W�T�a�P�h�_�S�P��

�L�Y�T�X�L�_�T�Z�Y���Z�Q���®�`�T�O�^�����_�S�P���W�T�a�P�Y�P�^�^���Z�Q���W�T�R�S�_�����L�Y�O���_�S�P��

�[�W�L�^�_�T�N�T�_�d���Z�Q���T�X�L�R�P�^���_�]�L�Y�^�W�L�_�P�O���_�S�]�Z�`�R�S���X�d���Z�b�Y���S�L�Y�O����

My appropriation might be more plastic and mutant 

than photographic reproduction, undermining the 

�^�_�L�M�T�W�T�_�d���Z�Q���_�T�X�P���^�T�R�Y�T�­�P�]�^���L�Y�O���Y�Z�^�_�L�W�R�T�N���L�¬�P�N�_�^ in the 

work, allowing it to be intergenerational in both form 

�L�Y�O���L�¬�P�N�_�����4���b�L�^���_�S�T�Y�V�T�Y�R���L�M�Z�`�_���0�a�P�W�d�Y�j�^���b�Z�]�V���L�^���L�Y��

inheritance that has the kinds of plasticity found in 

epigenetics, or an inheritance of raw materials or a 

somewhat immaterial  colour palette, rather than any 

fully-formed���L�]�_���Z�M�U�P�N�_��

4.3 Conclusion

Transitional and Four-dimensional painting 

connect to longer histories and practices of transition 

within art making, where forms and systems of 

production are unstable or become destabilised 

�L�Y�O���a�`�W�Y�P�]�L�M�W�P���_�Z���N�S�L�Y�R�P����This instability creates 

�Z�[�[�Z�]�_�`�Y�T�_�T�P�^���_�Z���M�]�P�L�N�S���[�L�T�Y�_�T�Y�R�j�^���M�Z�`�Y�O�L�]�T�P�^�����Z�]���T�_�^��

�Q�Z�]�X�L�W���L�Y�O���^�Z�N�T�L�W���T�^�Z�W�L�_�T�Z�Y���Q�]�Z�X���_�S�P���b�Z�]�W�O���L�]�Z�`�Y�O���T�_��

Transitional practices persist within a local art 

market that remains predominantly linear and reliant 

�Z�Y���L���X�L�_�P�]�T�L�W���i�P�Y�O���[�]�Z�O�`�N�_�j���L�Y�O���^�T�Y�R�`�W�L�]���L�`�_�S�Z�]�^�S�T�[��

�Q�Z�]���[�]�T�a�L�_�P���Z�]���[�`�M�W�T�N���L�N�\�`�T�^�T�_�T�Z�Y����Artworks produced 

within four-dimensional���Q�]�L�X�P�b�Z�]�V�^���S�L�a�P���L�W�_�P�]�Y�L�_�T�a�P��

�L�]�N�S�T�a�L�W���\�`�L�W�T�_�T�P�^���_�S�L�_���N�Z�X�[�W�T�N�L�_�P���_�S�P�T�]���a�L�W�`�P but are 

often recuperat ed within arts institutions and some 

�[�]�T�a�L�_�P���^�[�L�N�P�^����Greywacke love poems: returns ���������$����

and related PhD projects like Paint over , use again 

(2021), are largely funded and enabled through public 
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money, and draw attention to the ongoing need for 

this wider range of arts work to be recognised and 

�]�P�X�`�Y�P�]�L�_�P�O���L�^���[�]�Z�O�`�N�_�T�a�P���L�Y�O���]�P�[�]�Z�O�`�N�_�T�a�P���W�L�M�Z�`�]��

�b�T�_�S�T�Y���Z�`�]���N�Z�X�X�`�Y�T�_�T�P�^��

Greywacke love poems: returns ���������$�����T�^���L�W�^�Z���L�Y��

example of how painting and installation practices 

are being re-socialised beyond gallery platforms, 

to �[�P�]�^�T�^�_���b�T�_�S���[�L�T�Y�_�T�Y�R���L�^���L�Y���L�N�_�T�a�T�_�d���L�Y�O���^�P�]�a�T�N�P��

within both social media and a public recreational 

space— �_�]�L�Y�^�T�_�T�a�P���O�T�R�T�_�L�W���^�[�L�N�P�����L�Y�O���W�Z�N�L�W�T�^�P�O���[�S�d�^�T�N�L�W��

�^�[�L�N�P�� The project  connects to multiple histories and 

timeframes , whether they be cultural and social or 

geological, (human, and beyond)����While  te ao���8�É�Z�]�T��

and international Indigenous-led art and research are 

�T�Y�®�`�P�Y�N�T�Y�R���;�É�V�P�S�É���L�Y�O���_�L�`�T�b�T���[�P�]�N�P�[�_�T�Z�Y�^���Z�Q���_�T�X�P��

and intergenerational material relationships  beyond 

the colonial historical frameworks that continue to 

�O�Z�X�T�Y�L�_�P�h�T�_���L�W�^�Z���L�¯�]�X�^���_�S�P���Y�P�P�O���Q�Z�]���Q�`�]�_�S�P�]���b�Z�]�V��

�T�Y���_�S�T�^���L�]�P�L��

As noted in preceding sections, biodegradable 

paintings, with their circular aesthetics and 

�[�]�Z�N�P�^�^�P�^�����Z�¬�P�]���L�W�_�P�]�Y�L�_�T�a�P�^���_�Z���a�T�^�T�Z�Y�^���Z�Q���Y�P�Z�W�T�M�P�]�L�W��

�[�]�P�N�L�]�T�_�d�����-�P�]�]�d�������/�`�Y�[�S�d�����������#�������,�_���_�S�P���^�L�X�P��

�_�T�X�P�����_�S�T�^���]�T�^�V�^���]�P�N�Z�Y�­�R�`�]�T�Y�R���_�S�L�_���[�]�P�N�L�]�T�_�d���T�Y�_�Z��

something similarly troubling—instrumentalization 

�Z�Q���N�]�P�L�_�T�a�T�_�d���T�Y���^�P�]�a�T�N�P���L�Y�O���^�`�^�_�P�Y�L�Y�N�P���Z�Q���^�_�L�_�`�^��

�\�`�Z���[�]�Z�O�`�N�_�T�Z�Y���L�Y�O���R�]�Z�b�_�S�����8�Z�`�W�O�����������#�������3�Z�W�O�T�Y�R��

�_�S�P�^�P���]�T�^�V�^���T�Y���X�T�Y�O�����_�]�L�Y�^�T�_�T�Z�Y�L�W���[�L�T�Y�_�T�Y�R���L�¯�]�X�^���_�S�P��

need for multiple di�¬�P�]�P�Y�_ material languages and 

relationships,���_�S�L�_���[�]�P�­�R�`�]�P���X�Z�]�P���U�`�^�_���_�]�L�Y�^�T�_�T�Z�Y�^��

�b�T�_�S�T�Y���Z�`�]���W�Z�N�L�W���L�Y�O���R�W�Z�M�L�W���P�N�Z�Y�Z�X�T�P�^����
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5.1 Introduction

�0�Y�_�]�Z�[�d���L�Y�O���P�X�[�L�_�S�d���L�]�P���O�T�¬�]�L�N�_�T�a�P���L�Y�O��

�T�Y�_�P�]�]�P�W�L�_�P�O���[�]�Z�N�P�^�^�P�^�h�X�L�V�T�Y�R���b�L�a�P�^���T�Y�_�Z���P�L�N�S��

�Z�_�S�P�]�����0�Y�_�]�Z�[�d���N�L�Y���R�P�Y�P�]�L�_�P���]�T�[�[�W�P�^���Z�Q���P�X�[�L�_�S�d��

�O�`�]�T�Y�R���T�Y�O�T�a�T�O�`�L�W���L�Y�O���N�Z�W�W�P�N�_�T�a�P���P�c�[�P�]�T�P�Y�N�P�^���Z�Q��

�O�T�^�Z�]�O�P�]�����b�S�T�W�P���P�X�[�L�_�S�d���N�L�Y���X�Z�a�P���_�S�]�Z�`�R�S���O�T�^�Z�]�O�P�]�P�O��

�^�d�^�_�P�X�^�����L�W�_�P�]�T�Y�R���P�¬�P�N�_�^�����L�¬�P�N�_�^�����L�Y�O���M�P�S�L�a�T�Z�`�]�^����

�4�Y���_�S�T�^���P�c�P�R�P�^�T�^���4���S�L�a�P���[�W�L�N�P�O���_�S�P���_�P�]�X�^���P�Y�_�]�Z�[�d���L�Y�O��

�P�X�[�L�_�S�d���T�Y���L�¯�]�X�L�_�T�a�P���]�P�W�L�_�T�Z�Y�����^�S�T�Q�_�T�Y�R���[�P�]�N�P�[�_�T�Z�Y�^��

�Z�Q���_�S�P�T�]���O�`�L�W�T�_�d��135 

�4���[�]�Z�[�Z�^�P���_�S�L�_���[�]�Z�N�P�^�^�P�^���Z�Q���P�Y�_�]�Z�[�d���L�Y�O���P�X�[�L�_�S�d��

�L�]�P���L�N�_�T�a�P���b�T�_�S�T�Y���^�Z�N�T�L�W�����N�]�P�L�_�T�a�P�����L�Y�O���[�]�Z�O�`�N�_�T�a�P��

�^�d�^�_�P�X�^�h�T�Y�N�W�`�O�T�Y�R���[�L�T�Y�_�T�Y�R�^���L�Y�O���[�T�N�_�Z�]�T�L�W���^�[�L�N�P��

���B�Z�]�]�T�Y�R�P�]�����$�$�"����136���;�]�Z�N�P�^�^�P�^���Z�Q���P�Y�_�]�Z�[�d���L�Y�O��

�P�X�[�L�_�S�d���S�P�W�[���N�Z�X�[�Z�^�P���L�Y�O���O�P�N�Z�X�[�Z�^�P���Z�`�]���P�X�Z�_�T�Z�Y�L�W��

�L�Y�O���L�P�^�_�S�P�_�T�N���]�P�W�L�_�T�Z�Y�^���M�d���T�Y�O�`�N�T�Y�R�����]�P�[�]�Z�O�`�N�T�Y�R����

�L�Y�O���]�P�N�L�W�T�M�]�L�_�T�Y�R���L�¬�P�N�_�^�����P�X�Z�_�T�Z�Y�^�����L�Y�O���L�N�_�T�Z�Y�^�����1�Z�]��

�P�c�L�X�[�W�P�����Z�M�^�P�]�a�T�Y�R���P�c�[�P�]�T�P�Y�N�P�^���Z�Q���O�T�^�Z�]�O�P�]���Z�]���O�T�^�L�^�_�P�]��

�X�T�R�S�_���[�]�Z�a�Z�V�P���P�X�[�L�_�S�d���b�T�_�S�T�Y���L�Y���T�Y�O�T�a�T�O�`�L�W�����b�S�T�W�P��

�_�S�P�T�]���[�`�M�W�T�N���Z�]���^�Z�N�T�L�W���P�c�[�]�P�^�^�T�Z�Y���Z�Q���_�S�T�^���P�X�[�L�_�S�d���N�L�Y��

135     Instead of a material/immaterial and physical/psychosocial duality (two sides of one coin or two forces working in opposition), I 
have found that entropy and empathy are more intimately related and interconnected in their processes of perception and a�ect.

136     My thinking developed from reading Wilhelm Worringer’s Abstraction and Empathy: A Contribution to the Psychology of Style while 
I was at the Jan van Eyck Academy in 2016/2017, and working on my PhD proposal.

137     Expanded forms of empathy have developed in response to anti-colonial scholarship, and within aspects of ecopsychology, new 
materialism and agential realism.

�_�]�T�R�R�P�]���P�X�[�L�_�S�P�_�T�N���]�P�^�[�Z�Y�^�P�^���M�P�d�Z�Y�O���_�S�P�X�^�P�W�a�P�^�h�_�S�P��

�[�]�Z�N�P�^�^�P�^���Z�Q���P�X�[�L�_�S�d���L�]�P���]�P�[�]�Z�O�`�N�P�O�����b�T�_�S���a�L�]�T�L�_�T�Z�Y����

�M�P�d�Z�Y�O���_�S�P���T�Y�T�_�T�L�W���_�T�X�P���L�Y�O���^�[�L�N�P���Z�Q���O�T�^�Z�]�O�P�]�����4�Y��

�_�S�T�^���^�P�N�_�T�Z�Y���4���O�T�^�N�`�^�^���_�S�T�^���T�Y���]�P�W�L�_�T�Z�Y���_�Z���L���S�T�^�_�Z�]�d��

�Z�Q���[�]�Z�N�P�^�^���M�L�^�P�O���[�S�T�W�Z�^�Z�[�S�d���L�Y�O���[�P�]�^�Z�Y�L�W�T�^�X���_�S�L�_��

�T�Y�®�`�P�Y�N�P�O���_�S�P���O�P�a�P�W�Z�[�X�P�Y�_���Z�Q���Y�Z�Y���4�Y�O�T�R�P�Y�Z�`�^���L�]�_���L�Y�O��

�^�N�T�P�Y�N�P���T�Y���_�S�P�������_�S���N�P�Y�_�`�]�d�����B�S�T�_�P�S�P�L�O�����$�"�#�&�����$�"�$����

�.�Z�Y�N�P�[�_�^���Z�Q���P�X�[�L�_�S�d���S�L�a�P���W�Z�Y�R���M�P�P�Y���L�[�[�W�T�P�O���_�Z��

�Y�Z�Y���S�`�X�L�Y���^�[�P�N�T�P�^���b�T�_�S�T�Y���4�Y�O�T�R�P�Y�Z�`�^���N�`�W�_�`�]�P�^����

�b�S�T�W�P���_�S�P���[�Z�^�^�T�M�T�W�T�_�T�P�^���Z�Q���]�P�N�T�[�]�Z�N�T�_�d���L�Y�O���Y�Z�Y���S�`�X�L�Y��

�L�R�P�Y�_�T�L�W���[�Z�b�P�]�^���S�L�a�P���M�P�P�Y���]�P�N�Z�R�Y�T�^�P�O���b�T�_�S�T�Y���Y�Z�Y��

�4�Y�O�T�R�P�Y�Z�`�^���^�N�T�P�Y�N�P���L�Y�O���[�S�T�W�Z�^�Z�[�S�d���X�Z�]�P���]�P�N�P�Y�_�W�d��

���?�Z�O�O���������!�&���2�L�`�W�O�������������������"���0�X�[�L�_�S�d���M�P�d�Z�Y�O��

�S�`�X�L�Y�^���S�L�^���M�P�P�Y���N�Z�Y�_�P�c�_�`�L�W�T�^�P�O���b�T�_�S�T�Y���L���W�L�]�R�P�]��

�i�P�N�Z�Y�Z�X�d�j���L�Y�O���[�Z�W�T�_�T�N�^���Z�Q���P�X�Z�_�T�Z�Y�����T�Y�N�W�`�O�T�Y�R���_�S�P��

�Z�Y�R�Z�T�Y�R���^�`�M�U�P�N�_�T�a�P���L�Y�O���T�Y�_�P�]�^�`�M�U�P�N�_�T�a�P���T�X�[�L�N�_�^���L�Y�O��

�L�_�X�Z�^�[�S�P�]�P�^���Z�Q���N�Z�W�Z�Y�T�L�W�T�_�d�����,�S�X�P�O�����������&���2�L�`�W�O�����������&��

�-�P�W�W���������#����

�4�Y���L���[�L�T�Y�_�T�Y�R�����P�X�[�L�_�S�d���L�Y�O���T�Y�^�T�R�S�_���T�Y�®�`�P�Y�N�P��

�S�L�Y�O�W�T�Y�R���Z�Q���X�L�_�P�]�T�L�W�^���L�Y�O���T�Y�_�P�]�L�N�_�T�Z�Y�^���b�T�_�S��

5: Empathy: Biopolymer 
Materialism
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�R�]�Z�`�Y�O�^���L�Y�O���^�`�[�[�Z�]�_�^�����?�S�T�^���S�L�^���T�Y�Q�Z�]�X�P�O���X�d��

�Z�b�Y���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q���X�L�_�P�]�T�L�W���L�Y�O���N�Z�X�[�Z�^�T�_�T�Z�Y�L�W��

�O�T�^�Z�]�O�P�]�����L�Y�O���T�Y�®�`�P�Y�N�P�O���_�S�P���O�P�Q�Z�]�X�L�_�T�Z�Y���L�Y�O��

�O�P�N�Z�X�[�Z�^�T�_�T�Z�Y���_�S�L�_���P�X�P�]�R�P�O���T�Y��Greywacke love poems 

returns �����������$�������T�Y���M�Z�_�S���T�_�^���N�Z�L�^�_�L�W���L�[�[�P�L�]�L�Y�N�P���L�Y�O���L�^��

�[�L�]�_���Z�Q��Listening Stones Jumping Rocks���L�_���_�S�P���,�O�L�X��

�,�]�_���2�L�W�W�P�]�d���������������������#���4�Y���>�P�N�_�T�Z�Y���1�T�a�P���4���_�S�T�Y�V���L�M�Z�`�_��

�_�S�P�^�P���b�Z�]�V�^���b�T�_�S���]�P�Q�P�]�P�Y�N�P���_�Z���X�P�_�S�Z�O�^���Z�Q���O�P�N�]�P�L�_�T�Z�Y��

���B�P�T�W�����������������N�Z�X�[�Z�^�T�_�T�Z�Y�T�^�X�����7�L�_�Z�`�]�����������������L�Y�O��

�O�P�]�L�Y�R�P�X�P�Y�_�����2�S�Z�^�S���������!������

�.�]�T�_�T�N�L�W���P�X�[�L�_�S�d�����7�Z�M�M���������"�������N�Z�Y�^�T�O�P�]�^���S�Z�b��

138     In the intergenerational painting Paint over, use again, made with �lmmaker Jess Charlton for the Govett-Brewster Gallery in 
Taranaki (2021), there are poetic leaps and propositions for extension of empathetic understanding to materials (Gauld 2014).

139     Empathy operates within habitus (our perceptions and behavioural predispositions); cultural capital (inherited and learned class-
based cultural skills and wealth); and the aesthetic codes associated with each of these (Tzanakis 2011; Bourdieu 1977). 

140     As part of social reproduction this creates and compounds intergenerational inequities in the distribution of resources and access 
to systems of both economic and cultural capital.

�P�X�[�L�_�S�d���T�^���M�P�T�Y�R���`�^�P�O���b�T�_�S�T�Y���N�Z�Y�_�P�X�[�Z�]�L�]�d���[�Z�W�T�_�T�N�^��

�L�Y�O���Z�]�R�L�Y�T�^�L�_�T�Z�Y�L�W���W�P�L�O�P�]�^�S�T�[�����b�S�T�W�P���]�P�L�N�_�T�Z�Y�L�]�d��

�Q�L�]���]�T�R�S�_���[�Z�W�T�_�T�N�^���L�Y�O���[�Z�[�`�W�T�^�X���R�P�Y�P�]�L�_�P���S�L�_�P�Q�`�W��

�L�Y�O���O�T�a�T�^�T�a�P���]�S�P�_�Z�]�T�N�����>�P�W�P�N�_�T�a�P���T�Y�a�Z�N�L�_�T�Z�Y���L�Y�O��

�[�P�]�Q�Z�]�X�L�Y�N�P���Z�Q���P�X�[�L�_�S�d���T�Y�Q�Z�]�X�^���^�Z�N�T�L�W���[�]�Z�O�`�N�_�T�Z�Y��

�L�Y�O���]�P�[�]�Z�O�`�N�_�T�Z�Y�����b�S�P�]�P�M�d���P�c�T�^�_�T�Y�R���T�Y�P�\�`�T�_�T�P�^���L�]�P��

�]�P�[�]�Z�O�`�N�P�O���M�P�_�b�P�P�Y���R�P�Y�P�]�L�_�T�Z�Y�^���L�Y�O���Z�]���Y�P�b���Z�Y�P�^��

�L�]�P���[�]�Z�O�`�N�P�O�����?�e�L�Y�L�V�T�^�����������&���-�Z�`�]�O�T�P�`�����$�"�"���������$ 

�/�P�[�P�Y�O�T�Y�R���Z�Y���Z�`�]���P�c�T�^�_�T�Y�R���]�P�W�L�_�T�Z�Y�^�S�T�[�^�����P�X�[�L�_�S�d���N�L�Y��

�O�]�L�b���L�_�_�P�Y�_�T�Z�Y���_�Z���T�Y�P�\�`�T�_�T�P�^���L�Y�O���L�W�^�Z���Z�M�^�N�`�]�P���_�S�P�X�������� 

�.�]�T�_�T�N�L�W���P�X�[�L�_�S�d���L�^�V�^���`�^���_�Z���P�c�L�X�T�Y�P���_�S�P���M�T�L�^�P�^���L�Y�O��

�1�T�R�����"�������"���� Raewyn Martyn, Greywacke love poems: returns (2019-2021), as part of 

Listening Stones Jumping Rocks, at the Adam Art Gallery, 2021. 

Image credit: photographs courtesy of Anne Noble.
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�W�T�X�T�_�^���Z�Q���X�d���Z�b�Y���P�X�[�L�_�S�d�����L�Y�O���_�S�P���P�c�[�W�Z�T�_�L�_�T�Z�Y���Z�Q���T�_�^��

�T�Y�N�W�`�^�T�a�P���L�Y�O���P�c�N�W�`�^�T�a�P���P�¬�P�N�_�^��

�?�S�P���N�]�T�_�T�\�`�P�^���Z�Q���P�X�[�L�_�S�P�_�T�N���[�Z�W�T�_�T�N�L�W���]�S�P�_�Z�]�T�N���_�S�L�_��

�4�j�a�P���Y�Z�_�P�O���L�M�Z�a�P�����]�P�N�Z�R�Y�T�^�P���_�S�P���R�L�[���M�P�_�b�P�P�Y���X�T�Y�O���L�Y�O��

�L�N�_�T�Z�Y�����L�¬�P�N�_�T�a�P���^�[�P�P�N�S���L�Y�O���P�¬�P�N�_�T�a�P���L�N�_�T�Z�Y��������  Within 

�_�S�T�^���R�L�[�����_�S�P�]�P���L�]�P���N�Z�Y�Y�P�N�_�T�Z�Y�^���_�S�L�_���]�P�X�L�T�Y���[�Z�^�^�T�M�W�P��

�M�P�_�b�P�P�Y���_�S�P���_�b�Z���X�Z�O�P�^���Z�Q���L�¬�P�N�_���L�Y�O���P�¬�P�N�_�������� ���>�Z���S�Z�b��

�O�Z�P�^���_�S�T�^���P�X�[�L�_�S�d���b�Z�]�V���b�T�_�S�T�Y���_�S�T�^���R�L�[���Z�Q���[�Z�^�^�T�M�T�W�T�_�d��

�_�Z���L�W�_�P�]���Z�`�]���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q���L�]�_�b�Z�]�V�^���L�Y�O���_�S�P���b�L�d��

�_�S�L�_���L�]�_���b�Z�]�V�^�*������  

5.2 Empathy: Biopolymer Materialism

How we learn care

�4�Y�T�_�T�L�W�W�d�����X�d���`�Y�O�P�]�^�_�L�Y�O�T�Y�R���Z�Q���P�Y�_�]�Z�[�d���L�Y�O��

�P�X�[�L�_�S�d���L�^���T�Y�_�P�]�]�P�W�L�_�P�O���[�]�Z�N�P�^�^�P�^���b�L�^���^�[�L�]�V�P�O���M�d��

�]�P�L�O�T�Y�R���B�T�W�S�P�W�X���B�Z�]�]�T�Y�R�P�]�j�^�����$���"���_�P�c�_��Abstraction 

and Empathy�����B�Z�]�]�T�Y�R�P�]�����$�$�"�������L�W�Z�Y�R�^�T�O�P���0�O�T�_�S��

�>�_�P�T�Y�j�^�����$���!���O�T�^�^�P�]�_�L�_�T�Z�Y����On the Problem of Empathy  

���>�_�P�T�Y�����$�#�$�������,�_���_�S�P���_�T�X�P���4���b�L�^���L���]�P�^�P�L�]�N�S�P�]���L�_���_�S�P��

�5�L�Y���a�L�Y���0�d�N�V���,�N�L�O�P�X�d�����Y�P�L�]���b�S�P�]�P���>�_�P�T�Y���S�L�O���W�T�a�P�O���T�Y��

�_�S�P���9�P�_�S�P�]�W�L�Y�O�^���`�Y�_�T�W�����$���������b�S�P�Y���^�S�P���b�L�^���_�L�V�P�Y���_�Z��

141     Currently, empathy and kindness are invoked and critiqued, as academics and artists seek a�ective ways through neoliberal 
inequality, austerity, and the rise of far-right populism (see Kukar, 2018). There is increased recognition that politicians’ use of empathy and 
its a�ects can become a futile performance if the experiences they invoke and provoke are not accompanied by material and structural 
actions that create greater economic and social equality and undermine the social and economic scapegoating from the far right 
(Bangstad, Bertelsen & Henkel. 2017; Lobb 2017; Kukar 2018)

142     In the philosophy of mind, an assumed dualism between mind and body has been questioned through various theories of 
interaction, seeking to understand the transformations of thoughts, feelings, and ideas, into actions and behaviours. These theories 
include epiphenomenalism, where phenomena of human experience are broken down into smaller parts. This breaks down interactions 
between mind and body, paying attention to the limits of co-relationship between physical events and mental states (Robinson 2020).

143     In their reframing of postmodernism and new materialism, Iris van der Tuin and Rijk Dolphijn argue that postmodern and new 
materialist thinkers are participating in a rewriting of modernism, working to generate knowledge without reliance on dualistic thinking. 
New materialism follows in the footsteps of Henri Bergson’s call to ‘push dualisms to an extreme’ (Dolphijn & van der Tuin 2012, 118; 
Bergson [1896] 2004, 236). And Gilles Deleuze, who focused on activating freer movements and �ows of the ideas and di�erences that 
had materialised as �xed dualisms in modernist thinking (Dolphijn & van der Tuin 2012, 117). As noted, Leong writes that this �xation with 
the removal of dualisms, also led to the disavowal of race (Leong 2016). 

144     As mentioned in earlier sections, my great grandfather lost his arm on those �elds in 1917; an event that probably saved his life and 
enabled him to return to Aotearoa, making a life as a door-to-door salesperson, news agent, and then bookshop owner. 

145     Thorough discussion of this is beyond the scope of this exegesis but I did some reading around this and most recently found a 
dissertation that discusses transgenerational epigenetics and includes sections focused on survivors of the Second World War: Howard, 
A. E. (2022). Transgenerational e�ects of trauma through epigenetic mechanisms. 
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�1�T�R�����"�������"���� Raewyn Martyn, images 

of �8�P�O�T�`�X�����]�P�N�Z�Y�­�R�`�]�P�O��, work made 

at the Jan van Eyck Academy (2016-

2017).


































































































































































