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Abstract	

			

	
This	investigation	focuses	on	the	gendered	body	as	it	internalises	power	and	knowledge	
systems	through	visualities	and	gestural	routines.	Tropes	of	normalcy	and	deviancy,	
positioned	through	the	perspective	of	the	deviant	woman,	are	dislodged	through	a	
performative	mode	of	research	and	practice.	The	genealogy	of	normalcy	is	discussed	in	
relation	to	the	visual	devices	that	formulate	its	social	constitution	in	the	cultural	screen	and	
the	gaze.	This	historicity	is	dissected	within	nineteenth	century	emergent	forms	of	data	
modelling	(physiognomy,	sociology	and	photography)	and	considered	within	Johanna	
Drucker’s	term	graphesis	-	as	forms	of	visual	coding	that	distill	complex	information	into	
static	visual	representations.	These	homogenised	visualities,	enacted	through	fields	of	
power	and	capital	are	integrated	and	then	performed	in	and	through	the	gendered	habitus	
(the	site	of	gendered	formation	and	articulation).		

The	deviant	woman	inhabits	the	tropes	of	normalcy	in	the	studio	to	re-perform	processes	of	
gestural	inscription	for	the	camera.	These	actions	are	fatigued	through	the	excesses	of	
parody,	repetition	and	endurance,	strategies	that	draw	on	Judith	Butler’s	theories	of	
citational	acts.	The	residual	traces	of	these	acts	are	anamorphically	distorted	through	
multiple	copy	processes	and	drawing.	These	processual	deconstructions	use	affect‘s	
momentum	to	create	a	contested	site	for	the	gestural	inscription	–	an	undefined	space	of	
potential.	The	term	smooth	space,	from	Gilles	Deleuze	and	Felix	Guattari,	will	be	applied	to	
this	undefined	arena,	which	is	considered	as	open	and	indeterminate	in	opposition	to	fixed	
and	culturally	limited	striated	space.	
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Introduction:	Demarcating	the	Field	
	

The	bodies	of	disordered	women	…	offer	themselves	as	an	aggressively	graphic	
text	for	the	interpreter—a	text	that	insists,	actually	demands,	that	it	be	read	as	a	
cultural	statement,	a	statement	about	gender.1	
																																																																																				(Susan	Bordo,	1997)	
	
	

This	exegesis	negotiates	my	own	complicity	in	the	formation	and	implementation	of	gender	

normativity	through	creative	research	practice	that	harnesses	affect	to	propel	slippages	

from	the	fixity	of	typological	(re)enactments	and	representations.	The	social	practices	that	

formulate	typologies	of	normalcy	are	interrogated	through	genealogical	analysis	and	

deconstructed	within	performative	modalities.	These	processes	re-script	an	expanded	zone	

of	action	for	Othered	female	subjects.2	

	

I	assume	the	trope	of	the	deviant	woman	as	a	research	position	to	examine	the	

historical,	epistemological,	and	cultural	frameworks	that	form	stereotypes,	with	a	

specific	focus	on	gesture	and	visual	codifications. These	are	discussed	as	forms	of	

knowledge	that	produce	the	gendered	subject.	They	are	examined	to	comprehend	the	co-

dependent	processes	that	produce	the	subject’s	embodied	schematic	and	the	broader	

cultural	screen.	Methodologies	to	disrupt	the	Othered	gendered	state	(as	the	deviant	

woman)	are	identified	in	order	to	sabotage	its	ongoing	procreation.	In	particular,	striated	

processes	that	categorise	subjects	through	the	gaze	and	representational	practices	are	

targeted	for	interventions.	

	

                                            
1	Susan	Bordo,	“The	Body	and	the	Reproduction	of	Femininity,”	in	Writing	on	The	Body:	Female	
2 Homi	Bhabha,	“The	Other	Question:	Difference,	Discrimination	and	the	Discourse	of	Colonialism,”	
in	Out	There:	Marginalisation	and	Contemporary	Cultures	(Cambridge,	MA:	MIT	Press,	1990),	71–89. 
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As	a	visual	artist	querying	my	own	relation	to	knowledge	production,	the	methods	through	

which	these	practices	operate	are	of	primary	importance.	Visual	artefacts	sustain	and	

coerce	subject	formation	and	fixity	in	the	social	grid.	They	can	also	subvert	the	enclosure	of	

bodies	as	capital	by	targeting	structural	exigencies	with	non-Cartesian	forms	of	discourse,	

dissent,	and	confusion.	It	is	these	states	of	rupture	that	my	research	attempts	to	foster	by	

appropriating	instrumental	modes	of	‘seeing’	that	constitute	the	schematics	of	typologies,	

within	a	framework	of	parody,	repetition,	and	disorder.		

	

Striated	representational	practices	are	targeted	for	their	role	as	visual	priming	schedules;	

that	is,	images	that	sustain	systems	of	privilege.	These	visualities	define	systems	of	

exclusionary	logic	that	are	interiorised	by	the	subject	as	forms	of	‘truth’.	These	are	then	self-

justified	within	the	closed	system	of	production	and	consumption	in	the	cultural	screen.	

Ocular	saturation	entrenches	and	self-legislates	definitions	of	normalcy	(and	deviancy),	

sustained	within	the	reproduction	of	visualities,	through	copy	culture	and	gestural	displays	

of	the	body.	These	gestural	acts	of	the	body	(as	mimetic	citations	of	learnt	protocols)	

interweave	with	the	graphic	enterprises	that	prime	the	subject	to	facilitate	a	coerced	

normativity.	Here,	normativity	is	defined	as	the	presentation	of	the	average	social	

schematic.	The	state	of	being	labelled	‘deviant’	exists	in	relation	to	the	demarcations	of	

normalcy,	where	the	excesses,	historically	formulated	into	hysteria	and	criminality,	or	

inversions,	historically	as	neurosis,	operate	outside	of	the	gridded	matrix	of	the	average.	

The	visual	schedules	that	substantiate	this	normativity	are	reviewed	for	their	historical	and	

contemporary	construction	of	the	screen,	and	to	provide	a	material	praxis	for	

reconstitution.		
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The	enterprises	of	copy	culture	and	printmedia	are	interrogated	within	heuristic	research	

that	incorporates	biographical	perspectives	through	the	persona	of	the	deviant	woman.	

Inhabiting	the	position	of	the	deviant	woman	permits	an	unravelling	of	the	inscriptive	

protocols	of	the	body,	from	within	the	body	itself.	Archiving	practices	use	the	performative	

residue	from	studio	investigations	to	invert	fixed	representations	through	a	return	to	the	

mediums	of	photography	and	print,	and	the	trace	residues	of	drawing.	

	

Conceptual	blending,	circularity,	and	cultural	immersion	drive	a	research	process	that	seeks	

to	query	rather	than	answer,	to	challenge	the	single	point	perspectives	of	academic	

knowledge	production.	In	The	Field	Is	to	the	Sky,	Only	Backwards,	Aneta	Szlak	describes	the	

way	in	which	arts-based	practice	and	research	methodologies	can	incorporate	multiple	

perspectives	as	contributing	layers	to	investigate	complex	ideas.	This	approach	is	

particularly	useful	in	investigating	embodied	subjectivity	as	it	avoids	reclassifying	the	body	

within	formalist	frameworks	that	preclude	affect	and	its	level	of	comprehension	outside	of	

logic.	Szlak	states:	

Artistic	practices	connected	to	the	production	of	knowledge	interrogate	the	
mechanisms	of	identification,	naming,	categorising	and	systematic	thinking.	
Their	matter	of	concern	is	often	with	how	knowledge	is	applied	and	how	it	can	
be	applied	differently,	and	how	methods	from	different	fields	can	overlap	to	
reveal	what	we	really	want	to	know.	They	study	circulation,	relations,	and	
fluctuations	and	challenge	our	systems	of	representation	and	knowledge.3	

	

This	research	approach	also	draws	upon	writings	by	Rosi	Braidotti,	and	Gilles	Deleuze	and	

Felix	Guattari,	who	propose	a	bricolage	within	thinking	and	practice	to	engage	with	a	fluidity	

                                            
3	Aneta	Szylak,	The	Field	Is	to	the	Sky,	Only	Backwards	(Brooklyn,	NY:	International	Studio	and	
Curatorial	Program,	2013),	11,	http://iscp-nyc.org/wp-content/uploads/2015/12/web-The-Field-is-
to-the-Sky.pdf.	
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or	multi-modal	discourse	that	promotes	movement	over	fixity	as	knowledge	constitution.4	A	

discourse	of	bricolage	weaves	within	and	without	embodied	perspectives	to	open	dialogues	

rather	than	conclude	them.	An	arts	practice	situated	in	dislodging	inequitable	forms	of	

privilege	sustained	upon	patriarchal	knowledge	regimes	aligns	with	such	an	approach	that	

avoids	the	instantiation	of	new	archives	of	fixity	and	power.	Such	a	practice	“means	the	

crossing	of	disciplinary	boundaries	without	concern	for	the	vertical	distinctions	around	

which	they	have	been	organised.	Methodologically,	this	style	comes	close	to	the	‘bricolage’	

by	the	structuralists	…,	it	also	constitutes	a	practice	of	‘theft’,	or	extensive	borrowing	of	

notions	and	concepts.5	Rosi	Braidotti	continues	to	discuss	this	approach	in	Nomadic	Subjects	

as	a	form	of	feminist	‘nomadism’,	a	practice	of	not	just	skirting	formalist	approaches	to	

rationality,	but	actively	embracing	slippages	into	non-incorporated	zones	of	comprehension	

and	un-comprehension.	This	transitory	zone	is	a	productive	space	of	knowing	and	not	

knowing,	that	allows	new	creative	pathways	to	form	outside	of	Cartesian	knowledge	

formations	and	within	a	situated	bodily	movement	towards	partial	comprehension.	

Braidotti	places	these	practices	within	Deleuze	and	Guattari’s	concept	of	deterritorialisation,	

an	approach	that	I	have	used	within	my	research	practice	to	facilitate	slippages	into	un-

cultured	arenas,	and	to	understand	the	primacy	of	unfixing	the	social	subject	as	a	form	of	

knowledge	production	itself.6		

	

This	research	is	a	performative	explication	of	the	gendered	subject	from	outside,	within,	

under,	and	through	processes	and	fields	of	embodied	constitution.	It	is	used	in	order	to	shift	

the	position	of	the	deviant	woman,	an	exaggerated	representation	of	feminine	boundary	
                                            
4	Rosi	Braidotti,	Nomadic	Subjects	(New	York:	Columbia	University	Press,	2011),	37;	Gilles	Deleuze	
and	Félix	Guattari,	A	Thousand	Plateaus	(Minneapolis:	University	of	Minnesota	Press,	1987). 
5	Braidotti,	Nomadic	Subjects,	37.	
6	Deleuze	and	Guattari,	A	Thousand	Plateaus. 
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control.	This	method	is	chosen	as	“‘deviant	bodies’	have	been	used	implicitly	and	intricately	

to	shore	up	notions	of	what	is	normal	and	what	is	not”.7	Thus	the	deviant	woman’s	

peripheral	position	in	the	cultural	grid	provides	a	citational	paradigm	for	both	the	norm	and	

its	excesses.	She	also	informs	my	research	from	within	her	historicity—that	is,	the	cultural	

forms	that	have	substantiated	her	in	images	such	as	witch	and	hysteria	tropes—and	for	her	

biographical	and	autobiographical	assemblage	in	relation	to	my	narrative	as	an	Othered	

woman.		

	

This	methodology	of	bricolage	is	contextualised	within	parafeminist	visual	arts	practices,	a	

term	conceived	by	Amelia	Jones	as	“a	conceptual	model	of	critique	and	exploration	that	is	

simultaneously	parallel	to	and	building	on	(in	the	sense	of	rethinking	and	pushing	

boundaries	of,	but	not	superceding)	earlier	feminisms”.8	Working	within	a	critique	of	

systemic	power	formations	and	feminism,	the	artists	discussed	in	this	exegesis	instigate	

parasitic	practices	of	performative	disorder	and	citation.	They	assemble	dialogues	that	

confuse	ongoing	processes	of	fixity	within	complex,	divergent,	and	oppositional	articulations	

of	the	female	subject	that	offer	a	resistance	to	exclusion,	privilege,	and	power.	This	

integrates	fresh	perspectives	and	contradictory	outcomes	while	paying	homage	to	previous	

feminist	investigations	of	gender	and	power.	Binary	formations	are	not	abandoned	but	re-

contextualised	with	non-binary	potentials	in	forms	of	confrontation	so	that	“the	possibilities	

of	their	reconnections,	their	realignment	in	different	‘systems’	is	established”.9	These	ideas	

suggest	that	rather	than	attempting	to	erase	binaries,	they	can	be	played	with	in	
                                            
7	Jacqueline	Urla	and	Jennifer	Terry,	“Mapping	Embodied	Deviance,”	in	Deviant	Bodies	ed.	Jacqueline	
Urla	and	Jennifer	Terry	(Bloomington,	IN:	Indiana	University	Press,	1995),	5.	
8	Amelia	Jones,	Self/Image:	Technology,	Representation,	and	The	Contemporary	Subject	(New	York	
and	London:	Routledge,	2006),	213.	
9	Elizabeth	Grosz,	Space,	Time	and	Perversion:	Essays	on	the	Politics	of	Bodies	(New	York	and	London:	
Routledge,	1995),	131–32. 
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deformations	of	contradictory	confusion,	to	expand	repertoires	of	representation	into	new	

complexities.	Thus,	the	delineations	of	boundary	semantics	are	fatigued	into	a	porous	

surface	edge	that	allows	entries	and	exits	from	the	fixity	of	Othering.	This	approach	

considers	the	destabilisation	of	social	norms	is	most	productive	within	processes	of	

dislodgement,	rather	than	attempting	to	erase	representation	itself.	Instead,	quotation,	

partial	erasure,	and	re-inscription	enact	a	processural	agency.	

	

The	gestural	protocols	that	substantiate	both	the	norm	and	the	deviant,	are	investigated	for	

the	way	that	they	constitute	signs	that	denote	social	capital	within	technologies	of	the	gaze,	

and	for	their	kinaesthetic	production	in	forming	the	gendered	habitus.	These	elements	are	

discussed	in	separate	sections	within	this	exegesis	and	then	within	their	intertextual	

manifestations.	The	gendered	habitus	is	defined	from	readings	of	Pierre	Bourdieu	and	

Marcel	Mauss,	and	considered	as	a	system	of	embodied	practices	and	perceptions	that	

define	the	way	subjects	perceive	and	act	within	the	world	as	a	result	of	their	internalised	

schematic.10	This	habitus	is	formed	through	mimetic	processes	where	the	subject’s	existing	

fields	of	action	(social	class,	gender,	available	capital,	and	resources)	are	directly	

incorporated	with	the	body	and	re-performed	through	its	daily	practices	(visible	within	

gesture	and	language).	The	habitus	is	thus	determined	by	external	fields	of	action,	and	the	

body’s	biological	and	embodied	relation	to	those	fields.	When	considering	gender,	the	

habitus	and	its	internalised	suite	of	actions	and	reactions	perform	a	restricted	field	of	

permissible	agency	and	movement,	when	compared	to	male	subjects.	The	formation	of	this	

                                            
10	Pierre	Bourdieu,	Outline	of	a	Theory	of	Practice	(Cambridge	and	New	York:	Cambridge	University	
Press,	1977);	Marcel	Mauss,	"Techniques	of	the	Body,"	Economy	and	Society	2	no.	1	(1973):	70–88. 
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gendered	habitus	also	has	a	co-dependent	relationship	to	visual	codes,	as	substantiated	in	

the	cultural	screen.		

	

The	cultural	screen,	within	the	context	of	this	exegesis,	is	considered	as	a	suite	of	metaphors	

that	underwrite	the	perspectival	regimes	of	a	given	society.	Our	current	neo-liberal	

economy	projects	a	Realist	screen	of	false	objectivity	driven	by	the	production	of	‘visual	

primers’.	This	viewpoint	emerges	from	traditional	Greek	philosophy,	in	which	the	central	

subject	position	was	taken	as	being	a	male	immersed	in	the	ideality	of	logic.	Renaissance	

perspective	continued	to	refine	this	objective	momentum,	to	define	a	particularised	way	of	

constituting	the	world	within	representations	of	‘truth’.	Through	these	distilled	

representational	practices,	the	manner	in	which	subjects	perceive	and	constitute	their	

shared	reality	on	the	screen	becomes	homogenised	and	striated.	Elizabeth	Grosz	discusses	

in	Space,	Time	and	Perversion	how	this	tendency	within	the	history	of	Western	philosophy	

erases	multiplicities	so	that	“thought	loses	its	force	of	difference,	its	positive	productivity	

and	is	subordinated	to	sameness”.11	These	systems	of	logic	converged	within	a	capital-based	

colonising	of	the	body	during	the	nineteenth	century	when	the	medicalised,	sociological,	

and	statistical	gaze	harnessed	a	quasi-scientific	justification	for	surface	renditions	as	

absolute	comprehensions.	Photography	and	printmaking	facilitated	a	representational	

desire	within	appearance,	presentation,	and	gesture	by	‘capturing’	the	subject	as	an	object,	

within	a	fixed	and	permanent	archive.	Taxonomic	principles	graded	the	subject	within	

definitions	of	normalcy,	and	exclusions	of	deviancy,	as	they	are	(and	were)	defined	with	the	

capital	fields	of	the	Realist	archive.		

	

                                            
11	Grosz,	Space,	Time	and	Perversion,	130.	



 
 

16 

Normativity	

The	conceptual	premise	of	social	normativity	in	relation	to	the	formation	of	Othering	

schedules	is	discussed	in	some	detail	in	Chapter	1.	I	would	like	to	note	in	this	introduction	

that	social	normativity	does	not	simply	denote	a	form	of	social	surveillance	over	acceptable	

social	conduct,	although	it	does	fulfill	this	function.	Rather,	it	instigates	an	epistemological	

framework	that	justifies	a	surface	explication	of	statistical	formations	of	averageness,	where	

averageness	is	based	upon	an	ideal	gendered	performance	and	not	the	recognition	of	

difference.	In	emerging	from	the	perspectival	regimes	of	Cartesian	logic	and	the	medical	

gaze,	normalcy	also	positioned	the	male	as	the	ideal	average	composite	and	the	female	as	

the	deviant	or	statistical	anomaly.	Thus,	as	Rosi	Braidotti	contends,	

the	misogyny	of	discourse	is	not	an	irrational	exception	but	rather	a	tightly	
constructed	system	that	requires	difference	as	perforation	in	order	to	erect	
the	positivity	of	the	norm.	In	this	respect,	misogyny	is	not	a	hazard	but	rather	
the	structural	necessity	of	a	system	that	can	only	represent	‘otherness’	as	
negativity.12		
	
	

This	notion	of	average,	when	applied	to	embodied	representations	is	a	statistical	

homogenisation	of	difference	into	compressed	formations	of	exclusions	and	deviancies.	

These	coercive	processes	force	the	female	to	embody	a	restricted	habitus	of	movement	and	

agency.	Subjects	who	are	doubly	Othered	through	race,	disability,	or	difference	(as	the	

deviant)	are	corralled	within	even	more	regimented	schedules	of	representation.	The	

formation	of	these	stereotypes	fixes	the	deviant	woman	within	a	narrow	range	of	

movement	in	the	cultural	grid.	This	carceral	bandwidth	is	articulated	by	the	body	within	

gestural	displays	that	confirm	the	social	marker	of	exclusion	or	submission	of	the	subject.		

	

                                            
12	Rosi	Braidotti,	“Mothers,	Monsters	and	Machines,”	in	Writing	on	The	Body:	Female	Embodiment	
and	Feminist	Theory,	ed.	Katie	Conboy	et	al.	(New	York:	Colombia	University	Press,	1997),	64.	
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This	enclosed	habitus	is	discussed	within	this	exegesis	as	constituted	through	the	visualities	

that	prime	behaviours	and	prejudges,	the	legislative	protocols	that	inhibit	and	coerce	

thinking,	and	the	kinaesthetic	feedback	loops	that	form	inscriptive	bodily	augmented	sites	

of	cultural	formation	and	instantiation.	Specific	actions	are	targeted	in	the	studio	to	isolate	

proprioceptive	loops	of	production	within	their	active	phase	of	constituting	the	subject.	

Proprioception	is	defined	as	the	ability	to	sense	and	comprehend	stimuli,	such	as	

movement,	equilibrium,	position,	gestural	relations,	and	spatial	equivalences,	in	the	body	

through	proprioceptive	nerves.	These	processes	form	a	sensory	knowledge	base	between	

the	exterior	and	interior	bodily	experiences	that	produces	a	foundational	schematic	of	

interiorised	power	relations.	Studies	that	measure	gender	productions	of	differential	social	

positions	through	proprioception	are	discussed	throughout	this	exegesis	in	order	to	provide	

a	contextual	analysis	of	how	power	influences	the	formation	of	the	female	gendered	habitus	

through	such	kinaesthetic	loops.		

	

This	bodily	driven	research	mode	inhabits	each	action	within	its	specific	protocols	to	obtain	

a	phenomenological	comprehension	of	its	constitution.	Gestural	processes	of	subjective	

enclosure	are	unravelled	through	performance	and	visualities	that	directly	record	the	haptic	

relations	of	the	body.	The	actions	under	scrutiny	throughout	this	exegesis	are	the	

movements	of	throwing,	sitting,	and	making	a	fist.	These	were	selected	for	their	ability	to	

demonstrate	a	gender-specific	paradigm	within	the	articulation.	These	gestures	possess	a	

gendered	differentiation	that	cannot	be	accounted	for	on	the	basis	of	biological	difference	

alone.	Each	of	these	articulations	also	has	associated	sociological	literature	that	examines	

the	proprioceptive	formation	and	incorporation	within	the	subject	on	gender	grounds.	

Reviewing	this	research	early	within	my	candidature	instigated	heuristic	research	that	
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utilises	a	performative,	iterative,	and	citational	model	of	studio	investigation	through	the	

artist’s	body.	This	manifests	through	a	process	of	hyper	repetition	of	each	gesture	within	

each	micro	articulation	of	its	formation	-	so	that	through	an	excess	of	production,	new	

schedules	may	enunciate,	old	schedules	may	fatigue,	and	bodily	comprehensions	may	

become	known	through	affect.	This	repetition	with	difference	sabotages	the	root	axes	of	

trope	formation	within	the	processes	of	their	production.	These	slippages	within	the	pattern	

of	(re)production	release	the	subject	from	the	fixity	of	striated	space.		

	

Striated	space	is	cultured,	demarcated,	formalised,	and	homogenous,	where	homogeneity	is	

a	limitation	on	capacities.	In	contrast,	smooth	space	exists	outside	of	the	cultured	matrix	of	

measurements,	incremental	acquisition	and	prescriptions	of	perception.	It	is	a	fluid	arena	of	

multiplicities	that	allows	access	to	residual	affect.	Deleuze	and	Guattari	define	smooth	space	

as	being:	

filled	by	events	or	haecceities,	far	more	than	by	formed	and	perceived	things.	It	
is	a	space	of	affects,	more	than	one	of	properties.	It	is	haptic	rather	than	optical	
perception.	Whereas	in	striated	forms	organise	a	matter,	in	the	smooth	
materials	signal	forces	and	serve	as	symptoms	for	them.13		

	

Engaging	in	studio	processes	of	deterritorialisation	facilitates	momentary	exit	points	from	

striated	space,	where	affect	is	held	bounded	in	the	social	fixity	of	the	subject,	to	enter	into	

smooth	spaces	where	affect	can	be	harnessed	as	a	processural	force	to	rupture	the	

perpetual	loops	of	kinaesthetic	formation.	Through	this,	the	artist’s	body	engages	in	a	“self-

touching	and	auto-affection	that	both	instantiates	and	questions	the	stability	of	the	

                                            
13	Deleuze	and	Guattari,	A	Thousand	Plateaus,	479.	



 
 

19 

subject”,	an	instability	that	returns	to	the	social	spaces	of	formation	through	visual	arts	

practice.14	

	

Affect,	as	discussed	in	this	exegesis,	is	drawn	from	readings	of	Brian	Massumi,	Elizabeth	

Grosz,	and	Michel	Foucault,15	where	the	body	is	considered	as	both	a	text	that	is	socially	

inscribed	and	as	“an	accumulation	of	relative	perspectives	and	the	passages	between	

them”.16	This	accumulation	of	relations	is	incorporated	within	the	subject	and	expressed	as	

a	state	of	affect.	Affect	is	a	guttural,	visceral,	pre-felt	state	of	flux	that	cannot	be	adequately	

articulated	in	language.	It	is	a	continuous	processual	flow	of	relations	from	external	and	

internal	interactions	that	may	be	experienced	without	a	concurrent	expression	in	emotion.	

Operating	below	the	semiotic	markers	of	social	manipulations,	it	is	also	constitutive	of	these	

markers	as	it	is	“born	in	in-between-ness	and	resides	as	an	accumulative	beside-ness”.17	It	is	

sub-linguistic	but	incorporated	and	re-transmitted	through	the	word.	

	

Affect	is	experienced	as	an	excess	that	can	formulate	within	the	subject	as	momentum	

(agency	through	the	body,	leading	to	multivalency	or	an	unfixing	of	social	position	on	the	

grid)	or	inertia	(lack	of	agency	through	the	body	and	deepening	of	fixed	positionality	on	the	

grid).	The	expression	of	this	excess	depends	upon	the	condition	of	the	subject’s	socialised	

habitus.	A	subject	who	exists	within	fields	of	power	and	capital	that	they	can	manipulate	will	

                                            
14	Ranjana	Khanna,	“Touching,	Unbelonging,	and	the	Absence	of	Affect,”	Feminist	Theory	13,	no.	2	
(2012):	216.	
15	Brian	Massumi,	Parables	for	the	Virtual	(Durham,London:Duke	University	Press,2002);	Elizabeth	
Grosz,	"Merleau-Ponty	and	Irigaray	in	the	Flesh,"	Thesis	Eleven	36	no.	1	(1993):	37-59;	Elizabeth	
Grosz,	Sexual	Subversions	(Sydney:	Allen	and	Unwin,1989);	Elizabeth	Grosz,	Volatile	Bodies:	Toward	
a	Corporeal	Feminism	(Bloomington,	IN:	Indiana	University	Press,	1994);	and	Michel	Foucault,	
Discipline	and	Punish:	The	Birth	of	the	Prison,	trans.	Alan	Sheridan	(New	York	and	Harmondsworth:	
Penguin,	1977).	
16	Massumi,	Parables	for	the	Virtual,	57.	
17	Melissa	Gregg	et	al.,	The	Affect	Theory	Reader	(Durham,	NC:	Duke	University	Press,	2010),	2.	



 
 

20 

be	more	likely	to	experience	affect	as	a	momentum	to	agency.	This	results	from	the	manner	

in	which	each	subject’s	habitus	is	“set	by	the	historically	and	socially	situated	conditions	of	

its	production”.18	As	a	direct	result	of	her	metaphoric	binding	in	striated	space,	the	deviant	

woman	experiences	affect	as	inertia	or	hiatus.	Specific	schedules	to	dislodge	this	fixity	are	

discussed	in	Chapter	2	in	relation	to	performance	and	parody	and	the	use	of	affect	as	a	

processural	force.	These	movements	into	smooth	space	locate	exit	strategies	so	that	the	

deviant	woman	can	articulate	the	speaking	subject	outside	of	the	demarcations	of	taboo	

and	revulsion.	Immersive	performance	modes	that	use	quotation,	fatigue,	and	parody	to	

engage	with	the	trope	itself	and	then	to	slip	the	trope	into	a	state	of	embodied	confusion	

are	used	in	this	context.	This	state	of	disarray,	when	harnessed	through	affect,	becomes	a	

productive	point	of	agency.	

	

Movement	work	that	engages	the	body	within	its	citational	schedule(s)	is	drawn	from	the	

writings	of	Judith	Butler	and	theories	of	parody;	in	particular	Butler’s	suggestion	that	gender	

protocols	can	be	effectively	subverted	within	the	processes	of	their	constitution.19	Parody	

provides	a	secondary	layer	of	textual	quotation	to	destabilise	fixed	social	constructions	

within	irony	and	contrapuntal	exposure.	When	Linda	Hutcheon	states	that	“parody,	then,	in	

its	ironic	‘trans-contextualisation’	and	inversion,	is	repetition	with	difference”,	she	echoes	

ideas	that	Butler	enunciates	in	Bodies	That	Matter,	when	she	considers	how	to	fracture	

                                            
18	Bourdieu,	Outline	of	a	Theory	of	Practice,	95.	
19	Judith	Butler,	Bodies	That	Matter	(London:	Routledge,	1993);	Judith	Butler,	Gender	Trouble:	
Feminism	and	the	Subversion	of	Identity	(London,	Routledge,	1990);	Judith	Butler,	“Imitation	and	
Gender	Insubordination,”	in	Inside/Out:	Lesbian	Theories,	Gay	Theories,	ed.	Diana	Fuss	(London:	
Routledge,	1991);	Judith	Butler,	"Performative	Acts	and	Gender	Constitution:	An	Essay	in	
Phenomenology	and	Feminist	Theory,"	Theatre	Journal	40	no.	4	(1988):	519–31;	Judith	Butler,	
“Performativity's	Social	Magic,”	in	Bourdieu:	A	Critical	Reader,	ed.	Richard	Shusterman	
(Massachusetts:	Wiley,	1999);	Linda	Hutcheon,	A	Theory	of	Parody:	The	Teachings	of	Twentieth-
Century	Art	Forms	(New	York:	Methuen,	1985);	Mikhail	Bakhtin,	Rabelais	and	His	World,	trans.	
Helene	Iswolsky	(Cambridge,	MA:	MIT,	1968).	
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gender-specific	cycles	of	perpetual	constitution.20	Here	Butler	considers	that	through	an	

excessive	habitation	of	the	norm	and	its	protocols	and	rituals,	the	ongoing	production	of	

fixity	can	be	disrupted	to	expose	the	boundary	devices	of	its	instantiation.	

Where	the	uniformity	of	the	subject	is	expected,	where	the	behavioural	
conformity	of	the	subject	is	commanded,	there	might	be	produced	the	refusal	of	
the	law	in	the	form	of	the	parodic	inhabiting	of	conformity	that	subtly	calls	into	
question	the	legitimacy	of	the	command,	a	repetition	of	the	law	into	hyperbole,	
a	rearticulation	of	the	law	against	the	authority	of	the	one	who	delivers	it.21	

		

These	ideas	to	question	processes	of	constitution	from	within	inform	strategies	to	subvert	

the	tropes	of	normalcy	from	the	perspective	of	the	deviant	woman.	The	duality	this	creates,	

where	one	character	(the	deviant	woman)	inhabits	another	character	(the	costume	of	

normativity),	invokes	a	masquerade	of	carnivalesque	irony	that	brings	into	disrepute	the	

boundary	devices	that	sustain	both	spectrums	(the	norm	and	the	deviation).	

	

Once	I	am	in	character	mode,	I	enunciate	the	gestural	protocols	of	normalcy	through	

performative	practices	in	the	studio,	where	my	body	marks	the	bounded	edges	of	its	lived	

and	subjective	space	within	a	form	of	typological	graphesis.	This	graphic	production	with	the	

body	is	photographed	and	taken	through	multiple	copy-based	processes,	including	drawing,	

as	a mimetic	methodology	to	trace	both	the	body’s	actions	and	within	its	direct	

epistemological	desire	to	record	a	memorial	residue	of	a	thing,	idea,	or	emotion.	This	

extends	to	an	attempt	to	archive	affect	as	produced	within	and	through	the	de-inscriptive	

process	of	drawing	itself,	and	to	return	the	enunciated	slippage	back	within	the	cultural	grid.	

These	unfoldings	and	infoldings	harvest	the	affect	within	the	loop	of	production,	giving	

agency	to	the	deviant	woman	and	reinserting	a	presence	of	dimensional	complexity	within	
                                            
20	Linda	Hutcheon,	A	Theory	of	Parody:	The	Teachings	of	Twentieth-Century	Art	Forms	(New	York:	Methuen,	
1985),	32;	Butler,	Bodies	That	Matter.	
21	Butler,	Bodies	That	Matter,	82. 
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the	cultural	screen.	These	visualities	form	a	subversive	archive	against	the	substantiating	

culture	of	graphesis	that	primes	the	subject	within	the	cultural	screen.		

	

The	term	‘graphesis’	is	investigated	in	some	detail	in	Chapter	3	of	this	exegesis,	as	it	

formulates	an	umbrella	term	to	conceptualise	homogenised	graphic	articulations	that	

converge	complex	forms	of	discourse	into	condensed	visual	representations.	These	visual	

representations	substantiate	the	cultural	screen	by	forming	a	background	hum	of	socially	

acquired	generative	schemes.	They	define	surface	visual	explication	to	enforce	a	coded	

substrate	over	the	gestural	capacities	of	the	gendered	subject.	Copy	culture	generates	and	

distributes	these	distilled	notational	graphesis	and	provides,	within	this	capacity,	a	material	

resource	of	dissent.	Just	as	Butler	suggests	to	inhabit	the	trope,	inhabiting	the	mimetic	

processes	of	the	copy	and	inserting	within	this	replicating	chain	white	noise,	error	codes,	

and	carnivalesque	discord	can	provide	a	material	slippage	within	the	material	of	cultural	

production	itself.	It	is	within	this	substructure	of	disorder	that	the	parasitic	processes	of	

parafeminism	can	complicate	representational	practices	to	dislodge	identical	duplication	in	

favour	of	a	multiplicity	of	radical	difference.	This	process	of	dislodgement	posits	itself	in	the	

edges	of	marginality	where	it	can	operate	besides,	within,	and	through	the	practices	of	

normalcy	to	target	the	power	of	visual	constructions	of	knowledge	in	the	maintenance	of	its	

stereotypes.		

	

The	final	chapter	in	this	exegesis	discusses	exit	strategies	enabled	within	the	excesses	and	

transgressions	of	the	deviant	woman.	Her	biographical/autobiographical	framework	allows	

a	secondary	layer	of	masquerade	to	inhabit	the	processes	of	semiotic	denotation	and	

disruption.	When	the	norm	is	performed	as	a	costume	by	the	deviant,	the	boundary	devices	
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of	its	maintenance	are	highlighted	and	made	vulnerable	to	re-substantiation	through	the	

carnivalesque.	This	citational	practice	uses	parodic	overlays	to	incorporate	the	visual	

detritus	of	normalcy	within	an	ongoing	process	of	disruption.	The	coded	substrata	of	

historical	inscription	are	thus	infected	and	distributed	within	an	inverted	paradigm	that	

disentangles	the	stereotype	from	carceral	forms	of	representational	practice.		
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Chapter	1:	Genealogies	of	Normalcy		

This	chapter	is	divided	into	two	parts.	Part	1	will	begin	by	examining	the	historical	and	

contemporary	processes	that	have	informed	the	ongoing	production	of	female	gendered	

tropes	through	a	genealogical	analysis	of	stereotypes	within	the	Western	gaze.	This	analysis	

then	considers	how	visual	artefacts	function	as	embodied	primers	to	coerce	

representational	practices	into	narrow	bandwidths	of	distilled	erasure.	The	historical	archive	

of	indexical	imagery	that	emerged	in	the	eighteenth	and	nineteenth	centuries	to	catalogue	

the	body	is	genealogically	examined	for	its	precursor	lineage	in	constructing	the	current	

cultural	screen	and	stereotypes	of	female	representation,	in	its	normative	ideality	and	its	

variant	deviant	tropes.22	Of	particular	relevance	to	my	material	investigations	are	the	

representational	artefacts	within	reprographic	media,	such	as	print	and	photography,	as	my	

argument	theorises	the	central	role	these	have	in	perpetuating	current	performative	modes	

of	normalcy.	These	imaging	and	archiving	processes	are	related	back	to	the	body	of	the	

normative	gender	ideal	and	the	deviant	variant,	an	auto/biographical	construct	that	

embodies	my	own	perspective	as	prostitute/criminal,	through	the	case	study	of	Cesare	

Lombroso	and	his	publication	of	The	Female	Offender	in	1895.	

	

Part	2	of	this	chapter	then	considers	how	the	gendered	habitus	(the	interiorised	and	then	

exteriorised	mental	schematic	that	embodies	the	subject	and	their	relation	to	world)	is	

formed	through	kinaesthetic	feedback	loops	of	normative	citational	coercion.	This	

discussion	references	Iris	Marion	Young’s	essay	Throwing	Like	a	Girl	and	the	visual	arts	

practice	of	Man	Yee	Lam.	The	chapter	then	discusses	the	interdependent	relations	between	

                                            
22	I	use	the	term	‘indexical’	in	this	exegesis	not	just	in	relation	to	the	photographic	archive	but	also	
the	schematic	and	graphic	systems	such	as	physiognomy	and	phrenology	that	inscribed	the	body	and	
its	parts	with	determinate	knowledge	that	could	then	be	read	as	an	index	of	normativity	or	deviance.	
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the	cultural	screen,	proprioceptive	feedback	loops,	and	visual	primers,	as	this	argument	

forms	the	basis	for	studio	research	that	seeks	to	comprehend	the	intertextual	formation	of	

the	gendered	subject	and	its	relation	to	copy	culture.	

	

Part	1:	Stereotypes	

stereotype	(noun)	
First	known	use	1804	

1. a	plate	cast	from	a	printing	surface	
2. something	conforming	to	a	fixed	or	general	pattern;	especially:	a	standardized	
mental	picture	that	is	held	in	common	by	members	of	a	group	and	that	represents	

an	oversimplified	opinion,	prejudiced	attitude	or	uncritical	judgement.23	
	

The	naming	schedules	and	metaphors	of	the	stereotype	are	fundamental	in	sustaining	

tropes	of	normalcy.	They	will	be	discussed	to	understand	how	they	function	as	part	of	an	

information	ordering	process	within	the	individual	and	society,	to	create	generalities	and	

patterns	that	synthesise	complexities	into	notational	representations.	These	distilled	

projections	sustain	a	particular	perspectival	vision,	one	that	is	a	deformation	of	the	

complexities	of	embodiment	to	confine	the	referent	within	its	typological	confines.24	The	

stereotype	sustains	(in)vested	power	within	dominant	groups	that	control/perpetuate	the	

typological	mythologies	of	historical	specificities.	Within	the	contemporary	Western	cultural	

arena	that	I	inhabit,	gender	roles	sustained	by	such	myths	continue	to	reflect	a	patriarchal	

division	of	male	privilege	and	capital	control.	Typologies	underwrite	an	Othering	regime	

premised	upon	a	Realist	metaphor	of	sexed	essentialism,	where	the	female	body	remains	

anchored	within	its	object	status	as	a	leaking,	emotive,	and	subservient	subject	to	the	

                                            
23	Miriam	Webster	Online	Dictionary,	https://www.merriam-webster.com/dictionary/stereotype.	
24	The	use	of	the	term	‘deformation’	is	taken	from	Roland	Barthes’s	textual	analysis	of	cultural	
mythologies	in	Roland	Barthes,	Mythologies,	trans.	Annette	Lavers	(New	York:	Hill	and	Wang,	1972),	
122,	where	he	states	that	“the	relation	which	unites	the	concept	of	the	myth	to	its	meaning	is	
essentially	a	relation	of	deformation”.	
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analytical	representations	of	the	masculine	logos	of	rationality	and	control.25	It	seems	

absurd	to	be	discussing	these	gendered	differentials	in	an era	of	trans	potential,	but	

ironically	as	a	permissible	third	sexed	state	emerges,	the	normative	gender	typologies	of	

male	and	female	appear	to	be	undergoing	substantial	boundary	control	with	a	return	to	

conservative	divisions	in	some	arenas.	These	include	an	increasing	pay	difference	between	

genders,	especially	in	Australia	where,		

the	gender	pay	gap	has	grown	steadily	over	the	last	decade	from	14.9	percent	
in	2004,	to	a	record	high	of	18.8	percent	in	February	2015	before	falling	slightly	
in	2016.	As	a	result,	women	are	earning	less	on	average	compared	to	men	than	
they	were	20	years	ago.26		

	

This	regression	to	lower	financial	status	for	women	demonstrates	a	punitive	swing	against	

genuine	equity	between	genders.	The	female	body	also	exists	within	a	continuing	

mercantile	engagement	(as	currency)	where	better-looking	females	can	expect	better	

jobs/education	and	health	outcomes	without	any	determinism	for	this	except	the	coercive	

‘rewards’	inherent	within	an	ocular	schematic	of	privilege.	This	scale	categorises	bandwidths	

of	normal,	exceptional,	and	deviant,	where	the	exceptional	is	an	ideal	expression	of	the	

norm	and	the	deviant	is	the	substandard	or	disabled	position.27	The	background	processes	

                                            
25	The	term	‘Othering’	is	taken	from	Homi	Bhabha’s	essay	“The	Other	Question”	(see	footnote	2).	
Within	this	article,	Bhaba questions	the	paradigms	that	underlie	how	cultural	regimes	sustain	
positions	of	dominance	through	social,	political,	and	embodied	practices.	His	arguments	focus	on	the	
instrumentalities	of	colonialism,	particularly	how	the	colonial	gaze	fixes	subjects	within	stereotypical	
representations	that	restrict	protocols	of	difference	and	remove	agency.	This	process	is	referred	to	
as	Othering—an	embodied	scheduling	that	relegates	the	colonised	person	to	a	permanent	state	of	
outsider	status,	also	associated	with	notions	of	infection	or	disease.	
26	Australian	Council	of	Trade	Unions,	The	Gender	Pay	Gap	Over	the	Life	Cycle	(Melbourne:	ACTU,	2016),	4,	
http://www.actu.org.au/media/886499/the-gender-pay-gap-over-the-life-cycle-h2.pdf.	
27	Cynthia	Marlowe	et	al.,	"Gender	and	Attractiveness	Biases	in	Hiring	Decisions:	Are	More	
Experienced	Managers	Less	Biased?"	Journal	of	Applied	Psychology	81,	no.	1(1996):	11–21;	Irene	
Hanson	Frieze	et	al.,	"Attractiveness	and	Income	for	Men	and	Women	in	Management,"	Journal	of	
Applied	Social	Psychology	21,	no.13	(1991):	1039–57;	Jaclyn	Wong	and	Andrew	Penner,	"Gender	and	
the	Returns	to	Attractiveness,"	Research	in	Social	Stratification	and	Mobility	44	(2016):	113–23. 
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that	form	these	fixed	social	typologies	will	be	discussed	in	order	to	comprehend	the	social	

forces	that	inscribe	them.	

	

Visual	and	Kinaesthetic	Processes	

Visual	and	kinaesthetic	processes	constitute	the	background	scaffolding	that	forms	

embodied	cognition	and	gendered	performance	schedules.	Both	of	these	are	examined	to	

comprehend	the	complex	modes	that	form	typologies	of	normalcy	and	deviancy.	To	clarify	

the	use	of	these	terms,	‘visual	processes’	refers	to	the	production	and	distribution	of	visual	

artefacts	and	the	social	formation	of	the	gaze,	while	‘kinaesthetic	production’	refers	to	the	

integration	of	cultural	fields	through	the	body’s	proprioceptive	feedback	system,	where	the	

subject	interiorises	external	systems/stimuli	and	then	(re)produces	these	same	fields	of	

action	through	the	habitus.	The	concept	of	habitus,	as	discussed	within	this	exegesis,	is	

drawn	from	readings	of	Pierre	Bourdieu’s	key	text	Outline	of	a	Theory	of	Practice,	where	he	

describes	the	term	as	the	internalised	embodiment	of	external	cultural	and	power	systems	

(capital)	within	a	mental	schematic,	“an	acquired	generative	scheme”	through	which	we	

produce	all	bodily	actions	and	articulations	of	thought.28	

	

These	two	elements	of	embodied	formation	(kinaesthetic	and	visual)	are	difficult	to	

examine	in	isolation	as	each	is	dispersed	within	and	through	the	other	as	fields	that	

constitute	the	subject,	and	then	re-performed	in	the	gender	typologies	under	scrutiny.	

Within	this	exegesis,	I	will	initially	separate	the	discussion	of	these	processes	to	focus	firstly	

on	the	historical	lineage	of	typological	visual	representations,	and	then	secondly,	on	the	

                                            
28	Pierre	Bourdieu,“Outline	of	a	Theory	of	Practice,”	in	Cambridge	Studies	in	Social	Anthropology	
Cambridge	(Cambridge:Cambridge	University	Press,	1977),	95.	
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kinaesthetic	parameters	of	gestural	tropes,	in	the	performing/lived	body.	A	discussion	of	

how	they	inter-relate	within	the	subject’s	habitus	will	then	follow	throughout	the	exegesis,	

contextualised	within	art	practices	that	deal	with	similar	elements	of	embodied	

investigation.	

	

The	historical	lineage,	or	genealogy,	that	informs	kinaesthetic	and	visual	sites	of	production	

is	discussed	in	relation	to	both	a	making	and	an	unmaking	of	archival	history	as	a	form	of	

creative	research.29	The	term	‘genealogy’	refers	to	the	nexus	of	power	and	knowledge	in	

constituting	accepted	beliefs,	perceptions,	and	truths	in	particular	historical	moments.	This	

refers	to	the	background	traces,	the	distilled	and	distorted	cultural	histories,	power	

structures,	and	archive	practices	that	constitute	perspectives	of	morality	and	normalcy.	The	

comprehension	of	this	background	material	has	proved	fundamental	in	formulating	studio	

research	methodologies	within	both	process	decisions	and	conceptual	parameters.	These	

were	initially	confined	within	graphic	ontologies,	which	proved	vastly	inadequate	to	

comprehend	the	interdependent	fields	of	subjective	power	and	production.	Through	an	

examination	of	sociological	and	philosophical	readings	that	consider	how	the	lived	body	

interiorises	culture	and	power,	I	redirected	studio	research	to	the	use	of	the	performing	

body	as	both	heuristic	subject	and	articulated	object/material	substrate.		

	

Visual	tropes	that	this	exegesis	considers	are	those	that	demonstrate	gender	differentials	

that	cannot	be	explained	on	purely	biological	grounds	(by	differences	in	the	material	nature	

of	the	bodies),	such	as	throwing	a	ball	or	making	a	fist.	Representations	of	the	face,	

                                            
29	Friedrich	Nietzsche,	On	the	Genealogy	of	Morals:	A	Polemic:	By	Way	of	Clarification	and	Supplement	to	My	
Last	Book,	Beyond	Good	and	Evil,	trans	D.	Smith	(Oxford:	Oxford	University	Press,	[1887]	2008);	Michel	
Foucault,	The	Order	of	Things:	An	Archaeology	of	the	Human	Sciences	(London,	England:	Pantheon	1974).	
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particularly	in	relation	to	photography,	are	discussed	as	they	relate	to	the	embedding	of	

moral	tenure	in	physical	representations	within	the	social	sphere.	These	representations	are	

related	to	visual	priming	schedules	in	Western-capitalistic	frameworks,	and	embodied	

cognition	in	the	lived	social	sphere.	My	area	of	research	is	defined	within	Western	capital-

based	society	as	this	is	my	lived	arena.	The	argument	within	this	paper	is	also	contingent	

upon	these	particular	cultural	and	economic	conditions	within	Western	nations,	and	their	

historical	antecedents.	

	

Visual	Priming	

In	this	exegesis,	the	metaphoric	construct	of	the	bodies	we	live	in	is	considered	as	an	

artefact	of	the	culture	that	we	consume	and	produce.	Gestural	routines,	such	as	postures	

and	poses,	and	general	actions	of	the	body	are	in	themselves	visual	tropes,	enacted	by	the	

body	and	justified,	entrenched,	and	coerced	in	visualities	(and	the	artefacts	of	moving	

bodies	in	social	space)	as	both	ocular	and	kinaesthetic	regimes	of	performative	integration.	

This	refers	to	gestural	tropes	allocated	to	specific	genders	being	re-performed	as	a	graphic	

code	that	both	validates	and	re-inscribes	the	gendered	position	of	the	subject	itself.	As	the	

body	performs	gestural	actions	of	gendered	‘normalcy’	(a	term	which	I	will	define	

throughout	this	paper),	it	enacts	and	distributes	the	visual	codifications	of	the	‘norm’	for	the	

social	apparatus	(and	the	self)	through	proprioceptive	feedback	loops	that	come	to	form	the	

habitus	of	the	subject.	These	same	feedback	loops	are	also	primed	by	the	external	

representational	artefacts	(the	visual	cultural	productions),	which	the	subject	engages	with	

in	the	scopic	arena.	These	visual	cultural	artefacts	extend	the	reach	of	generic	typologies	

through	a	colonisation	of	the	visual	arena	via	technological,	economic,	and	political	

expansion.	In	this	way,	visual	priming	effects	embodied	cognition	by	exposing	the	subject	to	
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repetitive	coda	that	become	integrated	within	the	internal	schema,	as	active	performance,	

and	as	desire	and	affect.	

	

Genealogy	

When	my	daughter	was	around	the	age	of	six	or	seven,	I	noticed	her	body	gestures	were	

altering	in	an	odd	and	self-choreographed	manner.	She	attempted	‘poses’	that	tried	to	hold	

her	body	into	itself	and	make	herself	smaller,	to	the	point	of	discomfort	over	her	own	

inhabited	schema.	She	tried	to	feather	and	soften	her	gait	and	attenuate	the	actions	of	her	

hands.	She	attempted	to	feminise	her	body	with	culturally	appropriate	movements	and	was	

awkward	in	her	attempts	that	worked	against	the	comfort	of	the	biological	entity	she	

inhabited.	I	considered	her	new	restricted	articulations	to	be	a	reaction	to	the	institutional	

forces	of	school	attendance.	Then	I	heard	myself	telling	her	to	cross	her	legs.	In	fact,	I	

fluctuated	between	a	confusing	array	of	“cross	your	legs	…	no	don’t	cross	your	legs”	and	

“maybe	put	on	some	tights	and	then	uncross	your	legs”.30	In	the	end,	I	was	fatigued	with	

negotiating	the	boundary	controls	of	my	daughter’s	female	body	and	concerned	with	why	I	

engaged	in	such	acts.	I	realised	my	own	implicit	role	as	an	enforcement	agent	for	the	rituals	

and	regimes	of	genders	still	prevalent	tropes	of	the	body,	and	its	permissible	behaviours.	

Ultimately,	I	wanted	my	child	to	exist	within	parameters	of	‘normalcy’	so	as	to	avoid	social	

exclusions	and	infringements	within	institutions	and	the	social	fabric.	Despite	my	gender-

neutral	stance,	and	my	own	failure	to	perform	my	gender	correctly,	I	was	in	fact	corralling	

my	daughter	to	behave	within	the	bell	curve’s	average	schematics	of	normalcy’s	invention.		

	

                                            
30	These	constitute	generic	phrases	and	not	a	direct	quote	from	any	conversation.	
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Now	that	she	is	a	teenager	her	relational	systems,	(both	visual	and	performative)	are	

formed	by	her	school	and	social	media	peers.	Driven	by	teenage	conformance,	behaviours	

around	her	manifest	regressive	gender	stereotypes	in	a	desperate	attempt	to	‘do	gender	

correctly’	in	order	to	gain	social	acceptance.	Teenagers	exist	in	a	daily	onslaught	of	selfies	

that	bring	the	illustrations	of	physiognomy	to	mind	as	they	perform	attractiveness	schedules	

for	group	evaluation	of	worth.31	I	watch	these	teens	measure	themselves	with	the	

representational	tropes	of	the	Internet,	an	arena	of	visual	replication	that	our	culture	has	

never	seen	before.	‘Like’	buttons	feed	a	statistical	system	of	normalcy	whose	currency	

outruns	the	domestic	rhetoric	of	equality.	Adriana	Manago	et	al.	observe	in	a	2008	study	of	

MySpace	users	that	both	male	and	female	subjects	favoured	stereotypical	gender	imagery	

in	forms	of	self	presentation	where	attractive	was	equated	to	the	feminised	state	and	

strong	to	the	ideal	normative	male.32	These	findings	are	reinforced	in	a	more	recent	study,	

by	Sanja	Kapidzic	and	Susan	Herring	in	2015	that	found	the	“vast	majority	of	girls	posted	

profile	photographs	that	presented	in	a	seductive	manner	(looking	up	or	sideways	at	the	

viewer)	and	suggestive	dress	(showing	cleavage)”	that	replicates	an	ideal	normative	curve	of	

gender	presentation.33		

	

Such	formulated	constructions	of	gender	in	the	social	arena	led	me	to	consider	the	effect	

visual	representations	were	exerting	around	the	performative	and	representational	self.	I	

searched	for	a	qualitative	study	that	could	either	confirm	or	repute	these	observations	in	

                                            
31	Physiognomy	refers	to	a	quasi-scientific	practice	of	indexical	measurement	that	determined	the	
character	and	worth	of	a	subject	based	upon	outer	appearance,	in	particular	the	face.	Current	in	
ancient	Greek	culture,	it	was	revived	by	John	Casper	Lavater	(1741–1801)	in	the	nineteenth	century	
to	become	a	populist	belief	system.	
32	Adriana	Manago	et	al.,	"Self-Presentation	and	Gender	on	MySpace,"	Journal	of	Applied	
Developmental	Psychology	29,	no.6	(2008):	446–58.	
33	Sanja	Kapidzic	and	Susan	Herring,	"Race,	Gender,	and	Self-Presentation	in	Teen	Profile	
Photographs,"	New	Media	&	Society	17,	no.	6	(2015):	963. 
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relation	to	the	possible	effect	of	visual	priming	schedules,	so	as	to	ground	my	research	

parameters.	This	led	me	to	a	study	by	Connor	Principe	and	Judith	Langlois	that	examines	

how	subjects	internalise	visual	domain	outputs	to	formulate	attractiveness	schedules	and	

perceptions	of	normalcy.34	Within	this	study,	one	group	of	subjects	was	primed	with	

blended	images	of	human/chimpanzee	faces	before	measuring	their	responses	to	a	series	of	

human	digital	photographic	portraits	that	were	morphed	with	chimpanzee	faces	in	ten	

percent	increments.	The	second	control	group	who	had	not	been	primed	with	the	blended	

imagery	also	had	their	responses	measured	to	the	digital	chimp/human	portraits	using	facial	

electromyography.35	Participants	who	were	visually	primed	to	the	chimp-human	morphs	

showed	greater	responses	to	the	ten	and	twenty	percent	chimp/human	hybrid	

representations	than	the	hundred	percent	human	face.	That	is,	their	response	to	the	partial	

chimp	morphed	images	out-rated	their	response	to	the	full	human	face.	Subjects	who	had	

not	been	primed	to	chimp-human	morphs	showed	greater	response	to	the	full	human	face	

over	any	morphed	representations.	This	study	demonstrates	an	embodied	integration	of	

visual	priming	within	notions	of	facial	attractiveness	(within	the	confined	schedule	of	twenty	

percent	inference).	This	infers	that	visual	systems	prime	subjects	to	notions	of	normalcy	and	

define	attractiveness	schedules,	and	contradict	long-standing	arguments	that	attractiveness	

prejudges	are	biologically	innate.	These	‘primers’	exist	within	static	visual	codes	that	we	

self-enunciate	in	forums	such	as	Facebook	and	in	the	general	mode	of	media	

representations,	which	still	require	specific	female	‘types’	as	newsreaders	and	romantic	

                                            
34	Connor	Principe	and	Judith	Langlois,	"Shifting	the	Prototype:	Experience	with	Faces	Influences	
Affective	and	Attractiveness	Preferences,"	Social	Cognition	30,	no.	1	(2012):	109–20.	
35	The	study	used	facial	electromyography	to	detect	particular	muscle	activity,	which	was	correlated	
with	measurable	levels	of	affective	response.	The	study	used	detected	activation	of	the	zygomaticus	
major	(ZM)	as	the	measurement	perimeter	as	it	is	positively	associated	with	liking	ratings.	See	Jeff	
Larsen	et	al.,	"Effects	of	Positive	and	Negative	Affect	on	Electromyographic	Activity	over	Zygomaticus	
Major	and	Corrugator	Supercilii,"	Psychophysiology	40.	no.	5	(2003):	776–85.	
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leads	in	films.	They	are	distributed	in	makeover	reality	shows,	popular	last	decade,	such	as	

The	Swan	(2004–5),	where	female	contestants	competed	to	be	surgically	reworked	into	

formulaic	gender	representations	that	reflect	normalcy.36	They	are	validated	in	workplaces	

where	bodies	that	reflect	well-groomed	gender	normatives	are	paid	better.37	They	are	

integrated	through	proprioceptive	feedback	loops	to	perpetuate	through	the	body’s	own	

visual	performances	the	tropes	themselves,	within	complex	embodied	forms	of	knowing.	

This	integrated	performance	of	visual	tropes	by	the	gendered	body	itself	can	be	seen	as	a	

prime	source	and	production	of	typological	visualities.		

	

Perspectival	Regimes	of	Normalcy		

Current	gender	typologies	reflect	a	genealogy	of	such	visual	primers	that	have	historical	

roots	within	particular	social	and	economic	conditions	in	the	West	where	social	forces	

coalesced	around	the	body	in	the	nineteenth	century	with	new	systems	of	classification	and	

control.	During	this	era,	bureaucratic	objectifications	based	upon	quasi-scientific	definitions	

begin	to	entrench	stereotypes	and	create	systems	that	privilege	the	ocular.	These	

burgeoning	visualities	play	a	key	role	in	the	establishment	of	normalcy,	both	in	the	

formulation	of	representations	and	then	in	the	distribution	of	the	cultural	artefacts.	Images	

extend	the	norm	as	a	form	of	cultural	and	commodified	capital	across	expanding	colonial	

and	postcolonial	empires.	In	particular,	the	racial,	gendered,	and	medicalised	body	emerged	

                                            
36	Bernadette	Wegenstein	and	Nora	Ruck,	"Physiognomy,	Reality	Television	and	the	Cosmetic	Gaze,"	Body	&	
Society	17,	no.	4	(2011):	27–54.	In	this	article,	the	authors	consider	the	cultural	heritage	and	contemporary	
manifestations	of	objectification	through	the	cosmetic	gaze.	They	surmise	a	relationship	between	
homogenised	physiognomic	and	eugenic	representational	practices	in	the	nineteenth	century	and	the	
perspectivalised	images	of	normalcy	aspired	to	by	contestants	on	the	show,	The	Swan,	a	2004–5	Fox	television	
show	where	contestants	were	surgically	‘enhanced’.	Through	visual	analysis,	the	authors	demonstrate	how	
each	contestant	has	been	modified	within	the	same	facial	parameters	to	look	like	a	centralised	model	of	
conformity.	
37	Jaclyn	Wong	and	Andrew	M.	Penner,	"Gender	and	the	Returns	to	Attractiveness,"	Research	in	Social	
Stratification	and	Mobility	44	(2016):	113–23.	
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as	an	object	of	intense	scrutiny	within	taxonomies	that	sought	to	fix	representations	as	

objective	truths	in	the	eighteenth	and	nineteenth	century.	The	invention	of	photography	

then	enabled	the	development	of	an	indexical	methodology	that	assisted	with	sociological	

formulations	of	the	body	in	statistical	frameworks.	This	movement	toward	formulating	the	

observed	subject	continues	to	operate	over	the	scopic	regime	of	contemporary	society,	in	

both	its	artefacts	of	production	(media	visualities	of	cinema,	advertising,	and	film)	and	new	

generative	mediums	such	as	Facebook	and	the	selfie.	This	ideation	of	normalcy	and	the	

visual	representations	that	embody	its	social	praxis	coalesce	the	subject	within	designated	

repertoires	of	gestural	action	and	embodied	habitus.	In	particular,	female	gendered	subjects	

are	exposed	to	social	scaffolding	that	enfolds	the	subject	within	a	restricted	apparatus	of	

potential	moves	and	articulations	with	her	body,	its	presentations,	and	its	representational	

artefacts.	

	

In	Enforcing	Normalcy:	Disability,	Deafness	and	the	Body,	Lennard	J.	Davis	traces	the	

emergence	of	the	term	‘normality’	through	the	etymology	of	the	word.38	This	strategy	is	

useful	to	understand	the	cultural	acquisition	of	the	term	as	we	currently	use	it	to	define	the	

average	or	mean	type.	Lexigraphical	sources	agree	that	the	use	of	the	word	‘normal’	to	refer	

to	a	common	type	or	standard	emerged	around	1840.	Previously,	the	word	had	been	closely	

tied	to	its	Latin	origins	of	normalis	and	was	used	to	refer	to	the	carpenter’s	square	or	a	

perpendicular	angle.	However,	by	around	1849,	the	word	‘normality’	came	into	use	to	refer	

to	“the	state	of	being	usual,	typical	or	expected”.39	The	word’s	morphology	documents	a	

growing	cultural	interest	in	comparative	measurement	and	the	demarcation	of	‘types’,	
                                            
38	Lennard	J.	Davis,	Enforcing	Normalcy:	Disability,	Deafness,	and	the	Body	(New	York:	Verso,	1995),	
24.	
39	Oxford	Dictionary	(Oxford:	Oxford	University	Press),	
https://en.oxforddictionaries.com/definition/us/normality.	
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closely	aligned	to	a	colonial	fixing	of	Othered	subjects	within	stereotypical	representations.	

This	conceptual	emergence	of	normalcy	as	a	taxonomic	principle	over	the	subject	marks	a	

division	from	the	mytho-poetic	ideal	(of	the	Greek	tradition)	to	the	pursuit	of	the	average	as	

an	underlying	cultural	metaphor.	

	

Just	prior	to	the	term	normality	entering	popular	usage,	physiognomy	re-emerged	within	

Western	culture	in	a	parallel	cultural	move	that	fixed	the	physicality	of	the	body	within	

catalogued/coded	visual	subgroups.	Physiognomy	established	a	semiotic	heritage	between	

beauty	and	goodness,	unattractive	and	stupid,	in	a	framework	that	continues	to	sustain	

current	manifestations	of	gender	typologies.	Within	its	logic, the	surface	representation	of	

the	body	becomes	a	direct	ledger	of	the	moral	and	intellectual	capacities	of	the	subject	

under	scrutiny.	This	exclusionary	logic	has	a	profound	relationship	to	the	formation	of	the	

social	subject	within	a	culture	just	before	the	invention	of	photography,	and	a	concurrent	

explosion	in	visual	representations	and	urban	densities.	These	conditions	converge	to	

visualise	the	subject	of	normalcy	and	deviancy	within	fields	of	social	praxis.	John	Caspar	

Lavater	(1741–1801)	is	a	key	figure	in	substantiating	this	vision	of	the	subject	as	a	knowable	

entity	through	surface	representations,	surveilled	through	a	practice	of	social	enclosure	and	

objectification.	When	Lavater	states	that,	“beauty	and	ugliness	have	a	strict	connection	with	

the	moral	constitution	of	Man.	In	proportion	as	he	is	morally	good,	he	is	handsome,	and	

ugly,	in	proportion	as	he	is	morally	bad”,	he	is	aligning	the	visual	presentation	of	the	body	

with	the	value	of	the	human	subject.40		

	

                                            
40	John	Caspar	Lavater,	Essays	in	Physiognomy	Designed	to	Promote	the	Knowledge	and	Love	of	
Mankind,	vol.	1,	ed.	Thomas	Holloway,	trans.	Henry	Hunter	(London:	Murray	and	Highley,	1789),	
135.	
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Figure	1:	Johann	Kasper	Lavater	'Four	Temperaments'	from	Physiognomische	Fragmente.	vol.	4,	
1778,	downloaded	August	2014,	
http://www.historyofphrenology.org.uk/other_physiogs.htm	

	

His	writings	and	drawings	(figure	1),	translated	into	numerous	languages,	were	distributed	

widely	through	the	reproductive	technology	of	the	printing	press,	which,	as	William	M.	Ivins	

has	observed,	facilitated	the	first	mass	dissemination	of	“exactly	repeatable	pictorial	

statements”.41	There	was	even	a	pocket	edition	produced	in	1817	so	that	the	morally	

repugnant	could	be	easily	identified	in	the	field.42	This	distribution	of	multiples	through	the	

apparatus	of	the	press	fermented	a	mass	circulation	that	entrenched	physiognomic	

principles	within	popular	culture	to	coalesce	a	cultural	zeitgeist	that	shaped	the	metaphor	of	

normalcy	in	visual	representations.	Deviancy	was	often	defined	by	what	it	was	not,	rather	

                                            
41	William	M.	Ivins,	Prints	and	Visual	Communication	(Cambridge,	MA:	MIT	Press,	1969),	23.	
42	John	Caspar	Lavater,	The	Pocket	Lavater,	or,	The	Science	of	Physiognomy	(New	York:	Van	Winkle	&	
Wiley,	1817). 
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than	what	it	was,	as	the	social	mechanics	of	visual	prejudge	privileged	the	refined	manners	

of	the	wealthy	and	attractive	types	over	all	other	persons	who	were	relegated	to	the	

typologies	of	‘deviancy’.		

	

Physiognomy	has	a	direct	genealogical	link	to	my	research	within	its	cartographic	mapping	

of	gestural	routines	and	facial	presentations	into	fixed	social	certainties.	This	inherent	‘logic’	

of	physiognomy	erases	multi-perspectival	views	of	the	subject	within	codified	simplicities	

that	define	the	innate	character	of	a	subject	with	illustrative	tropes.	In	this	tendency,	

physiognomy	is	closely	related	to	other	processes	that	defined	normalcy	through	a	

narrowing	bandwidth	of	the	body,	such	as	photography	and	statistics.	

	

Photography	and	Statistics		

In	The	Body	and	the	Archive,	Allan	Sekula	discusses	the	implication	of	the	photographic	

archive	in	the	construction	of	normalcy	where	in	tandem	with	developments	in	social	

practices	such	as	data	modelling,	sociology,	and	the	medical/colonial	gaze,	imaging	practices	

regiment	the	body	into	ever	more	striated	definitions	of	normalcy	and	deviancy.43	Sekula	

identifies	the	manner	in	which	photography	became	an	instrument	to	“establish	and	delimit	

the	terrain	of	the	other,	to	define	both	the	generalised	look—the	typology—and	the	

contingent	instance	of	deviance	and	social	pathology”	to	enclose	the	subject	within	a	

limited	palette	of	difference,	where	divergent	instances	are	relegated	to	the	outlying	

parameters	of	the	colonial	gaze.44	This	instrumentalising	of	the	image	coalesces	the	

photographic	archive	and	the	sociological	catalogue	to	sustain	what	Michel	Foucault	

                                            
43	Allan	Sekula,	"The	Body	and	the	Archive,"	October	39	(1986):	3–64.	
44	Ibid.,	7.	
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described	as	an	intertextual	“micro-penality”45	over	the	subject,	one	that	institutes	an	

ongoing	surveillance	of	self	and	other	so	that	“in	the	disciplinary	system…	one	is	perpetually	

under	someone’s	gaze,	or,	at	any	rate	in	the	situation	of	being	observed”.46	These	

disciplinary	techniques	are	enacted	over	the	body	within	a	schematic	of	cultural	metaphors	

established	through	the	false	objective	surface	of	the	photograph	as	evidentiary	truth.	

Sekula	observes	that	this	perceived	objectivity	confers	on	the	photograph		“a	quality	of	

credibility	absent	from	other	picture	making”.47	This	embedded	credibility	in	the	photo	

index	,	obfuscates	bias	within	the	imaging	and	copy	process	to	install	the	fixed	stereotype	

into	a	representational	system	that,	as	Homi	Bhabha	describes,	“is	structurally	similar	to	

Realism”.48	This	acceptance	of	photo	indexical	constructs	as	the	Real	facilitates	the	visual	

social	engineering	that	sustains	stereotypes	within	the	cultural	screen.		

	

This	Realist	archive	defines	and	sustains	Othering	schedules	over	the	deviant	or	non-

normative	body,	sustained	within	lens-based	representational	practices.	Through	the	

insertion	of	the	colonised	image/screen,	the	gaze	of	the	camera	objectifies	bodies	within	a	

defined	and	homogenised	cultural	matrix.	This	screen	performs	as	a	distilled	visual	

apparatus	that	projects	between,	within,	and	over	each	subject	as	an	interpretive	haze	

through	which	the	subjective	experience	is	negotiated.	As	Kaja	Silverman	notes,	the		

screen	represents	the	site	at	which	the	gaze	is	defined	for	a	particular	society,	
and	is	consequently	responsible	both	for	the	way	in	which	the	inhabitants	of	
that	society	experience	the	gaze’s	effects,	and	for	much	of	the	seeming	
particularity	of	that	societies	visual	regime.49	

                                            
45	Foucault,	Discipline	and	Punish,	152.	
46	Michel	Foucault,	“Lecture	21	November,	1973”	in	Psychiatric	Power:	Lectures	at	the	College	de	
France,	1973–1974,	ed.	Jacques	Lagrange	et	al.	(New	York:	Macmillan,	2006),	47.		
47	Andre	Bazin,	What	Is	Cinema?	Vol.	I.,	trans.	Hugh	Gray	(Berkeley,	CA:	University	of	California	Press,	
1967),	13.	
48	Bhabha,	“The	Other	Question,”	23.	
49	Kaja	Silverman,	The	Threshold	of	the	Visible	World	(New	York:	Routledge,	1996),	135.	
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	With	the	advent	and	expansion	of	photography,	a	“new	and	homogenous	terrain	of	

consumption	and	circulation”	infiltrates	the	body	and	appears	to	narrow	the	parameters	of	

the	screen	itself.50	Such	perspectives	of	photography	as	evidentiary	truth	emerged	from,	

and	converged	with,	statistical	theories	established	by	figures	such	as	Adolphe	Quetelet	

(1796–1874),	Francis	Galton	(1822–1911),	and	Eadweard	Muybridge	(1830–1904),	each	of	

whom	will	be	briefly	discussed	in	their	attempts	to	map	the	social	body	in	both	its	individual	

representation	and	its	manifest	groupings	in	order	to	patrol	and	control	its	behaviours. 	

	

Aldolphe	Quetelet’s	intellectual	assumptions	around	statistical	social	engineering	and	

normalcy	provide	a	case	point	for	a	quasi-scientific	momentum	that	propelled	visual	and	

moral	monopolies	over	the	subject	and	its	representational	agency.	He	associated	a	

Christian	worth	to	the	homogenised	average,	and	schedules	of	failure	and	infection	to	those	

who	deviated	from	the	idealised	norm.	In	Book	4	of	his	work	The	Properties	of	the	Average	

Man,	he	states	that	“the	more	that	knowledge	is	diffused,	so	much	the	more	do	the	

deviations	from	the	average	disappear;	and	the	more,	consequently,	do	we	tend	to	

approach	that	which	is	beautiful	[to]	that	which	is	good”.51	Here	the	deviant	‘type’	cements	

itself	through	statistical	falsity	(and	imagery	of	desire)	within	processes	that	condense	

knowledge	in	confined	and	restrictive	parameters,	where	knowledge	is	seen	as	

representational	practice	itself.	These	emerging	data	practices	over	the	body	informed	and	

embedded	the	practice	of	Realism	within	the	social	fabric,	as	the	underlying	metaphor	that	

sustained	stereotypes	on	a	false Cartesian	logic	of	perceived	‘truth’.		
                                            
50	Jonathan	Crary,	Techniques	of	the	Observer:	On	Vision	and	Modernity	in	the	Nineteenth	Century	
(Cambridge,	MA:	MIT,	1992),	13.	
51	Adolphe	Quetelet,	“Book	Four:	The	Properties	of	the	Average	Man,	of	the	Social	System,	and	of	
the	Final	Advancement	of	this	Study,”	in	A	Treatise	on	Man	and	the	Development	of	His	Faculties:	A	
Facsimile	Reproduction	(Gainesville,	FL;	Edinburgh:	Scholars'	Facsimiles	&	Reprints;	William	and	
Robert	Chambers,	1842),	xxiii,	126.	
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Realism	is	established	through	such	practices	by	constantly	reiterating	textual	quotations	

that	reinforce	a	limited	palette	of	representational	variations.	John	Tagg	discusses	this	

process,	which	reflects	ideas	within	Judith	Butler’s	theories	of	the	performance	of	gender	

(discussed	in	Chapter2),	where	the	subject	paraphrases	its	own	constitution	in	a	perpetual	

re-inscriptive	indoctrination.	Tagg	discusses	this	as	a:	

form	of	cultural	production,	a	normality	which	allows	a	strictly	delimited	range	
of	variations.	It	works	by	the	controlled	and	limited	recall	of	a	reservoir	of	similar	
‘texts’;	by	a	constant	repetition,	a	constant	cross-echoing.	By	such	‘silent	
quotation	‘,	a	relation	is	established	between	the	realist	‘text’	and	the	‘texts’	
from	which	it	differs	and	to	which	it	defers.52	

		

This	comparison	of	bodies	within	a	culture	of	exclusionary	logic	occurs	in	league	with	racial	

typologies	that	converge	bodies	with	capital,	of	which	the	photographic	archives	of	Francis	

Galton	are	key	images	within	the	maintenance	of	a	hegemonic	‘truth’.	Galton’s	images	and	

writings	incorporate	the	principles	and	judgements	of	physiognomy	to	emerge	as	the	new	

logistics	of	eugenics,	a	movement	that	catalogued	the	physicality	of	bodies	within	

taxonomies	of	racial	privilege	and	fetishist	gazes	in	order	to	exclude	or	eradicate	‘deviant’	

typologies	from	the	white	human	genome.	Clustered	around	Galton’s	eugenics	gaze	we	find	

the	insane,	the	criminal,	the	disabled,	and	the	racially	Othered.	His	composite	images	

attempted	to	identify	central	typological	representations	of	truth	for	sub	classes	of	humans,	

classes	formulated	upon	regimes	of	privilege	and	desire	such	as	Jew,	army	officer,	peasant	

woman,	and	criminal	(figure	2).	This	sociological	perspective	of	representational	politics	

denied	individual	agency	within	a	rhetoric	of	statistical	engineering	that	aims	to	discursively	

influence	the	social	arena.		

                                            
52	John	Tagg,	The	Burden	of	Representation:	Essays	on	Photographies	and	Histories	(Minneapolis:	
University	of	Minnesota	Press,	1993),	99. 
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Figure2	Francis	Galton	Composite	Portraits	Showing	Men	Convicted	of	Crimes	of	Violence,		circa	
1885,	16	x10cm.	Copyright:	University	College	London,	Accessed	10th	September	2016.	
https://www.dnalc.org/view/12125-Composite-portraits-showing-features-common-among-men-
convicted-of-crimes-of-violence-by-Francis-Galton-with-original-photographs.html	
	
	
Photo	index	works	by	Galton	compromised	surface	representation	within	false	frameworks	

of	statistical	imaging	anthropology,	in	what	he	referred	to	as	a	“pictorial	statistics”,53	so	that	

as	Allan	Sekula	describes,	“the	bell	curve	wore	a	human	face”.54	He	thus	incorporated	

statistical	and	social	engineering	within	the	perceived	objective	technology	of	the	

photographic	image.	Once	embedded	within	the	Realist	metaphor	as	an	anchor,	such	

visualities	are	difficult	to	dislodge	from	the	cultural	miasma.	They	form	a	substructure	

through	which	subjects	formulate	visual	conceptions	of	self	and	others.	Multiplicities	or	

                                            
53	Francis	Galton,	Generic	Images	(London:	William	Clowes	and	Sons,	1879),	162.  
54	Sekula,	The	Body	and	the	Archive,	48. 
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complications	within	representations	are	erased	to	create	modular	units	sufficient	for	

circulation	within	the	neo-liberal	enterprise	as	“normative	conceptions	of	embodiment	can	

operate	only	by	fixing	or	essentialising	the	body’s	necessarily	processural	(or	existential)	

ontology”.55	The	current	revival	of	attractiveness	studies	in	sociology	demonstrates	that	the	

enclave	of	physiognomic	heritage	retains	currency	within	our	current	perspectival	

frameworks	that	design	and	define	the	subject.56	

	

Like	Galton,	Eadweard	Muybridge	combined	and	ranked	behaviours	into	photographic	

typologies.	His	work	specifically	archived	the	gestural	display	of	gender	spatial	allocation	

schedules	(or	the	habitus	as	it	is	referred	to	throughout	this	exegesis).	Within	his	project	The	

Human	Figure	in	Motion	(1872–1885),	Muybridge	imaged	body	modalities	within	a	

framework	of	scientific	fact	and	observation	without	social	context	or	query.57	The	specific	

issues	of	how	power	coerces	body	gestures	into	formation,	is	erased	from	the	archive	itself.	

In	presenting	these	gendered	representations	without	discourse	(where	men	assume	more	

space	and	females	far	less)	female	restricted	body	modalities	become	an	artefact	of	truth	

and	masculine	assumptions	of	space	are	distilled	into	a	normative	declarative.		

	

I	compared	thirty	male	and	female	image	sequences	from	Muybridge’s	series	in	an	attempt	

to	compare	gender	spatial	allocation,	and	came	to	an	approximation	of	twenty-five	percent	

less	space	being	assumed	by	female	subjects.	The	gridded	space	allocated	around	women—

                                            
55	Greg	Hainge,	"Unfixing	the	Photographic	Image:	Photography,	Indexicality,	Fidelity	and	
Normativity,"	Continuum	22,	no.	5	(2008):	715.	 		
56	Randy	Thornhill	and	Steven	Gangestad,	"Facial	Attractiveness,"	Trends	in	Cognitive	Sciences	3	no.	
12	(1999):	452–60;	Karl	Grammer	and	Randy	Thornhill,	"Human	(Homo	Sapiens)	Facial	Attractiveness	
and	Sexual	Selection:	The	Role	of	Symmetry	and	Averageness,"	Journal	of	Comparative	Psychology	
108,	no.	3	(1994):	233–42.	
57	Eadweard	Muybridge,	The	Human	Figure	in	Motion:	An	Electro-Photographic	Investigation	of	
Consecutive	Phases	of	Muscular	Actions	(London:	Chapman	and	Hall,	1901). 
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the	sphere	of	action—was	also	smaller.	That	is,	the	number	of	squares	around	each	female	

figure	was	substantially	reduced.	This	is	not	immediately	obvious	as	the	space	is	

aesthetically	balanced	in	relation	to	the	action	of	the	figure,	as	males	assume	expansive	

actions	(figure	3)	and	females	more	confined	and	restricted	arcs	of	movement	(figure	4).	

This	typological	representation	reflects	the	social/power	position	of	gender	body	protocols	

at	the	time,	but	its	heritage	remains	embedded	within	current	visualities	and	underlies	the	

enactment	and	re-presentation	of	a	continuing	enclosed	female	habitus.	The	relationship	

between	these	images	as	visual	primers	and	the	formation	of	the	habitus	will	be	discussed	

in	more	detail	in	part	2	of	this	Chapter	in	the	context	of	kinaesthetic	loops	of	production.	

	

Figure	3	Eadweard	Muybridge	“Throwing	an	Iron	Disk	Plate	307”	Animal	Locomotion:	An	Electro-		
Photographic	Investigation	of	Consecutive	Phases	of	Animal	Movements.	1872-1885,	1887	
Collotype	print,	26	x	27.1cm,	printed	by	the	Photo-Gravure	Company.	Philadelphia,	1887.	
published	under	the	auspices	of	the	University	of	Pennsylvania.	image	source:	MOMA	
https://www.moma.org/collection/works/87258?locale=en	
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Figure	4	Eadweard	Muybridge”	Nude	Female	Picking	up	Ball	Plate	304”	Animal	Locomotion:	An		
							Electro-Photographic	Investigation	of	Consecutive	Phases	of	Animal	Movements.	1872-		
							1885,	1887	collotype	print	19.5	by	27.1cm,	plate	printed	by	the	Photo-Gravure	Company.		
							Philadelphia,	1887.	published	under	the	auspices	of	the	University	of	Pennsylvania.	
 

The	Deviant	Woman	PART	1	

The	publication	of	The	Female	Offender	in	1895	by	the	Italian	criminologist	Cesare	Lombroso	

(1835–1909)	serves	as	a	useful	cultural	marker	to	demonstrate	the	growing	utilisation	of	

physiognomic	principles	embedded	within	photographic	archives	and	diagrammatic	truths	

in	the	nineteenth	century,	to	measure,	quantify,	and	distil	social	typologies.	His	work	is	of	

particular	interest	within	my	research	as	he	targets	the	deviant	woman	with	classificatory	

regimes	that	exclude	her	from	the	social	collateral	of	normalcy	within	a	logic	that	defines	by	

what	it	is	not.	His	text	helps	erect	a	circumference	around	the	normative	ideal	and	capital	

(as	expressed	in	class,	race,	lack	of	disability,	and	agency)	that	is	then	perpetuated	through	

the	re-circulation	of	such	imaging	and	textual	archives.	Lombroso	has	manufactured.	These	
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representational	tomes	then	subjugate	those	that	exist	outside	of	its	normative	imaging	

parameters,	such	as	the	deviant	woman.		

	

Lombroso’s	text	attempted	to	locate	the	physical	markers	of	deviancy	to	substantiate	pre-

existing	judgements	with	a	false	surface	analysis	of	criminalised	genre	women.	However,	he	

failed	to	actually	identify	any	pattern	or	grouping	of	physical	characteristics	to	define	the	

deviant.	This	failure	to	make	legible	the	pathology	of	the	female	offender	reflects	a	long	

historical	confusion	in	relation	to	women	and	boundary	control	that	extends	back	to	the	

witch-hunts.	Without	being	able	to	secure	anatomical	guides	to	female	social	deviance,	his	

and	the	broader	social	focus	moved	to	the	surveillance	and	enforcement	of	normalcy	itself.	

In	particular,	the	edges	of	required	gender	protocols,	such	as	reproductive	obligations	were	

scrutinised,	as	the	female	body	was	taken	to	hold,	as	David	Horn	discusses	in	relation	to	

Lombroso’s	work,	“a	latent	criminality	that	could	only	be	held	in	check	by	the	experience	of	

maternity”.58	This	historicised	confusion	and	fear	is	evidenced	in	the	way	that	female	

politicians	are	still	queried	about	their	reproductive	ratios,	or	lack	of,	inferring	a	suspicion	of	

character,	a	potential	deviancy	in	the	childless	state.59	This	kind	of	enclosure	around	

difference	that	exceeds	the	boundary	templates	of	gendered	typologies	recalls	the	

genealogical	foundations	of	control.	

	

As	Lombroso	encloses	the	threatening	female	subject	within	a	field	of	normative	

restrictions,	he	attempts	to	impose	‘sameness’	through	the	imposition	of	the	dominant	

                                            
58	David	G.	Horn,	“This	Norm	Which	Is	Not	One:	Reading	the	Female	Body	in	Lombroso’s	
Anthropology,”	in	Deviant	Bodies,	110.	
59	Liz	Burke,	“No	Need	to	Question	New	Premier	Gladys	Berejiklian’s	‘Child	Status’,”	Nine	News,	23	
January	2017,	http://www.news.com.au/finance/work/leaders/no-need-to-question-new-premier-
gladys-berejiklians-child-status/news-story.	
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screen	via	a	linguistically	enforced	gaze.	His	observations	of	the	“heavy	lower	jaw”	and	

“enormous	nasal	spine”	justify	an	innate	search	for	“considerable	masculine	tendencies”	

that	perspectivalise	a	view	of	the	non-normative	woman	as	primitivised,	ape-like,	and	

male.60	Criminal	transgressions	are	thus	correlated	to	class	and	gender	transgressions,	a	

branding	methodology	that	extends	to	broader	gender	protocols.	Lombroso’s	extensive	

anthropomorphic	records	offer	no	cohesive	palimpsest	of	the	female	offender;	rather,	their	

presence	appears	to	be	as	a	form	of	graphesis,	a	distilled	visual	notation	that	solidifies	

uncertain	facts	into	an	object	of	truth.	His	use	of	photographs	and	diagrams	to	augment	a	

prejudicial	narrative	aptly	demonstrates	the	manner	in	which	photographs,	diagrams,	and	

lists—presented	as	indexical	archives—indoctrinate	through	assuming	such	a	false	objective	

stance	(figure	5).	

	

																																	Figure	5	Cesare	Lombroso	1895	The	Female	Offender,	5.	

                                            
60	Cesare	Lombroso	and	Guglielmo	Ferrero,	The	Female	Offender	(Morrison,	New	York:	Appleton,	
[1893]	2010),	28,	199.	



 
 

47 

His	examination	of	the	deviant	woman	sits	within	a	field	of	studies	of	the	defective	female	

subject	unable	to	perform	her	gender,	or	her	gender-driven	duties,	correctly.	This	failed	

maternal/	criminological	trope	continues	to	circulate	within	our	current	cultural	arena,	and	

across	all	social	classes,	as	Othered	females	are	still	equated	with	abject	social	failure	and	

subjected	to	administrative	coercion	as	a	corrective	remedy.	As	gender	roles	move	forward	

in	our	current	era,	the	edges	of	typological	representations	start	to	leak	profusely.	The	

social	politic,	under	the	pressure	of	shifting	social	mores,	moves	into	a	phase	of	hyper-

vigilance,	to	forcibly	enclose	the	female	body	within	a	return	to	conservative	schedules.	The	

verbal	onslaughts	that	the	first	Australian	female	Prime	Minister,	Julia	Gillard,	was	subjected	

to	is	a	prime	example	of	the	circularity	of	these	cultural	fixities	and	exposes	the	still	

dominant	scaffolding	of	disciplinary	coercion.61	Foucault	discusses	this	kind	of	disciplinary	

power	as	having	the	“double	property	of	being	‘anomizing’,	that	is	to	say,	always	discarding	

certain	individuals	and	of	always	being	normalising”.	Here,	anomizing	refers	to	the	removal	

of	individuating	particulars,	or	more	accurately	to	the	erasure	of	visible	difference	so	that	

the	subject	can	enter	into	a	schematic	of	normativity	where	similarity	in	a	data	set	marks	

inclusion.62		

	

The	Lombroso	publication	has	been	a	key	text	in	my	research	for	its	genealogy	of	imaging	

practices	and	citational	apparatus	that	confine	the	deviant	woman	in	textual	certainty.	It	

                                            
61	Emma	Alberici	and	Bob	Brown,	“Brown	Condemns	'Relentless	Sexism'	against	Gillard:	Veteran	
Leader	of	the	Greens	Bob	Brown	Says	There	Has	Been	Continuous	Sexism	Directed	against	Prime	
Minister	Julia	Gillard,	and	the	Standard	of	Public	Commentary	Needs	to	Improve,”	Lateline	
(Melbourne:	ABC),	6	February	2012,	http://www.abc.net.au/news/2012-02-06/bob-brown-joins-
lateline/3814450;	Ngaire	Donaghue,	"Who	Gets	Played	By	'The	Gender	Card’?	A	Critical	Discourse	
Analysis	of	Coverage	of	Prime	Minister	Julia	Gillard's	Sexism	and	Misogyny	Speech	in	the	Australian	
Print	Media,"	Australian	Feminist	Studies	30	no.	84	(2015):	161–78;	Marian	Elizabeth	Woodward,	
“Ditch	the	Witch”	(Honours	diss.,	University	of	Sydney,	2013),	117.	
62	Foucault,	“Lecture	21	November,	1973”.	 
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provides	central	research	material	to	enable	an	exploitation	(in	the	studio)	of	the	spaces	

between	disciplinary	frameworks	that	enclose	the	deviant	woman	and	its	attendant	

definitional	framework	of	normalcy.	Its	criticality	relates	to	the	central	perspective	of	this	

paper,	which	is	framed	from	the	precarious	status	of	deviancy,	a	perspective	chosen	to	

embrace	dual	positions	in	the	studio	and	the	exegetical	writing.	This	duality,	as	the	artist	

performs	normativities	apparatus	while	inhabiting	the	deviant,	offers	a	textual	overlay	that	

incorporates	my	own	biographical	legacies	as	prostitute,	addict,	and	criminal.		

	

Part	2:	Kinaesthetic	Sites	of	Formation:	The	Genealogy	of	the	Embodied	Subject	

The	first	part	of	this	chapter	discussed	the	visual	processes	that	construct	the	social	screen	

and	gaze	through	a	genealogical	examination	of	photography,	physiognomy,	and	statistical	

diagrams,	and	how	the	cultural	detritus	from	these	forms	infects	current	manifestations	of	

ocularity.	The	second	part	of	this	Chapter	will	discuss	how	these	visualities	are	interiorised	

within	the	body,	and	then	performed	in	the	social	sphere	through	the	constitution	of	the	

habitus.		

	

I	argue	within	this	exegesis	that	contemporary	visual	space	targets	the	female	subject	with	

an	ever-increasing	volume	of	‘lacking’	primers	(to	promote	desire)	and	conformity	primers	

(to	explicate	the	normative).	In	a	constantly	burgeoning	and	overwhelming	onslaught	of	

visualities,	the	feminine	subject—and	this	includes	males	and	others	who	are	labelled	as	

being	feminine—enters	a	new	era	of	scrutiny	and	production.	In	Writing	on	the	Body,	

Sandra	Lee	Bartky	identifies	that:	

what	is	new	is	the	growing	power	of	the	image	in	a	society	increasingly	oriented	
toward	the	visual	media.	Images	of	normative	femininity	…	have	replaced	the	
religiously	oriented	tracts	of	the	past.	New	too	is	the	spread	of	this	discipline	to	
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all	classes	of	women	and	its	deployment	throughout	the	lifecycle.	What	was	
formerly	the	specialty	of	the	aristocrat	or	the	courtesan	is	now	the	routine	
obligation	of	every	woman.63		
	
	

This	gives	the	female	subject	no	respite,	as	older	women	are	commodified	within	a	false	

dialogue	of	emancipation—“over	sixty	is	the	new	sexy”—and	young	girls	at	the	age	of	five	

are	sold	jeans	so	tight	that	they	restrict	their	ability	to	run,	jump,	or	move	freely;	and	shoes	

with	heels	that	impede	walking.	

	

This	cultural	screen	is	cultivated	and	substantiated	through	an	agreed-upon	set	of	visual	

contractual	relations	that	reflect	social	practices	of	power	and	ideology.	These	are	repeated,	

performed,	and	saturated	back	within	the	visual	realm	as	validations	of	coded	conduct	and	

subject	desire.	This	is	then	integrated	within	the	body	through	kinaesthetic	feedback	to	

form	the	subject’s	habitus.	The	habitus	is	both	a	reflection	of	the	screen	and	the	subject’s	

intertextual	relation	to	the	social	fabric.	It	also	makes	visible	the	level	of	agency	and	affect	

that	each	subject	possesses	within	the	social	arena.	

	

The	images	of	Muybridge	previously	discussed	provide	an	indexical	record	of	the	codified	

position	of	the	female	subject	during	a	specific	historical	moment,	but	one	whose	genealogy	

is	still	present	in	contemporary	bodies.	His	visual	record	of	movement	and	gesture	archived	

gender-based	protocols	in	a	unique	document	that	makes	present	the	confined	metaphoric	

space	of	women.	The	visibly	reduced	arc	of	movement	for	these	subjects	interiorises	a	

learning	schedule	that	teaches	the	female	to	hold	in,	hold	back,	make	yourself	small.	This	

                                            
63	Sandra	Lee	Bartky,	“Foucault,	Femininity,	and	the	Modernisation	of	Patriarchal	Power,”	in	Writing	
on	the	Body:	Female	Embodiment	and	Feminist	Theory,	ed.	Katie	Conboy	et	al.	(New	York:	Columbia	
University	Press,	1997),	149.	
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bodily	allocation	within	space	forms	a	kinaesthetic	loop	of	integrated	deprecation.	Each	

time	the	subject	holds	in,	they	re-learn	and	validate	a	subjective	position	within	the	social	

system.	Such	integrated	learning	schedules	are	difficult	to	query	and	form	the	foundation	

upon	which	gender/race	and	disability	differences	are	substantiated	and	maintained	in	

society.		

	

The	formation	and	sustenance	of	this	circumference	of	restricted	movement	for	female	

subjects	is	investigated	within	this	section	of	the	chapter	as	a	process	of	kinaesthetic	

integration	of	external	power	structures	and	visual	and	verbal	primers	within	the	habitus.	

This	position	considers	the	subject	as	a	situated	schema	within	external	cultural	realities	and	

material	conditions	of	power.	It	contends	that	corporeal	inscription	produces	bodies	that	

are	malleable	to	the	controls	and	needs	of	power.64	Such	a	framework	incorporates	both	a	

Foucauldian	perspective	of	the	body	as	an	inscribed	surface	that	then	interiorises	power,	

and	a	phenomenological	perspective	that	considers	the	felt	body	as	a	generative	field	that	

produces	and	is	produced	by	its	haptic	relations	to	space,	other	bodies,	and	culture.	Visual	

primers	such	as	photography	operate	within	both	a	Foucauldian	and	a	phenomenological	

sense	as	they	inscribe	through	the	act	of	looking	and	are	integrated	within	the	body	through	

the	haptic	touch	of	the	eye,	as	well	as	sustained	through	the	citation	of	gestural	

instructions.	These	routines	provide	an	active	site	of	scrutiny	and	disruption	as	they	visualise	

the	manner	in	which	the	intertextual	landscape	of	daily	negotiated	power	is	performed	by	

the	body	itself	as	its	reproduces	the	coded	substructure	of	systems	maintenance.		

	

	

                                            
64	Grosz,	Volatile	Bodies,	140–43.	
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Habitus	

The	term	‘habitus’	comes	from	sociological	theory	to	describe	the	processural	act	of	

constituting	embodied	space	and	subjectivity	from	the	subject’s	field	of	action	(the	

biological	entity)	and	the	external	fields	of	action	(capital).	Within	an	arts-based	practice,	

the	term	is	useful	to	discuss	and	develop	strategies	within	a	bodily	incorporated	research	

mode	that	maps	the	embodied	female	subject	as	a	processural	artefact	of	cultural	systems	

and	protocols.	An	examination	of	the	habitus	can	visualise	the	spatial	and	subjective	

allocation	of	power	that	genders	possess	in	relation	to	each	other	and	broader	systems	of	

power	as	its	constitution	reflects	the	underlying	taxonomic	striations	that	divide	individuals	

into	capital	endorsed	or	disenfranchised	capital	residues.65	

	

The	body’s	gestural	and	linguistic	articulations	operate	as	visible	signs	of	the	particular	

habitus	each	individual	agent	possesses.	Everyday	processural	routines	form	part	of	an	

inscribed	process	of	gender	performance	where	the	female	body	is	bounded	and	colonised	

by	carceral	systems	of	power.66	This	perspective	considers	female	subjects,	in	particular	the	

deviant	woman,	as	subjugated	and	metaphorically	imprisoned	within	their	self-production	

of	the	embodied	schematic.	The	disciplinary	archipelago	that	enforces	these	gender	

protocols	of	confinement	will	be	shown	to	manifest	itself	through	the	daily	social	enclosure	

of	feminine	embodied	space	and	the	targeting	of	the	non-normative	female	for	social	

exclusion.	Bourdieu	acknowledges	these	differential	fields	of	gender	production	when	he	

comments	that,	“what	is	imposed	through	a	certain	social	definition	of	maleness	(and,	by	

                                            
65	Ibid.,	89.	
66	For	general	carceral	theories,	see	Stanley	Cohen,	Visions	of	Social	Control:	Crime,	Punishment,	and	
Classification	(New	York:	Polity	Press,	1985).	For	writings	on	how	imprisonment	extends	upon	a	broader	
carceral	positioning	of	women,	see	Pat	Carlen,	Women's	Imprisonment:	A	Study	in	Social	Control		
(Boston	and	London:	Routledge,	1983). 
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derivation,	of	femaleness),	is	a	political	mythology	which	governs	all	bodily	experience”.67	

This	identification	of	gender	as	a	“fundamental	principle	of	division	in	the	social	and	

symbolic	world”	clarifies	its	central	constituent	power,	or	lack	of,	within	the	formation	of	

the	field	of	action	each	subject	possesses	in	society.68	

	

The	work	of	Man	Yee	Lam	provides	a	strong	visual	articulation	of	this	limited	field	of	action.	

In	Silk	Cocoon	–	Self	Combing	Woman	(figure	6),	Man	Yee	uses	the	metaphor	of	the	self-

combing	woman	to	reflect	on	the	ongoing	legacy	of	gendered	protocols	within	a	

contemporary	female	habitus.	Through	an	embodied	mode	of	performance	and	expanded	

drawing,	she	‘cites’	an	historical	practice	from	her	family’s	place	of	origin,	Shurde	(China).	

Here,	women	could	choose	lifelong	spinsterhood	in	order	to	avoid	marriage,	a	unique	

option	in	feudal	China.	This	choice	was	codified	in	a	special	hair-combing	ceremony	where	

they	combed	their	hair,	while	alone,	into	to	a	specific	denotative	style.	Spinsters	were	then	

permitted	to	economically	support	themselves	by	working	in	the	Silk	Factories	of	Shurde.	In	

comparison,	those	entering	marriage	transitioned	into	the	culturally	appropriate	hair	of	a	

married	woman	as	part	of	a	communal	ritual,	but	remained	economically	dependent	and	

indentured	to	the	male.	Thus,	through	her	own	desire	for	independence,	the	‘spinster’	is	

severed	from	communal	patronage	and	forced	to	comb	the	processural	ritual	of	her	own	

confinement,	while	obtaining	some	level	of	agency.69	

	

                                            
67	Ibid.,	93.	
68	Ibid.,	93. 
69	Hu	Bei,	“Drawing	Their	Own	Conclusions,”	Global	Times,	25	December	2011,	
http://www.globaltimes.cn/content/689786.shtml.	
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								Figure	6	Man	Yee	Lam	Silk	Cocoon	–	Self	Combing	Woman	2011,	still	from	video	installation	
4:30.	Photo:	accessed	2	March	2015, http://www.globaltimes.cn/content/689786.shtml.	

	

In	Man	Yee’s	work,	the	artist	wears	a	business	suit	as	she	slowly	weaves	herself	into	an	

enclosure	of	silk	thread.	This	threaded	matrix	draws	the	social	schematic	of	her	embodied	

subjectivity	as	a	spatial	drawing,	as	lines	demarcate	her	allocated	area	of	effective	agency.	

The	metaphoric	overtones	are	those	of	a	self-enacted	cycle	of	enclosure	in	a	genealogical	

network	of	inherited	gestural	citations.	The	subject,	enunciated	as	a	female	working	in	Hong	

Kong,	has	surrendered	agency	within	the	social	sphere	to	procure	a	level	of	economic	

independence.	This	has	only	further	commodified	her	body	into	the	corporate	object,	and	

moved	her	performative	schedule	as	a	woman	into	a	precarious	boundary	zone.	Here	social	

exclusions	come	to	force.	Much	as	Lombroso	condemned	criminological	women	as	maternal	

failures,	the	aging	single	woman	in	Hong	Kong	suffers	under	the	scrutiny	of	regressive	roles,	

such	as	the	failed	maternal	spinster.	This	provides	agency	in	one	arena	(economic	
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production),	at	the	expense	of	agency	in	another	(social	and	gendered	denotation).	Such	

limits	of	gendered	potential	within	social	praxis	form	the	metaphoric	spaces	of	captivity	

visualised	by	Man	Yee	Lam.	Males	are	permitted	multiple	fields	of	action	which	extend	

outwards,	while	female	subjects	generally	experience	habitus	as	a	restricted	field	of	action	

which	self-objectifies	and	encloses	agentic	potential.	Women	are	then	blamed	for	their	own	

self-deprecations.	

	

Man	Yee	Lam’s	silhouette	of	corporate	conformity	provides	a	symbolic	enactment	of	the	

subject’s	attempt	to	perform	within	the	masculinised	regimes	of	economic	power,	while	

existing	within	a	limited	social	sphere.	This	limited	capacity	is	enforced	within	her	own	

gestural	enactment	of	the	self-	combing	ritual,	as	the	subject	internalises	the	processural	

actions	of	broader	gender	expectations	and	power.	Within	commodified	culture,	her	body	

remains	indentured	or	objectified	and	lacks	the	necessary	agency	to	author	new	roles	of	

gendered	action.	The	complex	relational	schemas	that	coerce	the	gendered	subject’s	daily	

rituals	are	evoked	in	the	dendritic	overlays	of	white	thread	that	slowly	suffocate	and	restrict	

the	artist’s	field	of	action.	Typological	representations	are	paraphrased	in	the	work	in	an	

attempt	to	navigate	a	pathway	through	the	discursive	enclosures	that	act	upon	her	body.	By	

weaving	her	own	visible	habitus,	her	body	incorporates	a	visceral	comprehension	of	its	

affect	upon	her	embodied	self	to	articulate	the	loops	of	self-production	that	produce	the	

Realist	cultural	screen.	Her	ritualised	act	of	performative	enclosure	through	expanded	

drawing	practice	relates	to	my	own	strategies	to	converge	graphic	ontologies	with	

embodied	practices	in	a	performative	articulation	of	habitus.	
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Throwing	Like	a	Girl	

Iris	Marion	Young’s	1980	essay	“Throwing	Like	a	Girl”	discusses	this	restricted	field	of	

habitus	for	women	and	how	“modalities	of	feminine	body	comportment”	can	manifest	(and	

in	a	very	real	sense	make	visible)	the	limited	sphere	of	action	that	female	subjects	possess.70	

This	argument	is	predicated	on	the	idea	that	gender	is	a	social	construction,	created	through	

citational	acts	that	manifest	the	idea	of	gender	itself.71	This	position	argues	that	the	

parameters	of	the	social	screen	constitute	our	reality,	which	is	interiorised	as	the	habitus	to	

define	our	position.	Performative	acts	of	gender	are	thus	produced	in	response	to	the	

capital	contingencies	within	the	cultural	field	and	then	interoceptively	inscribed	in	what	

Young	describes	as	“a	set	of	structures	and	conditions	that	delimit	the	typical	situation	of	

being	a	woman	in	a	particular	society”.72	These	interconnected	processes	of	exterior	fields	

of	production	(visual)	and	interior	integration	and	reproduction	(through	gesture)	form	the	

research	site	of	this	paper.	

	

The	action	of	throwing	provides	a	powerful	visual	display	of	gender	as	a	distilled	

performative	schedule	that	has	been	empirically	studied	based	on	accuracy,	velocity,	and	

arm	extension	in	a	number	of	papers.	In	a	meta-study	of	such	literature	in	1985,	Jerry	

Thomas	and	Karen	French	examined	and	averaged	results	from	published	papers	relating	to	

the	action	of	throwing,	with	subsets	in	gender,	velocity,	and	accuracy.73	The	resulting	data	

demonstrated	a	growing	gender	gap	from	around	the	age	of	five	in	both	throwing	force	and	

accuracy.	The	authors	considered	that	the	“expectation	for	changes	in	tasks	like	these	is	
                                            
70	Iris	Marion	Young,	"Throwing	Like	a	Girl:	A	Phenomenology	of	Feminine	Body	Comportment	
Motility	and	Spatiality,"	Human	Studies	3,	no.	2	(1980):	143.	
71	Butler,	"Performative	Acts	and	Gender	Constitution,”	522. 
72	Young,	Throwing	Like	a	Girl,	143–44.	
73	Jerry	Thomas	and	Karen.	E.	French,	“Gender	Differences	across	Age	in	Motor	Performance:	A	
Meta-Analysis,"	Psychological	Bulletin	98,	no.	2	(1985):	260–82.		



 
 

56 

that	the	early	differences	are	environmentally	induced	by	differing	treatment	of	girls	and	

boys”	and	not	related	to	sexed	biological	difference	as	the	bodies	of	children	aged	five	do	

not	have	any	overt	sexual	differences	in	the	biological	form	that	could	affect	strength	and	

accuracy	in	this	way.74	These	results	reflect	Young’s	discussion	that	males	and females	

operate	their	biological	entities	in	very	different	modes	through	culturally	induced	

proprioceptive	feedback	loops	that	coerce	females	into	particularly	restrictive	schedules	of	

movement.	

	

The	images	of	Muybridge	previously	discussed	provide	a	cultural	archive	of	these	gestural	

differentials	and	a	visual	analysis	serves	some	purpose	to	isolate	their	genealogical	heritage.	

The	performative	schedule	of	the	woman	in	figure	4	presents	as	confined	and	inhibited	

when	compared	to	the	male	in	figure	3.	She	is	seemingly	only	using	parts	of	her	body,	each	

in	isolation	without	engaging	with	the	full	physicality	of	her	body’s	muscular	strength	and	

potential.	In	contrast,	the	male	engages	the	full	motor	function	of	his	body	within	its	

weighted	action	as	an	activated	tool	for	agency	in	the	world.	Despite	the	historical	nature	of	

these	photographs	and	their	almost	fetishistic	tone	to	our	contemporary	gaze,	they	archive	

a	cultural	grid	of	instrumental	body	affectations	that	remain	genealogically	inscribed	within	

our	current	embodied	subjectivities.	Boys	are	still	taught	to	throw	things	and	girls	are	still	

taught	to	retreat.	The	prescribed	school	uniform	for	girls	at	the	high	school	in	my	local	area	

remains	an	inhibiting	skirt	and	stiff	white	shirt,	a	formulated	stricture	that	imposes	an	

obligatory	schedule	to	align	the	female	body	with	a	decorative	passivity	and	objecthood.	

Culturally	coercive	forms	of	attire	co-habitate	with	the	restrictive	performative	schedules	of	

the	body,	as	more	open	clothes	allow	movement	that	is	more	expansive.	Susan	Brownmiller	

                                            
74	Ibid.,	272. 
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observed	that	when	wearing	heels	that	the	“female	foot	and	leg	are	turned	into	ornamental	

objects	and	the	impractical	shoe,	which	offers	little	protection	against	dust,	rain	and	snow,	

induces	helplessness	and	dependence”.75	However	obvious	this	is	intellectually,	it	remains	

deeply	embedded	within	the	protocols	and	procedures	that,	as	Judith	Butler	comments,	

“compel	the	body	to	conform	to	a	historical	idea	of	‘woman’,	to	induce	the	body	to	become	

a	cultural	sign,	to	materialise	oneself	in	obedience	to	an	historically	delimited	possibility”.76		

	

This	differential	treatment	of	gendered	bodies	within	the	cultural	grid	alters	the	perceptual	

use	of	our	own	bodies	and	the	space	around	them	in	many	ways.	It	becomes	a	punitive	form	

of	cultural	training	that	positions	the	female	body	in	a	restricted	and	retreating	schematic.	

This	somewhat	carceral	state	of	embodiment	entrenches	and	protects	the	privileged	

position	of	the	male	as	more	dominant,	more	active,	more	entitled.	Young	considers	that	

women	conceptualise	a	more	confined	perceptual	space	that	is	enacted	by	the	body	and	its	

affected	relations.	These	are	re-inscribed	as	embodied	knowledge	through	proprioceptive	

feedback	loops.	Thus,	the	body	folds	contexts	within	itself	by	interiorising	its	relational	

position	to	external	power	dynamics.	It	then	enacts	this	equation	in	lived	actions,	such	as	

gestural	and	linguistic	articulations.	These	relational	schematics	enable	males	to	self-project	

a	right	(of	agency)	to	inhabit	space	in	a	broader	more	expansive	manner.	As	Young	

observes:	

men	more	often	move	out	toward	a	ball	in	flight	and	confront	it	with	their	own	
countermotion.	Women	tend	to	wait	for	and	then	react	to	its	approach,	rather	
than	going	forth	to	meet	it.77	

	

                                            
75	Susan	Brownmiller,	Femininity	(New	York:	Simon	and	Schuster,	1984),	184.	
76	Butler,	"Performative	Acts	and	Gender	Constitution’,	522.	
77	Young,	Throwing	Like	a	Girl,	146. 
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Women,	as	a	direct	result	of	the	cultural	grids	of	power	that	flow	over	them,	enact	an	

embodied	schematic	that	reflects	a	tentative	agency.	This	inhibited	agency	extends	to	a	

disabling	of	the	right	to	inhabit	our	own	bodies,	as	the	gaze	entrenches	the	male	assumptive	

right	to	own	our	gendered	flesh.	Within	the	performance	of	what	we	consider	gendered	

body	‘tropes’,	such	as	manners	of	sitting,	standing,	and	throwing,	are	manifested	the	full	

regimentation	of	carceral	regimes	over	the	female	body	as	a	“set	of	structures	and	

conditions	that	delimit	the	typical	situation	of	being	a	woman	in	a	particular	society”,	and	

enclose	potentials	within	fixed	routines	and	typologies.78	These	sustain	an	indentured	

position	within	the	broader	social	structure,	and	restrict	mental	conceptions	of	expansive	

space.	As	a	result,	women	conceptualise	enclosed	spaces,	watchful	positions,	and	protective	

postures.	Young	surmises	that	this	perceptual	embodiment	of	closed	space	for	females	also	

serves	as	a	defence	against	the	male	gaze	and	touch,	as	women	are	able	to	project	within	

this	appropriated	space	some	aspect	of	embodiment	where	they	can	exist	with	limited	

agency.	This	paradox	of	enclosure	to	obtain	a	delimited	agency	is	articulated	in	the	work	of	

Man	Yee	Lam	by	mapping	the	spatial	constriction	of	the	habitus	that	protects	her	position	as	

an	economically	independent	agent	through	expanded	drawing.	

	

The	Gaze	and	the	Work	of	Lorna	Simpson	

A	consideration	of	the	gaze	is	also	central	to	an	examination	of	gendered	social	constitution,	

as	the	male	gaze	is	an	instrumental	tool	within	hegemonic	dominance	of	Othered	bodies.	In	

the	instance	of	a	female	gendered	body,	the	presence	of	the	gaze	enacts	an	ongoing	state	of	

surveillance,	a	sense	of	existing	within	a	metaphoric	panopticon.79	Existing	power	schemes	

                                            
78	Ibid.,	143.	
79	Here	the	reference	is	made	to	Jeremy	Bentham’s	Panopticon	or	the	Inspection	House	(London:	Payne,	1791)	
and	Foucault’s	Discipline	and	Punish.	
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and	cultural	manifestations	assert	the	male’s	right	to	intrude	upon	the	feminine	space	by	

watching,	encroaching,	touching,	or	controlling	the	female	body.	This	gaze,	which	extends	to	

the	haptic	look,	thus	sustains	cultural	protocols	and	systems	of	power	over	the	body	of	the	

female,	who	then	interiorises	the	state	of	objectification	and	self-perpetuates	Bentham’s	

panopticon	within	her	own	gestural	routines.	

	

This	process	has	been	theorised	within	Objectification	theory,	which	considers	that	“our	

culture	socialises	girls	and	women	to	internalise	an	objectifying	observer	perspective	on	

their	own	bodies”	that	is	instituted	and	maintained	through	visual	priming	and	

proprioceptive	feedback.80	When	considering	the	nature	of	society	as	inherently	patriarchal,	

this	gaze	is	a	masculine	gaze.	It	is	not	restricted	to	the	biological	watchfulness	of	a	male,	but	

is	in	fact	an	instrumental	feature	of	the	coercive	scaffolding	of	society.	As	John	Berger	has	

observed:	

Men	act	and	women	appear.	Men	look	at	women.	Women	watch	themselves	
being	looked	at.	This	determines	not	only	most	relations	between	men	and	
women	but	also	the	relation	of	women	to	themselves.	The	surveyor	of	woman	in 
herself	is	male:	the	surveyed,	female.	Thus,	she	turns	herself	into	an	object—and	
most	particularly	an	object	of	vision-a	sight.81		

	

	Pivotal	to	my	understanding	of	objectification	theory	is	the	article	by	Barbara	Fredrickson	et	

al.,	“That	Swimsuit	that	Becomes	You:	Sex	Difference	in	Self-Objectification,	Restraint	Eating	

and	Math	Performance”.82	This	study	evaluated	female	gendered	subjects’	performance	

while	undertaking	a	series	of	math	questions,	once	while	clothed,	and	then	again	while	in	

swimwear.	When	wearing	bathers,	female	subjects	performed	consistently	lower	than	they	
                                            
80	Barbara	Fredrickson	et	al.,	"That	Swimsuit	Becomes	You:	Sex	Differences	in	Self-Objectification,	
Restrained	Eating,	and	Math	Performance,"	Journal	of	Personality	and	Social	Psychology	75,	no.	1	
(1998):	270.	
81	John	Berger,	Ways	of	Seeing	(New	York	and	Harmondsworth,	UK:	Penguin,	1972),	47.	
82	Fredrickson	et	al.,	"That	Swimsuit	Becomes	You.” 
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had	when	clothed.	Male	subjects,	however,	expressed	no	negative	bodily	feedback	as	a	

result	of	wearing	only	the	bathers	and	did	not	record	lower	results	than	when	they	had	

been	clothed.	These	results	indicate	a	socially	inscribed	discomfort	in	the	habitation	of	

female	socially	gendered	bodies.83	This	self-incorporated	gaze	reflects	the	carceral	regimes	

that	signify	the	female	body	as	‘Othered’	available	for	the	colonising	forces	of	the	male	gaze	

and	resultant	commodification	as	an	object	within	western	culture	and	desire	regimes.		

	

The	deeply	incorporated	nature	of	the	gaze	within	culture’s	carceral	processes	is	made	

manifest	by	the	artist	Lorna	Simpson	in	her	work	Guarded	Conditions	(1989,	figure	7)	where	

she	unravels	the	semiotics	of	the	gaze	and	inverts	the	viewers	‘right’	to	look	upon	the	body	

/face	of	the	colonised	subject.	Simpson	identifies	the	power	of	visual	constructions	of	

knowledge	within	the	maintenance	of	gendered	and	racial	stereotypes	and	methodically	

deconstructs	the	semiotic	scaffolding	of	formation	through	a	process	of	mimesis	that	

disrupts	the	visual	proprioceptive	loop.	The	coded	substratas	of	historical	inscription	are	

identified,	infected,	and	distributed	within	an	inverted	paradigm	that	subverts	the	

instrumentalities	of	the	gaze	embedded	within	Western	forms	of	visual	knowledge	

production.	

                                            
83	Ibid.	
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     Figure7	Lorna	Simpson	Guarded	Conditions	1989	polaroid	photos,	231cm	by	333cm,	image	source	 
							Columbia	University,		
							http://www.learn.columbia.edu/courses/fa/images/large/kc_femart_simpson_guard.	
  
	

By	integrating	the	photographic	line	up	style	of	police	records,	Simpson	references	the	

female	racialised	subject	as	the	incarcerated	object.	This	visual	trope	extends	the	work	to	

query	the	historicity	of	the	colonial	gaze	that	has	been	invested,	and	validated,	in	Western	

culture	via	visual	cataloguing	systems,	such	as	Alphonse	Bertillon’s	(1853–1914)	

anthropometric	system	of	recording	and	observing	the	body	in	a	photographic	archive,	

constituted	and	delivered	as	a	form	of	objective	knowledge	(figure	8).	
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Figure	8	Bain	News	Service	Portrait	Parle	Class,	France	between	1910-1915,	glass	negative,	12.7		
								x	17cm,	photo	shows	class	studying	the	Bertillon	method.,	Source:	Flickr	Commons	Project		
								(2010).	Image	held	in	the	Library	of	Congress,	Prints	and	Photographs	division,	Washington		
								DC.	
 

Bertillon’s	system	was	used	to	validate	the	Othering	gaze	within	a	perceived	objective	

archival	equation	that	codified	subjects	targeted	for	exploitation	and	control	and	inscribed	

them	within	the	administrative	gaze	of	colonial	capital.	His	instrumental	use	of	photography	

coerced	the	subject	within	regimented	codes	that	fixed	them	within	targeted	sub-groups	of	

exclusion	and	exoticism.	Simpson	inverts	the	mechanisms	of	this	classificatory	style	to	

expose	the	underlying	structure	that	the	coded	system	entrenches.	By	targeting	the	false	

objectivity	of	the	carceral	photo-documentary	style,	she	also	exposes	the	camera’s	

clandestine	role	in	formulating	masculinised	truths	around	the	body	as	fixed	tropes	to	enact	

systems	of	ocular	power.	In	refuting	the	right	of	the	viewer	(implied	as	the	male	gaze)	to	
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view	the	face,	she	subverts	the	criminological	administrative	tomes	of	Bertillon’s	cultural	

legacies.	Simpson	distorts	the	semiotic	systems	that	sustain	stereotypical	homogeneity	into	

mimetically	fractured	multiplicities	in	an	act	of	processural	destabilisation.	Amelia	Jones	

describes	such	refractive	strategies	as	a	process	of	“anamorphic	distortion	of	the	

perspectival	logic	of	objectification”.84	In	this	way,	the	artist	dissolves	the	habitus	of	carceral	

inertia	by	unfolding	multiplicities	within	and	through	the	semiotic	codes	themselves	so	that	

spaces	are	opened	up	within	the	visual,	kinaesthetic,	linguistic,	and	historical	fields	of	

constitution	in	a	complex	multimodal	and	affect	contingent	enunciation	that	challenges	the	

fixity	of	deviancy.	

	

Studio	Methodologies:	Judith	Butler	

Tactical	studio	methodologies	to	facilitate	such	slippages	within	the	stability	of	the	trope	

are	suggested	in	the	writings	of	Judith	Butler	in	her	1988	article	“Performative	Acts	and	

Gender	Constitution”	where	she	suggests	utilising	the	very	systemic	protocols	that	define	

the	stereotype	with	new	orientations	or	perspectives	that	may	alter	notions	of	normalcy.	

Butler	considers	that: 

If	the	ground	of	gender	identity	is	the	stylised	repetition	of	acts	through	time,	
and	not	a	seemingly	seamless	identity	then	the	possibilities	of	gender	
transformation	are	to	be	found	in	the	arbitrary	relation	between	such	acts,	in	the	
possibility	of	a	different	sort	of	repeating	in	the	breaking	or	subversive	repetition	
of	that	style.85	

	

This	suggests	that	through	a	repetition	of	tropes,	spaces	of	new	meaning	outside	of	

codification	may	be	found.	If	the	substructure	of	the	gendered	paradigm	is	considered	as	

                                            
84	Amelia	Jones,	Seeing	Differently:	A	History	and	Theory	of	Identification	and	the	Visual	Arts	
(London:	Routledge,	2012),	109.	
85	Butler,	“Performative	Acts,”	520.	
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the	performative	‘act’,	then	a	research	query	that	attempts	to	dismantle	the	articulated	

schematic	of	the	gendered	paradigm	could	target	the	repetition	within	the	site	of	its	

formation.	This	led	me	to	consider	performance	as	a	mode	of	research	to	activate	

momentary	slippages	in	the	fixity	of	the	gendered	subject’s	defining	‘acts’,	so	that	new	

spaces	of	play	and	disruption	can	emerge.	This	opened-up	space	allows	the	subject	to	

inhabit	an	indeterminate	positionality	in	relation	to	the	cultural	screen,	if	only	for	a	

moment.	These	slippages	are	considered	as	deterritorialised	movements,	a	term	taken	from	

readings	of	Deleuze	and	Guattari.86	My	interpretation	of	this	term	considers	it	as	an	area	of	

undefined	potential	which	operates	within	ideas	of	expansive	space	over	restricted	space,	

operating	outside	of	static	truths	and	knowledge,	where	new	meanings	or	actions	can	exist.	

This	uncultured	zone	is	transitory	and	subjective,	as	each	slippage	or	excess	is	gradually	

integrated	back	within	the	cultural	screen.	Despite	this	re-integration,	each	movement	can	

destabilise	tropes	of	normalcy	to	enact	movement(s)	toward	agency.	These	micro-

movements	unfix	the	positionality	of	inertia	by	infecting	the	surveyed	edges	of	normalcy	

with	viral	excesses,	erasures,	and	re-constitutions.	Research	discussed	within	this	exegesis	

converges	such	bodily	experienced	slippages,	through	a	performative	mode,	with	the	

imaging	processes	of	visual	priming	in	order	to	evaluate	the	relationship	between	

kinaesthetic	and	visual	production	in	sustaining	gendered	performative	schedules.	

	

	

	

	

	

                                            
86	Deleuze	and	Guattari,	A	Thousand	Plateaus. 



 
 

65 

Chapter	2:	Parody	and	Performance		

Judith	Butler’s	writings	led	me	to	consider	the	performative	mode	she	had	outlined,	both	

within	the	central	examination	of	gestural	modalities	of	the	body	and	also	as	a	research	

practice.	My	research	position	also	draws	upon	writings	by	Barbara	Bolt	that	discuss	visual	

arts	knowledge	as	research	that	seeks	to	“recognise	and	‘map’	the	ruptures	and	movements	

that	are	created	by	creative	production”	rather	than	pursue	fixed	forms	of	knowledge	that	

reflect	the	institutional	paradigm	of	the	scientific	model.87	This	mode	of	research	best	

articulates	the	aims	of	a	feminist	practice	as	knowledge	enters	“into	the	realms	of	

performativity	and	affect,	interfering	with,	and	putting	into	crisis,	distinct	body	relations”.88	

	

These	“body	relations”	will	form	the	main	element	of	this	discussion	of	the	performative	

mode,	where	the	subject	will	be	considered	as	being	enacted	by	performance	itself,	and	

that	by	appropriating	the	performative	mode	as	a	research	strategy,	new	schedules	may	be	

initiated	within	the	coded	substructure.	My	argument	is	formulated	on	the	premise	put	

forward	by	Butler:	that	there	is	no	gendered	“subject	prior	to	the	performed,	the	

performance	is	performative	[and]	the	performance	constitutes	the	appearance	of	a	

‘subject’	as	its	effect.”89	This	statement	considers	the	subject	itself	as	a	cumulative	modality	

of	citational	‘acts’	and	repetitions	that	reflect,	and	are	constitutive	of,	relational	social	fields.	

In	this	way,	the	gendered	subject	coalesces	within	its	own	iterative	enunciation	of	the	

                                            
87	Barbara	Bolt,	"A	Performative	Paradigm	for	the	Creative	Arts?"	Working	Papers	in	Art	and	Design	
5,	no.11	(2008):	9.	
88	Nathaniel	Stern,	"	Implicit	Bodies	Through	Explicit	Action”	Perspectives	International	Postgraduate	
Journal	of	Philosophy,	1	(2008):	30.	Accessed	December	2014,	
http://www.ucd.ie/philosophy/perspectives/past_issue_vol1.html	
89	Judith	Butler,	“Imitation	and	Gender	Insubordination”	in	Inside/Out:	Lesbian	Theories,	Gay	
Theories,	ed.	Diana	Fuss	(London:	Routledge,	1991):	24. 
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habitus	that	“produces	or	generates	dispositions	as	well	as	their	tranposability”.90	This	

habitus,	as	described	by	Bourdieu	in	1977,	and	as	re-considered	by	Butler	and	Iris	Marion	

Young	(in	1999	and	1980	respectively),	forms	a	central	area	of	my	inquiry.	The	habitus	is	a	

both	a	collective	and	an	individual	field	of	“directly	processural	(and	derivatively	signifying	

and	coding)”91	citational	practices,	that	reiterate	the	norm	“or	a	set	of	norms”	as	they	relate	

to	gender.92	The	performative	acts	that	constitute	this	embodied	schematic	present	a	

productive	site	for	disruption,	as	the	subject	never	fully	becomes	the	normative	ideal,	but	

only	attempts	to	approximate	its	constitution.	Within	the	space	between	recitation	and	

accidental,	or	purposeful,	singularity,	an	affect-ridden	space	is	open	to	error	codes	that	may	

dissolve	the	surface	circumference	of	gendered	enclosure.93	

	

This	gendered	enclosure	is	sustained	within	the	coerced	citation	of	the	normative	in	order	

to		“qualify	and	remain	a	viable	subject.	Here	Butler	considers	how	femininity	is	thus	not	the	

product	of	a	choice,	but	the	forcible	citation	of	a	norm,	one	whose	complex	historicity	is	

indissociable	from	relations	of	discipline,	regulation,	punishment”.94	The	‘girl’	whose	

performative	schedules	deviate	from	this	norm	is	labelled	with	punitive	and	coercive	

devices	that	are	both	“obvious	and	indirect”,95	such	as	the	mother	coercing	her	daughter	to	

cross	her	legs	or	society	sanctioning	the	incarceration	of	transgressive	females	under	the	

                                            
90	Judith	Butler,”	Performativity's	Social	Magic”	in	Bourdieu:	A	Critical	Reader,	ed.	Richard	
Shusterman	(Massachusetts:	Wiley,	1999),	116.	
91	Bourdieu,	Outline	of	a	Theory	of	Practice;	Butler,	Performativity’s	Social	Magic;	Young,	Throwing	
Like	a	Girl;	Brian	Massumi,	Parables	for	the	Virtual:	Movement,	Affect,	Sensation.	(Durham,	London:	
Duke	University	Press,	2002,	81.	
92	Judith	Butler,	Bodies	That	Matter	(London:	Routledge,	1993),	12.	
93	Ibid.,	176. 
94	Ibid.,177.	
95	Judith	Butler,	"Performative	Acts	and	Gender	Constitution:	An	Essay	in	Phenomenology	and	
Feminist	Theory."	Theatre	Journal	40	no.	4	(1988):	528.	
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medicalised	label	of	‘hysteria’.96	Alternatively,	the	‘girl’	who	performs	her	gender	well	is	

socially	rewarded	and	then	indoctrinated	within	the	propaganda	that	“there	is	an	

essentialism	of	gender	identity	after	all”.97	

	

My	research	position	thus	theorises	the	gendered	subject	as	a	series	of	citational	‘acts’	that	

are	cumulatively	interiorised	from	social	fields	through	proprioceptive	feedback	loops	and	

visual	/verbal	priming,	and	then	re-performed	by	the	subject	to	formulate	the	gendered	

habitus.	In	this	way,	the	habitus	itself	is	a	kind	of	mobius	strip	of	infolding	and	unfolding	

fields	that	undulate	through	the	subject’s	bodily	visual/kinaesthetic	learning	modalities.	The	

gendered	subject	is	thus	formulated	within	a	complex	web	of	naming	schedules,	in	both	

language	and	gesture	that	constitute	the	subject	within	strict	normative	boundaries	that	

define	and	limit	their	level	of	agency.	The	habitus	becomes	a	useful	visual	metaphor	with	

which	to	comprehend	this	osmotic	social	circumference	around	the	subject	that	

orchestrates	the	permissible	actions	of	her	own	body	to	sustain	the	scaffolding	of	

normativity.	The	formation	of	this	metaphor	then	poses	the	question:		

How	does	a	body	perform	its	way	out	of	a	definitional	framework	that	is	not	
only	responsible	for	its	very	‘construction’	but	seems	to	prescript	every	possible	
signifying	and	counter	signifying	move	as	a	selection	from	a	repertoire	of	
possible	permutations	on	a	limited	set	of	predetermined	terms?98	

	

	

	

	

	
                                            
96	See	Elaine	Showalter,	The	Female	Malady:	Women,	Madness,	and	the	English	Culture,	1830-1980.	
(New	York,	Pantheon	Books,	1985).	 	
97	Butler,	Performative	Acts	and	Gender	Constitution,	528 
98	Massumi,	Parables	for	the	Virtual,	3.	
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Strategies	of	Inversion	

Both	Butler	and	Brian	Massumi	theorise	the	performative	mode	as	a	strategy	to	escape	the	

citational	framework	of	the	enclosed	habitus,	but	they	do	so	with	crucial	differences.99	

While	Butler’s	writings	are	grounded	in	the	social	spaces	of	constitution,	Massumi	considers	

a	body	that	can	usurp	social	fields	through	sensory	movement,	experiencing	moments	of	

pure	immanence	where	the	subject	enters	a	perceptual	space	of	unanchored	intentionality	

(described	within	the	metaphor	of	a	lack	of	fixed	positionality).	Both	to	some	extent	discuss	

a	co-opting	of	the	subject’s	social	shadow	to	foster	distortion	and	potential	erasure,	Butler	

with	a	repetition	or	citation	that	can	shift	the	norm	through	an	excess	or	distortion	so	that	

through	the	“telling	and	re-telling,	showing	and	reshowing,	copying	and	recopying,	we	

manipulate	our	own	misrecognition”,	and	Massumi	with	“a	mime	that	decomposes	

movement,	cuts	its	continuity	into	a	potentially	infinite	series	of	sub	movements	

punctuated	by	jerks”.100		

	

My	theoretical	position	draws	upon	Butler’s	relational	social	praxis	where	performativity	

can	be	co-opted	for	dissension	and	distortion	of	fixity,	and	incorporates	Massumi’s	poetic	

power	within	affect	to	open	up	spaces	that	usurp	the	social	fields’	authority,	to	enter	into	

spaces	of	unscripted	potential.	It	is	important	in	my	research	that	the	body	remains	

grounded	within	the	shadow	or	trace	of	the	relational	systems	that	it	inverts	and	does	not	

seek	to	erase	the	social	subject	completely	but	to	perspectivally	distort	its	embodied	

potential	within	new	directions.		

 

                                            
99	Butler,	Performativity’s	Social	Magic;	Massumi,	Parables	for	the	Virtual.	
100	Rebecca	Schneider,	The	Explicit	Body	in	Performance.	(New	York,	London:	Routledge,	1997),	97.	
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Case	Studies:	Bill	Viola	

 

Figure	9	Bill	Viola	the	Quintet	of	the	Astonished	2000	colour	rear	projection	video,	National	Gallery		
																Victoria.	
 

In	order	to	consider	the	performative	mode	in	relation	to	gesture	and	social	inscription,	I	

have	examined	the	work	of	a	number	of	contemporary	artists,	among	them	Bill	Viola	(1951-)	

whose	practice	operates	within	a	rich	historical	tradition	of	embodiment	theory.	I	focus	here	

on	a	single	work,	The	Quintet	of	the	Astonished	(2000,	figure	9),	from	the	series	The	Passions	

(2000-2003).	Within	this	work,	professional	actors	reproduce	sequential	emotional	states,	

mimicking	the	gestural	extensions	of	baroque	style.	This	gestural	investigation	resonates	

with	my	own	research	but	Viola’s	work	focuses	more	on	the	expression	of	affect	and	

emotion	rather	than	on	how	processes	of	power	inform	gesture.	This	is	suggested	by	the	

aesthetic	apparatus,	the	religious	overtones,	and	the	immanence	of	the	everyday	actions.	In	

the	work	actors	wear	nondescript	clothing	but	the	background	hum	of	baroque	significance	

hangs	around	them	to	invoke	(or	challenge)	the	‘universal’,	further	conditioned	by	the	

citation	of	canon	paintings	(Hieronymus	Bosch,	Christ	Mocked,	1490–1500),	and	canon	
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historical	thought	(such	as	Charles	Darwin’s	The	Expression	of	Emotions	in	Man	and	Animal,	

1872).101	The	slowed-down	emotional	performative	schedule	embraces	an	attempt	to	

investigate	these	affect-ridden	states	within	the	body,	an	attempt	reminiscent	of	

physiognomy	and	the	electric	prodded	photographs	of	Guillaume-Benjamin	Duchenne	de	

Boulogne	(1862).102	This	textual	overlay	facilitates	an	excavation	of	the	

philosophical/religious	tradition	of	embodiment	theory	to	open	up	the	gestural	

orchestration	itself	to	scrutiny.	In	so	doing,	the	actions	become	de-scripted	from	the	cultural	

legibility	required	to	impart	the	emotional	state	in	a	direct	manner.	Dislodged	spaces	

between	specificity	are	created	by	slowing	down	the	footage,	which	then	focuses	on	the	

kinaesthetic	body	as	it	becomes	entrenched	within	minute	muscle	twitches	and	an	affect-

ridden	attempt	to	re-navigate	a	positionality	within	the	cultural	grid	of	fixed	meaning.	This	

creates	a	sense	of	trying	to	move	forward	in	a	tenuous	state	of	becoming,	momentarily	

invoking	a	deterritorialised	space	within	the	technological	apparatus	of	video.	This	third	

space	is	never	inhabited	by	the	bodies	themselves	but	within	the	screen	of	artistic	

production.	The	potential,	however,	is	that	through	kinaesthetic	feedback,	the	viewer’s	

body	may	be	activated	to	produce	an	agentic	sensory	experience.	It	has	been	claimed	that	

by	slowing	the	speed	of	pathognomonic	and	gestural	transitions	“Viola	shows	the	capacity	

of	new	media	to	provide	a	technical	expansion	of	self-affection,	an	over-abundance	of	

affective	information	normally	unavailable	to	perception,	to	reveal	a	more	intense	

experience	of	subjectivity”.103	Viola	also	in	many	ways	reinforces	the	protocols	and	

                                            
101	Charles	Darwin,	The	Expression	of	the	Emotions	in	Man	and	Animals	(London:	Harper	Collins,	
[1872]	1998).	
102	Guillaume-Benjamin	Ducienne,	Mécanisme	de	la	Physionomie	Humaine	ou	Analyse	Electro-
Physiologique	de	ses	Différents	Modes	d'Expression	(Separata	de	Archives	Générales	de	Médecine,	
1862). 
103	Mike	Featherstone,	“Body,	Image	and	Affect	in	Consumer	Culture”	Body	&	Society	no.16,	1	
(2010):	193.	
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arguments	of	physiognomy.	In	privileging	the	analysis	of	static	bodily	imagery,	his	work	

continues	an	examination	of	singularity	and	artifice	over	continuous	flow	as	the	summation	

of	the	subject.	This	aligns	with	Lavater’s	argument	that	movement	operates	against	the	

‘natural’	or	a	rather	a	reading	of	the	natural,	as	“every	momentaneous	situation	of	the	

body,	is	forced	and	ceases	to	be	natural,	when	it	is	continued	for	any	time	together”.104 

 

Viola’s	perceptual	engagement	is	more	difficult	to	engage	with	via	secondary	reprographic	

mediums	such	as	the	Internet	or	DVD	(which	is	how	I	viewed	these	works).	The	small	

viewing	screen	within	my	noisy	domestic	space	lacks	the	enveloping	necessity	of	an	

installation	space	to	overwhelm	the	body.	Perhaps	due	to	this,	the	central	bodily	‘felt’	

response	I	had	in	viewing	the	work	was	a	tentative	absurdity,	one	that	dislodged	or	

discomforted	in	its	choreographed	resolution,	its	heightened	aestheticism.	In	Viola’s	work,	

as	the	body	moved	outside	of	its	prescribed	frameworks,	it	appeared	odd	and	unreadable.	

The	micro-movements	of	the	body,	outside	of	cultural	legibility	and	performed	with	such	

grandiose	seriousness,	cornered	me	into	a	space	of	Bakhtinian	absurdity.	This	observed	

state	opened	up	the	potential	of	irony	or	discomfiture	within	the	movements	of	the	

performing	body	and	led	me	to	consider	more	broadly	humour	and	irony	as	converging	

strategies	within	the	performative	mode.	

	

Humour	presents	an	entry	point	to	fracture	fixed	states	and	activate	alternate	perspectives,	

without	entering	into	new	ideologies.	This	active	space	was	a	new	arena	to	explore	within	

my	studio	research.	The	use	of	professional	actors	in	Viola’s	work	in	order	to	effectively	
                                            
104	Johann	Caspar	Lavater,	Essays	on	Physiognomy,	Designed	to	Promote	the	Knowledge	and	Love	of	
Mankind,	Edited	by	Thomas	Holloway.	Translated	by	Henry	Hunter	(London:	Murray	and	Highley,	
1789),	246.		
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engage	with	the	processes	of	gestural	unfolding,	avoids	the	merely	‘bad	performance’	in	

favour	of	the	intentionality	of	performative	slippages.	The	controlled	body	is	an	essential	

component	to	the	success	of	the	work	and	its	ability	to	supersede	the	everyday	within	the	

everyday.	Ineffective	amateur	engagement	within	this	same	arena	would	ground	the	body	

within	its	cultural	artifice	and	merely	evoke	the	discomforting	feeling	of	shame	in	the	viewer	

as	“performers	in	particular	must	be	able	to	engage	their	knowledge	on	both	levels,	since	

they	instrumentalise	their	bodies	(constitute	them	as	visible	surfaces)	and,	at	least	

intermittently,	sense	their	bodies,	monitoring	interoceptive	sensations”.105	I	considered	how	

the	capacities	of	the	trained	body	to	transcend	the	daily	performative	schedules	of	the	

gendered	trope	might	be	applied	within	my	own	practice	through	researching	

contemporary	movement	choreography	that	specifically	refused	to	replicate	the	iterations	

of	normalcy	embedded	within	the	historicity	of	ballet	and	dance.	

	

Tanja	Liedtke 

Ballet	remains	a	dominant	cultural	force	today;	propped	up	by	corporations	and	

government	subsidies,	this	traditional	explication	of	gendered	normalcy	continues	to	sustain	

its	position	of	privilege	and	power.	Most	particularly,	it	continues	to	exert	its	influence	

within	the	gender	training	of	girls	for	whom	participation	in	the	discipline	of	classical	ballet	

continues	to	flourish	within	the	after-school	activity	commodity	marketplace.	

	

Classical	ballet	distorts	the	female	body	to	produce	a	typological	production	of	feminised	

clichés	of	grace	and	weightlessness	where	men	lift	women,	and	women	wait	for	men	to	lift	

them.	The	‘strong’	female	body	is	actively	avoided	to	foster	instead	an	artifice	of	submissive	

                                            
105	Noland,	Agency	and	Embodiment,	52.	
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bodies	gesturing	dominant	power	dynamics	back	to	the	gaze	of	elite	audience	desire.	The	

formalities	of	ballet	reinforce	social	codes	through	repetition	of	their	underlying	structure	in	

a	decorative	formalism	that	is	aesthetically	pleasing	to	the	eye.	Diedre	Sklar	discusses	the	

primacy	of	ballet	as	deeply	embedded	within	the	gaze	of	visual	priming	schedules,	as	it	

“emphatically	privileges	visual	display	and	a	set	of	detailed	formal	and	aesthetic	

conventions	concerning	spectacles	of	shape”	over	an	embodied	exploration	of	

movement.106	As	a	dominant	cultural	artefact	of	movement,	ballet	embeds	deeply	and	

completely	within	the	cultural	apparatus.	Dancers	who	actively	engage	with	creative	

processes	to	fracture	gender	normative	re-productions	form	a	minor	but	substantial	field	in	

Australia.	One	powerful	example	is	the	work	of	Tanja	Liedtke	(1977–2007).	

	

	Figure	10	Tanja	Liedtke	Twelfth	Floor	2007,	performance	still,	photograph	by	Chris	Herzfeld,		
																				accessed	March	2013,		
																						http://www.dancetouringpartnership.co.uk/twelfthfloortour/gallery.html	
	

                                            
106	Diedre	Sklar,	“Remembering	Kinesthesia”	in	Migrations	of	Gesture,	eds.	Carrie	Noland	and	Sally	
Ann	Ness.	(Minneapolis,	London:	University	Minneapolis	Press,	2008),	88.	
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Her	production	Twelfth	Floor	(2007)	subverts	fixed	notions	of	the	body	and	normalcy	by	

engaging	with	angular	movements	and	stuttered	poses	(figure	10)	that	function	as	a	

defence	against	codification.	Severed	from	the	social	paradigm,	actors’	bodies	are	able	to	

enter	an	unregulated	zone	of	potential	that	is	as	yet	unclassified	within	the	social	schema.	

The	almost	non-functionality	of	angularity	in	terms	of	bodily	function	and	social	

performance	severs	the	subject	from	aspects	of	gendered	inscription	and	transgresses	

towards	a	deterritorialised	zone	of	potential.	Liedtke	also	used	non-normative	bodies	as	her	

primary	dancers	to	circumvent	the	projection	of	traditional	masculine	and	feminine	form.	

When	cast	by	Liedtke,	the	dancer’s	body	is	short,	squat,	thin	or	wide,	what	qualifies	them	

for	inclusion	is	the	expressive	command	of	their	body	as	an	instrument.	This	integration	of	

difference	fractures	the	fixity	entrenched	within	classical	ballet	bodies	and	further	

challenges	our	perceptual	reading	of	bodily	driven	contractual	relations.	

	

Liedtke’s	work	co-opts	the	gestural	signifiers	of	normalcy	as	produced	within	the	habitus	

and	re-orchestrates	them	within	disjunctive	manoeuvres	of	angularity,	using	processes	of	

both	citation	and	distortion.	The	enclosed	habitus	is	ever	present	as	the	artist	negotiates	a	

space	that	moves	in	and	out	of	social	signification	and	kinaesthetic	disruption.	This	fluidity	

between	fixity	and	multiplicity	mimics	elements	within	Deleuze	and	Guattari’s	discussion	of	

smooth	and	striated	space	in	A	Thousand	Plateaus	as	existing	in	and	out	of	each	other.107	

Parallel,	in	between,	side	by	side,	both	metaphorically	and	in	real	space,	the	work	of	Liedtke	

heightens	the	fissure	between	our	awareness	of	these	two	perceptual	modes.	The	fixity	of	

striated	space	is	amplified	in	the	citation	of	gender	routines	of	normalcy,	while	smooth	

space	is	activated	within	an	angular	severance	from	signifying	social	schedules.	Intermediary	

                                            
107Deleuze	and	Guattari,	A	Thousand	Plateaus,	474-500.	
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legible	moments	sustain	a	bridge	between	striated	and	smooth	space	and	foster	a	haptic	

thread	between	the	watching	body	and	the	performing	body.	These	bridges	of	culturally	

legible	moments	are	required	to	sustain	the	haptic	connection	between	the	audience	and	

the	actor	so	that	the	proprioceptive	loop	is	never	fully	broken.	Once	the	feedback	loop	

between	bodies	is	severed,	the	moving	body	becomes	an	illegible	object,	one	that	moves	

into	pure	materialism.	

	

Recognising	this	active	in-between	space	that	moves	from	cognitive	meaning	to	bodily	

comprehension	led	me	to	a	deeper	reading	of	Deleuze	and	Guattari’s	discussion	of	smooth	

and	striated	space	as	a	productive	arena	in	which	to	formulate	long-term	performative	

modes	of	research.		

       

Deterritorialised	Zone	

In	appropriating	the	term	deterritorialised	used	by	Deleuze	and	Guattari	in	my	work,	I	am	

not	in	any	way	attempting	to	‘quote’	or	misrepresent	their	tome	within	my	thesis;	rather,	I	

have	found	productive	and	divergent	modes	of	thought	within	their	text	to	provoke	new	

research	paradigms	in	my	own	practice.	I	acknowledge	both	the	inspiration	of	their	text	and	

my	own	disturbance	of	that	text	by	taking	components	and	reincorporating	them	within	my	

own	comprehensions,	prejudices	and	rejections.	To	some	extent,	this	strategy	is	implicit	

within	a	feminist	practice	that	seeks	to	dissolve	boundaries	and	protocols	to	work	within	a	

fluid	and	individual	voice	of	authorship,	one	not	built	upon	the	paradigms	of	male	citations	

but	that	seeks	to	move	within	and	between	them	to	create	new	spaces	of	alternate	

meanings.	Rosi	Braidotti	discusses	the	recontextualisation	of	ideas	within	new	perspectives	
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and	formulations	as	a	kind	of	deterritorialisation	itself	or	a	“becoming	nomad	of	ideas”.108	

Her	perspective	encourages	a	kind	of	bricolage	of	possibilities	and	contradictions,	a	much	

more	unstable	grounding	for	a	theoretical	enquiry	but	one	whose	multiplicities	embrace	a	

perspective	of	slippages	and	distortions	as	integral	to	the	research,	research	that	in	no	way	

attempts	to	formalise	a	‘truth’.	This	bricolage,	situated	within	a	research	paradigm,	is	an	

attempt	to	avoid	single	point	perspective,	an	aim	in	keeping	with	the	underlying	suggestions	

within	the	term	‘deterritorialised’	itself.		

	

When	discussing	the	term	‘deterritorialised’	within	this	text,	I	am	referring	to	a	movement	

through	and	within	fixed	striated	space	into	smooth	and	open	spaces.	This	movement	may	

not	be	physical	but	rather	movement	as	suggested	by	subjective	slippage	from	fixed	points	

within	the	grid	of	cultural	articulation,	where	signification	and	subjectification	enclose	the	

kinaesthetic	body	within	formulated	schedules	of	a	defined	habitus	(of	a	not	becoming).	

Striated	space	is	considered	as	enclosed,	Cartesian,	optically	driven,	and	colonised—or	in	

the	words	of	Deleuze	and	Guattari,	as	“striated,	by	walls,	enclosures,	and	roads	between	

enclosures”.109	By	contrast,	smooth	space	is	considered	as	uncolonised,	continuous,	

haptically	driven	(and	this	can	extend	to	the	haptic	eye),	and	“marked	only	by	‘traits’	that	

are	effaced	and	displaced	with	the	trajectory”.110	Deleuze	and	Guattari	describe,	or	rather	

suggest,	these	spaces	through	extensive	and	complex	evocations	and	metaphors.	Central	to	

their	argument	is	the	association	of	smooth	space	with	‘nomadism’.	The	nomad	(a	

metaphor	directly	inscribed	upon	nomadic	tribespeople)	is	described	as	being	associated	

with	a	haptically	driven	body	movement/knowledge	relation	to	space,	less	defined	by	long-

                                            
108	Braidotti,	Nomadic	Subjects,	37.	
109	Deleuze	and	Guattari,	A	Thousand	Plateaus,	381.	
110	Ibid.,	381. 



 
 

77 

range	vision,	and	more	localised,	responsive	and	intuitive.	All	these	characteristics	projected	

upon	the	nomad	appear	to,	yet	again,	romanticise	the	primitive	as	lacking	cultural	

formalism,	and	impose	a	silencing	schedule	over	their	own	agency	in	service	of	yet	another	

white	male	poetic	metaphor.	This	relation	of	descriptors	of	smooth	space	to	a	colonising	of	

the	Othered	subject	to	serve	within	a	new	Western	narrative	offends	me	at	an	affect-ridden	

level	below	words.	To	this	extent,	I	have	reflected	upon	the	context	of	these	passages	and	

attempted	to	derive	meaning	without	consorting	with	the	metaphor	of	the	nomad	as	the	

“deterritorialised	par	excellence”.111	Despite	the	substantial	feminist	revision	of	the	term	by	

Rosi	Braidotti,	where	she	considers	the	practice	for	a	feminist	nomadism,	the	initial	basis	

and	definition	of	the	term	by	Deleuze	and	Guattari	is	deriding	and	will	be	avoided	within	this	

text	as	much	as	possible.	

	

A	more	pertinent	explication	of	Deleuze	and	Guattari’s	ideas	for	my	own	studio	research	is	

to	find	elements	of	smooth	and	striated	space	within	the	daily	urban	existence	that	my	body	

inhabits	and	through	which	it	derives	its	subjectivity.	It	is	within	this	arena	that	the	term	will	

be	applied,	specifically	to	the	body	movements	under	investigation.	This	follows	a	feminist	

framework	that	considers:	

the	 ways	 in	 which	 systemic	 or	 pervasive	 political	 and	 cultural	 structures	 are	
enacted	 and	 reproduced	 through	 individual	 acts	 and	 practices,	 and	 how	 the	
analysis	of	ostensibly	personal	situations	is	clarified	through	situating	the	issues	
in	a	broader	and	shared	cultural	context.112		

	

                                            
111	Ibid.,	381.	
112	Butler,	Performative	Acts	and	Gender	Constitution,	522.	
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Deleuze	and	Guattari	suggest	strategies	to	“find	potential	movements	of	

deterritorialisation”	through	a	deconstruction	of	our	own	effigy	as	a	“social	formation”.113	In	

the	section,	How	Do	You	Make	a	Body	Without	Organs,	they	suggest	to	“first	see	how	it	is	

stratified	for	us	and	in	us	and	at	the	place	where	we	are,	then	descend	from	the	strata	to	

the	deeper	assemblage	within	which	we	are	held;	gently	tip	the	assemblage,	making	it	pass	

over	to	the	side	of	the	plane	of	consistency”.114	This	“plane	of	consistency”	is	a	smooth	

space	of	potential	becomings,	where	the	body	slips	momentarily	from	its	role	as	signifier	

and	subjective	enunciator	to	experience	a	“conjunction	of	flows,	[a]	continuum	of	

intensities”.115	There	are	similarities	here	to	Butler’s	suggestion	of	finding	slippages	in	the	

exaggeration	and	repetition	of	the	micro-movements	of	gendered	articulations	of	power.	

Her	notional	examination	is	far	more	directed	at	the	apparent	(visible)	social	subject,	while	

Deleuze	and	Guattari	tip	the	deeper	layers	of	the	social	assemblage	into	a	discontinuity	with	

the	striated	plane	to	engage	with	new	arenas	of	becomings.		

	

This	smooth	space	or	plane	of	consistency	exists	within,	alongside,	and	in	and	out	of	

colonised,	striated	space.	The	disjunction	and	activation	of	its	awareness	erupts	from	within	

the	subject	itself.	Studio	strategies	that	will	pre-dispose	slippages	from	the	plane	of	

organisation	(colonised	subjectivity	and	signification)	to	arenas	of	deterritorialisation	have	

revolved	around	performative	methodologies	and	a	phenomenological	immersion	within 

particular	movements.	These	movements	are	then	taken	to	a	state	of	excess	and	repetition	

so	that	the	coded	substructure	becomes	severed	from	its	social	chorus,	and	the	body	

becomes	more	aware	of	micro-movements	and	localised	sensations.	Less	an	observance	

                                            
113	A	Thousand	Plateaus,	161.	
114	Ibid.,	161.	
115	Ibid.,	161. 
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ritual	than	a	felt	comprehension	of	muscular,	spatial	relations,	it	is	a	severance	from	social	

production	to	move	within	a	space	of	unravelling.	However,	at	all	times,	these	slippages	are	

momentary	and	refer	back	to	the	signifying	subject	as	the	object	of	scrutiny.	In	this,	the	

body’s	discovery	of	new	micro-movements	and	awareness	are	harnessed	and	brought	back	

over	the	subject	with	a	reflective	absurdity.	Much	like	the	‘incorrect’	social	manoeuvres	of	

the	deviant	woman	that	signify	her	as	a	threat	to	the	colonising	power	of	gender	protocols,	

uncodified	movements	within	the	deterritorialised	zone	threaten	to	dissolve	residual	

elements	of	subject	codification	when	scripted	back	over	the	signifying	subject.	The	critical	

difference	between	the	deviant	woman	and	the	artist	is	the	notion	of	agency	and	privilege.	

The	deviant	woman	who	acts	outside	of	articulations	of	normalcy	does	so	as	a	result	of	a	

disempowerment	from	social	and	political	scaffolding	within	society	and	acts	both	without	

agency	and	at	great	risk	to	her	physical	continuity.	The	deterritorialised	spaces	of	my	studio	

research	and	the	writings	of	Deleuze	and	Guattari,	if	considered	from	the	perspective	of	the	

Western	privileged	spaces	they	engage	with,	can	be	conceived	of	as	agentic	spaces	of	

privilege.	This	distinction	is	critical	within	my	thesis	as	I	attempt	to	utilise	the	zones	of	

deterritorialisation	as	a	form	of	de-inscriptive	agency	for	the	deviant	woman,	a	figure	who	is	

doubly	colonised	by	her	gender	and	deviancy.	Because	she	performs	her	gender	and	social	

position	incorrectly,	she	is	cast	within	a	typological	enclosure	of	such	fixity	and	extremity	of	

confusion	that	it	occludes	any	notion	of	pure	movement	towards	planes	of	consistency.	The	

distance	between	these	two	positions	can	potentially	be	dissolved	within	structures	of	

parody,	as	humour	provides	a	social	equaliser	outside	of	the	economic	privileges	of	

philosophy	and	trained	body	movement	classes	that	could	otherwise	effectively	unhinge	the	

fixed	positionality	of	the	deviant	woman.	It	is	within	this	historical	tradition	of	class	
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inversion	and	textual/social	quotation	that	parody	has	been	appropriated	as	a	key	studio	

research	tool.	

	

Parody	and	Performance		

Where	the	deterritorialised	zone	attempts	to	sever	the	body	from	its	positionality	within	the	

gridded	performance,	parody	tethers	the	body	back	to	specific	cultural	texts	through	

mimetic	distortion,	without	binding	it	to	them.	Parody	permits	a	sitting	beside,	a	parallel	

platform	for	multidimensionality.	Thus,	within	the	iterative	process,	“excessive	and	ironic	

performances	and	parodic	re-iterations	shift	the	ground	of	what	is	considered	the	norm”,	

but	refrain	from	dissolving	the	social	formations	that	form	its	underlying	reference.116	

Within	a	parodic	strategy,	the	performing	body	is	thus	able	to	breach	textual	boundaries	by	

forcing	the	socialised	schedule	to	the	edges	of	their	cultured	and	symbolic	meanings,	while	

the	social	codification	remains	partially	referenced	as	a	kind	of	background	chorus	of	

satirical	detritus.	Elizabeth	Grosz	investigates	such	methodologies	in	her	text	Sexual	

Subversions	where	she	describes	“in-habiting	a	text	or	position,	in	order	to	push	it	to	the	

limits	of	tolerance	or	intelligibility,	forcing	a	text	to	approximate	its	own	unconscious—these	

procedures	become	powerful	textual	strategies	for	(provisionally)	undoing	their	

domination”.117	My	research	practice	inhabits	the	text	of	the	deviant	woman,	and	pushes	

this	persona	to	the	excesses	of	its	own	typological	formation.	This	is	then	positioned	within	

the	broader	citational	apparatus	of	surveillance	schedules	of	gendered	normalcy.	When	

used	alongside	strategies	of	deterritorialisation,	parody	allows	the	culturally	archived	body	

to	partially	leave	the	normative	matrix	via	micro	slippages	that	remain	grounded	in	social	

                                            
116	Bolt,	A	Performative	Paradigm	for	the	Creative	Arts,	5.	
117	Elizabeth	Grosz,	Sexual	Subversions:	Three	French	Feminists	(Allen	&	Unwin,	1989),	41.	
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praxis	through	the	citational	background	texts.	This	prevents	the	body	and	its	movements	

from	entering	the	sphere	of	pure	immanence	where	the	body	no	longer	possesses	cultural	

signification.	The	situating	of	the	deviant	woman	within	the	processes	of	formation	thus	

requires	the	shadow	presence	of	the	arrest	schedule	of	signification	as	a	pertinent	layer	to	

give	agency	to	the	subject	under	scrutiny.118		

	

Parody	provides	that	shadow	presence	as	it	invokes	“repetition	with	critical	difference,	

which	marks	difference	rather	than	similarity”.119	It	offers	a	tether	between	the	bodily	

citation,	the	social	formation,	and	the	excess	of	affect	that	fosters	multiple	layers	of	

meaning.	This	allows	the	mime	to	contest	single	perspectival	vision	by	invoking	multiplicity.	

Parody	thus	produces	tangential	and	dialectically	opposed	viewpoints	simultaneously.	I	also	

provides	a	strategy	to	invoke	and	re-consider	the	historical	legacy	of	the	texts	of	the	past.	By	

this,	I	mean	all	texts	and	cultural	manifestations,	but	visualities	in	particular.	By	

appropriating	referential	fragments	from	these	historical	and	contemporary	productions,	I	

am	able	to	overlay	new	productive	forces	through	a	performative	mode	of	research	practice	

and	enunciation.	As	feminism	suffers	from	a	‘post-feminist’	position	of	inertia,	and	women	

are	told	that	we	have	gained	equality,	parody	provides	a	way	to	re-inhabit	spaces	of	

contestation.	It	allows	first	and	second-wave	feminist	texts	to	be	reconsidered	

/reincorporated	outside	of	fetishisation	or	mockery,	and	to	use	their	residual	legacies	as	

pliable	paraphrases	in	a	practice	that	makes	visible	the	“romantic	fallacy	of	originality”.120	

                                            
118	Massumi,	Parables	for	the	Virtual,	66.	
119 Linda	Hutcheon,	A	Theory	of	Parody:	The	Teachings	of	Twentieth-Century	Art	Forms	(New	York:	
Methuen,	1985),	6. 
120	Jayne	Wark,	Radical	Gestures:	Feminism	and	Performance	Art	in	North	America	(Montreal:	McGill-
Queen’s	University	Press,	2006),	151.	
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To	some	extent,	Amelia	Jones’	term	‘parafeminism’	coalesces	similar	ideas	in	relation	to	the	

paraphrasing	of	previous	feminist	waves	in	order	to	reinvigorate	theoretical	considerations	

of	gender	politics,	but	her	conceptualisation	of	the	term	does	not	directly	relate	to	a	

discussion	of	parody.	Parafeminism	is,	however,	a	pertinent	term	and	one	that	will	be	used	

within	this	paper;	as	such,	I	will	briefly	define	it.	Parafeminism	refers	to	feminist	artists	who	

reference	earlier	forms	of	feminism	within	a	contemporary	context,	avoiding	moral	

authority	and	fixity	to	engage	in	a	process	of	querying	irony	and	referential	quotation	that	

refutes	“not	only	Cartesianism	but	also	the	lingering	binarisms	of	much	dominant	feminist	

theory”.121	Most	of	Jones’	explication	of	the	term	relates	to	a	discussion	of	the	work	of	

Pipilotti	Rist,	whose	refined	practice	uses	quotational	elements	within	a	sensory-driven	

excess	that	drives	through	the	boundary	protocols	of	gender.	Parody	is	not	a	key	element	

within	Jones’	discussion	of	parafeminism;	however,	the	artists’	works	that	I	discuss	in	the	

context	of	the	term	will	each	engage	in	quotation	and	parody	as	simultaneous	actions.		

	

Contemporary	Feminist	Practice	in	Australia:	Case	Studies	

Hannah	Raisin	

In	her	work,	Hannah	Raisin	(1983-)	re-performs	feminised	tropes	to	neuter	the	

representational	fixity	of	stereotypes	using	strategies	of	parody	and	quotation	where	the	

quote	invokes	an	incorporation	that	cites	within	a	revision	or	dislocation	of	the	original	text.	

This	absurdist	citational	strategy	fractures	the	perception	of	everyday	gestures	and	routines	

by	exaggerating,	repeating,	or	in	other	ways	altering	the	way	our	bodies	and	minds	process	

their	a-cultured	meanings.	Her	practice	is	discussed	as	part	of	a	new	wave	of	revisionist	

                                            
121	Amelia	Jones,	Self/Image:	Technology,	Representation,	and	The	Contemporary	Subject.	(New	
York;	London:	Routledge,	2006),	212.  
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feminist	practice	within	Australia	that	has	a	strong	presence	of	parody	as	a	key	strategy,	and	

reflects	a	uniquely	Australian	activation	of	parafeminism.	

	

  Figure	11	Hannah	Raisin	Flowing	Locks	2013,	photographic	still	from	video	performance	piece.	

 

In	Flowing	Locks	(2013),	Raisin	inverts	the	fetishised	classical	ballet	dancer	as	a	

representative	trope	through	both	the	location	of	her	work	and	the	hirsute	growths	that	

flow	seductively	from	her	armpits	and	groin	(figure	11).	By	performing	the	work	in	an	

outside	area,	the	cloistered	privilege	of	the	ballet	body	becomes	the	objectified	woman	of	

the	billboard.	Classical	ballet	is,	as	discussed,	a	culturally	repressive	form	that	indoctrinates	

and	repeats	schedules	of	gendered	submission.	Through	the	work’s	inversion	of	this	

schedule,	with	the	hirsute	symbolism	of	the	deviant	woman,	both	tropes	become	hyper	

exaggerated	and	absurdly	nullified	in	their	converged	state.	The	artist’s	ritualised	actions	
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unhinge	the	restricted	visual	representations	of	the	hyper	feminised	state	of	the	dancer,	as	

the	excessive	outpourings	of	hair	colonise	the	space	outside	of	the	trope	with	the	intimate	

and	feared	artefacts	of	the	body.	Studies	demonstrate	that	Western	women	continue	to	

remove	their	leg	and	underarm	hair	because	it	makes	them	feel	more	socially	attractive	and	

that	a	woman	“would	be	seen	as	less	qualified	in	certain	interpersonal	areas	when	she	did	

not	shave	her	leg	and	underarm	hair”.This	social	fear	of	hair	aligns	the	hirsute	woman	as	a	

subclass	of	the	trope	of	the	deviant	woman,	a	stereotype	that	extends	beyond	the	

boundaries	of	the	criminological	visualities	of	Lombroso	to	embrace	minor	social	

transgressions,	such	as	being	hairy,	aggressive,	angry,	or	socially	unattractive	(all	seen	as	

masculinised	traits).	The	punitive	judicial	gaze	that	coerces	extreme	personal	grooming	is	

the	perspectival	apparatus	of	normalcy,	a	genealogical	perspective	of	the	female	body	as	

the	object	surveilled	and	coerced.122	This	gaze	is	one	of	judgement	and	ostracism	that	

operates	within	and	through	the	full	instrumentality	of	governance	and	legalistic	devices	

and	is	sustained	and	validated	by	the	social	practices	that	endorses	its	entrenched	

stereotypes	and	privileges.	In	this	way,	tropes	of	deviancy	become	metonyms	for	taboo	and	

revulsion,123	which	leach	into	the	social	domain	to	affix	themselves	to	minor	gender	

protocol	incursions,	such	as	a	hairy	armpit	being	read	as	a	symbol	of	lower	professional	

ability.124	

	

                                            
122	For	general	discussions	of	objectification	theory	see	John	Berger,	Ways	of	Seeing	(New	York;	
Harmondsworth:	Penguin,	1972);	Barbara	Fredrickson	and	Tomi-Ann	Roberts,	"Objectification	
Theory:	Toward	Understanding	Women's	Lived	Experiences	and	Mental	Health	Risks."	Psychology	of	
Women	Quarterly	21	no.2	(1997):	173-206;	Barbara	Fredrickson	et	al.,	"That	Swimsuit	Becomes	You:	
Sex	Differences	in	Self-Objectification,	Restrained	Eating,	and	Math	Performance."	Journal	of	
Personality	and	Social	Psychology	75	no.1		(1998):	269-284;	Rebecca	Schneider,	The	Explicit	Body	in	
Performance	(New	York;	London:	Routledge,	1997).	
123	Mary	Douglas,	Purity	and	Danger:	An	Analysis	of	Concepts	of	Pollution	and	Taboo	(London:	
Routledge	&	Kegan	Paul,	1966).	
124	Basow,	Women	and	Body	Hair. 
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	Brown	Council/Barbara	Cleveland	Institute	

The	collective	previously	known	as	Brown	Council,	now	BC	Institute,	constitutes	an	active	

site	of	participation	in	the	resurgence	of	Australian	feminist	practice.	Their	relevance	to	this	

exegesis	is	within	their	roles	as	collective	producers,	disruptors,	and	organisers	that,	I	would	

argue,	have	contributed	to	shaping	a	particularly	unique	Australian	manifestation	of	

parafeminism,	one	enacted	through	citational	parody.	Most	recently,	the	collective—which	

comprises	Frances	Barrett,	Kate	Blackmore,	Kelly	Doley	and	Diana	Baker	Smith—have	taken	

Hutcheon’s	discussion	of	parody	as	“an	integrated	structural	modelling	process	of	revising,	

replaying,	inverting	and	‘transcontextualising’	previous	works	of	art”	to	the	limits	of	

boundary	control	through	their	Barbara	Cleveland	project.125	This	project	is	founded	on	the	

practice	of	a	historical	female	performance	artist,	Barbara	Cleveland,	a	fabrication	of	the	

collective.	Her	existence	as	an	art	project	is	based	upon	statements	of	archival	finds,	such	as	

when	the	collective	stated	in	an	interview	with	Virginia	Baxter,	published	in	Realtime	

magazine	that	“Cleveland’s	performance	lectures	and	instructional	performances	were	

discovered	in	an	archive	box	in	mid-2011”,	a	false	assertion	that	confuses	and	validates	

legibility	for	the	audience.126	These	strategies	of	false	construction	allow	the	collective	to	

recontextualise	1970s’	feminist	performance	art	in	a	postmodern	context.	Within	this	

framework,	they	question	the	arbitrary	acceptance	of	archives	as	documents	of	truth,	and	

the	tenuous	foundation	of	memory	to	sustain	cultural	narratives.	

	

The	collective’s	statements	around	the	work	are	both	playful	and	serious	and	instigate	a	

game	of	false	and	real	suggestions	that	draw	the	history	of	feminist	art	practice	into	the	

                                            
125	Hutcheon,	A	Theory	of	Parody:	11.	
126	Virginia	Baxter	“Desperately	Seeking	Barbara:	Virginia	Baxter:	This	is	Barbara	Cleveland”	in	
Realtime	117,	(Oct-Nov	2013):	26.	http://www.realtimearts.net/article/issue117/11347. 
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present	to	reconsider	these	foundational	practices	through	the	multi-perspectival	lens	of	

parody.	The	juxtaposition	of	textural	histories	fosters	a	layering	of	time	so	that	the	

generations	and	ideological	divides	that	substantiate	the	male	‘isms’	of	art	are	erased	in	a	

feminist embrace	that	hinges	on	the	remnants	of	a	particular	lowbrow	style	of	humour	that	

is	both	Bakhtian	and	uniquely	Australian.	I	have	viewed	two	iterations	of	work	from	the	

series	This	Is	Barbara	Cleveland,	both	videos	that	portend	to	be	re-performances	of	a	

Barbara	Cleveland	work.	The	first	was	viewed	at	GOMA	in	2014	and	then	at	the	National	Art	

School	Gallery	in	2017,	where	it	was	supported	through	an	artist-led	audience	participatory	

work	(Barbara	Cleveland:	The	History	of	Performance),	where	a	remembering	circle	was	

facilitated	by	the	collective	within	the	Gallery.	Viewers	were	asked	to	share	memories	of	

Barbara	Cleveland	(and	also	the	history	of	performance	at	the	National	Art	School)	in	a	

format	reminiscent	of	1970s’	self-help	support	groups	and	theatre	training	schedules.	In	this	

way,	the	audience	became	makers	within	the	construct	of	the	false/real/emancipatory	

archive	that	re-inscribes	female	performance	history	within	a	revisionist	Australian	art	

history,	one	that	is	both	referential	and	subversive,	(see	figure	12	for	the	most	recent	

iteration).	
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Figure	12	Barbara	Cleveland	Institute	This	is	Barbara	Cleveland	2014	Single	Channel	HD	Video	

16:42sec	Concept,	Direction	and	Performance:	Barbara	Cleveland	(Frances	Barrett,	Kate	
Blackmore,	Kelly	Doley,	Diana	Smith),	Original	Score:	Lucy	Phelan,	Video	Editing:	Kate	
Blackmore	Sound	&	Video:	Elliot	Hughes	http://www.barbaracleveland.com.au/,	accessed	
March	2017.	
	

 
The	underlying	dry	humour	of	this	multifaceted	project	is	a	particularly	Australian	

production	of	citational	feminist	practice.	Whether	or	not	Cleveland	existed	is	not	directly	

pertinent	to	the	audience	reception	and	participation	with	the	work,	although	the	precarity	

of	truth	and	falsity	that	underlies	the	project	provides	a	secondary	layer	of	cultural	mimesis.	

Such	ironic	manifestations	of	the	mythologising	nature	of	the	art	apparatus	reflect	the	visual	

power	of	the	artefact	and	the	body’s	performance	as	object	to	construct	a	projected	agreed	

upon	reality—a	truth.	The	absence	of	actual	artefacts	of	Cleveland’s	art	production	allows	

the	collective	to	reconceptualise	her	presence	within	a	parafeminist	revision	of	earlier	

feminist	articulations	and	modes	of	performance,	where	parody	is	an	intertextual	

production	rather	than	a	comedic	enterprise.	In	this	way,	parody	differs	substantially	from	
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humour,	which	can	often	produce	a	single	perspective	enterprise	that	fixes	rather	than	

dislodges	stereotypes	through	ridicule	and	belittling.	The	collective’s	use	of	parody	thus	

builds	upon	the	historicity	of	culture	while	undermining	the	culturally	accepted	knowledges	

that	underpin	it.	

	

Field	Work:	Force	Majeure	

Reviewing	the	work	of	artists	and	theorists	who	work	within	the	performative	mode	

provided	a	foundation	for	me	to	initiate	new	studio	strategies	that	would	use	the	

performing	body	to	deconstruct	the	socialised	processes	of	gestural	routines.	This	research	

framework	would,	at	the	same	time,	reference	(through	citational	practices),	earlier	waves	

of	feminism	and	historical	forms	of	indexical	gender	representations,	as	found	in	the	visual	

priming	schedules	of	physiognomy	and	photography.	The	work	of	Lietke,	in	particular,	led	

me	to	extend	my	research	paradigm	outside	of	observation	and	pure	visualities	to	inhabit	

the	body	itself.		

	

To	engage	with	a	potentially	performative	research	goal,	some	kind	of	training	schedule	or	

awareness	of	the	body	was	required	in	order	to	orchestrate	purposeful	acts	of	citational	

disruption	in	the	studio.	It	was	also	crucial	to	comprehend	the	body	disrupting	its	own	

cultural	parameters	(at	a	phenomenological	level)	as	direct	knowledge	to	unfold	the	

question	from	within	its	proposition.	As	part	of	my	research,	I	was	able	to	take	part	in	a	

master	class	with	Force	Majeure,	a	movement	and	dance	company	focused	within	a	non-

discriminatory	body	practice,	at	Carriageworks	in	Sydney.	The	workshop	was	structured	to	

slowly	break	down	the	cultural	barriers	of	the	body	and	foster	a	space	of	open	movement	
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negotiation	between	bodies	and	with	the	self	/body	paradigm.	Through	this	kinaesthetic	

unravelling,	the	body	gradually	left	its	bounded	protocols.	

	

By	the	end	of	the	workshop,	cultured	body	engagement	had	altered	to	a	more	sensorial	

modality	where	I	could	interact	intimately	with	a	second	body	without	feeling	their	cultural	

markers	(genitals,	breath,	sweat).	This	deep	unravelling	of	everyday	actions	and	desires	

allowed	new	bodily	articulations	outside	of	cultural	signifiers.	The	momentary	withdrawal	

also	registered	a	lack	of	internalised	gaze.	Without	the	self-monitoring	gaze,	the	

deterritorialised	space	emancipated	the	body	to	enter	and	experience	smooth	and	open	

navigation	that	usurped	the	Cartesian	bound	self.	

	

The	Deviant	Woman	as	Performative	Mode	

You	will	be	organized,	you	will	be	an	organism,	you	will	articulate	your	body-	
otherwise	you’re	just	depraved.	You	will	be	signifier	and	signified,	interpreter	
and	interpreted—otherwise	you’re	just	a	deviant.	You	will	be	a	subject,	nailed	
down	as	one,	a	subject	of	the	enunciation	recoiled	into	a	subject	of	the	
statements—otherwise	you’re	just	a	tramp.127	
																																																																		(Gilles	Deleuze	and	Felix	Guattari,	1987)	

	

The	experience	with	erasing	cultural	hegemonies	from	the	body	through	movement	practice	

facilitated	the	devising	of	the	deviant	woman	as	a	tangible	mode	to	organise	studio	

research.	Her	persona	allows	a	partial	exit	from	cultural	scripts	and	activates	a	more	aware	

phenomenological	body.	This	performative	mode	of	practice	is	enacted	at	all	times	through	

parody	to	foster	multi-perspectival	contradictions	and	avoid	conclusions	or	judgements,	in	

relation	to	her	position,	in	favour	of	unfoldings.	The	deviant	woman	functions	as	a	social	

symbol	of	the	boundary	edges	between	taboo	and	revulsion.	She	leaks	around	the	edges	of	

                                            
127	A	Thousand	Plateaus,	159.	
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protocols	and	desire	both	with	both	excess	and	denial.	Her	“failure	to	recognise	boundaries	

is	at	once	a	source	of	humiliation,	pain,	embarrassment	and	amusement.	It	can	be	used	to	

admonish	the	women	who	‘gets	herself	wrong’	in	public,	but,	on	the	other	hand,	it	can	also	

yield	possibilities,	subversive	possibilities”.128	

	

Within	studio	research,	the	deviant	woman	engages	in	staged	gestural	‘acts’	which	are	both	

derivative	and	disjunctive,	parodic	and	referential,	in	order	to	disrupt	the	static	viewing	of	

stereotypes	that	sustain	‘female’	as	a	paradigm.	Through	repetition	and	absurdity,	

gender-based	gestural	routines	are	disrupted	to	open	up	new	potential	spaces	

where	multiple	perspectives	can	exist.	Within	this	opened	up	arena,	the	social	and	

physical	space	permits	transgressive	potentials	(outside	of	the	fixed	gender	paradigm).	This	

strategy	reflects	recent	feminist	ideas	such	as	Rebecca	Schneider’s	discussion	of	the	

historical	staging	of	the	female	body	in	her	1997	book	The	Explicit	Body	in	Performance.129	In	

this	work,	Schneider	considers	how	the	restrictive	perspectival	images	of	the	viewed	woman	

as	prostituted,	primitivised,	and	commodified	fixed	the	female	body	as	an	object	surveilled	

and	coerced	within	the	broader	needs	of	the	masculinised	cultural	hegemonies,	ideas	also	

discussed	by	other	theorists.130	Schneider	then	suggests	multiplicities	as	an	avenue	for	

agency	within	a	feminist	practice	that	seeks	not	to	dominate	but	to	equalise.	

                                            
128	Elaine	Aston,	"Making	a	Spectacle	Out	of	Herself	Bobby	Baker’s	Take	a	Peek!,"	European	Journal	
of	Women's	Studies	11	no.3	(2004):	279.	
129	Rebecca	Schneider,	The	Explicit	Body	in	Performance	(New	York;	London:	Routledge,	1997).  
130	See	John	Berger,	Ways	of	Seeing;	Megan	Kozak	et	al.,"She	Stoops	to	Conquer?	How	Posture	
Interacts	with	Self-Objectification	and	Status	to	Impact	Women’s	Affect	and	Performance,"	
Psychology	of	Women	Quarterly	38	no.3	(2014):	414-424;Fredrickson	and	Roberts,	Objectification	
Theory;	Fredrickson	et	al.,	That	Swimsuit	Becomes	You;	Barbara	Fredrickson	et	al.,	"A	Mediational	
Model	Linking	Self-Objectification,	Body	Shame,	and	Disordered	Eating."	Psychology	of	Women	
Quarterly	22	no.	(1998):	623-636:	Diane	Quinn	et	al.,	"The	Disruptive	Effect	of	Self-Objectification	on	
Performance"	Psychology	of	Women	Quarterly	30,	no.	1	(2006):	59-64.	
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Specific	actions	are	staged	and	recorded	to	incorporate	with	other	(repro)graphic	processes	

so	that	repetition	and	difference	can	extend	from	the	action	through	the	materiality	of	

Printmedia	to	further	disrupt	the	‘norm’.	This	allows	the	indexical	trace	to	enter	multiple	

states	of	potential	and	extend	into	new	arenas	of	play.	I	rehearse	my	body	in	an	attempt	to	

de-activate	social	control	over	its	gestures	and	rituals,	focusing	on	repeating	socialised	

tropes	to	such	an	extreme	that	they	can	operate	in	a	de-cultured	zone.	This	practice	is	

intended	to	dislodge	the	action	from	its	direct	representational	and	inscriptive	role	in	the	

social	schema	while	referring	to	the	underlying	production	schedules	that	form	it.	I	consider	

how	I	can	inhabit	a	kind	of	Brechtian	space	“whereby	the	feminist	performer	in	art	or	in	

theatre	can	simultaneously	inhabit	herself	(as	woman/character/and	stand	beside	herself)	

as	actor/agent/in	order	to	show	or	mimic	how	the	reiteration	of	stylised	acts	produces	

gender,	rather	that	the	other	way	around”.131	

	

The	specific	actions	that	I	chose	to	initially	examine	relate	to	the	sitting	and	standing	

position	and	the	throwing	action.	I	considered	that	these	actions	specifically	incorporated	

systems	of	gender	and	power	within	articulations	of	the	trope.	

	

Gestures	of	the	Absurd	and	the	Trace	(Mimesis	and	Citational	Practices)	

Index	Cards	for	Normalcy	

One	of	my	first	research	outcomes	using	this	framework,	Index	Cards	for	Normalcy	(figure	

13),	re-performs	an	absurdist	training	manual	of	socially	sanctioned	gender	stereotypes	in	

order	to	disrupt	the	historical	framework	of	visual	primers	that	constitute	their	genealogy.	

                                            
131	Wark,	Radical	Gestures,	126.	
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The	embodied	process	of	making	the	work	assumes	authorship	over	both	my	own	body	and	

the	indexical	cataloguing	processes	that	have	fixed	the	perspectival	views	of	woman.	

	

Figure	13	Carolyn	Craig	Index	Cards	for	Normalcy	2014,	five	of	fourteen	etchings,	each	16	x24cm.	
 

The	photographic	style	of	administrative	objectivity	is	appropriated	as	a	material	substrate	

in	order	to	subvert	the	authority	of	the	photo	archive	as	truth.	This	presents	the	

performative	actions	as	both	literal	archives	and	factual	treasons.	The	actions	function	

contrapuntally	to	the	inscriptive	role	of	the	Realist	archive	and	are	labelled	in	a	dry,	

bureaucratic	manner	that	highlights	the	inherent	conflict	with	the	cultural	screen	itself.	This	

use	of	the	photographic	medium	instigates	an	interrogation	of	visual	forms	of	codification	
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and	control.	In	drawing	on	this	legacy	of	the	photographic	archive	as	a	cultural	symbol,	I	am	

able	to	create	my	own	visible	but	false	realities	that	avoid	fixity	and	invoke	absurdist	

strategies	to	dismantle	the	hegemony	of	normalcy.	The	staged	nature	of	these	works	also	

reflects	the	confined	arena	of	potential	play	(the	restricted	habitus	and	neutered	agency	of	

the	deviant	woman)	and	refers	to	the	enclosure	and	restriction	of	both	real	and	symbolic	

space.	The	upturned	chin	of	the	deviant	woman	(figure	14)	is	a	gestural	resistance	through	

which	to	obtain	agency	within	this	social	apparatus	of	confinement.	

 

 

Figure	14	Carolyn	Craig	Posture	2:	Camera	Sentence	(1yr)	2014,	photo	etching	(proof	copy).	
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Once	resolved,	these	photographic	sequences	were	combined	with	text	to	reference	

instruction	manuals	and	theatrical	directives	and	then	taken	through	a	secondary	

reprographic	process,	that	of	photopolymer	etching.	The	use	of	photopolymer	etching	

positions	the	work	within	the	historical	lineage	of	body	representations	in	books	and	

printmaking,	in	particular,	that	of	physiognomy.	Without	being	directly	derivative	from	any	

of	these	cultural	references,	the	work	contains	enough	mimetic	detritus	to	allow	a	

referential	and	ironic	re-quoting	of	their	context	within	cultural	and	visual	productions.	In	

this	way,	“a	critical	distance	is	implied	between	the	background	text	being	parodied	and	the	

new	incorporating	work”.132	The	use	of	this	process	also	perpetuates	the	desire	for	the	

fetishised	feminised	object:	the	print.	Printmaking	is	often	theorised	as	a	feminine	material	

realm,	one	that	is	‘reproductive’	and	gives	birth	to	multiples.	Its	status	within	the	arts	

hierarchy	is	submissive	and	minor	and	these	elements	provide	it	with	a	subversive	and	

derisive	potential	as	a	contemporary	medium.		

	

This	initial	body	of	work	serves	as	an	entry	point	to	get	“inside	the	binaries	of	classic	models	

of	fetishism	rather	than	seeking	to	overturn	them”.133	The	subject	under	scrutiny	(the	

deviant	woman)	remains	enclosed	within	the	social	habitus,	but	is	attempting	to	open	up	a	

space	of	reduced	but	perhaps	more	aware	self-surveillance,	to	usurp	the	gaze	and	find	a	

marginal	space—a	blind	spot	within	the	citation	that	might	allow	some	small	unscripted	

moment	of	agentic	reflection	to	emerge.	

	

	

                                            
132	Hutcheon,	Theory	of	Parody,	32.	
133Amelia	Jones,	Seeing	Differently:	A	History	and	Theory	of	Identification	and	the	Visual	Arts	
(London,	England,	Routledge,	2012),	83. 
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Affect	and	Enclosure	

Index	Cards	of	Normalcy	unravels	the	semiotic	layers	that	encode	the	social	apparatus	to	

manifest	the	habitus	of	the	deviant	woman	and	query	the	spaces	around	the	

“interrelationship	of	the	biological	and	social	dimensions	of	being”.134	Rupturing	the	

confines	of	this	enclosed	schematic	makes	visible	the	interconnectedness	of	body	and	social	

practices	to	unfold	its	dendritic	domain	over	the	female	body,	as	“what	is	sometimes	loosely	

called	body	language	is	a	not	inappropriate	description	of	the	ways	in	which	culturally	

specific	grids	of	power,	regulation	and	force	condition	and	provide	technologies	for	the	

formation	of	particular	bodies”.135	

	

These	cultural	grids	exist	as	an	interconnected	social	web	of	carceral	infringement	over	the	

female	body	that	confines	through	systems	of	relational	privilege,	predominantly	held	by	

men.	Within	each	class	and	society,	the	available	power	and	agency	for	women,	exists	in	

relation	to	the	males	who	encompass	women	in	their	social	system.	Each	relational	system	

sustains	its	own	specific	routines	and	gestures	but	these	have	meta-stereotypes,	as	

articulated	within	this	chapter	in	the	discussion	of	the	deviant	woman.	The	maintenance	

and	distribution	of	these	stereotypes	results	in	a	shared	embodied	experience	among	

women	of	confinement	and	Othering	within	their	field	of	action,	one	that	constructs	a	

metaphoric	penitentiary.	

	

	

                                            
134	Megan	Watkins,“Pedagogic	Affect/Effect:	Embodying	a	Desire	to	Learn."	In	Pedagogies:	An	
International	Journal	1	no.4	(2006):	271.	
135	Elizabeth	Grosz,	Volatile	Bodies:	Toward	a	Corporeal	Feminism,	(Bloomington:	Indiana	University	
Press,	1994),	142. 
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This	indentured	state	of	affect	reduces	our	ability	to	enact	both	desire	and	the	full	

embodied	use	of	our	physical	and	mental	faculties.	Within	the	current	paradox	of	

economically	independent	women,	this	confined	social	position	becomes	less	visible	in	the	

political	domain	and	thus	further	erodes	our	potential	to	access	the	scaffoldings	of	power	

within	the	absurdist	lie	of	equality	and	meritocracy.	The	deviant	woman	who	forms	the	

position	of	this	research	possesses	little	agency.	The	excesses	of	bodily	feedback	that	she	

experiences,	in	both	sensory	and	emotional	input,	produces	a	state	of	disabled	affect.	This	

inertia	further	corners	the	subject	within	the	circulatory	cycles	of	gestural	enclosure.	This	

research	is	an	attempt	to	formulate	strategies	that	may	unravel	the	point	of	constitution	

within	the	mobius	strip	of	self-formation	as	the	deviant	woman.	Performative	schedules	

disrupt	the	proprioceptive	loops	of	instantiation	to	slip	the	ostracised	subject	from	the	fixity	

of	deviancy	into	an	indeterminate	space	where	“abstract	means:	never	present	in	position,	

only	ever	in	passing”.136	These	micro	movements	into	abstraction	(that	is	outside	of	social	

codification)	allow	the	residual	affect	of	inertia	to	convert	to	productive	momentums	of	

instability.		

	

	

 

 

 

 

 
 
 

                                            
136	Massumi,	Parables	for	the	Virtual,	5.	
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Chapter	3:	Graphesis	
	

Repeatability	is	the	core	of	the	mechanical	principle	that	has	dominated	our	
world,	especially	since	the	Gutenberg	technology.137	

																																																																										(Marshall	McLuhan,	1964)		
	
	
Positions	from	which	to	disrupt	the	cycles	of	affect	ridden	inertia	exist	in	the	everyday	

gestures	of	social	enclosure	–	and	within	the	corruption	of	visual	primers	that	extend	the	

artefact	of	the	body	into	the	permanent	archives	of	the	cultural	screen.	This	chapter	will	

negotiate	such	studio	processes	of	disruption,	that	use	performative	and	citational	

practices	within	visual	/priming	schedules.	These	will	be	discussed	within	the	concept	of	

graphesis,	a	term	purloined	from	Joanna	Drucker	who	defines	it	as	“the	field	of	knowledge	

production	embodied	in	visual	expressions”.138	This	refers	to	the	manner	in	which	

visualities	construct	knowledge	and	coerce	and	distribute	codified	perspectives	(ideologies)	

within	a	distilled	suite	of	citational	coda	that	directly	form	the	subject	through	the	social	

screen.		Graphesis	forms	a	central	hypothesis	within	my	research	that	considers	how	visual	

artefacts,	such	as	photographs,	pie	charts	and	Facebook	memes	operate	as	instrumental	

scaffoldings	to	coerce	the	female	subject	into	restrictive	parameters	of	behaviour. The	daily	

onslaught	of	images	emancipated	from	the	didactics	of	the	scripted	word,	form	an	obtuse	

Realist	metaphor	that	inculcates	the	body	through	an	internal	dialogue	of	kinaesthetic	

feedback	loops	that	institute	what	Donna	Haraway	has	referred	to	as	“a	world	system	of	

production/reproduction	and	communication	called	the	informatics	of	documentation”.139	

These	informatics	sustain	both	the	fallacy	of	the	perspectival	truth	of	the	cultural	screen	

                                            
137	Marshall	McLuhan,	Understanding	Media:	The	Extensions	of	Man	(London:	Routledge,	{1964}	
2001),	147.	
138	Johanna	Drucker,	“Graphesis,”	PAJ:	The	Journal	of	the	Initiative	for	Digital	Humanities,	Media,	and	
Culture	2,	no.	1(2011):	3.	
139	Donna	Haraway	"A	Manifesto	for	Cyborgs:	Science,	Technology,	and	Socialist	Feminism	in	the	
1980s."	Socialist	Review	15:	no.2	(1987),	82.		
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and	form	the	productive	means	of	its	substantiation	in	the	manufacture	of	the	archive.	

Such	visual	systematics	I	refer	to	as	graphesis,	visual	artefacts	that	exist	as	intrinsic	

elements	in	the	creation,	distribution	and	maintenance	of	power	and	schematic	visual	

cataloguing.		

	

Production	of	Knowledge	

This	exegesis	surmises	a	relationship	between	the	perspectival	vision	of	the	cultural	screen	

as	“intimately	bound	up	with	illustration	and	depiction”	such	as	discussed	in	Chapter	1.140	

In	particular,	the	technological	development	of	reproductive	media	which	coalesced	and	

distilled	disparate	forms	of	knowledge	into	a	cohesive	but	homogenised	framework	to	

present	a	single	perspectival	‘truth’.	This	single	lens	vision	constitutes	a	primary	force	in	

instituting	a	mass	cultural	screen	of	projected	normativity.	Reproduced	prints,	photographs	

and	diagrams	foster(ed)	a	shared	material	archive,	distributed	through	political	frameworks	

whose	operative	nature	is	more	capital	than	discourse.	The	printing	press	is	a	primary	

instrument	in	this	process.	

	

The	Printing	Press		

Historically	the	development	of	the	printing	press	has	been	theorised	as	both	an	agent	of	

change	and	an	agent	of	repressive	expansion.141	Both	these	perspectives	document	

pertinent	elements	within	copy	culture	as	both	a	means	to	coalesce	forms	of	knowledge	

                                            
140	Peter	Hamilton	and	Roger	Hargraves,	The	Beautiful	and	the	Damned:	The	Creation	of	Identity	in	
Nineteenth	Century	Photography	(Aldershot,	U.K,	Lund	Humphries,	2001),	58.	
141	Elizabeth	Eisenstein,	The	Printing	Press	as	an	Agent	of	Change:	Communications	and	Cultural	
Transformations	in	Early-Modern	Europe	(Cambridge;	London;	Cambridge	University	Press,	1979)	
and	William	M.	Ivins,	Prints	and	Visual	Communication,	(Cambridge:	Mass.:	M.I.T.	Press,	1969).	
Marshall	McLuhan,	The	Gutenberg	Galaxy:	The	Making	of	Typographic	Man.	(London;	Toronto;	
Routledge	&	Kegan	Paul,	1962)	and	McLuhan,	Understanding	Media	(1964).	
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within	a	shared	archive	that	permits	advances	in	knowledge,	and	as	a	means	to	homogenise	

forms	of	knowledge	production	to	produce	a	dominant	perspectival	truth.	Elizabeth	

Eisenstein	in	her	work	The	Printing	Press	as	an	Agent	of	Change:	Communications	and	

Cultural	Transformations	in	Early-Modern	Europe,	discusses	how	“the	development	of	

neutral	pictorial	and	mathematical	vocabularies	made	possible	a	large-scale	pooling	of	

talents	for	analysing	data	and	led	to	an	eventual	consensus	that	cut	across	all	the	old	

frontiers”.142	This	extension	of	literacy	through	the	printed	text,	coined	the	typographic	

revolution	by	Marshall	McLuhan,	promoted	an	individual	discursive	analysis	of	key	cultural	

texts	such	as	the	Bible	that	transformed	agency	through	a	private	contemplation	of	the	

word.143	It	is	this	effect	of	copy	culture	that	Eisenstein	examines	in	detail	to	justify	her	

argument	for	its	positive	impact	on	culture.	Her	lack	of	analysis	of	the	capital	relationship	of	

the	printing	press	as	an	arm	of	colonial	expansion	and	visual	and	linguistic	homogeneity	is,	

however,	reflected	in	the	ideological	choice	of	the	word	“neutral”.	This	word	choice	

obfuscates	the	bias	and	prejudge	built	into	the	Cartesian	formalism	of	typography	and	the	

copy	process,	and	ignores	the	manner	in	which	print	culture	facilitated	a	capital	enclosure	

of	knowledge	in	collusion	with	political	expansionism.	Instead,	Eisenstein	implies	that	the	

press	fostered	a	shared	knowledge	base	of	objective,	referential	and	abstract	‘truth’	

(divorced	from	ideological	manipulations).144	However,	as	McLuhan	notes	“the	open	society	

is	open	by	virtue	of	a	uniform	typographic	educational	processing	that	permits	indefinite	

expansion	of	any	group	by	additive	means.”145	In	this	way,	copy	culture	promotes	an	

expansion	without	revision	or	diversity,	as	a	never-ending	exponential	growth	of	

‘sameness’	inserts	a	statistical	normativity	over	thought	and	action.		
                                            
142	Eisenstein,	The	Printing	Press	as	An	Agent	of	Change,	697.	
143	McLuhan,	The	Gutenberg	Galaxy.	
144	Eisenstein,	The	Printing	Press	as	an	Agent	of	Change,	690-700. 
145	McLuhan,	Understanding	Media,	159.	
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The	current	era	of	copy	culture	has	seen	a	decline	within	the	typographic	empire	of	the	

word,	and	a	new	distillation	of	graphesis	as	the	transference	code	of	informatic	discourse.	

This	premise	is	based	upon	a	dominance	of	ocular	forms	of	engagement	within	the	Western	

global	cultural	screen.146	The	ability	to	copy	and	paste	vast	amounts	of	material	without	

reading	content	transforms	discourse	into	visual	duplication	whilst	the	transference	of	oral	

and	written	communication	to	an	emoticon	translates	both	context	and	content	into	a	

distilled	and	static	visual	display.	This	position	does	not	imply	avoiding	such	enabling	

technologies	or	ocular	tendencies	but	rather	that	there	is	a	need	for	critical	assessment	of	

“traditional	pictorial	images	[to]	look	at	them	as	information”,	in	order	to	comprehend	the	

genealogy	of	contemporary	visualities	and	the	dominance	of	these	within	subject	

formation.147	In	this	way,	the	illustrations	of	physiognomy	and	the	portraits	of	deviant	

women	constitute	a	foundational	archive	that	infiltrates	the	constitution	of	contemporary	

tropes	of	exclusion.	

 

In	Graphesis:	Visual	Forms	of	Knowledge	Production,	Johanna	Drucker	discusses	how	

statistical	formulations	converge	deterritorialised	bodies	(and	actions)	into	striated	and	

fixed	data	through	an	examination	of	early	statistical	engineering	and	data	modelling	where	

The	intellectual	assumptions	expressed	in	bar	graphs	and	pie	charts	combine	
empirical	and	managerial	approaches,	the	basic	question	of	how	
parameterisation	is	set	up,	how	samples	are	taken,	and	whether	curves	are	
presented	in	smoothed	or	rough	format	became	instruments	of	meaning	

                                            
146	Jonathan	Crary,	Techniques	of	the	Observer:	On	Vision	and	Modernity	in	the	Nineteenth	Century	
(Cambridge,	Mass,	MIT	Press,	1990);	Guy	Debord,	The	Society	of	the	Spectacle.	(New	York,	Zone	
Books,	1994);	Michel	Foucault,	Discipline	and	Punish:	The	Birth	of	the	Prison.	(New	York;	
Harmondsworth,	Penguin,	1979);	Martin	Jay,	Downcast	Eyes:	The	Denigration	of	Vision	in	Twentieth-
century	French	Thought.	(Berkeley,	University	of	California	Press,	1979);	McLuhan,	Understanding	
Media.	
147	Drucker,”	Graphesis”,	PAJ,	11. 
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production.	Francis	Galton’s	studies	of	inherited	characteristics	are	classic	
images	in	this	field,	with	their	well	shaped	diagrammatic	forms	supporting	
rather	too	well	his	eugenic	arguments.	Their	method	and	format	meet	a	
comfortable	match,	with	outliers	removed,	effaced,	eliminated	and	the	
argument	made	into	a	hygienic	and	consumable	form.148		

	

Here	Drucker	elucidates	how	graphesis	distills	ideological	formations	into	closed	and	finite	

visual	icons.	That	is,	the	visualisation	is	a	fixed	enclosure	rather	than	an	opening	into	

complexity.	Divorced	from	discourse,	or	embodying	factual	erasure,	graphesis	illustrates	

rather	than	investigates.	

	

Galton’s	schematics	and	composite	portrait	images,	discussed	in	Chapter	1,	have	direct	

correlations	to	the	formation	of	a	socially	constituted	graphesis.	This	is	seen	generated	

within	generic	teen	Instagram	pages	in	their	visual	manufacturing	processes	of	distillation	

and	homogenising	into	‘types’	that	reflect	both	moral	and	physical	tenure.	The	example	I	

use,	Lottie	Tomlinson,	was	found	after	a	simple	Google	search	of	“teens	I	should	follow	on	

insta”.149	Lottie’s	false	stature	within	cultural	expertise	(she	has	2.5	million	followers)	

projects	a	diagrammatic	truth	that	substantiates	tropes	of	normalcy	in	relation	to	the	

female	collateral	as	object	status	(see	figure	15),	where	beauty	and	commodity	culture	

converge	and	where	the	diagonal	pose	and	the	pouted	lips	are	the	new	physiognomic	

diagrams	of	illustrative	beauty.		

	

	

                                            
148	Johanna	Drucker,	Graphesis:	Visual	Forms	of	Knowledge	Production,	(Cambridge,	Massachusetts,	
Harvard,	2014),92.	
149	Lottie	Tomlinson’s	Instagram	page,	accessed	2	May	2017	
https://www.instagram.com/p/BUt73jrA81F/?taken-by=lottietomlinson. 
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Figure	15	Lottie	Tomlinson	Instagram	update	20	June	2017,	screenshot	taken	22	June,	2017	
 
 
Galton’s	and	Tomlinson’s	“carefully	distilled	and	edited	observation”	imparts	a	

methodology	of	“reductive	simplification”	that	covertly	erases	zones	of	smooth	space	to	fix	

and	solidify	the	position	of	the	subject	in	the	cultural	grid.150	In	other	words,	the	manner	in	

which	tropes	are	assigned	particularly	concretised	and	narrow	margins	of	movement	in	

comparison	to	those	subjects	for	whom	ideology	invests	a	discursive	breadth	of	potential	

outcomes	(considered	here	as	the	white	able-bodied	male).	

 

                                            
150	Drucker,	“Graphesis”	Paj,	5.	
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Figure	16	Amalia	Ulman	Excellences	and	Perfections,	Instagram	update	5	September,	2014,		
																		Screenshot	7	February	2017		
 
 
The	Instagram	work	of	artist	Amalia	Ulman	(born	1989,	figure	16)	is	pertinent	to	reference	

within	this	analysis	for	the	manner	in	which	she	appropriates	dominant	forms	of	cultural	

graphesis	to	perform	the	screen	back	over	the	self	(and	the	audience	gaze)	in	a	reflexive	

process	of	inscriptive	unravelling	that	makes	apparent	the	visual	“homogenisation	that	is	

the	key	to	understanding	western	power.”151	The	specific	series	to	which	I	refer,	Excellences	

and	Perfections,	made	by	Ulman	from	April	19	April,	2014	to	14	September,	2014,	re-

performs	the	illustrative	archive	of	the	screen	of	Instagram,	to	construct	a	false	narrative	of	

nihilist	object	centric	desire.	Within	the	digital	gaze	of	‘insta’,	visualities	are	distilled	into	

formalised	ways	of	knowing	and	seeing	to	form	a	single	Cartesian	perspectival	tunnel	that	

restricts	sight	outside	of	the	cultural	screen	of	capital	and	desire.	Ulman	constructs	then	

deconstructs	this	circumference	of	‘seeing’	through	the	lens	and	screen	of	the	camera	(and	
                                            
151	McLuhan,	Understanding	Media,	159. 
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the	device).	This	manifests	the	contemporary	habitus	of	visual	constitution	for	young	

women	within	neoliberal	capitalism.	The	cultural	screen	is	thus	projected	through	an	

appropriation	of	“the	chaotic	messiness	of	observed	experience	through	the	guidance	of	

simplified	schema.	Morphological	analogy	assumes	resemblance	in	the	relation	of	image	

and	referent.”152	

	

The	Hag		

A	comparative	historical	example	of	this	kind	of	graphesis	as	a	social	and	political	force	to	

construct	a	typological	gaze	can	be	found	in	the	Woodcut	prints	produced	during	the	era	of	

the	witch	hunts.	These	works	were	used	in	the	books	and	pamphlets	that	propagandised	

the	witch,	and	established	the	typology	of	the	deviant	woman	and	her	attendant	

association	with	sexual	transgression	and	unattractive	schedules	(figure	17).	Jon	Crabb	

observes	how	this	early	form	of	mass	media	saturated	towns	with	identical	

representational	clichés	that	facilitated	a	cultural	hysteria	against	targeted	social	sectors	

(often	aging	single	women)	as	“the	same	woodcut	would	often	be	used	multiple	times	in	

different	sources,	and	with	each	new	appearance,	the	trope	repeated	and	solidified	into	a	

recognisable	iconography.”153	

                                            
152	Drucker,	“Graphesis”,	Paj,	5.	
153	John	Crabb,	“Woodcuts	and	Witches”,	The	Public	Domain	Review	(2017):	9,	
http://publicdomainreview.org/2017/05/04/woodcuts-and-witches 
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Figure	17	“Witches	Feasting”,	featured	in	The	History	of	Witches	and	Wizards	1720,	published	by	T.				
																			Norris,	London,	page	36,	(Wellcome	Library)	
  
 
This	methodology	of	cultural	saturation	is	continued	into	the	web	based	ocularity	of	today	

where	graphesis	continues	in	an	even	more	expanded	manner	to	produce	the	cultural 

screen	as	an	agreed	upon	suite	of	metaphors	to	live	by.154	This	agreed	upon	truth	proceeds	

within	a	linear	and	restrictive	evolution	whose	central	tenet	is	a	heterogenous	and	coercive	

Realist	narrative	that	serves	the	restrictive	output	of	bodies	as	capital.	Graphesis	becomes	a	

form	of	discrete	knowledge	that	pervades	in	a	very	non-discreet	manner.	It’s	very	overt	

                                            
154	See	George	Lakoff	and	Mark	Johnson,	Metaphors	We	Live	By	(Chicago,	University	of	Chicago	
Press,	1980)	for	an	in-depth	analysis	of	the	constitution	of	schematic	metaphor	and	its	relation	to	
forming	subjectivity	and	the	habitus	of	self	and	culture.	
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visibility	allows	its	presence	to	become	accepted	within	the	manifestations	that	float	over	

and	through	the	embodied	subject	without	cognitive	or	discursive	interception.	Imagery	

inserts	its	truth	below	the	interventions	of	words	as	the	body	integrates	visual	knowledge	

despite	what	discourse	we	possess	to	counter	its	intrusion.		

	

Parameters	of	the	term	

I	use	the	term	Graphesis	in	my	research	practice	to	describe	a	field	of	visual	analytics,	in	its	

descriptive	sense	of	identifying	the	non-mimetic	forms	of	data	modelling	that	operate	as	

coercive	scaffolding	in	the	realist	hive,	and	also	in	its	active	sense	of	application	or	

replication	as	a	meta	language	in	my	own	visual	production.	Graphesis	within	its	role	of	

cultural	formation,	operates	as	a	contained	sign	rather	than	reflexive	discourse,	

to	commodify	the	subject	within	simplified	schematics.	This	distillation	of	data	in	the	

visual	realm	sustains	the	formation	of	tropes	and	stereotypes	–	as	it	removes	outlying	

complexities	to	fix	multiple	potentials	in	a	form	of	notation.		

	

Within	my	practice	I	extend	the	meaning	of	graphesis	to	the	formations	of	the	body	within 

it’s	citational	(gestural	acts),	as	they	are	constituted	in	the	social	arena.	The	application	of	

the	term	in	this	way	is	confined	to	bodily	actions	that	read	as	a	form	of	data	modelling	as	

they	relate	to	the	constitution	of	gender	tropes.	That	is,	actions	that	inscribe	a	distilled	

social	position	as	part	of	their	performative	schedule,	and	excludes	motor	actions	that	

serve	less	performative	biological	needs.	In	this	way,	the	body	itself	becomes	a	typological	

formation,	not	just	within	the	visual	archive,	but	within	its	daily	enunciative	schedules.	As	

the	body	performs	‘acts’	that	draw	its	habitus	in	the	social	sphere,	the	gaze	of	others	reads	
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this	visual	repertoire	and	positions	the	subject	within	their	assigned	social	proximity.	As	

applied	to	the	figure	of	the	deviant	woman	her	visual	and	bodily	graphic	displays	form	a	

core	script	that	indoctrinates	both	her	own	body	and	the	observers’	chorus,	who	force	

compliance,	within	the	typological	structure	of	the	Other.	

	

The	term	graphesis	allows	the	historical	legacy	of	image	construction	to	become	legible	in	

processes	of	erasure	and	conformity.	It	provides	an	inclusive	term	that	does	not	

discriminate	between	a	pie	chart,	a	photograph,	an	advertisement	or	a	colonial	painting	of	

fauna,	but	dissects	each	for	their	performative	role	in	constituting	embodied	subjectivities	

(particularly	as	they	relate	to	stereotypes).	In	this	way,	the	vast	archive	of	illustrations	of	

physiognomy	and	the	portrait	images	of	Lombroso	form	a	legible	narrative	into	the	selfies	

of	the	Internet	and	the	memes	that	circle	my	moments	of	boredom	with	recycled	imagery	

of	mimetic	cliché	and	gendered	enclosure.	

	

This	genealogical	analysis	considers	the	digital	arena	as	an	extension	of	print	reprographic	

culture	where	the	layout	and	design	of	internet	pages	replicates	the	indexical	formalism	of	

the	book	and	where	the	visual	iconography	of	supermarket	magazine	covers	ghosts	itself 

across	free	web	and	social	media	platforms,	in	the	form	of		‘pop	up’	advertisements	that	

fund	their	existence.	Here	the	visual	methodologies	of	the	print	matrix	are	transformed	and	

expanded	within	new	levels	of	saturation,	repetition	and	distribution.	As	James	Panero	

observes	“one	way	to	situate	the	Internet	is	to	see	it	as	inaugurating	the	next	stage	of	copy	

culture	–	the	way	we	duplicate,	spread,	and	store	information	–	and	to	compare	it	to	the	



 
 

108 

print	era	we	are	leaving	behind”.155	This	comparison	leads	to	a	genealogical	examination	of	

typological	constructions	in	the	print	era	and	how	they	are	transmuting	into	the	digital	

spaces	of	the	Internet	as	a	situated	habitus.	Examining	earlier	forms	of	graphesis	can	

provide	a	depth	of	analysis	to	comprehend	the	evolution	into	these	new	representational	

fields	of	gender	conservatism	within	(in	particular)	teen	culture	as	a	site	of	visual	

manufacture.	

	

Marshall	McLuhan	theorised	that	printed	matter	and	early	visual	devices	were	already	

seducing	subjects	from	“the	literate	and	private	‘point	of	view’	to	the	complex	and	inclusive	

world	of	the	group	icon”.156	His	phrase	‘group	icon’	embodies	the	conceptual	terrain	that	

interests	me	within	the	term	graphesis,	where	a	scopic	onslaught	of	hieroglyphs	infiltrates	

the	body	through	kinaesthetic	pathways	(bypassing	intellectual	filtering)	to	inculcate	a	

homogenised	global	culture.	In	particular	within	arenas	such	as	Facebook	which	I	observe	

through	the	obsessive-compulsive	engagement	of	my	teenage	daughter	–	where	the	

“compressed	images	…include	producer	and	consumer,	seller	and	society	in	a	single	

image.”157	Immature	brains	multiply	the	lowest	common	denominator	imagery	in	a	

distribution	network	deeply	implicated	in	constituting	these	bodies	as	capital.	In	their	2014	

article	Digital	Caricature	Sean	Sturm	and	Stephen	Turner	discuss	how	the	digital	arena	has	

coalesced	particular	tendencies	of	the	printed	image	into	a	non-discursive	state	of	cultural	

fixity158.	They	refer	to	the	material	output	of	the	platform	as	“ideographic	rather	than	

orthographic,	concretising	ideas	as	picture-thing	(‘screening’)	rather	than	discursifying	

                                            
155	James	Panero,	“The	Culture	of	the	Copy”,	The	New	Criterion	31,	no.5	(2013):	2.	
156	McLuhan,	Understanding	Media,	205.	
157	Ibid.,	201. 
158 Sean	Sturm	and	Stephen	Turner	“Digital	Caricature,"	Digital	Humanities	Quarterly	8,	no.3	(2014). 
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things	in	the	world	(‘scripting’).159	These	are	not	radical	observations	and	yet	they	remain	

undertheorised	within	print	and	reprographic	arts	practice.	The	term	graphesis,	is	a	useful	

bracketing	device	to	discuss	this	movement	from	a	text-based	discourse	to	a	visually	

dominant	form	of	screening	informatics.	

	

The	visualities	that	act	as	direct	priming	devices	in	the	construction	and	maintenance	of	

tropes	do	so	by	framing	actions,	presentations	and	typologies	for	their	distillation	and	

notational	performance	across	the	cultural	screen.	This	graphesis	is	interiorised	by	the	body	

mimetically,	much	as	gestural	citations	encode	the	habitus,	to	form	the	subject	and	its	

social	boundaries	and	protocols.	Graphesis	as	such,	describes	a	particular	optically	driven	

framework	within	cultural/	capital	forms	of	production	–	one	based	upon	a	fundamental	

copy	culture	that	indoctrinates	sameness	over	multiplicity,	that	entrenches	shared	

iconography/expression	over	private	discursivity	and	difference.	This	priming	schedule	

underwrites	the	capital	hegemony	of	commodity	culture	where	difference	is	marginalised	

or	erased	through	image	consumption,	performative	schedules	and	desires	of	lacking.	

Exclusion	from	normativity,	as	the	term	exists	within	each	subject’s	particular	field	of	

action,	is	ruthless	and	thorough	within	both	the	sphere	of	data	and	the	lived	sphere	of	

action.		

	

The	term	graphesis	allows	the	interplay	of	image	as	constitutive	of	the	cultural	screen,	and	

performing	body	as	typological	formation	for	the	observing	gaze	(both	internal	and	

external).	The	panoptic	nature	of	society,	where	the	self	produces	data	currency	on	a	daily	

basis,	facilitates	a	direct	ledger	between	priming	and	performative	schedules	that	my	

                                            
159	Ibid.,	12.	
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practice	seeks	to	unravel	through	historical	genealogy.	Studio	investigations	appropriate	

the	technologies	of	reproductive	media	as	the	primary	research	tool	and	then	translate	this	

data	through	multiple	channels	of	copy	based	processes.	This	poses	the	question	of	how	to	

supercede	signification	within	a	practice	that	utilises	the	means	of	production	as	both	its	

matrix	and	constituent	visual	formation	when	“the	means	of	production	have	an	indexical	

link	to	class,	labour	and	capital.	They	signify	in	the	cultural	sphere.”160	

	

In	order	to	move	beyond	direct	signification	secondary	and	third	states	of	reprographic	

processes	are	used	to	disrupt	the	mimetic	copy	of	the	original	matrix.	This	move	beyond	

direct	signification	is	utilised	in	conjunction	with	drawing	practices	that	activate	the	

subject’s	internalised	affect	into	a	productive	force.	Drawing	in	particular	facilitates	a	

productive	kinaesthetic	loop	that	ruptures	the	inertia	of	the	deviant	woman’s	subject	

enclosure.	Graphic	schedules	are	designed,	where	the	subject	can	re-draft	the	self	within	

the	central	axis	of	proprioceptive	loops	of	production	-	to	intervene	with	the	archive	of	

performative	acts.	This	strategy	uses	the	material	of	affect	as	a	bodily	situated	matrix	to	

subvert	fixity.	When	the	excess	of	affect	is	harnessed	as	an	intensity	it	shifts	its	operational	

field	outside	of	social	signification	to	engage	in	a	process	of	“coupling	and	decoupling”	that	

continuously	returns	to	the	state(s)	of	formation,	whilst	intermittently	moving	into	states	of	

excess.161	This	severs	the	direct	means	of	production	from	the	typological	sign.	These	direct	

means	of	production	are	centrally	located	within	copy	culture	as	fixed	mimetic	matrix.		The	

intervention	of	drawing	within	the	underlying	copyist	schedules	that	I	replicate	“ruptures	

and	transgresses	the	rules	and	codes	upon	which	naming	or	the	fixity	of	meaning	relies”	to	
                                            
160Johanna	Drucker,	Violating	Protocols	(Philadelphia,	USA:	Philografika,	2008):	1.	
Accessed	2	December	2014	http://www.philagrafika.org/pdf/WS/Violating_Protocols.pdf. 
161 Jondi	Keane	“AEffect:	Initiating	Heuristic	Life”	in	Carnal	Knowledge:	Towards	a	New	Materialism	
Through	the	Arts,	ed.	Estelle	Barrett	and	Barbara	Bolt	(IBTauris:	London,	2013):	41. 
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unhinge	the	inscriptive	trope.162	The	bodies	own	compliance	in	the	transcriptive	

photographic	archive	is	enacted	and	unravelled	through	the	act	of	drawing.	This	allows	the	

processes	of	constitution	to	be	perceived	within	the	citational	performance	of	mimesis.163	

Thus	momentary	smooth	spaces	are	activated	where	“expanding	and	contracting	micro-

intervals	are	at	play	with	coded	intervals”	so	as	to	keep	the	referent	shadow	within	the	

sphere	of	social	praxis.164 

 

Graphesis:	Instrument	and	Li(n)e	

The	second	body	of	work	produced	within	this	research	project,	Graphesis:	Instrument	and	

Li(n)e	(2015)	engaged	with	the	kinaesthetic	potential	of	drawing	to	manifest	affect	and	

transitory	states	of	intersectional	exploration,	whilst	remaining	steadfastly	connected	to	

the	matrix	of	cultural	production.	Research	commenced	with	the	performing	body.	

Postures	and	poses	were	selected	based	upon	sociological	readings	that	suggested	

particular	actions	as	embedded	within	the	formulation	of	an	enclosed	gendered	habitus,	

and	whose	performative	acts	functioned	as	a	distilled	graphic	notation.	Two	key	actions	

were	selected,	the	sitting	posture	and	the	throwing	action,	focusing	my	research	model	

within	a	form	of	immersive	endurance.	I	rehearsed	my	body	within	these	schedules	over	a	

number	of	days	and	weeks,	engaging	in	a	process	of	repetition	and	fatigue	to	know	within	

the	bodily	archive	itself	the	gestural	matrix	of	its	manufacture.	This	approach	provided	a	

deep	comprehension	of	the	arcs	of	typological	formation	so	that	when	I	came	to	draw	

these	actions,	the	embedded	comprehension	and	affect	became	a	productive	creative	tool.	

	
                                            
162	Estelle	Barrett,	“Materiality,	Affect,	and	the	Aesthetic	Image”	in	Carnal	Knowledge,	67.	
163	Gilles	Deleuze	and	Felix	Guattari,	A	Thousand	Plateaus	(Minneapolis:	University	of	Minnesota	
Press,	1987):	281.	
164	Ibid.,	270. 
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Once	rehearsed,	I	spent	a	number	of	days	photographing	the	actions	invoking	a	new	loop	of	

repetition	and	excess	so	that	the	internal	gaze	of	objectification	entered	a	surplus	of	

negation.	Divorced	from	immediate	considerations	of	social	presentation	(surveillance)	the	

performative	loop	of	inscription	and	de-inscription	through	the	lens	of	the	camera	provided	

an	interim	space	to	consider	the	production	of	self.	These	images	were	then	processed	

digitally	and	outputted	as	small	format	prints.	Some	were	immediately	photocopied	and	

enlarged	to	explore	alterations	of	scale	and	others	grouped	within	sets	that	either	enacted	

the	formalised	gesture	(as	a	citation)	or	intercepted	(altered)	the	quotational	act	in	some	

way.	This	may	have	been	achieved	through	the	excesses	of	endurance	or	the	affected	realm	

of	parody	and	difference.		These	images	were	then	transposed	into	secondary	reprographic	

forms	so	that	the	photograph	was	distanced	from	its	false	status	as	an	archive	of	objective	

truth.	The	intervention	of	secondary	processes	opens	a	fissure	between	mimesis	and	

similarity	(with	difference)	to	expose	what	Johanna	Drucker	describes	as		“the	contrast	

between	the	indexical	traces	of	actual	light	and	the	codes	of	verisimilitude	that	come	to	

occupy	a	position	of	cultural	authority	dominating	ideas	of	what	truth	‘looks	like’.”165	The	

direct	indexical	trace	of	a	photograph	lacks	certain	capacities	for	material	play.	Bounded	by	

its	own	literalised	fixity	of	the	object	under	scrutiny	it	is	too	complete	in	and	of	itself,	and	

yet	completely	lacking	in	its	ability	to	manifest	as	it	“does	not	seek	to	probe	or	analyse	

reality.	Instead,	the	photographic	gaze	is	‘literally’	applied	to	the	surface	of	things	to	

illustrate	their	apparition	as	fragments.”166	In	this	way	the	photograph	operates	as	a	

cultural	coding	device	of	surface	structures,	an	instructional	graphesis	whose	fixity	and	

                                            
165	Johanna	Drucker,	“Digital	Ontologies:	The	Ideality	of	Form	in/and	Code	Storage:	Or:	Can	
Graphesis	Challenge	Mathesis?"	Leonardo	34,	no.2	(2001):	142,	https://muse.jhu.edu.	
166	Jean	Baudrillard,	"Photography,	or	the	Writing	of	Light,"	Ctheory	23	no.1	(2000):	1,	accessed	2	
January	2016,	http://www.ctheory.net/articles.aspx?id=126.	
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truth	draws	upon	the	spectral	punctum	of	mimesis,	to	delude	the	viewer	into	succumbing	

within	its	alchemical	origins	as	revealing	something	both	scientific	and	Otherly.	

	

Action	1:	Throwing	like	a	Girl		

I	revisited	the	formative	movement	of	throwing,	as	it	possesses	an	innate	typological	

graphesis	where	it	draws	the	habitus	within	the	arc	of	its	movement.	Within	some	

fundamental	notion	of	its	performative	schedule	throwing	weaves	a	pathway	both	within	

subjectivity	and	without.	In	the	act	of	throwing	we	draw	the	circumference	of	our	social	

space,	in	the	act	of	throwing	my	body	gesture	articulates	lines	of	movement	that	draw	my	

subjective	position.	The	act	of	throwing	has	become	a	metaphor	of	obsession	to	describe	

my	repetitive	inertia	within	the	gendered	paradox,	to	describe	my	attempt	to	re-draft	the	

existential	boundaries	of	my	own	self-perpetuating	inscriptions	of	the	power	regimes	that	I	

examine.	In	drawing	my	bodily	protocols,	I	enact	a	performative	(kinaesthetic)	arena	to	

enter	the	deterritorialised	spaces	within	the	codified	movement	itself.	Through	graphic	

schedules	of	bodily	engagement	an	un-demarcated	space	of	potential	is	formed	that	

facilitates	an	interzone	between	cultural	signification	and	cultural	erasure.	This	zone	of	

confusion	was	considered	by	William	Kentridge	in	Six	Drawing	Lessons,	through	a	discussion	

of a	Cape	Town	Natural	History	Museum	artefact	(a	diorama	of	a	Bushman	family)	that	has	

been	displayed	as	a	racial	typology	for	many	years	and	recently	removed	in	order	to	re-

classify	more	appropriately167.	Finding	a	new	classification	(outside	of	the	racial	typecast)	

has	proven	difficult	and	the	exhibit	continues	to	exist	in	a	space	of	review.	This	

classificatory	interzone	could	be	viewed	as	a	space	of	deterritorialised	potential	where	the	

                                            
167 William	Kentridge,	Six	Drawing	Lessons	(Cambridge,	Massachusetts:	London,	England	Harvard	
University	Press,	2014),	60. 
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subject	and	object	exist	untethered	from	the	cultural	grid	of	graphesis.	Kentridge	considers	

that	this	“limbo,	a	space	of	indeterminacy	is	vital.	A	space	where	you	know	understanding	is	

limited,	contested	and	inadequate.	Where	failure	of	understanding	is	a	correct	

understanding.”168	My	research	draws	upon	Kentridge’s	ideas	to	shift	fixed	stereotypes	into	

a	contested	space	where	subjectivity,	language	and	visual	representations	come	into	query.	

Re-presenting	typological	knowledges	from	a	fluid	perspective,	shifts	relations	between	

codification,	to	open	a	space	where	culture	has	not	yet	colonised	the	visual	with	a	trope	to	

sustain	prejudge.	

	

	

	

						Figure	18	Carolyn	Mckenzie-Craig	working	image	2014,	photocopies,	dimensions	variable	

	
	

                                            
168	Ibid.,	60.	
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In	order	to	activate	this	demarcated	space,	selected	photographic	sequences	were	taken	

through	two	initial	secondary	reprographic	processes,	one	as	digital	stills	to	move	into	a	

later	animation	sequence,	and	one	set	printed	out	using	photocopy	technology	at	a	local	

Officeworks.	The	second	group	of	images	was	enlarged	so	that	the	figures	themselves	

approximated	the	size	of	small	girls	and	then	collaged	into	sets	that	combined	images	from	

both	procedural	copy	and	procedural	disruption.	The	losses	and	gains	in	this	enlarging	

process	introduce	errors	and	perspectival	shifts	that	allow	chance	to	disrupt	subjective	

control	(figure	18).	The	lowbrow	process	corrupts	the	direct	trace	of	the	photograph	as	an	

evidence	of	truth.	Frames	that	reflect	social	notions	of	unattractive	are	selected	in	

preference	to	others	in	order	to	dislodge	the	historical	legacy	of	physiognomic	typologies	

and	erase	the	formative	boundary	controls	of	visualising	‘woman’.		The	scale	of	these	works	

(each	figure	is	around	85cm)	engages	the	body	as	a	mirror	of	its	own	trace	(figure	19).	This	

process	of	tracing	and	re-tracing	“the	gesture	of	the	body	is,	in	essence,	a	projection	of	the	

body”	so	that	the	kinaesthetic	loop	between	drawing	and	subject	becomes	an	active	space	

of	cultural	production	in	the	lived	space,	rather	than	the	domain	of	the	observed	

artefact.169	Charcoal	as	the	chosen	drawing	material	is	messy.	It	spreads	and	leaks	as	lines	

of	error	are	never	fully	erased,	but	enter	into	the	fibres	of	the	paper	itself.	This	residual	

history	of	the	material	trace	arouses	multiple	readings	of	past	potentials	and	present	

dualities.	Charcoal’s	material	presence	is	expansive	and	open,	soft	and	pliable	and	allows	a	

direct	engagement	with	the	viewer	and	the	lived	subject	by	engaging	with	what	Deborah	

Harty	describes	as		“the	body	as	mediator	between	the	world	and	self”.170	This	kinaesthetic	

process	produces	potential	pathways	into	deterritorialised	arenas	that	rational	Cartesian	
                                            
169	David	Rosand,	Drawing	Acts:	Studies	in	Graphic	Expression	and	Representation.	(New	York;	
Cambridge,	UK:	Cambridge	University	Press,	2002),	16	
170	Deborah	Harty,	“Trailing	Temporal	Trace”	in	Drawing	Ambiguity.	ed.	Phil	Sawdon	and	Russell	
Marshall	(London,	UK,	I.B.Tauris,	2015):	62. 
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control	of	the	process	would	enclose,	and	opens	into	a	form	of	haptic	viewing	and	

production	that	is	not	tethered	to	“pictorial	illusionism,	but	with	infinite	space	as	mental	

possibility.”171 

	

Figure	19	Carolyn	Mckenzie-Craig	Throwing	Like	a	Girl	Part	2	2015	charcoal	and	screen-print,	150	by		
																	100cm	
	
	
Through	drawing	I	can	enter	the	spaces	between	things.	Through	the	re-performance	of	my	

own	socially	inscriptive	body	gestures,	I	inspect	the	methodology	of	systems	theory	within	

its	active	presence.	That	is,	in	the	daily	rituals	of	the	body.	By	avoiding	finished	edges,	and	

leaving	the	substrate	visible,	it	remains	a	process	that	reveals	its	layers	of	making	and	

unmaking.	This	lack	of	framing	“encourages	an	experience	of	our	bodily	selves	as	existing	in	

                                            
171	Avis	Newman	and	Catherine	de	Zegher,	The	Stage	of	Drawing:	Gesture	and	Act	(New	York;	
London,	Tate	Publishing,	2003):	10.	



 
 

117 

a	process	of	articulation	between	interior	and	exterior”.172	This	open	framework	and	

inscriptive	residue	allows	the	viewer	to	enter	deterritorialised	fragments	within	the	trace	of	

the	action,	so	that	there	is	not	just	the	“agency	in	making,	but	the	possible	agency	in	

seeing.”173	Text	is	then	printed	into	and	over	the	charcoal	imagery	to	construct	a	dialogue	

between	the	drawn	self	and	the	linguistic	utterance	of	social	systems	(figure	20).	These	text	

elements	are	screen	printed	so	that	the	material	intervention	is	flat,	concise	and	iterative,	

to	evoke	the	voice	of	dissent	and	confusion,	as	well	as	the	layered	presence	of	the	Greek	

Chorus.	I	consider	the	Greek	Chorus	as	society’s	narration	device,	the	background	hum	of	

social	instruction	and	coercion.	This	chorus	extends	from	dramaturgical	dialogue	to	the	

chants	of	children,	to	the	chorus	of	pop	songs,	schoolyard	bullies	and	gossip.	Through	an	

internalised	singsong	of	exclusionary	lyrics	that	play	over	and	over	in	the	head	of	the	

socially	integrated	citizen	-	the	chorus	inscribes	the	punitive	gaze	of	the	average	moral	

majority.		

	

Strategies	for	designing	the	text	elements	are	drawn	from	theories	of	Julia	Kristeva	and	her	

discussion	of	the	poetic	as	an	agent	of	active	potential	against	the	enclosures	of	dogma	and	

direct	signifying	processes	in	language	(discussed	in	more	detail	in	Chapter	4).174	Kristeva	

considers	that	the	poetic	offers	a	state	of	flux	that	circumvents	fixity	as	it	can	invert	

grammatical	hierarchies	and	exploit	the	potential	space	between	symbol	and	referent	

meaning.	Converging	drawing	with	reprographically	produced	text	allows	language	to	move	

over,	under	and	through	the	flesh	of	the	gendered	body.	This	circumnavigates	the	trope	

                                            
172	Ibid.,	10.	
173	Kentridge,	Six	Drawing	Lessons,	31. 
174	Julia	Kristeva,	Desire	in	Language:	A	Semiotic	Approach	to	Literature	and	Art	(New	York,	Columbia	
University	Press,	1980).	
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with	excess	to	rupture	its	reproductive	capacities	within	the	body	of	the	artist	(as	deviant	

woman)	and	the	viewer’s	active	state	of	ascribing	meaning.	

	

              
	
Figure	20	Carolyn	Mckenzie-Craig	Throwing	Like	a	Girl	Part	1	2015	charcoal	and	screen-printed	text			
															140	by	100cm	
 

Action	2:	Postures	and	Print	in	Practice	

The	second	action	to	come	under	close	scrutiny	for	Graphesis:	Instrument	and	Li(n)e	was	

the	sitting	posture,	used	as	a	metaphor	to	consider	self-esteem	and	capital	within	the	

domestic	and	institutional	arena	(situated	power	within	interior/private	spaces).	These	

works	utilise	parody	and	performance	to	unravel	how	bodily	practices	enclose	or	

emancipate	within	their	social	utterance	as	graphesis.	That	is,	how	the	gestural	routines	of	

the	body	reinforce	the	subject’s	relation	to	power	systems	through	proprioceptive	

feedback	loops.	The	suite	of	works,	Small	Servings	and	Stale	Entrees	consider	a	study	that	
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found	females	felt	more	in	control	when	slumped	than	when	sitting	upright.		This	study	

from	2007,	Not	All	Who	Stand	Tall	are	Proud:	Gender	Differences	in	the	Proprioceptive	

Effects	of	Upright	Posture	found	that	when	women	were	instructed	to	sit	upright	they	felt	

less	in	control	and	performed	slightly	lower	in	a	series	of	simple	math	tests	and	self-esteem	

questionnaires,	while	males	did	not.175	The	article	exposes	how	processes	of	observation,	

viewing	and	reviewing	are	internalised	by	female	bodies	to	enact	subservient	positions	of	

shame.	In	order	to	unravel	my	own	internalised	script	of	self-shame	I	performed	a	series	of	

choreographed	postural	actions	using	strategies	of	repetition,	exaggeration,	and	absurdity.	

The	photographs	from	this	performance	were	then	taken	through	a	second	reprographic	

process,	to	disrupt	the	direct	indexical	nature	of	the	photo	archive	and	introduce	

alternative	potentials.	These	losses	and	gains	in	information	via	the	reproductive	process	of	

photopolymer	(marks,	erasures,	distortions)	are	a	form	of	drawing	with	technology.	The	

postural	images	were	then	combined	with	a	software-generated	drawing	(figure	21).		

                                            
175	Tomi	Anne	Roberts	and	Yousef	Arefti-Afshar,	"Not	All	Who	Stand	Tall	are	Proud:	Gender	
Differences	in	the	Proprioceptive	Effects	of	Upright	Posture."	Cognition	&	Emotion	21,	no.4	(2007):	
714-727.	
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Figure	21	Carolyn	Mckenzie-Craig	Upright	like	a	lady	#1	2015	Multi-plate	Photopolymer	on	Fabriano,	
46	by	46cm																																																																																																																																																																								

	

This	line	has	a	clear	and	obvious	machine	aesthetic.	I	have	used	non-vector	lines	to	amplify	

this	quality,	in	order	to	explore	how	such	a	line	interfaces	with	a	photo	index	and	if	the	

machine	aesthetic	can	potentially	fracture	the	postural	cliché	and	push	the	visual	into	a	less	

typological	meaning.	Studio	research	had	demonstrated	the	inadequacy	of	a	hand	drawn	

mark	to	achieve	this	goal,	as	it	appeared	fetishistic	and	trope	ridden	in	itself.	This	machine	

line	also	explicates	the	background	hum	of	technology	now	enclosing	my	everyday	space.	

This	reference	is	neither	a	positive	or	negative	judgement	against	technology,	merely	an	

acknowledgement	of	its	pervading	presence	over	subjectivity,	much	as	the	background	

hum	of	language	operates.	
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Figure	22	Carolyn	Mckenzie-	Craig	Actions	Against	Inertia	2014/15	Toner	release	photocopies,		
graphite	drawing	175	by	20cm	each	strip.																

																																																																																																																										
 
This	consideration	of	postural	action	is	continued	in	works	such	as	Actions	Against	Inertia	

(figure	22)	where	the	deviant	woman	attempts	to	unfold	her	subjectivity	into	smooth	

space,	from	affect	to	agency.	Materially	the	work	extends	my	investigation	into	the	

lowbrow	technology	of	the	photocopy	machine.	I	have	had	a	lifelong	obsession	with	

xerography,	having	at	one	time	(aged	9)	three	photocopiers	in	my	bedroom.	This	discarded	

technology	of	the	enterprises	of	men,	worked	by	the	labour	of	women,	gave	me	a	sense	of	

freedom	and	admittance	to	the	instruments	of	cultural	power.	The	material’s	democratic	



 
 

122 

accessibility,	subversive	history	and	primary	position	within	copy	culture	resonated	with	

me.176		

	

The	spread	of	xerography	in	the	1970s	was	a	pivotal	moment	within	copy	culture	where	the	

material	enclosure	of	the	book	was	breached	without	the	need	for	privileged	access	to	the	

resources	of	plate	making	and	a	press.	This	was	enacted	in	the	university	and	office	copy	

rooms,	and	the	twenty-four-hour	copy	centres	that	facilitated	informatic	breaches	such	as	

the	Pentagon	Papers,	where	Daniel	Ellsberg	illegally	copied	and released	the	United	States	

Department	of	Defence	history	of	the	political-military	involvement	in	Vietnam	from	1945	

to	1967,	to	The	New	York	Times	in	1971177.	In	doing	this,	Ellsberg	initiated	a	stream	of	

information	from	the	private	spaces	of	power	to	the	public	spaces	of	reproductive	

democracy	through	the	copy	rooms	of	entry-level	consumerism.	This	dissolved	the	

boundary	devices	of	informatic	seclusion.	Lisa	Gitelman	discusses	how	such	“a	leaked	copy	

has	the	potential	not	only	to	transgress	or	leak	across	the	inside-outside	boundary	but	also,	

importantly,	to	mirror	–	one	might	say	technologically	to	reproduce	–	its	iteration	as	a	form	

of	critique.	The	leak	speaks	inside-outside	rhetoric	in	the	arena	that	reverses	its	

presumptions.”178	The	leaked	document	thus	exists	both	within	its	initial	state	of	formation	

and	re-contextualised	in	social	space	as	a	form	of	agency.	Outside	of	its	protective	

institutional	endorsement	and	enclosure,	the	multiple	expands	in	diverse	perspectives	to	

oscillate	around	what	constitutes	a	singular	truth	with	refractive	mimesis.		

                                            
176	Cultural	references	extend	from	the	Pentagon	Papers	to	the	general	infringement	of	copyright	to	
the	growth	of	self-publishing	in	Zines	during	the	1980’s.	
177	Robert	Reinhold,	“Ellsberg	Yields,	Is	Indicted;	Says	He	Gave	Data	to	Press”,	The	New	York	Times	
June	29,	1971.	Accessed	10	August	2017,	http://www.nytimes.com/1971/06/29/archives/ellsberg-
yields-is-indicted-says-he-gave-data-to-press-ellsberg.	
178	Lisa	Gitelman,	Paper	Knowledge:	Toward	a	Media	History	of	Documents,	(Durham,	NC:	Duke	
University	Press,	2014):	95.	
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Xerography	and	Practice	

The	2013	exhibition	and	catalogue	Xerography,	curated	by	Firstsite	in	Great	Britain,	brought	

material	and	cultural	considerations	of	xerography	back	within	contemporary	review	to	

consider	its	primary	role	within	archive	and	copy	discourse	and	how	this	material	legacy	

relates	to	its	role	in	arts	practice.179	Of	particular	interest	to	my	own	practice	is	the	

discussion	of	its	role	in	“agencying	new	cultural	forms,	in	which	the	encoding	inherent	in	

the	Xerox	process	itself	became	a	language”.180	The	operative	nature	of	Xerox’s	defects	and	

lack	of	high	end	commodity	status,	is	discussed	as	enabling	a	language	of	resistance	within	

the	medium	of	copy	culture	itself,	to	embrace	the	democratic	potential	of	a	dirty	and	

stained,	error	ridden	insurgent	agency.		The	potential	for	this	kind	of	expanded	

interdisciplinary	examination	of	the	degradation	of	image	within	the	temporal	archive	of	

the	photocopy	is	inherent	in	the	work	Some	Kinds	of	Duration	(2011)	by	Nicholas	Mangan.	

Initiated	in	a	photocopy	of	the	Walter	Burley	Griffin	Pyrmont	Incinerator	“found	while	

trawling	through	the	archives	of	the	Powerhouse	Museum	in	Sydney”,	his	installation	work	

consists	of	a	decaying	cast	concrete	photocopy	machine	(figure	23),	a	glass	copy	bed	

mounted	on	the	wall,	a	sound	piece	replicating	the	plate	glass	copy	action	and	images	

which	each	intersect	and	respond	to	the	idea	of	looped	codes.181		

                                            
179	Firstsite	,	Xerography.	(Essex,	Great	Britain:	Firstsite	Publishing	2013).	
180	Stephen	Willats,	“Xerox	as	an	Agent	of	Social	Change”	unpublished	typescript	1992	published	in	
Firstsite,	Xerography,	47. 
181	Nicholas	Mangan,	Warren	Taylor	and	Centre	for	Contemporary	Photography	(host	institution)	
Some	Kinds	of	Duration	(Melbourne:	3-Ply,	2012),	single	page	insert	quoted.	
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Figure	23	Nicholas	Mangan	Some	Kinds	of	Duration	2011	concrete,	fluorescent	lights,	glass,	carbon	
toner	on	paper;	video	1:	single-channel	video,	high	definition,	colour,	silent;	video	2:	single-
channel	video,	black	and	white,	sound,	installation:	dimensions	variable,	video	1:	6:48	
minutes,	video	2:	5:05	minutes,	Museum	of	Contemporary	Art,	purchased	with	funds	provided	
by	the	MCA	Foundation,	2016	

	

The	artist	book	that	accompanies	the	work	compiles	photocopy	images	of	the	objects	

under	scrutiny	-	the	Walter	Burley	Griffin	Pyrmont	Incinerator,	a	Mayan	frieze,	a	Canon	

6030	copy	machine	and	the	marks,	residues	and	transitory	archives	inherent	within	the	

copy	process	itself	to	map	“a	trajectory	of	these	objects’	conversation	through	history.”182	

Temporal	transference	and	loss	inform	the	copy	code	of	Xerox	embedded	in	the	work	with	
                                            
182	Ibid. 
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a	deterritorialised	potential	inherent	within	its	defective	additions	and	subtractions	of	

white	noise	and	visual	flatulence.	It	flattens	and	it	curves	perspectives	and	in	this	way,	

expands	potentials.	The	Xerox	erases	and	inscribes	as	a	drawing	machine	through	its	very	

reproductive	process	to	tilt	the	photo	indexical	trace	into	the	deterritorialised	zone	of	

uncertainty.	My	practice	appropriates	these	copyist	deformities	as	an	inherent	material	

substrate	to	reflect	upon	the	initial	constitution	of	the	stereotype	as	the	matrix	from	which	

malformations,	through	process	can	arise.	This	use	of	the	copy	process	to	degrade	visual	

information	without	complete	erasure	comments	on	its	initial	constitution	and	visual	

legibility.	Ian	Burns	(1939-1993),	in	his	series	Systematically	Altered	Photographs	(1968),	

considers	similar	mechanisms	that	shape	forms	of	visual	knowledge	construction	and	

consumption.	He	discusses	how	viewers	“look	for”	rather	than	“look	at”	images.183	This	

considers	the	way	we	impose	our	existing	prejudices	and	desires	(as	coded	through	visual	

primers,	socialised	meanings	and	in	particular	the	substrata	of	language),	over	the	surface	

reception	of	each	new	artefact	we	encounter.	To	explore	this	idea	Burns	photocopied	

generic	images	taken	from	an	Australian	Government	publication	that	was	promoting	the	

Australian	‘lifestyle’	over	and	over	again	to	degrade	the	original	image.	These	

propagandising	units	of	white	middle	class	utopias	that	were	his	starting	point,	operate	as	a	

form	of	graphesis,	distilling	the	dominant	political	viewpoint	into	the	‘the	landscape’.	These	

are	then	slowly	erased	through	the	language	of	copy	culture	to	expose	landscape	itself	as	

an	idea,	a	trope	of	representational	desire	that	reflects	the	scaffolding	of	the	cultural	

screen	in	its	distilled	normativity.	The	original	visual	artefact	is	then	paired	back	with	its	

degraded	mimetic	trace.	This	makes	present	in	the	visible,	how	language	and	perceptual	

                                            
183	Ian	Burns,	Systematically	Altered	Photographs,	1968,	Text	piece,	edition	21/25,	Art	Gallery	NSW	
Collection,	https://www.artgallery.nsw.gov.au/collection/works/130.2005.a-d/	
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constitution	create	and	sustain	visual	prejudge	(as	knowledge)	through	cultural	paradigms	

(figure	24).	

	

Figure	24	Ian	Burn	Systematically	Altered	Photographs	1968	photographic	print	56.5	x	71.5	Museum	

of	Contemporary	Art,	gift	of	Terry	Smith	

	

My	practice	uses	similar	processes	of	visual	dissolution	but	retains	a	larger	element	of	

legibility	in	order	to	refract	the	starting	matrix	into	a	dispersed	form.	I	use	archival	fissures	

to	produce	an	excessive	repetition	with	difference	that	infects	the coded	substrata	of	the	

culture	of	the	copy	into	confusion.	Within	this	state	of	disruption,	the	figure	of	the	deviant	

woman	dislodges	from	the	grid	to	perform	within	an	unfolding	movement	of	potential.	The	

filmic	layout	of	the	work	Actions	Against	Inertia	extends	the	citational	stage	into	the	
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temporal	disruption	of	unfolding	decay	so	that	miniature	actions	continue	to	unfold	in	a	

never-ending	variation	of	“expanding	and	contracting	micro	intervals”	to	re-script	the	

Realist	metaphor	frame	by	absurdist	frame.184	

 

																				Figure	25	Carolyn	Mckenzie-Craig	Studio	Working	Image	2014		

 

This	simple	technology	to	disturb	and	repeat	information	is	accentuated	by	using	chance	

and	error	with	the	machine	itself	(working	it	sometimes	blindfolded	or	asking	others	to	

make	the	copies	for	me).	These	copies	are	then	toner	released	through	an	etching	press	

and	drawn	over	with	a	mechanical	pencil	(figure	25),	the	kind	that	seems	incipiently	

associated	with	math	classes	and	diagrams.	It	is	these	visual	cataloguing	devices	that	it	is	

my	intention	to	reference.	An	additional	part	of	the	citational	apparatus	is	Paul	Klee’s	

(1879-1940)	work	the	Pedagogical	Sketchbook,	1960,	which	provided	a	framework	for	the	

drawn	interventions.185	I	follow	his	drawing	exercises	in	some	of	the	frames	and	then	

respond	to	the	same	explicit	ideas	with	parodic	text.	This	revisionist	framing	of	white	cube	

                                            
184	Deleuze	and	Guattari,	A	Thousand	Plateaus,	270.	
185	Paul	Klee,	Pedagogical	Sketchbook.	Trans.	Sibyl	Moholy-Nagy	(New	York:	F.A.	Praeger,	1960). 
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modernist	glory	provided	the	background	chorus	of	conformity	through	which	my	subject’s	

dialogue	converges.	To	some	extent,	Klee’s	work	is	a	linear	progression	of	the	art	historical	

narrative	of	men	that	starts	with	the	perspectival	logic	of	Vitruvius	for	whom	the	body	was	

a	“model	of	proportion,	completion,	and	rationality”	and	continues	in	the	modernist	

abstraction	of	those	with	privilege186.		The	subject	position	of	my	work	embraces	“in	

contrast,	the	irregularities	and	incomplete	body	of	the	freak	[who]	resists	the	ordering	of	

classical	architecture	as	bodily	metaphor,	offering	instead	the	uncanny,	fragmentary	

architecture	of	memory	and	illusion”.187	The	marks	in	these	works	are	highly	controlled,	

almost	notation	like,	offering	a	discursive	contrast	to	the	charcoal	gestural	engagement	in	

figures	19	and	20,	in	order	to	explore	the	ineptitude	of	logical	informatics	(as	coda	or	

graphesis)	to	summon	or	trace	the	lived	experience.	

	

Parody,	Citation	and	Printmedia	in	the	context	of	Parafeminism	

Case	Study:	Elvis	Richardson	

The	work	of	Elvis	Richardson	(1965-),	offers	a	case	study	of	a	parafeminist	practice	that	uses	

Printmedia	to	consider	the	role	of	consumer	viewer,	as	active	within	the	allocation	of	

meaning	and	power	through	the	gaze	and	linguistic	haze	of	patriarchy.	She	achieves	this	

within	a	multi-faceted	practice	of	parody	and	citation	that	situates	her	work	within	the	

term.	By	positioning	her	work	within	parafeminism,	I	hope	to	give	coherence	to	a	particular	

articulation	of	feminist	practice	within	Australia	that	is	recontextualising	female	cultural	

labour	by	strategically	utilising	absurdism	and	parody	to	fracture	the	stale	gaze	of	the	

audience.	Of	interest	within	my	own	research	is	Richardson’s	use	of	reprographic	media	as	

                                            
186 Mary	Russo,	The	Female	Grotesque:	Risk,	Excess	and	Modernity.	(London;	Great	Britain:	
Routledge,	1994):	99. 
187	Ibid.,	99.	
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an	intellectual	component	within	her	cultural	deconstructions	of	power.		Within	her	

practice	graphesis	becomes	a	tool	of	subversive	potential	to	reconsider	the	semiotic	screen	

that	sustains	capital	delusion.	

	

The	FEMMO	project,	produced	with	Virginia	Fraser	from	2014-2015	appropriates	the	high	

key	graphic	noise	of	supermarket	tabloids	to	re-author	the	Realist	myth	through	the	means	

of	its	production	-	graphesis188.	The	visual	primers	of	advertising	and	superficial	media	

discourse	are	condensed	into	a	single	cover	production	that	mimics	the	inequities	of	gender	

and	the	art	market	in	a	satirical	conflation	of	mass-market	hysteria.	The	layout	replicates	

McLuhan’s	observation	“that	a	small	pellet	or	pattern	in	a	noisy,	redundant	barrage	of	

repetition	will	gradually	assert	itself”	as	a	design	format	for	optimal	onslaught.189	

                                            
188	Elvis	Richardson	and	Virginia	Fraser,	FEMMO	WordPress	Website	2014-2015,	accessed	March	
2017.	https://femmo.wordpress.com/about.	
189	McLuhan,	Understanding	Media,	202.	
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Figure	26	Elvis	Richardson	and	Virginia	Fraser	FEMMO™	Issue	1	2014,	Silk	screen	on	cotton,	140	x		
																		110cm	image	size	with	border,	Edition	of	6	
	
	
	
The	FEMMO™	WordPress	website	comments	that	“The	National	Library	of	Australia	

declined	to	issue	FEMMO™	with	an	International	Standard	Serial	Number	because	it	had	

‘no	content’.	FEMMO™	disagrees.	FEMMO™	is	joining	the	surface	litter	of	Australian	art	

history.”190	This	lack	of	issuance	of	the	ISSN	validates	the	publication	premise	and	highlights	

the	surface	veneer	of	publication	patriarchy.	The	single	page	cover	makes	its	material	

production	visible	through	the	mechanical	labour	of	screen-printing	(figure	26).	Associated	

                                            
190	FEMMO	WordPress	Website	2014-2015. 



 
 

131 

with	posters,	advertising	packaging	and	garage	prints,	a	two-colour	separation	is	the	entry	

level	aesthetic	of	the	generic	consumer.	This	cover	choice	and	its	discursive	relations	

summates/narrates	spaces	of	cultural	production	as	vacuous	and	flat.	The	graphesis	of	its	

distilled	white	noise	reflects	the	discourse	of	the	social	systems	it	constructs	through	the	

making.	As	such	Richardson	and	Fraser	are	reconfiguring	representation	itself	within	the	

graphic	means	of	its	false	production.	The	title	itself	“FEMMO™”	also	seems	to	lampoon	

current	neologisms	parading	around	as	post-feminist	labels,	such	as	mompreneur	and	

SheEo,	terms	that	deride	our	representation	as	feminised	commodities.191	The	absence	of	

interior	content	connotes	the	skin	of	the	female	body	as	representational	desire	(as	

capital),	where	the	cover	shot,	the	headline	snippet,	the	phrase	that	formulates	the	subject	

becomes	the	sustenance	of	the	trope.	The	surface	emulation	of	our	daily	representation	as	

women,	(in	particular	in	the	arts)	is	articulated	by	Richardson	and	Fraser	in	a	language	of	

resistance	(of	current	and	historical	nods	to	previous	feminist	waves).	The	artists	achieve	

this	by	parodying	the	‘outrage’	of	earlier	feminist	zeal,	whilst	also	embracing	their	concerns	

through	the	homage.		

                                            
191	Mompreneur	refers	to	a	full-	time	mother	who	is	also	a	full	time	(successful)	businesswoman.	
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Figure	27	Elvis	Richardson	and	Virginia	Fraser	FEMMO™	Issue3	The	Ongoing	Issue	2014	Silk	screen		
																		on	cotton	140	x	110cm	image	size	with	border	Edition	of	6	
 

Within	the	blunt	subtitle	and	textual	graphics	of	Issue	3:	The	Ongoing	Issue	(figure	27)	

Richardson	and	Fraser	question	how	gender	disparity	issues	can	retain	currency	in	a	post-

feminist	enclosure	of	false	equity	rhetoric.	The	low-brow	absurdist	framework	in	the	work	

allows	us	to	reconsider	these	stale	arguments	through	the	citational	apparatus	of	

parafeminism.	This	strategy	disrupts	the	Realist	codification	of	truth	within	graphesis	itself.	

Utilising	publication	as	a	statement	and	a	methodology,	the	artists	draw	the	history	of	print	and	

copy	culture	into	accountability,	whilst	also	manifesting	its	potential	to	invert,	subtract,	and	insert.	

The	graphic	ontology	targets	the	optic	core	of	substantiation	with	a	viral	anger	that	prizes	open	
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mimetic	traces	of	early	feminist	dialogues	that	lay	dormant.	As	I	giggle,	I	cringe,	and	my	latent	

appetite	for	social	equity	finds	its	mark	in	the	chasm	between	humour	and	the	reality	of	injustice	

and	desire.	

 

The	grainy	photograph	that	features	in	the	cover	of	Issue	3	replicates	the	surveillance	of	the	capital	

gaze	of	both	journalism	and	the	consumer	desire	that	fuels	its	apparatus.	Its	pixelated	presence	as	

the	shadow	of	female	representation	reconstitutes	the	falsity	of	our	gods	of	the	visual	domain.	The	

remaining	cover	shots	on	other	issues	favour	a	direct	harsh	realism	(figure	28).	There	is	no	3:1	

lighting	ratio	here	but	close	quarter	presence,	photographed	in	a	style	more	like	the	cover	of	a	

business	tycoon	on	Time	magazine,	albeit	without	the	power	shadow	behind	the	form.	This	non-

cosmetic	gaze	is	confronting,	hyper-real,	non-alluring	and	satisfied.	Satisfied	with	the	self,	each	

portrait	enunciates	without	a	sense	of	lack.		
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Figure	28	Elvis	Richardson	and	Virginia	Fraser	FEMMO™	Issue	5	2015	Silk	screen	on	cotton	140	x		
110cm	image	size	with	border	Edition	of	6	

 

Earlier	works	of	Richardson	also	recontextualise	the	print	matrix	and	its	role	in	distributing	

graphic	citations	that	formulate	normativities	and	capital	enclosure.	In	Housed	and	

Purchasing	Power	(figure	29)	Richardson	inverts	visual	typologies	of	class	and	gender	

through	a	subversive	appropriation	of	the	material	agents	of	cultural	collateral	by	placing	a	

public	housing	carpet	in	the	gallery	space	with	large	scale	screenprinted	Monopoly	currency	

installed	in	the	classic	playing	layout.	
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Figure	29	Elvis	Richardson	Housed	and	Purchasing	Power	2009	Installation	image	from	VCA	Margaret	
Laurence	Gallery,	University	of	Melbourne)	Carpet,	Screen-prints	110	by	175	cm	each.	
Dimensions	vary.	Photo	Kay	Abade.	Access	and	Copyright:	Elvis	Richardson.	

 

Richardson’s	installation	destabilises	the	fixed	graphesis	of	currency	by	reworking	the	

images	with	revisionist	hand-drawn	content	that	reflects	upon	the	visual	and	political	

exclusions	within	our	privileged	economies	of	culture	and	power.	Currency	provided	a	

useful	matrix	as	it	distributes	both	the	privileged	artefacts	of	capital	and	also	the	visualities	

of	state	endorsed	propaganda.	These	areas	of	privilege	are	blind	to	the	labour	(currency)	of	

domestic	space,	a	feminised	and	disembodied	arena	that	the	work	makes	visible.		
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Richardson	re-draws	the	money	that	domestic	spaces	depend	upon,	with	the	erased	

subjects	and	histories	of	Australia.	She	then	offers	her	new	capital	in	direct	exchange	for	

legitimised	money	(in	the	show	Richardson	proposes	that	the	currency	can	be	exchanged	

on	a	1:1	value	with	Australian	bank	notes).	The	hand	drawn	nature	of	Richardson’s	

Monopoly	money	is	a	careful	strategy	that	signifies	individual	opinion	and	perspective,	

unfixed	to	authority.	This	trace	of	individuality	is	a	powerful	contradiction	to	the	erasure	of	

Othered	subjects	within	society.	Richardson’s	re-scripting	of	the	social	processes	of	

gendered	erasure	reflect	my	own	interest	in	magnifying	the	representational	depth	of	the	

deviant	woman.	

	

The	Deviant	Woman	Part	2	

In	order	to	amplify	this	process	of	re-redrafting	representational	fields	and	subjective	

constitution,	I	considered	more	substantial	postures	to	appropriate	as	the	initial	close	

quarter	examination	of	throwing	and	sitting	highlighted	the	need	to	locate	a	gesture	that	

would	more	directly	dissolve	the	boundary	devices	of	the	deviant	woman’s	typological	

manufacture.	In	this	way,	I	considered	postures	that	enact	power	such	as	grimacing,	

snarling,	and	making	aggressive	hand	movements.	Initial	research	suggested	isolating	the 

mouth	and	the	fist	as	formative	sites	of	power	display,	while	excluding	the	use	of	these	

appendages	from	linguistic	communication	(such	as	mouthing	or	signing	legible	words).	

However,	the	boundaries	between	gestural	interface	and	linguistic	dialogue	are	

interdependent	and	difficult	to	separate	and	in	some	instances	(particularly	when	dealing	

with	the	mouth)	the	two	become	intertwined.	The	mouth	itself	provided	a	dense	area	of	

insurgent	research	material	that	I	will	discuss	separately	in	the	next	chapter	as	the	
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outcomes	from	its	intertextual	engagement	shifted	the	framework	of	my	research	in	

productive	and	challenging	ways.		

	

Gambit	Lines	(defence	manoeuvres):	Making	a	Fist	

I	suspected	that	making	a	fist	would	empower.	As	the	symbol	of	communist	posters	that	

emancipated	the	worker	this	gesture	possessed	cultural	collateral	within	subversive	

political	frameworks.	I	also	admired	the	female	boxer	who	could	actively	inflict	pain	on	

other	exquisite	bodies	whilst	also	loathing	the	need	for	this	performative	apparatus	that	

mimicked	the	gross	edges	of	male	power.	Initial	research	within	sociological	literature,	

however,	contradicted	my	preconditioned	knowledge,	which	assumed	that	in	making	a	fist	

the	female	subject	would	expand	her	fields	of	action,	and	experience	a	greater	level	of	

agency.		This	was	the	narrative	line	in	Hollywood	movies	for	males	who	stuck	in	low	

socioeconomic	frameworks,	activated	the	affect	of	inertia	to	box	their	way	out	of	gritty	

street	scenes	and	into	the	commodity	landscape.	However,	the	literature	revealed	a	deeper	

level	of	proprioceptive	indoctrination	within	the	female	subject.192	Two	key	studies	from	

2004	and	2009	by	Thomas	Schubert	(and	with	Sander.	L. Koole	in	the	second	publication),	

demonstrated	that	the	fist	action	effected	embodied	cognition	in	different	ways	for	male	

and	female	genders.	For	males	making	a	fist	enacted	a	slightly	enhanced	sense	of	power,	

while	for	females	it	initiated	an	internalised	script	of	alertness	and	failed	to	register	any	

increase	in	power	schedules.	Schubert	surmised	this	as	reflecting	socialising	protocols	in	

relation	to	the	body	and	aggressive	display,	as	“men	are	culturally	less	discouraged	to	use	

bodily	force,	which	will	frequently	be	associated	with	success	and	power	gain	[whilst	
                                            
192	Thomas	Schubert,	"The	Power	in	your	Hand:	Gender	Differences	in	Bodily	Feedback	from	Making	
a	Fist."	Personality	&	Social	Psychology	Bulletin	30,	no.6	(2004):	757-769;	Thomas	Schubert	and 
Sander.	L.	Koole,	"The	Embodied	Self:	Making	a	Fist	Enhances	Men’s	Power-Related	Self-
Conceptions."	Journal	of	Experimental	Social	Psychology	45,	no.4	(2009):	828-834.	
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women]	are	culturally	discouraged	from	using	bodily	force,	it	will	frequently	be	associated	

with	power	loss,	and	they	understand	their	use	of	it	as	a	loss	of	control.”193	In	this	way,	the	

visible	display	of	aggression	in	women	is	correlated	to	a	loss	of	control	perceived	culturally	

as	emotional	excess.	The	hysteria	interpretation	of	aggressive	females	labels	the	woman	as	

deviant,	whilst	expressions	of	aggression	in	males	are	associated	with	a	meta	stereotype	of	

success	and	control.	These	labelling	regimes,	affixed	to	the	gesture	of	making	a	fist,	divert	

the	expression	of	power	(for	a	woman)	to	a	social	enclosure	and	disabling	within	affect.	

This	social	training	is	surmised	by	the	authors	as	having	a	direct	link	to	the	subjective	

effects	produced	within	the	proprioceptive	feedback	loops	from	the	making	of	a	fist.	Within	

both	studies	that	I	reviewed	subjects	were	tricked	into	making	a	fist	as	a	part	of	the	rock,	

scissors,	and	paper	game	in	order	to	divorce	the	action	from	the	linguistic	signifier	‘fist’.	

Subjects	were	then	tested	in	a	number	of	ways	to	measure	self-reporting	schedules	in	

relation	to	assessment	of	self-power	and	control	as	well	as	perceived	threat	from	a	neutral	

figure.	

Schubert	found	that:	

When	women	made	a	fist	under	the	disguise	of	a	cover	story	that	obscured	the	
relation	to	bodily	force,	they	perceived	less	hope	for	control	in	hypothetical	
situations	and	judged	an	ambiguously	acting	male	target	as	less	kind	and	more	
hostile.	In	contrast,	when	men	made	a	fist,	they	perceived	marginally	more	hope	
for	control	in	hypothetical	situations	and	they	judged	an	ambiguously	acting	
male	target	as	kinder.	This	evidence	demonstrates	the	different	meanings	men	
and	women	attribute	to	performing	acts	of	bodily	force	implicate	differential	
effects	of	performing	these	behaviours	on	social	information	processing.	Merely	
making	the	gesture,	without	noticing	its	relation	to	bodily	force	at	all,	is	
sufficient	to	change	perceptions	of	situations	and	others	in	line	with	the	
conceptions	one’s	gender	has	about	physical	aggression.194	
	
	
	

                                            
193	Schubert,	The	Power	in	Your	Hand,	758. 
194	Ibid.,	766.	
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																														Figure	30	Carolyn	Mckenzie-Craig	Studio	Image	2015	
 
 
Activating	and	subverting	this	gesture	within	its	protocols	of	formation	and	its	social	

encoding	in	the	body	became	a	productive	methodology	to	unravel	its	submissive	

constituting	force	within	my	own	embodied	schematic.	In	order	to	achieve	this,	I	again	

commenced	with	postural	training	that	incorporated	angularity,	parody	and	gestural	

interfaces	that	expanded	or	dissolved	the	fist	within	modified	frameworks	of	existing	

resistance	(figure	30).	My	elderly	Italian	neighbour	made	me	aware	of	signifying	hand	

routines	that	had	particular	meaning	in	her	region	as	defensive	and	offensive	statements	

used	to	subvert	the	agency	of	others	within	a	performative	framework195.	Elements	of	

these	were	incorporated	within	my	studio	schedules	as	well	as	disjunctive	movements	such	
                                            
195	Conversation	with	Mrs.	Eldora	M.	conducted	on	4	November	2015,	Dulwich	Hill,	Sydney.	
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as	ducking	actions,	appropriated	from	the	ring,	but	utilised	against	the	self	in	a	continuation	

of	the	notion	of	deconstructive	dialogues	between	the	self	and	the	world.	

	

	

Figure	31	Arthur	Munby	,	Hannah	Cullwick	and	Female	Masculinity	1867	photograph	

	

Informing	these	studio	works	was	the	historical	archive	of	Hannah	Cullwick	(1833-1909).	

Cullwick	was	a	Victorian	servant	with	a	long	collaborative	relationship	with	Arthur	

Munby196.	As	a	couple	they	staged	performative	photographic	sessions	that	archived	

transgressive	postures	in	relation	to	gender,	power	and	the	sexual	gaze	(figure	31).	The	
                                            
196	Hannah	Cullwick		The	Diaries	of	Hannah	Cullwick,	Victorian	Maidservant	(New	Jersey:	Rutgers	
University	Press,	1984);	
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social	position	of	Cullwick	and	the	contents	of	her	diary	demonstrate	that	agency	within	

these	performative	arenas	was	retained	by	the	privileged	(directing)	male	who	kept	the	

photographs	as	fetishised	traces	of	the	actions.197	Her	objecthood	thus	remained	as	the	

desired	and	gazed	upon	woman,	but	within	the	permissible	boundary	breaches	of	the	

‘fetish’,	small	fissures	of	deterritorialised	agency	emerge	for	Cullwick.	The	Film	Normal	

Work	by	Renate	Lorenz	and	Pauline	Boudry	(2007,	figure	32)	directly	references	these	

photographic	archives	as	a	methodology	to	consider	the	performative	and	transgressive	

action,	as	a	stage	for	embodied	agency.198	The	film	re-enacts	the	transitional	space	before	

one	of	these	photo-shoots,	as	Cullwick	exits	the	modalities	of	her	fixed	social	position	and	

enters	the	arena	of	demarcated	performed	and	performing	gender.	This	intersectional	

space	navigates	the	transitional	zone	between	social	inscription	and	potential	agentic	

becoming,	through	the	lens	of	the	camera.	The	attempt	to	transgress	the	social	screen	is,	

however,	directed	off	camera	by	a	male	voice.	This	directorial	vocality	encloses	the	

momentary	fissure	of	the	disenfranchised	woman	into	the	commodity	capital	of	the	fetish	

perspective	of	the	deviant.	Cullwick,	within	her	limited	choices	for	agency	(as	

perspectivalised	prostitute,	beggar,	deviant),	is	further	bound	into	her	state	of	taboo	and	

revulsion.	

                                            
197	Cullwick,	The	Diaries	of	Hannah	Cullwick.	For	more	on	this	pathological	relationship	see	Derek	
Hudson,	Munby,	Man	of	Two	Worlds:	The	Life	and	Diaries	of	Arthur	J.	Munby,	1828-1910	(London:	
J.Murray,	1972)	and	Barry	Reay,	Watching	Hannah:	Sexuality,	Horror	and	Bodily	De-formation	in	
Victorian	England	(London:	Reaktion	Books,	2002).	
198	Renate	Lorenz	and	Pauline	Boudry,	Normal	Work	(Ellen	de	Bruijne	Projects,	Dolores,	Amsterdam,	
2007),	13minute	DVD	and	13	photographs. 
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Figure	32	Pauline	Boudry	and	Renate	Lorenz	Normal	Work	2007,	DVD	video,13mins,	26	by	21cm	
 
 
The	images	of	Cullwick	underwrite	the	fists	I	repetitively	make	until	the	action	becomes	

muted	within	its	inscribed	regime.	I	perform	myself	exiting	the	enclosed	space	of	the	

habitual	actions	of	the	body	-	whilst	making	fisting	actions	of	resistance	to	subvert	the	

ocular	naming	gaze	of	power.	The	space	I	exit	is	conceived	as	both	the	boxing	ring	of	

schematic	power,	and	the	modernists’	cube.	Thus,	the	performative	habitus	becomes	my	

stage	of	action	for	rejection	of	formalism	and	the	embrace	of	absurdity	(figure	33),	an	

absurdity	that	permits	a	representational	practice	of	woman	not	fixed	within	the	striated	

space	of	the	trope.	This	activated	deterritorialised	space	of	slippage	and	erasure	provides	a	

precursor	to	a	process	of	(re)constitution	within	the	social	screen,	so	that	I	can	“produce	

representation”	rather	than	be	(re)presentation.199	

                                            
199	Rebecca	Schneider,	The	Explicit	Body	in	Performance.	(New	York;	London;	Routledge,1997),	51.	
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Figure	33	Carolyn	Mckenzie-Craig	Gambit	Lines	2016	charcoal	drawing	and	scren-printed	text	260	by		
																		100cm	
 
 
Within	the	process	of	drawing	fists, the	performative	regimes	of	the	hyper-normative	

Other	are	dismantled	in	a	convergence	of	absurd	social	schedules	that	disrupt	the	

stereotype	of	objectified	desire	(here	conceived	of	as	Hannah	Cullwick).	This	both	nullifies	

the	power	of	the	static	image	of	deviancy	(the	woman	as	criminological	specimen)	and	

erases	the	staticity	of	the	image,	so	as	to	ferment	leakages	into	representational	fields.	The	

fetishism	of	the	deviant	woman	is	appropriated	from	its	field	of	containment	and	tilted	into	

new	arenas	of	self-aware	authority.	These	fields	of	containment	are	grounded	in	the	

woodcuts	of	witches	and	the	Facebook	memes	that	circulate	both	the	normative	primer	

and	the	exclusionary	denouncements	–	often	ironically	embedded	in	‘inspirational	porn’	as	

it	is	colloquially	known.	This	refers	to	social	media	images	that	use	the	disabled	

/overweight/deviant	body	as	the	illustrative	content	for	a	pithy	phrase	directed	at	

validating	the	moral	fixity	of	the	normative	(body)	viewer.	It	is	a	form	of	participatory	visual	
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manufacture	in	the	schemes	of	capital	where	the	exploitation	of	images	of	Others	

continues	in	its	statistical	growth	from	its	beginnings	in	the	colonial	classificatory	gaze.200		

	 	

As	a	response	to	such	images	that	exploit	the	Other	within	processes	of	consumption	and	

production,	my	research	paradigm	restricts	itself	to	visualities	that	are	connected	to	my	

direct	subjective	experience.		The	biographical	heritage	of	the	deviant	woman	thus	

empowers	the	processes	of	inhabitation/destabilisation	of	the	trope.	The	viewer	through	

the	intercorporeality	of	drawing’s	kinaesthetic	activation	enters	my	subjectivity	to	extend	

the	arena	of	action	from	object	to	viewer	to	social	space.	This	haptic	incorporation	acts	as	a	

pathway	for	distribution	and	mimics	the	colonisation	of	copy	culture	within	the	

emancipated	realm	of	performativity.	I	see	this	practice	as	a	performative	extension	of	print	

culture	into	the	arena	of	manufacture	–	so	that	the	formation	point	of	visual	primers	

becomes	an	active	stage	to	reincorporate	the	loops	of	their	citational	apparatus.	

	

Dismantling	the	Aggressor	Female/activating	power	

The	aggressor	female	as	a	stereotypical	representation	disempowers	the	female	gender	

from	accessing	or	enacting	power,	by	imposing	punitive	offender	schedules	over	the	bodies	

of	women	who	transgress	normative	boundaries.	This	reflects	both	the	Madonna/whore	

complex	and	earlier	Greek	and	Roman	mythical	narratives	(deconstructed	by	both	Simone	

de	Beauvoir	in	The	Second	Sex,	1949,	and	Hélène	Cixous	in	The	Laugh	of	the	Medusa,	1976)	

that	formulate	the	meta	trope	of	the	deviant	woman.	These	same	mythologies	underwrite	

gender	allocation	roles	within	society,	where	women	who	attempt	to	enunciate	power	are	

                                            
200	see	Bree	Hadley,	"Cheats,	Charity	Cases	and	Inspirations:	Disrupting	the	Circulation	of	Disability-
Based	Memes	Online."	Disability	&	Society	31,	no.5	(2016):	676-692.		
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sinful	or	evil	whilst	males	are	virile	leaders	or	simply	‘naughty’	boys.201	This	script	permits	

the	excesses	of	male	aggression	to	perpetuate	in	a	culture	that	heightens	the	transgressive	

acts	of	women,	but	negates	the	violence	of	men.	

	

The	interest	in	a	feminist	dialogue	around	aggression	is	not	an	advocacy	for	violence	but	an	

attempt	to	erode	the	lack	of	agency	inherent	within	my	inability	to	make	a	fist	that	engages	

with	power,	and	to	call	an	end	to	the	momentum	that	encloses	my	habitus	within	its	lack	of	

agentic	aggression.	The	aggressive	female	can	thus	operate	as	an	intermediary	point	of	

transference	in	response	to	the	colonising	force	of	normativity.		Her	presence	directs	a	

scripting	(discursive)	validation	for	the	investment	of	power	within	the	bodies	of	women.	

The	parodic	nature	of	her	presence	allows	the	transgressive	undercurrent	of	‘sin’	to	

fluctuate	within	the	schedule	of	enunciation	so	that	the	trope	of	the	aggressive	woman	(as	

expelled	social	object)	avoids	fixity	within	its	own	social	circumference.	Within	her	duality	

and	irony,	she	produces	new	avenues	to	access	the	gestural	loops	of	male	generated	

power.	The	fist	itself	speaks	of	its	own	irony,	of	the	fear	of	self,	of	the	fear	of	men.	The	body	

of	the	artist	ducks	and	weaves	within	her	own	habitus	of	Bakhtian	grotesquery	that	primes	

her	body	to	activate	the	signifiers	of	power.	

	

The	character	of	Lisbeth	Slander	in	Stieg	Larsson’s	Millennium	Trilogy	provides	a	cultural	

analogy	if	viewed	within	the	framework	of	parody	and	gender	fluidity.202	In	these	three	

                                            
201	Simone	De	Beauvoir,	The	Second	Sex,	(New	York:	Random	House	2014[1949]).,Hélène	Cixous,	
“The	Laugh	of	the	Medusa."	Signs:	Journal	of	Women	in	Culture	and	Society	1,	no.4	(1976)875-893.	
http://www.jstor.org.libraryproxy.griffith.edu.au/stable/3173239.	
202	Stieg	Larsson’s	Millennium	series	consists	of	three	Swedish	crime	novels	that	were	then	made	
into	three	Swedish	language	films	that	are	the	subject	of	this	analysis.	Daniel	Alfredson	et	al.	“Flickan	
Som	Lekte	Med	Elden	[The	Girl	Who	Played	with	Fire]”.	Stieg	Larsson's	Millenium	Trilogy	(Stockholm:	
Sweden,	Yellowbird,	2009):	Niels	Arden	Oplev	et	al”	Man,	Som	Hatar	Kvinnor	[Men	Who	Hate	
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works	(viewed	as	a	DVD	in	the	original	Swedish)	a	fairly	standard	narrative	of	female	

victimhood	is	extended	to	a	broader	metaphor	of	institutionalised	power	to	express	how	

gender	fixity	intersects	within	this	structural	inequity.	In	the	series,	Lisbeth	hovers	as	a	

processural	construction	of	malleable	traits	that	exist	within	the	domain	of	necessity	and	

outside	cultural	constraint.	Within	this	fluid	state	she	lacks	cultural	legibility	except	within	

the	moments	of	direct	aggression	against	her	oppressors,	where	she	becomes	the	deviant	

woman.	Elsewhere	the	character’s	performative	role-play	with	attire	and	language	confuses	

direct	signification,	so	that	the	trope	is	visible	but	untethered.	This	allows	her	character	to	

move	into	intervals	of	smooth	unscripted	space,	through	the	particularities	of	aggression	

and	technology.	The	technological	apparatus,	as	denoted	in	these	films,	represents	a	

secondary	(hidden)	cultural	screen,	a	space	of	deterritorialised	potential	where	the	shadow	

of	cultural	masquerade	gives	agency	to	the	affect	of	victimhood.	Through	this,	Lisbeth’s	

meta-narrative	character(s)	paraphrase	earlier	femme	fatales	within	an	ironic	self-reflexive	

gaze	that	allows	an	expansion	of	permissible	demarcations	around	the	female	aggressor	

response.		This	reflects	underlying	parameters	within	Amelia	Jones’	definition	of	

parafeminism	to	retain	the	fluidity	of	a	discourse.	Jones	makes	clear	that	this	strategy	is	

“not to	provide	a	coherent	(and	thus	more	or	less	stable)	coalitional	identification	of	certain	

subjects	as	‘women’.	It	is,	rather,	to	explore	in	an	open-ended,	processual	manner	the	way	

in	which	power	and	value	accrue	to	particular	subjects	and	objects.”203	Lisbeth’s	

                                                                                                                                        
Women]	“Stieg	Larsson's	Millenium	Trilogy	(Stockholm:	Sweden,	Yellowbird2009);	Daniel	Alfredson	
et	al”	Luftslottet	Som	Sprangdes	[The	Castle	in	the	Air	that	Exploded]”.	Stieg	Larsson's	Millenium	
Trilogy	(Stockholm:	Sweden,	Yellowbird.2009)	Tiina	Mäntymäki	“Carnivalesque	Masquerade.	Lisbeth	
Salander	and	Her	Trickster	Agency”	in	Deviant	Women:	Cultural,	Linguistic,	and	Literary	Approaches	
to	Narratives	of	Femininity.	eds.	Tiina	Mäntymäki	et	al.,	(New	York,	Peter	Lang	Publishing	Group	
2015):	93-112.	
203	Jones,	Self/Image,	215.	
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articulation	provokes	an	intertextual	inhabitation	of	masculine	potentials,	whilst	wearing	

the	feminine	as	both	a	masquerade,	and	an	internal	emancipatory	dialogue.		

	

When	returning	the	potential	of	the	aggressor	trope	to	the	studio,	the	interoceptive	

gesture	that	triggered	the	most	productive	state	of	affect,	when	exploring	the	fist	and	its	

relation	to	the	constitution	of	acts	of	power	and	resistance,	was	the	Italian	derived	gestural	

inflections.	These	citations,	without	the	boxing	glove	itself,	moved	outside	of	overt	

signification	to	read	within	a	framework	of	unintelligible	processural	irony	that	coalesced	

elements	of	both	masquerade	and	the	Bakhtian	absurd.	A	small	suite	of	these	performance	

traces,	mixed	in	with	imagery	in	gloves,	was	heat	pressed	onto	satin	fabric,	a	material	

response	to	Joseph	Beuys	1972	performance	at	Documenta	5,	Boxing	Match	for	Direct	

Democracy	(figure	34).		

 

Figure	34	Joseph	Beuys,	Boxkampf	Für	Direkte	Demokratie	(Boxing	Match	for	Direct	Democracy)	
1972,	performed	at	Documenta	5,	Museum	Fridericianum,	Kassel,	Germany.	Image:		
Documenta	Archive	Stadt	Kassel.	Estate	of	Joseph	Beuys/Artists	Rights	Society	(ARS),	
New	York	
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Despite	the	overtly	ironic	use	of	boxing	within	his	metaphor	of	participatory	democracy,	the	

material	nature	of	Beuy’s	work	re-invests	within	a	heteronormative	citational	practice,	

without	inversing	its	signifying	status.	In	fact,	it	looks	like	radically	privileged	males	trying	to	

play	with	the	tools	of	ownership	rather	than	allowing	others	to	play	with	them	too.	In	

Boxing	Match	for	Direct	Democracy	white	men	punch	each	other	to	encode	and	perform	art	

theory	that	contends	a	freedom,	which	benefits	themselves.	When	discussing	the	artist’s	

intent	within	the	utilisation	of	boxing	in	the	work,	Kasia	Boddy	states	that	the	“punch	

provides	a	metaphor	for	unmediated	address”	for	Beuys.204	This	suggests	the	manner	in	

which	boxing	enacts	pure	aggressive	agency,	affixed	to	static	fields	of	capital	rather	than	

entering	into	discursive	spaces	of	negotiation.	Somewhat	of	a	Beuys	‘fan’,	my	own	suite	of	

response	driven	work	performatively	processes	my	conflict	with	Boxing	Match	for	Direct	

Democracy	in	order	to	recontextualise	the	gambit	plays	of	the	ring	within	the	context	of	the	

gambit	plays	of	the	theoretical	dissertation	and	art	making	from	a	feminist	perspective.	

Images	of	gestural	resistance	juxtaposing	self	against	self	were	printed	onto	the	fabric	

substrate	and	then	sewn	into	and	over	using	thread	as	a	drawn	line	rather	than	a	

decorative	fill	(figure	35).	This	work	emerged	from	the	need	to	extend	the	endurance	of	the	

performance	into	the	endurance	of	menial	female	labour	and	in	some	way,	invert	the	

inherent	masculine	performative	schedules	embedded	within	Beuys	significant	piece.		

                                            
204	Kasis	Boddy,	Boxing:	A	Cultural	History,	(London:	Reaktion	Books,	2013),377.	
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Figure	35	Carolyn	Mckenzie-Craig	Boxing	with	Beuys	#3	2016	sublimated	photo	onto	satin	fabric,	

embroidery	and	sewing	thread,	30	by	25cm		
 
	

The	use	of	the	term	‘gambit	play’	reflects	processes	of	productive	conflict	and	exchange	

between	fixed	positions,	conceptualised	as	binary	tropes,	and	single	perspective	forms	of	

knowledge	production.	The	‘strategy’	metaphor	denotes	a	superseding	of	pure	force	as	

unmediated	address,	to	evoke	instead,	the	underlying	discourse	that	substantiates	power.	

As	the	subject’s	movement	invokes	the	citational	apparatus	of	gender	performance,	

Bakhtian	absurdities	dislodge	the	direct	signifier,	and	incorporate	its	binary	opposite	as	an	

integral	element	within	the	‘play’.	These	performative	acts	move	the	subject	towards	
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positions	of	micro	emancipation	where	codification	is	disrupted	through	repetition	and	

difference.		

	

Boxing	with	Beuys	confronted	a	moment	within	my	research	where	artifice	and	outcome	

were	cornered	within	a	mimesis	that	could	become	its	own	decorative	trill.	The	act	of	

sewing,	which	I	perceived	as	being	an	inherently	performative	act,	had	mixed	interoceptive	

responses.	As	my	body	pierced	the	fabric	of	the	photographic	representations	and	enclosed	

its	indexical	surface	with	disruption	and	desire,	the	visceral	response	was	a	sense	of	binding	

up	rather	than	dislodging.		I	felt	a	re-folding	of	my	body	presciently	aware	of	the	craft	of	

each	stitched	mark.	The	repetitious	action	involved	a	level	of	penance	that	only	superseded	

its	boundaries	once	the	object	was	severed	from	its	labour.	Then	the	haptic	residue	of	each	

stitch,	whilst	impregnating	the	kinaesthetic	trace	of	my	bodily	investment	in	the	material	as	

labour,	capital	and	desire,	less	actively	inscribed	the	gestural	traces	of	affect	as	a	productive	

force.	This	reflection	suggested	reviewing	material	relationships	that	could	more	actively	

access	affect	within	its	processural	movement	as	a	becoming,	outside	of	rituals	of	staticity.	
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Chapter	4:	Unfoldings		
	

How	does	a	body,	marked	in	its	duration	by	these	various	encounters	with	mixed	
forces,	come	to	shift	its	affections	(it’s	being	–	affected)	into	action	(capacity	to	
affect).205		
																																																																					(Melissa	Gregg	and	Gregory	Seigworth,	2010)	
	

	
The	final	section	of	this	paper	examines	a	process	of	unfolding	as	applied	to	the	material	

and	metaphoric	realm	of	the	book.	The	book	as	an	artefact	provides	a	focus	point	to	grabble	

with	the	historicity	of	graphesis	and	copy	culture	and	the	integration	of	these	formations	

within	my	gendered	state.		I	use	the	term	unfoldings	as	an	extension	or	adjunct	to	the	term	

deterritorialisation,	to	accentuate	the	linguistic	connotations	between	the	action	of	turning	

a	page	and	the	potential	to	unfold	the	subject	through	the	medium	of	knowledge	

production.	Inversely,	the	term	also	implies	a	folding	over,	as	pages	are	shut	and	the	book	is	

closed,	as	knowledge	production	encloses	the	subject	within	its	definitions	and	naming	

schedules.	

	

The	book	form	can	codify	and	reproduce	striated	space	as	a	direct	ledger	of	the	ideological	

perspectives	of	the	producer,	but	the	book	can	also	initiate	smooth	space	by	opening	up	the	

subject’s	perspectival	parameters	to	new	viewpoints	and	confusions.	The	contemporary	

artist	book,	within	its	binary	confusions	as	both	a	manufacturing	site	for	the	cultural	screen	

and	a	productive	site	for	dissent	(as	demonstrated	in	the	work	of	Elvis	Richardson	discussed	

in	the	previous	chapter)	offers	the	potential	to	open	up	the	zones	between	direct	

codification	and	affect.	

 

                                            
205	Melissa	Gregg	and	Gregory	Seigworth,	The	Affect	Theory	Reader.	(Durham,	NC.:	Duke	University	
Press,	2010),	2.	
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My	discussion	of	these	explorations	to	unfold	the	book	will	begin	with	a	direct	signifying	

practice	that	cites	the	book	as	an	archive;	recording	the	legislative	boundaries	of	the	deviant	

woman.	The	works	that	I	will	reference,	recontextualise	the	legacies	of	graphesis	within	

performative	protocols,	that	are	then	re-inscribed	within	folded	out	‘spreads’	to	activate	

sites	of	subversive	agency.	The	two-page	‘spread’	as	a	layout	has	a	particular	denotative	

realm	within	copy	culture	as	a	feminised	site	of	exposure.	Well	known	in	pornographic	

magazines	the	metaphor	extends	to	insinuate	the	objectification	of	woman	in	graphic	

culture	and	is	appropriated	for	this	reason.	In	the	second	part	of	this	chapter	the	

investigation	moves	into	an	expanded	book	ontology	to	harness	the	computer	screen	as	an	

indexical	and	bound	form	of	pagination,	and	as	an	active	site	of	production/archiving	of	the	

cultural	screen.	This	is	discussed	in	relation	to	a	body	of	work	that	harnesses	acoustic	and	

technological	space,	to	disturb	the	direct	signification	of	the	gendered	subject	under	

scrutiny.	Here	graphesis	is	taken	into	an	intertextual	space	of	production	to	emancipate	the	

subject	from	the	enclosures	of	gender	performativity.		

	

Unfolding	Through	the	Book	

The	first	methodology	to	unfold	exploits	the	oppositional	genealogy	of	the	book	(as	

democratic	medium	and	institutional	coercion)	to	formulate	a	contradictory	matrix	of	both	

unfoldings	and	infoldings.	This	draws	from	Marshall	McLuhan’s	description	of	the	printed	

book	as	both	“the	first	teaching	machine	[and]	also	the	first	mass-produced	commodity”.206	

This	statement	neatly	configures	the	operational	dialogue	of	the	book	as	a	form	of	cultural	

metonymy,	where	it	combines	both	acts	of	closure	and	expansion	in	a	condensed	archive	of	

cultural	literacies	(considered	as	ways	of	thinking).	These	contradictions	within	the	book	

                                            
206 McLuhan,	Understanding	Media,	158. 
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reflect	the	contradictions	built	within	all	discourse	and	dissent,	in	particular	a	contemporary	

feminist	framework	that	seeks	not	to	define	but	disrupt.	In	proposing	perspectives	of	

precarity	as	productive	spaces	of	knowledge	it	is	necessary	to	acknowledge	(and	cite)	the	

normative	frameworks	that	underwrite	that	position.	The	book	as	a	site	of	both	codification	

and	subversion	fosters	and	encapsulates	this	proposition.	It	offers	a	unique	matrix	to	extend	

upon	the	inherent	reproductive	machine	of	copy	culture	in	substantiating	both	striated	

knowledge	and	discourses	of	difference.	

	

Tomes	of	Authority	

In	the	previous	chapter	I	discussed	the	development	of	printed	matter	and	co-relations	

between	dominant	forms	of	cultural	production	and	the	visual	gestation	of	gendered	

tropes,	such	as	the	hag	and	the	deviant	woman.	The	book	as	a	container	for	these	legacies	

of	perspectival	truth	operates	through	semiotic	markers	of	legitimacy	to	entrench	the	

content	between	covers	as	an	objective	reality.	In	particular,	within	works	that	use	the	

citational	apparatus	of	statistics	and	photography	to	advocate	a	scientific	mimesis	of	an	

objective	‘real’.	Copy	protocols	of	the	press	also	codify	the	presentation	of	knowledge	into	

striated	forms.	Images	that	are	formalised	next	to	labelling	regimes	and	fixed	grammar	

schedules	both	clarify	and	dilute	meaning	and	context.	Indexical	layouts	impose	a	Euclidean	

logic	that	is	cemented	within	the	temporal	linearity	of	consecutive	pagination.	These	

formulations	extend	into	the	aesthetic	domain	of	the	web.	When	I	look	now	at	the	digitas	of	

private	and	public	discourse	that	manufactures	my	daughter	(the	web),	I	see	a	direct	lineage	

to	the	book	within	its	design,	interface	and	in	particular	its	linguistic	labelling	protocols.	

These	follow	a	standardised	pattern	of	‘titling’	that	legitimates	images	through	the	citational	

historicity	of	school	textbooks	and	their	validation	codes.	The	scrolling	function	of	the	
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screen	interface	also	extends	the	copy	culture	of	the	press	into	the	infinitude	of	the	web.	

This	exponential	expansion	continues	the	‘democratisation’	of	knowledge	–	projected	upon	

the	validation	codes	of	publication	culture	where	words	in	print	bear	the	markers	of	

legitimacy.	This	has	allowed	the	privileged	bindings	of	the	book	to	transition	to	the	

acceptance	of	dubious	Facebook	news	items	and	a	presidential	management	schedule	that	

operates	through	Twitter.207	This	enunciation	of	low	brow	knowledge	production	within	

schedules	of	‘truth’	can	be	traced	directly	back	to	the	pamphlets	of	the	witch	hunts,	where	

the	means	of	information	production	fermented	a	mass	hysteria,	and	into	the	current	era	

where	“the	people	formerly	known	as	the	audience”	now	produce	their	own	content.208	

This	loop	of	production	and	consumption	cements	fixed	perspectival	views	and	single	

currency	outcomes,	and	its	insertion	within	the	sustenance	of	the	cultural	screen	is	

reflected	in	a	growing	lack	of	discourse	and	a	return	to	conservative	gender	parameters.	

	

These	current	observations	of	the	copy	culture	of	the	book	and	magazine	as	it	has	evolved	

within	the	web,	reflect	institutionalised	forms	of	training	in	childhood	that	insinuated	bound	

publications	as	tomes	of	authority,	idealised	as	‘truths’	over	embodied	forms	of	learning. 

This	reverence	towards	the	artefact	of	the	book,	in	all	its	nuanced	presentations,	both	

object	and	technological	entrenches	routines	and	schedules	within	culture	through	

                                            
207		Paul	Chadwick,	“Defining	Fake	News	Will	Help	Us	Expose	It’,	The	Guardian,	12	May,	2017,	
www.theguardian.com/media/commentisfree/2017/may/12/defining-fake-news-will-help-us-
expose-it;	accessed	14	May	2017;	William	Steakin,	Trump	Reveals	Twitter	Secrets	Says	He’s	Not	
President	Without	Social	Media,	AOL.	News,	March	16,	2017.	
https://www.aol.com/article/news/2017/03/16/trump-reveals-twitter-secrets-says-hes-not-
president-without-s/21898359/,	accessed	May,	2017.	
208	Jimmy	Wales,”	Wikipedia	Founder	to	Fight	Fake	News	with	New	Wikitribune	Site’,	The	Guardian,	
Tuesday	25	April,	2017,	https://www.theguardian.com/technology/2017/apr/25/wikipedia-founder-
jimmy-wales-to-fight-fake-news-with-new-wikitribune-site#comments,	accessed	25	April,	2017.	
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disseminating	stereotypes	and	narratives	of	cultural	integrity	(the	performance	of	the	

etiquettes	of	normalcy)	a	material	legacy	that	dates	back	to	the	Bible.	

	

Of	particular	interest	within	my	own	research	has	been	the	dictionary	as	the	arbiter	of	

naming	schedules	across	linguistic	empires.	They	have	provided	direct	research	material	to	

define	the	meanings	and	contexts	of	words	within	my	query	and	how	they	reflect	historical	

and	cultural	narratives	and	ideologies,	a	legacy	of	knowledge	that	I	have	embedded	

throughout	this	exegesis.	To	extend	this	framework	of	query	back	to	an	embodied	subject	I	

investigated	my	daughter’s	Grade	Four	school	dictionary,	the	Heinemann	Lower	Primary	

Dictionary,	purchased	as	the	required	school	textbook	in	a	Queensland	State	School.209		

Grade	Four	students	in	Australia	are	around	eight	or	nine	years	old,	an	age	when	language	is	

acquired	and	refined	within	its	broader	cultural	relations	of	power,	including	how	they	

relate	to	socially	performed	gender	dynamics.	This	particular	dictionary	was	chosen	for	this	

reason.	Analysing	pronoun	use	within	the	text	revealed	that	the	male	pronoun	was	more	

often	associated	with	assertive	contexts	or	active	statements,	and	the	female	pronoun	was	

more	often	used	to	define	emotional	states.210	

	

In	the	example	of	figure	36,	the	definition	for	the	word	“account”	allocates	two	semiotically	

laden	markers	to	devalue	the	female	gender	in	the	phrases	“Her	feelings	are	of	no	account”	

and,	“I	can’t	account	for	her	tantrums”.211	There	is	no	educative	reason	to	have	avoided	a	

neutral	pronoun	in	this	context.	‘Their	feelings	are	of	no	account’	would	have	defined	the	
                                            
209	Lindsay	Knight,	Heinemann	Lower	Primary	Dictionary	(Port	Melbourne:	Heinemann,	1996).	
210	An	analysis	of	pronoun	frequency	in	relation	to	active	or	passive	phrasing,	was	conducted	by	the	
artist,	as	a	research	process	for	this	project.	It	is	pertinent	to	note	that	the	dominant	pronoun	use	
throughout	the	text	was	neutral	and	despite	arguments	that	a	neutral	pronoun	implies	the	male,	I	
have	excluded	it	from	my	analysis.	
211	Heinemann	Lower	Primary,	5.	
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word	just	as	adequately,	and	the	demonstration	of	the	use	of	gender	specific	pronouns	

would	be	more	usefully	mingled	within	non-gender	scheduling	phraseology.		

 

 
 
 

						Figure	36	Lindsay	Knight,	Heinemann	Lower	Primary	Dictionary	1996,	scanned	section	of	page	5	
	
	

This	cementing	of	meaning	within	the	gendered	paradox	through	a	formal	imposition	of	

linguistic	prejudge,	presented	as	logic	(in	the	micromanagement	of	language),	indoctrinates	

a	lack	within	female	subjects	and	gifts	the	boys	an	active	expanse	with	which	to	colonise	the	

Othered	object	of	the	feminine,	with	words	of	dismissal	and	desiring.	This	is	demonstrated	

in	the	entry	for	the	usage	of	“to	gape”,	which	is	defined	as	“to	open:	her	blouse	gaped	

where	the	button	was	missing”.212	My	disturbance	within	this	particular	phrase,	which	

symbolically	labels	the	woman	as	the	desired	object,	sexualised	and	on	view,	instigated	

studio	research	within	the	potential	of	the	‘spread’	as	a	form	of	gaping	(exposure)	of	the	

woman.	This	activates	meanings	around	the	sexual	splay	of	the	perspectivalised	prostitute	

implied	within	the	preceding	phrase.	The	metaphor	of	the	splay	also	offers	an	emancipatory	

                                            
212	Ibid.,	259. 
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potential	to	embody	the	contradictory	positions	of	the	book	as	a	folding,	and	unfolding	

process	of	becoming	(figure	37).	

	

Figure	37	Carolyn	Mckenzie-Craig	Tomes	of	Authority:	An(N)unciation	When	Vowels	Collide	2014	
Aluminium,	80	x	120	cm 
 

The	deviant	woman	was	again	my	point	of	entry	–	emergent	from	the	fires	of	the	witch	

hunts	and	the	brothel	paintings	of	the	white	male	genius	–	she	inhabits	the	boundary	zones	

of	taboo	and	revulsion	to	unhinge	the	double	page	book	spreads	from	their	cultural	binds	

(figure	38).	Her	typology	is	so	deeply	constituted	that	her	agency	must	threaten	the	gridded	

metaphor	of	normalcy	so	deeply,	that	its	edges	are	cemented	in	a	process	of	surveillance	

and	enclosure	embedded	in	the	discourse	of	books.	This	discourse	of	deviancy	has	been	

reviewed	in	the	work	of	Lombroso	and	Galton,	and	is	bound	within	the	history	of	images	of	
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hysteria	as	exemplified	by	Doctor	Hugh	Welch	Diamond	(1809-1886,	figure	39).213	Diamond	

photographed	his	patients	at	the	Female	Department	at	The	Surrey	County	Asylum	in	1855	

whilst	Superintendent.	His	work,	like	Lombroso’s	and	Galton’s,	drew	upon	ideas	embedded	

in	physiognomy	that	the	surface	of	a	subject	revealed	their	inner	character.	He	

photographed	his	patients	to	use	the	mimesis	of	the	camera	as	a	reflexive	tool	in	therapy.	

Diamond	thought	that	showing	patients	their	portraits	–	while	they	presented	as	

deviant/hysterical	women	–	would	shock	them	into	an	assumption	of	normalcy,	as	if	their	

position	was	a	choice.	

 

Figure	38	Carolyn	Mckenzie-	Craig	Tomes	of	Authority:	Woman	as	Deviant	2014,	Aluminium,	80	x			
120cm	

	

                                            
213	See	Elaine	Showalter,	The	Female	Malady:	Women,	Madness,	and	the	English	Culture,	1830-1980.	
(New	York:	Pantheon	Books,	1985),	for	an	examination	of	Dr	Hugh	Diamond	and	a	broader	discourse	
on	hysteria	and	related	image	making	practices	in	forms	of	female	cultural	enclosure.	
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Figure	39	Dr.	Hugh	Welch	Diamond	Patient,	Surrey	County	Lunatic	Asylum	1850-1858	
Albumen	silver	print	from	glass	negative,	7.5	by	5.5cm,	source	Metropolitan	Museum			
Of	Art,	copyright	commons	license	

 
 

Drawing	upon	this	history	of	feminine	enclosure	and	exposure	through	the	book	and	the	

lens,	I	produced	four	aluminium	‘spreads’	that	supplant	the	folded	spaces	of	restricted	

habitus	of	deviancy,	to	open	outwards	in	a	movement	of	aggressive	cultural	unravelling.		

The	image	making	processes	in	these	works	are	specifically	raw,	embodying	the	prizing	open	

of	the	female	as	object,	and	held	specific	embodied	memories	of	body	intrusion	and	visual	

exploitation.	The	material	legacy	of	the	genealogical	devices	that,	still	cold,	are	inserted	into	

our	bodies	for	scrutiny	is	embodied	in	the	rigid	aluminium	of	the	artefact,	etched	with	the	

coercive	circumstances	of	biographic	history.	At	the	height	of	the	Aids	epidemic	in	Sydney,	

prostitutes	were	subjected	to	this	on	a	weekly	basis,	monitored	and	enforced	through	a	

bizarre	extension	of	the	mutually	beneficial	police	and	criminal	capital	relationship	over	the	
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deviant	female	body.	This	enforced	regime	of	bodily	intrusion	and	degradation	extended	

capital	ownership	into	a	medicalised	surveillance	that	has	direct	links	to	the	prostitute	as	

the	pedestal	object	of	Othered	scrutiny	for	male	control	and	desire.	

	

These	plates	have	no	reproductive	edition;	instead	they	generate	a	singularity,	a	harnessing	

against	the	reproductive	power	of	the	copy	within	the	matrix	of	the	copy	itself.	This	fixity	

within	the	material	potential	of	the	multiple	is	a	kind	of	becoming.	Within	the	standpoint	of	

the	pause,	the	subject	can	review	her	coerced	metastasising,	and	destabilise	her	

positionality	of	inertia	within	the	cultural	screen.	This	forcing	open	exerts	a	guttural	blunt	

force	to	activate	the	excess	of	affect	as	experienced	by	the	deviant	woman.	This	excess,	

when	held	within	cultural	binds,	results	in	a	permanent	loss	of	embodied	representation,	as	

the	tropes	become	so	restrictive	as	to	dissolve	the	subject	herself	into	the	leaking,	porous	

vessel	that	the	social	politic	fears.	Thus,	the	subject	is	cornered	into	a	kind	of	subjective	

inertia	where	action	leads	to	punitive	exclusion	or	incorporation	within	a	regime	of	

typological	graphesis.	By	cementing	the	moment	of	slippage	into	the	permanence	of	the	

reproductive	matrix,	this	reservoir	of	affect	is	resourced	into	a	processural	folding	out,	

through	the	citational	apparatus,	to	make	the	point	of	resistance	a	statement	of	

permanence.		

	

The	deviant	woman	within	these	plates	continues	her	repetitious	journey	through	the	

methodologies	and	material	archives	of	copy	culture	to	distribute	her	own	heuristically	

inverted	agency.	The	saturation	of	representational	fields	voices	the	affect	of	erasure	and	

inertia	to	propel	the	subject	towards	a	position	of	enunciation.		The	inclusion	of	poetry	

within	these	works	was	a	provisional	exploration	of	the	poetic	to	facilitate	semiotic	fracture	
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within	the	regimes	of	signification	to	find	a	position	of	vocality	for	the	deviant	woman,	and	

will	be	briefly	examined	in	the	following	section.	

	

The	Poetic	

Language	and	the	poetic,	forms	a	discrete	element	within	my	research	practice	as	it	relates	

to	the	background	formation	of	gendered	tropes	as	enacted	within	the	female	gendered	

habitus.	This	background	formation	of	linguistical	coercion	is	discussed	within	my	practice	

as	the	‘Greek	Chorus’.	This	references	both	the	group	dialogic	form	in	Greek	theatre	and	

the	legacies	of	Greek	philosophy	that	substantiate	much	of	the	linear	heritage	of	Western	

perspectival	vision.	It	also	refers	to	the	repetitious	phrases	of	enclosure	within	cultural	

manifestations	such	as	dictionaries,	magazines	and	the	Internet.		

	

Within	the	language	of	definitions	and	enclosures,	poetry	presents	a	point	of	potential	

resistance	and	is	utilised	as	both	a	textual	and	auditory	expression	within	research	practice.	

Julia	Kristeva’s	ideas	within	her	discussion	of	the	poetic,	in	particular	within	the	texts	Desire	

in	Language:	A	Semiotic	Approach	to	Literature	and	Art,	and	Revolution	in	Poetic	

Language,214	have	been	central	in	formulating	language	process	work	where	practice	is	

severed	from	direct	denotation	to	work	within	“a	semiotic	rhythm	that	no	system	of	

linguistic	communication	has	yet	been	able	to	assimilate”.215	Language	is	here	utilised	as	

part	of	a	heterogenous	process,	much	like	smooth	space	activated	in	deterritorialised	

movements,	that	allows	the	subject	to	leave,	as	Kristeva	says,	“its	imprint	on	the	dialectic	

                                            
214 Desire	in	Language:	A	Semiotic	Approach	to	Literature	and	Art.	(New	York:	Columbia	University	
Press,	1980);	Julia	Kristeva,	Revolution	in	Poetic	Language	(New	York:	Columbia	University	Press,	
1984). 
215	Desire	in	Language,	24.	
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between	articulation	and	its	process”.216	This	engages	in	a	laying	of	contradictions	and	

idiosyncrasies	as	a	manifestation	of	a	multi-valence	speaking	subject.	This	multiplicity	

through	linguistic	confusions	has	informed	a	direct	incorporation	of	language	as	a	visual	

and	auditory	disruptor	within	material	reconfigurations	of	graphesis.	These	material	

disruptions	with	language	harness	affect	as	a	trigger	to	activate	movements	-	concurrent,	

intersectional	and	oppositional	in	nature	-	between	deterritorialisation	and	re-

territorialisation.	This	embraces	the	precarity	of	untethered	perspectives	to	propel	duality	

and	confusion	of	meaning	into	productive	forms	of	agency.	The	speaking	subject	articulates	

processural	slippages	(in	the	form	of	absurdities	and	contradictions,	grammatical	errors	and	

sound	articulations)	and	citational	loops	(present	through	the	quotation	of	cultural	

normativities)	with	and	through	striated	forms	of	language.	Within	practice,	this	linguistic	

component	is	incorporated	as	an	intertextual	device	to	disrupt	semiotic	scaffolding	and	to	

reference	the	devices	of	rhetoric	and	the	book.	For	example,	the	initial	suite	of	works,	Index	

Cards	for	Normalcy	was	taken	into	both	a	bound	ledger	style	book	(figure	40)	and	an	

unfolded	artist	book	form	of	single	page	spreads,	to	return	its	enunciation	back	within	the	

folds	of	cultural	enterprise.	

 

                                            
216	Kristeva,	Desire	in	Language,	17.	
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Figure	40	Carolyn	Mckenzie-Craig	Index	Cards	for	Normalcy	2015	bound	etchings,	book	binding,	 
45cm	by	55cm		

 

These	outcomes	both	feed	into	and	out	of	each	other	to	reflect	on	the	book	as	a	container	

for	the	codification	of	graphic	devices,	in	specific	historical	conditions.	The	materiality	of	

the	ledger	style	binding	evokes	the	statistical	modelling	and	regularity	regimes	that	have	

been	discussed	earlier	in	this	paper	for	their	relationship	to	definitions	of	normalcy.	Parodic	

text	and	posturing(s)	subvert	the	staticity	of	the	book	as	a	tome	of	instruction	to	invoke	it	

within	an	open	and	ruptured	carnivalesque	discourse.	This	carnival	element	in	language	and	

image;	“breaks	through	the	laws	of	a	language	censored	by	grammar	and	semantics	and	at	

the	same	time,	is	a	sound	and	political	protest”	against	formalism	and	fixity.217	The	poetic	

facilitates	the	fracturing	of	striated	space	to	signify	and	radically	confuse.	Inverted	

                                            
217	Kristeva,	Desire	in	Language,	65.	
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grammatical	hierarchies	initiate	zones	of	potential	between	symbol	and	referent,	while	the	

guttural	articulations	of	voice,	present	as	onomatopoeia,	embody	the	subject	herself	within	

typographical	graphesis.	

	

Such	an	approach	exploits	language	as	the	“mediator,	linking	structural	modes	to	the	

cultural	(historical)	environment,	as	well	as	that	of	regulator”,	where	poetry	as	a	processual	

action	reorders	the	residue	and	desire	of	cultural	protocols	into	new	presences.218	It	

infiltrates	new	zones	yet	to	be	colonised	with	static	meanings,	and	keeps	these	zones	

active,	active	within	us	and	active	outside	of	us.	The	intertextual	dialogue	between	poetic	

text	and	image	queries	the	spaces	of	false	production	of	meaning.		

	

	

                                            
218	Ibid.,	66. 
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Figure	41	Carolyn	Mckenzie-Craig	Articulation	1:	Speak	(from	the	series	Index	Cards	for	Normalcy)		
2015	etchings,	text	on	drafting	film,	found	clipboards,	26	by	34cm	

	
	
	
This	approach	was	integrated	into	Articulation	1:	Speak	(2015)	part	of	the	suite	Index	Cards	

for	Normalcy	(see	figure	41)	where	overlaid	textual	works	printed	onto	drafting	film	(chosen	

for	its	quality	to	both	hide	and	reveal),	extend	the	semantic	denotations	into	new	conflict	

laden	dimensions.	This	layering	of	text	is	a	perspectival	intrusion	that	expands	new	

networks	of	meaning	to	extend	upon	the	satire	within	the	production	of	a	false	manual	of	

performative	tropes.	The	use	of	variant	text	size	and	grammatical	error	is	purposeful	and	

intends	to	provoke	a	visual	as	well	as	linguistic	reading.	
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The	Greek	Chorus		

	“History	and	morality	are	written	and	read	within	the	infrastructure	of	texts.”	219																										

																																																																																																										(Julia	Kristeva,	1980)	

	

The	use	of	the	Greek	chorus	as	an	overlaying	device	was	originally	initiated	within	a	series	

of	drawn	works	that	have	been	extended	throughout	this	project	as	a	daily	practice	of	

studio	warm-up	and	review.	These	drawings	do	not	form	a	core	element	of	the	outcomes	

within	this	exegesis.	Rather,	they	form	a	central	and	ongoing	processural	act	that	flows	

through	the	maintenance	of	my	practice	to	foster	studio	acts	of	surrender.	For	this	reason	

they	will	be	briefly	discussed.		

	

The	ongoing	series	made	within	this	process,	Not	One	Of	Us,	consists	of	self-portrait	

drawings	made	on	a	daily	basis,	as	a	performative	action	to	re-script	the	self	within	a	

regimented	schedule	of	unravellings.	Particular	rules	were	designed	in	order	to	sever	

control	over	the	representational	aspect	of	the	drawing	process.	These	include	introducing	

elements	of	chance	and	play,	and	rituals	of	time,	to	create	conditions	outside	of	subjective	

control,	with	the	potential	to	enter	into	momentary	slippages	of	smooth	space.	In	this	way,	

I	am	able	to	map	multiple	viewpoints	and	potentials	(different	subjective	positions)	as	well	

as	catalogue	a	daily	presence	of	gendered	being.	

	

I	throw	a	dice	to	determine	my	allotted	drawing	time.	Whatever	number	is	thrown	is	the	

time	permitted	for	that	drawing.	This	process	of	chance	and	temporal	restriction	suspends	

social	rules	and	allows	childish	play	as	well	as	provides	a	daily	entry	point	to	studio	labour.	

                                            
219	Ibid.,65.	
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The	aim	is	to	sever	my	fixed	social	construct	and	engage	with	a	subjective	potential	outside	

of	codification.	The	drawing	‘act’	also	archives	the	transitory	subjective	positions	of	the	

body	within	its	social	factions	and	follies,	and	disentangles	the	inscriptive	layers	of	the	body	

as	performed	upon,	and	as	performance.			

	

Text	was	integrated	within	the	drawings	to	provide	a	pathway	into	a	social	and	political	

comprehension	of	the	work,	and	is	grounded	in	the	performative	utterance	as	it	relates	to	

gender	enclosure.	To	coalesce	this	premise,	I	appropriated	the	theatrical	tradition	of	the	

chorus,	in	particular	the	Greek	Chorus,	to	function	as	a	coercive	background	hum	that	

produces	and	enforces	through	repetition.	This	linguistic	copy	schedule	from	the	sidelines	

of	Greek	theatre	provides	an	apt	metaphor	for	the	continuous	thread	of	the	auditory	and	

visual	cultural	screen.	

	

I	worked	on	constructing	line	sequences	that	replicated	the	rhythm	and	repetition	of	

operatic	/religious	requiems	and	school	yard	bully	phrases	to	consider	how	to	intersect	the	

static	graphesis	of	text	with	a	disrupted,	but	comprehensible,	articulation	of	word	(as	

sound)	and	text	(as	visual).	Ten	different	text	pieces	were	exposed	onto	silk-screens	to	print	

over	the	drawings.	I	was	drawn	to	the	use	of	serigraphy	(screen	printing)	due	to	the	

historical	origins	of	the	word	itself,	which	means	to	write	with	silk.	Serigraphy	was	also	a	

primary	producer	of	generic	consumer	items	such	as	labels,	posters	and	fabric	designs.	This	

presence	in	the	visual	consumer	realm	extends	the	connotations	of	its	use	to	generic	copy	

culture	within	everyday	enterprise.	Text	becomes	liturgy	(see	figure	42)	that	through	the	

repetitious	rhythm	of	typography	evokes	the	soft	noise	-	the	hum	of	words	-	that	generates	

social	actions	as	a	real	and	daily	presence;	as	the	chorus	line	of	normativity.	This	chorus	line	
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coerces	the	reproduction	of	gendered	stereotypes	through	a	textual	background	hum	that	

generates	genres,	within	which	we	as	individuals	exist	as	tropes	of	gestural	performance	

and	language.	 

 

 

Figure	42	Carolyn	Mckenzie-Craig	Not	One	of	Us:	Panels	1-	12	2015	charcoal	and	wax	drawing,		
																screen	printed	text	each	section	38	by	48cm		
 
 

This	studio	research	into	textual	overlays	was	integrated	within	the	large	charcoal	drawings	

discussed	in	Chapter	3	and	shown	in	a	cropped	section	in	figure	43.	Within	these	works	the	

text	was	printed	in	white	onto	the	substrate	paper	stock.	When	still	wet	the	residual	
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charcoal	dust	from	the	drawing	itself	was	blown	over	the	text	to	embed	the	traces	of	the	

body	back	within	the	chorus	of	constitution.	The	screens	that	produced	this	text	were	used	

in	a	layered	and	fluid	manner,	as	a	drawing tool.	I	discarded	table	clips	and	registration	and	

held	the	screen	with	one	hand	to	print	with	the	other,	focusing	on	transparency,	overlays	

and	building	particular	phrases	and	ink	densities	into	a	crescendo,	while	other	textual	

elements	were	inserted	in	the	spaces	between	figures	to	propel	movement	and	absurdity.	

This	approach	was	rich	in	potential	failure,	but	offered	a	direct	scripting	of	the	felt	auditory	

space	of	the	chorus,	where	multiple	sounds	intersect	and	overlay	others	that	fold	over	and	

into	objects	and	bodies	in	space.  

 

 

  

Figure	43	Carolyn	Mckenzie-Craig	section	of	Gambit	Lines	2016	charcoal	drawing	and	screen-printed		
																		text		
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Strategy	2:	The	Voice	as	Intertextual	Archive	

Research	strategies,	within	the	poetic,	articulated	momentary	severance	from	direct	

signification	whilst	remaining	tethered	to	their	social	consorts.	The	inclusion	of	utterance	in	

the	visual	field	promoted	an	expanded	overlay	of	textual	meanings	but	to	some	extent	

remained	confined.		The	poetic	text	was	bounded	within	its	own	need	to	speak	metaphor	

rather	than	exiting	into	a	state	of	flux	between	utter	confusion	and	signification	where	the	

subject	and	audience	would	exist	in	a	state	between	knowing	and	unknowing.		

	

This	lack	of	satisfaction	with	the	outcomes	of	textual	interface	let	me	to	consider	new	

material	avenues	to	extend	the	state	of	surrender	further	within	deterritorialised	spaces,	

whilst	still	considering	the	idea	of	the	Chorus	or	voice.	The	matrix	of	the	book	continued	as	

the	focal	point	but	within	an	expanded	framework	to	use	the	book	within	its	technological	

manifestations	of	the	cultural	screen.		

	

An	exploration	of	the	media	of	digitas	was	commenced	to	investigate	what	potentials	it	

may	have	to	articulate	the	speaking	subject	as	a	form	of	enunciative	confusion	that	would	

play	havoc	with	direct	representational	practice	within	the	material	of	the	contemporary	

Realist	myth.	I	designed	a	project	that	could	engage	with	the	voice	as	a	mediated	tool	to	

find,	extricate,	and	disrupt	the	speaking	subject.	As	a	material	matrix,	the	voice	presents	a	

multilayered	and	embodied	sign	that	is	a	felt	and	measurable	daily	quantity,	but	one	whose	

physicality	is	both	tenuous	and	pliable	within	its	embodied	expression.	The	voice	exists	as	a	

social	construct,	a	sound	eminence,	a	felt	haptic	wave	and	enforcer	of	naming	schedules.	It	

is	also	an	instrument	to	articulate	guttural	nonsense.	It	projects	the	inner	landscape	of	a	

subject	–	as	artifice,	as	socialised	presentation,	and	as	affect.	Within	the	complex	material	
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that	these	layered	semantics	offer	I	wondered	how	sound	might	dislodge	and	challenge	

what	we	see?	Or	think	we	see?	Can	sound	attenuate	affect?	Within	the	multi-valence	of	

voice	as	articulated	subject,	social	object,	and	biological	entity	rich	material	that	collides	

with	the	gendered	paradigm	is	available	to	exploit.		

	

The	Voice	Project	(2015-2017)	considers	if	sound	as	affect	and	social	/biological	trace	can	be	

funnelled	to	exist	outside	of	the	binaries	of	signification	as	a	textual,	photographic,	digital	

residue	of	biological	presence	through	which	the	body	itself	becomes	integrated	–	

reabsorbed	and	re-contextualised	into	a	new	social	presence.	The	work	is	designed	to	

rupture	the	gender	paradigm	to	consider	whether	power	resides	in	the	voice	itself	(as	data	

and	biology),	or	as	a	socially	constituted	emanation	of	the	inscribed	subject.	It	also	

undertakes	an	(auto)affection	and	biographical	confrontation,	as	subjects	hear	themselves	

within	a	new	gendered	paradigm	to	consider	their	construction	and	adherence	to	

performative	gender	routines.		

	

The	Gendered	Voice	(the	biological/cultural	divide)	

The	voice	names	our	sexed	state	to	the	world.	It	projects	our	bodily	presence	outwards	to	

the	world	through	its	integration	of	socialised	language	and	gestural	inflections	in	sound	

and	as	the	auditory	trace,	the	soundwave.	This	soundwave	retains	a	biological	bias	to	be	

lower	for	men	and	higher	for	females.	The	average	voice	range	parameters	for	men	are	

around	110	Hertz,	180	to	220	Hertz	for	women	and	300	Hertz	for	children.	Of	course,	

averages	obscure	the	fact	that	within	these	bandwidths	a	woman	can	have	a	voice	that	

exceeds	normative	boundaries	as	much	as	men	can	possesses	feminised	voice	parameters.		
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Our	response	to	this	pitch	parameter	is	socially	constituted	within	a	learnt	framework	of	

power	relations	primed	within	the	cultural	screen,	and	potentially	as	a	response	to	

biologically	triggered	reproductive	selections.220	Lower	pitch	voices	are	generally	read	as	

more	powerful	and	logical,	whilst	higher	pitched	female	voices	are	associated	with	

emotion.221	Females	are	often	spoken	over	in	meetings	and	males	are	generally	given	more	

time	to	speak.222	These	observations	apply	to	the	discourses	of	power	where	the	lower	

registers	are	aligned	with	possessive	rights	to	articulate,	dominate	and	instruct.	When	

assessing	the	attractiveness	of	women,	which	can	be	considered	within	our	role	as	

reproductive	objects,	males	rate	higher	pitched	voices	as	more	attractive	over	average	Hertz	

parameter	voices.223	These	results	reflect	the	continuing	legacy	of	the	objectified	female	

body	as	embedded	within	forms	of	embodied	knowledge.	David	Feinberg	et	al.	in	their	2005	

study	surmise	that	men	find	“pro-social	stereotypes”	in	women’s	voice	pitch	more	attractive	

than	deviations	from	the	average	due	to	the	correlation	between	higher	estrogen	levels	

                                            
220	Research	surmises	that	testosterone	and	estrogen	levels	have	a	correlation	to	gendered	voice	
pitch	and	are	reflected	in	attractiveness	schedules	between	genders.	A	higher	testosterone	level	for	
men	results	in	a	lower	pitched	voice	and	is	viewed	as	more	attractive	by	women	during	their	
reproductive	cycle.	Women	with	higher	estrogen	levels	generally	have	higher	pitched	voices,	which	
males	report	as	more	attractive.	However,	there	is	no	measurable	way	to	determine	if	these	
responses	are	biological	or	cultural	and	all	research	data	has	been	conducted	within	Western	
cultural	constraints.	See	David	Feinberg	et	al.,"Menstrual	Cycle,	Trait	Estrogen	Level,	and	Masculinity	
Preferences	in	the	Human	Voice."	Hormones	and	Behaviour	49,	no.2		(2006):	215-222.	
doi.org/10.1016/j.yhbeh.2005.07.004;	David	Andrew	Puts,	"Cyclic	Variation	in	Women's	Preferences	
for	Masculine	Traits:	Potential	Hormonal	Causes."	Human	Nature	17,	no.1	(2006):	114-127.	
221	Casey	A.	Klofstad,	“Candidate	Voice	Pitch	Influences	Election	Outcomes”,	Political	Psychology	37	
no.5	(2016):	725-738;	Mariëlle	Stel	et	al.,”	Lowering	the	Pitch	of	Your	Voice	Makes	You	Feel	More	
Powerful	and	Think	More	Abstractly”	Social	Psychological	and	Personality	Science	3,	no.4	(2011):	
497-502.	
222	Max	Atkinson,	Structures	of	Social	Action:	Studies	in	Conversation	Analysis	(New	York:	Cambridge	
University	Press	1984).	
223	David	Feinberg	et	al.,	"The	Role	of	Femininity	and	Averageness	of	Voice	Pitch	in	Aesthetic	
Judgments	of	Women's	Voices."	Perception	3,	no.4	(2008):	615-623.	 	
David	Feinberg	et	al.,	"The	Voice	and	Face	of	Woman:	One	Ornament	that	Signals	Quality?"	
Evolution	and	Human	Behaviour	26,	no.5	(2005):	398-408;	Paul	Fraccaro	et	al.,	"Faking	It:	
Deliberately	Altered	Voice	Pitch	and	Vocal	Attractiveness."	Animal	Behaviour	85,	no.1	(2013):	127-
136.	 			
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(which	can	be	correlated	to	fertility)	and	feminine	traits.224	This	re-enforces	the	submissive	

correlation	between	voice	signifiers	and	women,	a	disabling	association	in	relational	power	

negotiations. 

	

My	Obsession	with	Margaret	Thatcher	

These	inferences	in	relation	to	the	social	coding	of	the	voice	led	me	to	investigate	Margaret	

Thatcher	who	exploited	the	plasticity	of	the	voice	to	override	her	biological	signifiers	as	

objectified	woman,	in	order	to	attach	her	bodily	performance	to	semiotic	denotations	of	

power.	She	is	also	a	case	study	for	the	voice	as	an	intertextual	gender	projection,	as	she	

effectively	mingled	feminine	and	masculine	performative	acts,	within	what	appeared	to	be	a	

carefully	managed	piece	of	stagecraft,	as	Thatcher	“combined	femininity	with	strength	and	

determination	in	ways	which	drew	attention	to	her	gender	and	undermined	its	conventional	

signification”.225	

	

In	order	to	gain	political	office	in	the	1979	election,	Thatcher	altered	her	voice	to	a	lower,	

more	masculine	register.226	With	the	assistance	of	theatrical	training	and	a	series	of	

humming	exercises,	her	voice	pitch	descended	46	Hertz,	half	the	average	distance	between	

male	and	female	voices.227	This	masculinised	manoeuvre	was	then	integrated	within	a	field	

                                            
224	David	Feinberg	et	al.,	“The	Role	of	Femininity	and	Averageness	of	Voice	Pitch	in	Aesthetic	
Judgments	of	Women's	Voices."	Perception	37,	no.4	(2008):	622.	
225	Sarah	Franklin	et	al.,	Off-Centre:	Feminism	and	Cultural	Studies	(London;	New	York:	HarperCollins	
Academic	1991),	33.	
226	Nicholas	Wapshott	and	George	Brock,	Thatcher	(London:	Macdonald	and	Co.	1983),	and	a	key	
online	video	which	joins	two	pieces	of	public	footage	together:	Carole	Bos,	“Margaret	Thatcher	
Voice	Before	and	After	Lessons”	AwesomeStories.com,	
https://www.awesomestories.com/asset/view/Margaret-Thatcher-Voice-Before-and-After-Lessons,	
accessed	7	October	2013. 
227	Max	Atkinson,	Our	Masters’	Voice:	The	Language	and	Body	Language	of	Politics	(New	York:	
Routledge	1984),	111-123.	
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of	stable	feminised	artifice,	through	a	series	of	citational	acts	that	reinforced	her	persona	as	

woman,	but	allowed	the	layered	nuances	of	male	power	to	be	projected	within	the	voice	

and	learnt	program	of	gestural	movements.	As	the	editors	of	Off	Centre	observe	in	the	

Chapter	Feminism,	Marxism	and	Thatcherism,	“Thatcher	as	a	female	leader,	held	together	

the	contradictions	of	rationality	and	femininity,	whilst	embodying	the	fragility	of	that 

boundary.”228	She	expertly	integrated	citational	contradictions	that	enabled	her	to	infiltrate	

masculine	power	systems	whilst	keeping	her	foot	carefully	within	the	pool	of	feminine	social	

praxis.	Her	attire	remained	feminine	(she	wore	dresses	rather	than	pants);	she	carried	

handbags	purely	for	their	symbolic	artifice	and	decorated	her	neck	and	ears	with	pearls.	All	

these	surface	renditions	were	situated	within	the	stereotype	of	headmistress	and	nanny,	

and	carefully	avoided	sexual	or	youthful	connotations	that	would	associate	her	with	

reproductivity	and	reduce	her	to	the	status	of	an	object.229	Her	shoulder	padding,	a	fashion	

statement	from	the	era,	became	a	hyper	symbol	of	strength	when	combined	with	her	slow	

and	steady	gestural	movements	that	sat	neutered	between	either	gender	signification.	

Media	images	of	her	performing	domestic	duties,	such	as	ironing	and	washing	up,	sustained	

the	image	of	domestic	servitude,	whilst	power	was	interiorised	and	expressed	within	the	

voice	as	an	exterior	artefact	of	her	body.	In	language,	she	embraced	derogatory	descriptors	

into	positions	of	authority,	as	“the	‘Iron	Lady’,	at	first	a	Soviet	sobriquet	for	Mrs.	Thatcher,	

became	a	positive	description	of	her	resoluteness.”230	

	

In	order	to	infiltrate	power	systems	Thatcher	engaged	in	a	tactical	methodology	to	manifest	

a	suite	of	intertextual	gender	citations	that	carefully	slipped	within	and	through	tropes	of	
                                            
228	Off-Centre,	36.	
229	Marina	Warner	provides	an	in-depth	analysis	of	this	symbolic	relationship	in	Monuments	&	
Maidens:	The	Allegory	of	the	Female	Form	(London,	Weidenfeld	and	Nicholson:	1985).	
230	Ibid.,	40. 
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normativity.	What	her	strategies	of	malleability	demonstrate	are	an	obsession	with	the	

average,	average	as	determined	by	middle	class	privilege.	Her	bland	normativity	allowed	her	

to	slip	in	new	quotational	scripts	to	permit	access	to	the	regimes	and	resources	of	men,	

who,	in	order	to	permit	such	admittance,	require	her	to	demonstrate	her	domestic	

subservience	to	the	trope	of	home-made	female	labour.	Thatcher	represents	an	interesting	

phenomenon.	As	oppressor	and	as	infiltrator	she	appropriated	the	apparatus	of	normativity	

as	a	theatrical	cloak	within	which	she	interiorised	oppositional	dialogues	of	power.		

	

After	initial	studio	work	with	bodily	performance	and	Thatcher’s	persona,	the	voice	became	

my	key	point	of	interest,	for	its	social	markers	in	relation	to	the	subject	and	for	what	Mladen	

Dolar	describes	as	its	“spectral	autonomy”	to	exit	the	physical	body	and	articulate	an	

acoustic	space	outside	of	visual	perspectival	regimes.231	The	voice	meanders	between	

smooth	and	striated	space,	it	exists	as	both	a	singularity	of	the	subject	(unfolded	into	

deterritorialised	arenas)	and	as	a	bounded	signifier	of	cultured	normativity.		It	“can	be	

located	at	the	juncture	of	the	subject	and	the	Other,	just	as	it	was	before,	in	a	different	

register,	placed	at	the	intersection	of	body	and	language,	circumscribing	a	lack	in	both.”232	

Here	Dolar	describes	its	tenuous	state	between	objecthood,	presence,	absence,	and	

signification.	The	voice	projects	outside	its	space	of	bodily	manufacture,	much	as	odour	

does,	to	mark	and	protect	territory,	to	give	agency	and	residual	presence.	It	also	articulates	

excess	as	emotion	and	affect,	whilst	simultaneously	existing	as	an	object	severed	from	its	

site	of	production.	In	this	respect,	it	manifests	an	embodied	singularity,	a	spatial	acoustics	

outside	of	the	logos	of	cultural	signification.	Angela	Cavero	describes	the	voice	“in	this	way,	

                                            
231	Slavoj	Žižek,	On	Belief	(New	York;	London:	Routledge,	2001),	58.	
232Dolar,	A	Voice	and	Nothing	More,	102.	  
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not	so	much	as	the	medium	of	communication	and	oral	transmissions,	but	as	the	register	of	

an	economy	of	drives	that	is	bound	to	the	rhythms	of	the	body	in	a	way	that	destabilises	the	

rational	register	on	which	the	system	of	speech	is	built.”233	Her	explication	of	vocality	has	

parallels	to	Kristeva’s	ideas	of	the	poetic,	where	the	non-linguistic	articulations	of	the	body’s	

sounds	(as	projected	on	the	breath	as	pulsating,	emanating,	fluctuating	noises)	can	disturb	

the	cultural	screen	when	harnessed	outside	of	codification	as	pure	eminence.	This	voice	as	a	

guttural	poetic	manifestation	of	affect	can	tenuously	disrupt	the	Euclidean	spatial	

allocations	of	the	visual	Realist	myth.	Piersandra	Di	Matteo	describes	these	paradoxical	

dimensions	where	“the	voice,	situated	in	the	entre-deux	between	body	and	language,	at	

once	here	and	elsewhere	within	the	world	(the	scene)”	provides	a	material	matrix	to	

embody	the	cultural	dilemmas	of	signification	as	gendered	performance.234	At	the	same	

time	it	enables	an	exploration	of	embodied	subjectivity	outside	of	normativity,	invested	in	

both	non-signifying	biological	manifestations	as	sound	and	affect	as	a	residual	excess.	

	

My	initial	research	within	the	voice	as	an	intertextual	device	was	driven	by	two	sound	

recordings	of	Margaret	Thatcher,	the	first	in	the	early	1970’s	when	she	was	appointed	

Secretary	of	State	for	Education	and	Science	(and	still	projecting	a	feminised	presence)	and	

later	within	her	‘Irony	Lady’	performative	mode	in	a	1987	interview	on	the	British	

Broadcasting	Corporation.235	I	was	drawn	to	re-watch	and	analyse	these	clips	after	the	initial	

                                            
233Angela	Cavarero,	For	More	Than	One	Voice:	Toward	a	Philosophy	of	Vocal	Expression	(Stanford,	
CA:	Stanford	University	Press	2005),	11.	
234	Piersandra	Di	Matteo	“Performing	the	Entre-Deux:	The	Capture	of	Speech	In	(Dis)Embodied	
Voices”	in	Voice	Studies:	Critical	Approaches	to	Process,	Performance	and	Experience,	ed.	
Konstantinos	Thomaidis	et	al.	(London:	Routledge,	2015),	90-91.	
235	Carole	Bos,	"Margaret	Thatcher	Voice	Before	and	After	Lessons"	AwesomeStories.com.,	
https://www.awesomestories.com/asset/view/Margaret-Thatcher-Voice-Before-and-After-Lessons:	
Clip	2	source:	Margaret	Thatcher	Panorama	(BBC,1987),	
https://www.youtube.com/watch?v=JY3cyWYQzgw.	
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viewing	left	me	with	a	sense	of	punctum.	In	returning,	I	listened	to	them	without	the	visual	

component,	to	focus	purely	on	sound,	to	identify	changes	in	pitch	and	rhythmic	alterations. 

These	moved	from	a	highly	fluctuating	tone	in	the	earlier	clip	to	an	almost	military	style	

pace	of	left	right	emphasis	in	the	later	clip,	that	encloses	the	listener	with	a	forceful	collapse	

of	auditory	space.	As	the	Iron	Lady,	her	vocalic	enunciation	colonises	the	acoustic	space	

around	her	body,	leaving	no	space	available	for	other	presences	to	inhabit.	I	then	watched	

the	clips	with	the	visual	as	well	as	the	sound	and	was	made	aware	of	the	learnt	gestural	

processes	she	had	integrated	to	reinforce	the	protocols	of	power	that	she	had	assumed	

through	the	voice.	Her	later	performative	schedules	hold	steady	eye	contact,	manifesting	a	

subject	in	control	of	the	interview.	In	the	earlier	footage,	she	breaks	eye	contact	repeatedly	

to	cast	a	downward	or	sideways	glance,	a	gesture	of	supplication	that	gives	agency	to	the	

off-camera	journalist.	In	this	footage,	she	also	offers	small	smiles	of	penance	and	desire,	as	

the	female	performs	her	role	as	sexual	object	for	the	camera.	This	contrasts	to	her	later	

‘Iron	Woman’	persona	where	her	mouth	remains	carefully	drawn	in	a	posture	of	statuesque	

oratory.	Here	she	is	the	speaking	subject	without	impediment	or	lacking.	Held	tightly	within	

the	normative	frameworks	of	the	grid,	her	enunciative	acts	draw	upon	the	acceptable	

middle	ground,	the	carefully	controlled.	There	is	no	excess	or	emotion	here	but	something	

within	the	tragically	theatrical	accomplishment	of	her	bodily	vocal	transformation	enacts	a	

fissure	within	the	social	matrix	around	her.			
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Figure	44	Carolyn	Mckenzie-Craig	and	Darren	Poulton	The	Voice	Project	2015-2017	computer	tablet,		
software,	stop	motion	footage,	headset,	printer,	dimensions	variable		

 
 
I	took	my	residue	of	awe	(and	political	disgust)	from	viewing	Thatcher,	into	a	research	

project	that	would	alter	the	frequency	pitch	of	the	voice.	This	work	took	the	form	of	a	

computer	program	that	incorporates	open	source	voice	spectrogram	software	with	

modified	code	(supplied	by	Darren	Poulton),	that	captures	the	subject’s	voice	and	re-	

broadcasts	this	back	to	the	participant/viewer	in	an	alternate	gender	matrix,	as	a	form	of	

auto-affection	or	touching	from	the	Other	gendered	state	(figure	44).	This	work	considers	

the	contradictory	elements	within	the	voice	as	emanating	both	“unique	singularities	of	our	

bodies,	challenging	logocentricism	and	confronting	the	dissolution	of	the	body	prescribed	by	

economism”.236	This	draws	upon	the	spectral	nature	of	vocality	as	outside	of	the	enclosures	

of	Euclidean	space.	The	voice	also	demands	“a	profound	engagement	with	people,	their	

bodies	and	genders,	cultures	and	environment”	within	its	manifestation	as	a	cultural	

                                            
236	Mikhail	Karikis,	“Nonsense:	Towards	a	Vocal	Conceptual	Compass	for	Art”	in	Voice	Studies	Critical	
Approaches	to	Process,	Performance	and	Experience,	ed.	Konstantinos	Thomaidis	et	al.	(London:	
Routledge,	2015),	80.	
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signifier.237	Drawing	on	these	multiplicities	the	Voice	Project	frames	the	voice	within	its	

social	meaning	and	spectral	potential,	to	then	find	a	sonic	and	graphic	disruption	within	and	

through	its	codex.238	By	extracting	gendered	confusion	within	the	multi	valence	of	a	poetic	

vocality	the	voice	as	signifier	manifests	micro	movements	between	striated	space	and	a	

deterritorialised	potential	(as	spectral	entity).	This	spectral	quality	is	extended	within	the	

technology	of	the	screen	as	a	transitory	and	mediated	space	between	body,	subject	and	

voice.		

	

The	software	program	was	designed	to	determine	the	original	gender	pitch	of	the	subject	

(they	do	not	themselves	qualify	their	gender)	after	they	recite	a	text	piece	into	a	

microphone/headset	attachment.	It	also	has	a	one	in	twenty	random	code	assigned	to	assist	

with	semantic	confusion.	The	prose	work	once	recited	and	recorded	is	played	back	through	

the	headphones	in	the	newly	determined	voice	register	to	provoke	a	sense	of	dislocation	of	

the	self	from	the	bodily	eminence	of	the	voice	(as	spectral	entity)	and	to	engage	in	a	

dialogue	and	communion	between	gendered	potentials.	The	program	then	converts	the	

sound	wave	into	a	voice	spectrogram,	which	is	visible	on	the	screen	and	then	available	as	a	

printout	through	the	attached	Eftpos	printer.	This	final	output	of	printed	matter	within	a	

consumer	output	device	continues	my	interest	within	everyday	copy	culture	and	the	

economic	relationships	between	capital	and	normative	gender	protocols	(figure	45).	

                                            
237	Ibid.,	80.	
238	Brandon	LaBelle,	Lexicon	of	the	Mouth:	Poetics	and	Politics	of	Voice	and	the	Oral	Imaginary	(New	
York,	London:	Bloomsbury,	2014),	65. 
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Figure	45	Carolyn	Mckenzie-Craig	and	Darren	Poulton	The	Voice	Project	2015-2017	spectrogram		
												printout	from	voice	sample	with	image	from	stop	motion	capture	frame	
	
		
This	voice	spectrogram	is	a	direct	drawing	of	the	body,	using	sound	as	data	trace,	and	an	

extrapolated	logic	system	that	echoes	the	graphs	and	diagrams	of	ultimate	scientific	truths.	

It	also	manifests	the	spectral	Other	within	the	subject	as	the	voice	is	located	“at	the	juncture	

of	the	subject	and	the	Other,	just	as	it	was	before,	in	a	different	register,	placed	at	the	

intersection	of	body	and	language,	circumscribing	a	lack	in	both”.239	As	the	viewer	enters	an	

auditory	exchange	with	their	alternately	assigned	gendered	self	they	confront	the	

discomfort	within	this	intersection	of	schedules	of	social	codification	and	affect.	The	archive	

of	this	transitory	acoustic	space	is	then	transfigured	back	within	the	cultural	screen	as	an	

artefact	of	visual	detritus	–	the	Eftpos	receipt.	

	

                                            
239	Dolar,	A	Voice	and	Nothing	More,	102.	
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This	computer	software	piece	continues	an	unfolding	of	the	subject	within	the	artist	book	

form,	where	the	forward	button	on	the	screen	replaces	the	page	turning	of	the	hand.	The	

artist	book	as	technological	interface	usurps	the	protocols	of	production	within	the	screen	

to	promote	false	archives	of	slippage	and	parody.	The	mediated	technologised	voice	takes	

on	the	spectral	uncanny.		In	a	form	of	intertextual	disruption,	the	voice	remains	both	

present	and	absent	in	its	technological	becoming,	unfolding	into	multiplicities.	Technology	

in	this	context	amplifies	and	transforms	acoustic	space.	As	the	poetic	is	transmitted	within	

the	binary	code	of	computer	language	it	leaves	the	logic	of	the	secondary	space	of	

computation,	and	re-enters	the	social	field	as	the	digital	artefact	of	mediated	voice,	

computer	generated	sound,	and	computer-generated	print.	These	media	negotiated	states	

of	transformation	produce	a	transitory	gendered	real/not	real	statehood.	This	reflects	the	

agentic	use	of	the	screen	by	the	character	Lisbeth	Salander	as	an	interzone	of	masquerade	

to	confound	the	Realist	myth	and	pollute	the	physiognomic	traces	embedded	in	the	

computer	habitus	of	teenage	bedroom	solitude.	Technology	instead	becomes	a	shadow	

space	for	a	productive	inculcation	that	negotiates	new	representative	forces,	in	oppositional	

dialogue	to	the	manifestations	of	Facebook	and	Instagram,	to	anamorphically	distort	its	

perceptual	relations	of	gender	to	capital.	Brandon	LaBelle	discusses	how:		

The	performativity	of	the	voice	may	begin	to	highlight	this	unique	ontology	of	
sound.	As	a	special	kind	of	sound,	the	voice	can	he	heard	to	give	fundamentally	
presence	to	an	individual	body,	figuring	as	an	identifiable	sound	of	personhood,	
while	at	the	very	same	instant,	it	leaves	the	body	behind,	separating	from	its	
origin	to	ultimately	circulate	outside	the	self,	away	from	the	body.	The	voice	is	
always	already	mine	and	not	mine;	it	animates	the	body,	it	comes	from	inside,	
while	pushing	outward,	to	navigate	and	carve	out	relations:	to	occupy	space	as	a	
sonorous	intensity,	as	a	potentiality.240	

	

                                            
240	Brandon	LaBelle,	“Acoustic	Spatiality."	sic	2,	no.2(2012):2.	
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Reviewing	the	Voice	Project	within	the	context	of	my	research	parameters	led	me	to	

consider	further	avenues	for	the	use	of	the	mediated	voice	within	a	more	embodied	

context	(a	work	currently	in	progress)	and	a	return	to	the	citational	body	as	a	

drawing/kinaesthetic	research	mode.	This	reflected	my	frustrations	with	the	technology	

and	the	need	to	engage	with	more	direct	exit	strategies.	This	was	formulated	within	a	

desire	to	flee	from	the	boundary	devices	that	substantiate	deviancy	and	the	academic	

constructs	of	enclosure.	Frustrated	by	attempts	to	re-demarcate	the	enunciative	schedules	

that	I	had	researched	(the	gestural	sites	of	formation),	I	now	strategised	new	performative	

schedules	to	use	affect	as	source	material	for	agency	and	disturbance.	A	disturbance	that	

extends	the	subjective	experience	of	smooth	space	so	that	bodily	subject,	conceived	of	as	

movement,	sound	and	affect,	intersects	and	absconds	from	the	fixity	of	perspectival	acts	of	

gender. 

 

Strategy	3:	Affect	and	Exit	Strategies	-	White	Cube	of	Theory	and	Exiting	the	Plane	

This	reservoir	of	affect,	harnessed	within	the	loss	of	social	equilibrium	through	performative	

studio	schedules	fuels	the	perspectivalised	trope	of	deviancy	into	active	processes	of	

unfolding.	The	book	through	its	processes	of	cultural	production	and	archiving	over	the	

female	subject,	remained	the	material	metaphor	of	dislodgement.	This	reflects	key	

components	discussed	within	this	exegesis	in	the	establishment	of	visual	and	embodied	

priming	schedules	and	homogenous	empires	of	boundary	controlled	knowledge.		

	

I	returned	to	my	biographical	positionality	within	the	grid	as	the	deviant	woman	and	

performed	myself	enacting	the	photographic	fixity	of	the	Other.	Within	this	performative	

thread	I	inserted	the	act	of	unfolding	my/her/their	restricted	schema	by	revisiting	the	act	of	
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making	a	fist.	As	a	radical	gesture	of	dislocation	from	previous	waves	of	feminist	

essentialism,	the	fist	enacts	a	narrative	against	the	enclosures	of	maternal	emotional	

subsistence	to	harness	both	anger	and	defensive	postures	as	a	productive	force	towards	

deterratorialisation.	I	had	previously	used	drawing	as	a	methodology	to	unfold	the	

inscriptive	equations	associated	with	making	a	fist	for	‘woman’,	using	the	performative	loop	

of	production	to	unravel	the	feedback	loops	of	cultural	enclosure.		The	works	that	resulted	

from	this	process	have	been	discussed	within	their	graphic	and	embodied	relations,	but	I	

had	failed	to	consider	spatial	relationships	within	the	visual	artefact	itself.	

	

	

Figure	46	Carolyn	Mckenzie-Craig	Angles	of	Incidence	#1	(from	a	series	of	3)	2016	etchings	from	
performance	work	on	folded	aluminium,	25.5	x	34	x	21cm	
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In	Angles	of	Incidence	(figure	46)	I	specifically	target	spatial	allocations	in	the	image	and	

performative	field	by	flattening	out	perspectival	space	within	and	through	the	copy	process.	

Starting	with	the	lighting	setup	through	to	the	digital	file	processing	and	the	exposure	of	

plates,	each	reproductive	cycle	compresses	the	occupation	of	the	figure	within	ground.	The	

resulting	imagery	is	then	combined	with	machine-mediated	drawings	that	explore	relations	

between	Euclidean	and	embodied	space	as	movement.	These	are	then	converged	onto	

metal	plates	to	allow	an	unfolding	of	the	subject’s	spatial	constraints	through	a	folding	of	

the	artefact	itself,	so	that	the	performative	‘acts’	can	exist	within	a	looped	moment	of	

permanent	‘exit’.	Untethered	from	the	flat	plane	of	the	wall	and	continuously	intersecting	

with	each	other	in	a	dialogue	of	parody	and	repetition,	the	gestural	citations	enter	into	the	

realm	of	the	uncanny	carnivalesque.	This	material	methodology	extends	processes	of	

deterratorialisation	where	significations	of	rational	geometry,	and	a	heavy	nod	to	Paul	Klee,	

are	dismantled	from	logic	within	the	generative	computer	line.	This	machine	line	is	

appropriated	and	used	like	a	child’s	oversized	crayon	in	a	statement	of	absurd	gestural	

embrace.	This	configuration	intersects	with	the	gambit	plays	of	the	self,	unravelling	the	

action	of	making	a	fist	to	open	up	a	space	where	the	philosophical	underpinnings	of	

single	perspectival	vision	are	unhinged	within	the	absurd	juxtaposition	of	illogical	

difference.	In	folding	the	form,	I	offer	the	figures	movement	towards	both	exiting	the	

frame	(to	inform	and	reproduce	with	other	frames	of	action)	and	into	the	spaces	of	

occupation	(the	gallery	space	and	the	social	sphere).	The	folded	object	also	falls	back	within	

itself,	and	the	cultural	screen	of	production	to	find	new	moments	of	immanence,	

dislodgement	and	reintegration.	The	indexical	trace	of	the	book	provides	the	semiotic	

overlay	of	its	genealogical	heritage,	as	both	knowledge	production	and	knowledge	enforcer.	
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This	duality	sustains	it	as	a	framing	device	for	an	expanded	and	performative	practice	that	

constructs	a	dialogue	between	self	and	cultural	forms	of	production	that	enclose	female	

tropes	of	normalcy	and	their	deviant	shadow.	

	

Equations	for	Squared	Space	

This	process	of	unfolding	pagination	was	continued	within	the	suite	of	works,	Equations	for	

Squared	Space	(figure	47).	This	work	was	originally	performed	to	obtain	stop	motion	frames	

for	a	film	work,	but	when	reviewing	the	footage	in	Adobe	Photoshop	Lightroom,	the	sense	

of	pages	unfolding	was	striking.241	I	decided	to	place	the	moving	image	work	to	the	side	and	

focus	on	the	articulation	of	affect,	as	bounded	within	the	book,	unfolding	itself	through	a	

schedule	of	absurdist	body	movements.	

	

These	body	movements	specifically	scripted	in	avenues	of	the	carnivalesque	to	invert	the	

photograph’s	ability	to,	as	Alan	Sekula	states	in	relation	to	imaging	practices	of	deviants,	

“facilitate	the	arrest	of	their	referent”.242	The	deviant	woman	remains	slippery,	harnessed	

within	movements	in	the	spaces	between	inscription	and	erasure.	These	images	avoid	a	

fixed	rendering	within	normative	gender	tropes,	whilst	directly	referencing	the	catalogue	of	

such	archival	inheritance.	They	incorporate	the	residue	of	Muybridge	but	“they	remain	

ambivalent	and	contradictory”	in	the	tradition	of	Bakhtian	carnivalesque.243	This	productive	

force	of	contradiction	and	incompleteness	substantiates	a	space	of	currency	and	movement,	

                                            
241	Adobe	Photoshop	Lightroom	is	a	software	program	that	processes	and	organises	photographs.	It	
facilitates	a	batch-viewing	platform	and	is	used	in	my	practice	as	an	initial	sorting	and	review	tool	
prior	to	editing. 
242Alan	Sekula,	“The	Body	and	the	Archive."	October	39,	no.7	(1986):	7.	
243	Mikhail	Bakhtin,	Rabelais	and	His	World.	(Cambridge,	Mass.,	1968),	25.	
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and	invests	within	an	ongoing	practice	of	unfolding	the	gendered	paradigm	out	of	its	

temporal	and	spatial	enclosures.	

	

 

Figure	47	Carolyn	Mckenzie-Craig	Equations	for	Squared	Space	#1-12	2016	photopolymer	etchings		
																		12	panels	each	at	33	by	25.5cm	each	panel	
	
	

The	background	set,	previously	set	to	neutral	white	in	the	studio	to	collapse	space,	instead	

embraces	the	domestic	tiles	of	the	old	pizza	restaurant	floor	that	I	currently	use	as	a	studio.	

The	inclusion	of	this	generic	flooring	emerged	from	its	everyday	aesthetic	and	the	formative	

grid	that	qualifies	the	actions	of	escape.	Its	accumulated	reservoir	of	visual	patches	of	low	

level	kitchen	labour,	and	its	detritus	as	the	Chorus	of	background	noise,	enunciates	the	
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hidden	performative	arenas	from	which	the	female	subject	is	encased,	the	emotional	and	

domestic	labour	of	suburban	desire.		

	

Equations	for	Squared	Space,	differs	from	other	works	discussed	within	this	exegesis	that	

use	citational	practices	to	dislodge	the	specific	actions	of	sitting,	throwing	and	making	a	fist.	

The	movement	protocols	in	these	works	sever	themselves	from	directly	emancipating	an	

isolated	gesture	through	the	proprioceptive	loops	of	formation.	Instead	they	harness	

movement	itself	as	a	processural	act	to	dislodge	the	affect-ridden	enclosure	of	inertia,	as	

held	in	abundance	within	carceral	gendered	protocols	(figure	48).	The	performative	mode	of	

research	used	within	these	works	draws	from	the	body	practice	training	in	workshops	with	

Force	Majeure	and	Body	Weather.244	These	methodologies	severed	the	self-gaze	from	the	

rhetoric	of	discourse	to	permit	a	phenomenological	mode	that	dislodged	citational	actions	

to	form	an	emancipated	gestural	process.	This	activated	momentum	from	striated	to	

smooth	space	propels	the	subject	outside	of	didactics,	and	into	the	exit	wings	of	agentic	–	

bodily	driven	‘am’.	This	enunciation	is	reintegrated	back	within	the	screen	of	production	

through	photo	indexical	image	capture	and	the	distribution	of	multiplicities	via	copy	culture.	

Movement	thus	manifests	a	vocality	within	and	through	the	genealogy	and	the	

productive	potential	of	graphesis	itself.	This	transitory	speaking	subject	exists	as	a	

ventriloquist	entity	for	the	failure	of	the	voice	alone	to	find	an	exit	movement	that	satisfied	

the	subject	–	for	now.	

	

                                            
244	Tess	de	Quincey,	who	facilitates	Bodyweather	training	schedules	in	Australia,	defines	
Bodyweather	as	“a	broadbased	training	that	proposes	a	practical	strategy	to	the	mind	and	to	the	
body.	It	is	not	just	for	‘professional	dancers’	or	‘performance	practitioners’	alone	but	is	an	open	
investigation	that	can	be	relevant	for	anyone	interested	in	exploring	the	body.”	
http://dequinceyco.net/bodyweather/about	accessed	2	May,	2017.	
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Figure	48	Carolyn	Mckenzie-Craig	Equations	for	Squared	Space	Panel	#5	2016	Photopolymer	etching	
33x	22.5cm		
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Conclusion		

The	exit	strategies	discussed	in	chapter	4,	unfolded	the	gestural	processes	of	social	

formation	within	their	generative	axis	citation	and	mimesis,	and	through	the	metaphor	of	

the	book.	Incorporating	the	genealogical	lineage	of	the	book,	which	I	view	as	an	

embodiment	of	an	epistemological	archive	of	Western	perspectival	thinking	processes	and	

knowledge	constitution,	provided	my	research	with	a	relational	artefact	that	focused	

underlying	conceptual	dilemmas.	The	book	form,	when	discharged	through	a	range	of	

denotative	potentials,	held	investigations	into	visual	and	verbal	priming	schedules	in	

dialogue	with	kinaesthetic	modes	of	becoming.	These	semiotic	layers	of	constitution	were	

able	to	intertwine	and	disentangle	when	scripted	within	the	processural	act	of	folding	and	

unfolding	pages.	This	embodied	temporality	facilitates	a	movement	forwards	and	

backwards,	within	both	fixed	and	interdeterminant	positions	within	the	cultural	grid.	

Singularities	fold	over	one	other	to	breed	intertextual	relations,	of	both	confusion	and	

coherence	that	fold	out	into	moments	of	becoming.	The	action	of	the	fold	itself	leaves	the	

remnant	of	the	crease	as	the	harvested	wear	of	embodied	constitution.		

	

As	a	containment	metaphor,	the	book	catalogues	indexical	labelling	regimes	of	normalcy	

and	the	definitional	frameworks	of	Othering	schedules.	The	book,	as	an	expanded	

metaphor,	also	performs	as	a	kind	of	habitus	of	research	practice	itself,	intersecting	within	

and	without	of	explorative	modes	of	thinking,	and	allowing	exit	points	back	within	the	social	

screen	in	oppositional	dialogue	to	definitive	statements.	The	book	unfolding	–	enacts	a	

dissipation	of	its	contents	–	a	distribution	and	a	re-ordering	of	logistics	into	disarray	and	

movement.	
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The	deviant	woman’s	body	lays	claim	to	the	book	as	a	part	of	her	body	–	legs	spread	–	

exposed	–	sexualised	–	she	inverts	this	inspection	regime	of	culture’s	misogyny.	She	

appropriates	the	fist	as	a	manifestation	of	power	and	agency	and	assumes	authorship	over	

cultural	authority	by	re-scripting	tomes	of	authority.	She	subverts	the	gaze	of	

objectification,	by	prizing	open	a/her	woman’s	thighs.	Here	she	reinstates	her	flesh	over	the	

folds	of	fear	that	held	her	captive	in	the	narrow	margins	of	Othering’s	routines	and	

schedules	of	the	body.	

	

The	book	constitutes	the	heritage	of	definitions	–	of	grammatical	correctness	in	gender	

embodiment.	Through	its	residual	frame	as	a	dictionary,	an	encyclopaedia,	and	law	book,	it	

frames	a	spectral	etiquette	manual	for	the	cultural	screen.	But	when	used	within	a	process	

of	intertextual	disruption	–	and	in	non-conventional	forms,	it	emancipates	the	residue	of	

knowledge	held	bound	within	the	pagination,	in	a	gestural	leakage	of	dirty	and	confused	

affect	laden	excess.	In	this	way,	the	book	provides	an	effective	material	matrix,	in	

both	its	bounded	or	dispersed	haptic	form,	and	its	contemporary	extension	as	the	

screen,	to	enact	a	bricolage	of	perspectives	and	research	modes.	This	permitted	the	

deviant	woman	to	dislodge	herself	from	the	fixity	of	fear	and	loathing	–	that	constitutes	the	

daily	onslaught	of	misogyny’s	protocols.	

	

The	historical	shadows	that	incorporate	these	schedules	of	misogyny	were	intensely	

reviewed	throughout	this	exegesis	to	bring	their	instrumental	behaviour	into	view.	Despite	

being	overtly	present	through	the	scopic	saturation	of	graphesis	and	our	bodily	
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performative	schedules,	these	historical	processes	of	constitution	are	difficult	to	target	and	

dislodge,	because	they	form	the	central	axis	of	our	definitions	of	self	and	other.	Research	

strategies	therefore	sought	to	distort	through	a	mimetic	process	of	parody,	the	webs	of	

discourse	that	formulate	gendered	enclosure.	Through	a	process	of	carnivalesque	review	

the	subject	presses	pause	to	consider	the	meritocracy	of	the	constitution	of	normalcy,	and	

the	fallacy	of	genital	allocated	task	schedules.	

	

Here	–	over	a	precipice	of	comprehension	–	the	bell	curve	and	its	lineages	are	rejected	

through	a	regurgitation	of	its	formulated	phrases	in	a	permanent	act	of	resistance.	The	

series	Tomes	of	Authority	(figures	37	and	38),	etches	these	disordered	states	of	review,	

expressed	as	the	subject’s	process	of	citation	skewed	into	deterritorialisation,	into	an	

archival	statement	of	resistance.	These	filmic	frames	reconstitute	difference,	in	its	radical	

potential,	to	feed	the	infected	mimetic	trace	back	within	the	screen	and	undermine	the	

networks	of	semantic	exclusion.	Turning	the	gaze	of	constitution	back	within	the	Realist	

narrative,	projects	a	duality	of	confusion	that	is	then	viewed	by	the	audience	and	

interoceptively	incorporated	as	new	knowledge.	Elvis	Richardson	effectively	embodies	this	

working	methodology	by	absconding	with	the	material	substrates	of	cultural	manufacture	as	

a	form	of	athletic	visual	interference.	Her	semiotic	games	with	the	historicity	of	print,	

culture,	and	gendered	bodies,	weave	havoc	with	single	perspectival	maintenance	and	force	

the	viewer	to	experience	the	anamorphic	distortion	that	opens	up	divergent	pathways	from	

striated	to	smooth	space.	Her	textual	parodies,	emancipate	the	pithy	phrase	from	its	

homogenous	constitution	to	prize	out	statements	of	anger	within	the	grotesque	counter	

rhythms	that	these	combinations	make	apparent.	She	counter	poses	phrases	and	images	in	
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a	form	of	graphesis	as	discourse,	rather	than	as	a	closed	semantic	‘truth’.	The	high	key	

graphics	of	the	supermarket	demographics	and	the	confrontational	portraits	specifically	

align	against	the	formulated	posturing’s	of	physiognomy	and	Facebook	constitution	to	

communicate	a	depth	of	complication	and	confusion	that	disfigures	representational	

practice.	The	affect	that	Richardson	resources	and	projects,	moves	outside	of	the	confines	

of	single	perspective	discourse	and	into	the	embodied	process	of	deterritorialised	

confusion.		

 

This	state	of	confusion	has	been	identified	by	a	number	of	thinkers	such	as	William	

Kentridge,	Gilles	Deleuze	and	Felix	Guattari,	Rosi	Braidotti,	Judith	Butler	and	Elizabeth	Grosz	

who	have	been	discussed	in	this	exegesis	as	a	position	of	discourse,	where	dialogues	of	

precarity	can	unfold	complexities	of	embodied	comprehension.	These	comprehensions	exit	

the	boundary	zones	of	daily	constitution,	in	the	visual	and	bodily	matrixes	of	citational	

enterprise	to	peer	back	at	fixed	and	striated	homogeneity,	in	order	to	dislodge	its	more	

inequitable	enterprises.	This	facilitates	micro-moments	of	deferral	from	the	osmotic	

onslaught	of	the	average	schematics	of	the	screen,	as	genealogically	constituted	within	

statistical	movements	of	social	enclosure	and	embodied	within	figures	such	as	Adolphe	

Quetelet	who	“in	an	extraordinary	metaphoric	conflation	of	individual	difference	with	

mathematical	error…	defined	the	central	portion	of	the	curve,	the	large	number	of	

measurements	clustered	around	the	mean,	as	a	zone	of	normativity.”245	Alan	Sekula	here	

refers	to	the	modification	of	the	error	mean	into	a	legislative	protocol	that	has	since	

hovered	around	social	expressions	in	appearance,	behaviour,	race	and	gender,	to	allocate	

                                            
245		Sekula,	The	Body	and	the	Archive,	22.	
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social	capital	to	attractive	white	people	and	carceral	infringements	to	the	deviant	percentile	

bands	on	either	side	of	‘average’.		

	

The	historical	detritus	of	this	heritage	is	found	in	abundance	within	the	metaphoric	archive	

of	its	contemporary	immanence,	the	Internet.	The	web	supplicates	worldwide	desiring	

schedules,	and	instrumentalises	visual	denotations	on	a	global	scale	of	ever	decreasing	

margins	of	definitional	allocation.	Genres	and	difference	decrease	in	a	rapid-fire	desperation	

to	belong	to	the	mid	line	demographic	of	success.	The	meritocracy	of	surface	supplication,	

as	physical	presentation,	is	aligned	with	moral	worth.	The	subject	is	also	expected	to	train,	

modify	and	sculpt	the	body	into	submission	under	the	banner	of	the	cosmetic	/	medicalised	

gaze.	Those	unable	to	correctly	modify	their	bodies	–	undergo	punitive	enclosure	and	are	

held	within	carceral	metaphors	and	tropes	that	confine	within	the	Othering	schedules	of	

fear.	Such	subjects,	the	disabled,	the	racial	ostracised,	the	overweight,	the	addicted,	the	

mentally	ill	and	the	deviant	are	held	within	either	the	criminological	or	medical	gaze	of	

colonial	archiving	practices.	These	processes	homogenise	the	Othered	subject	within	the	

bounded	edges	of	social	rejection.	Imaged	in	trope	ridden	excesses	of	sameness,	the	

hooker,	the	junkie	and	the	disabled,	none	of	these	subjects	exist	within	complexity	or	

individual	desire,	but	as	pithy	statements	that	are	circulated	as	metaphoric	constructs	to	

shore	up	the	protective	realm	of	normalcy.	Junkies	all	collect	benefits,	steal	from	strangers	

and	inject	drugs	in	front	of	neglected	children.	Those	with	learning	disabilities	are	imaged	as	

‘cute’	and	without	agency.	The	physiognomic	overtones	in	these	absurd	visual	renderings	

justify	the	moral	tenure	that	labels	such	victims	of	capital	enterprise	as	social	failures.	
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I	contribute	to	this	mass	visual	accumulation	on	a	daily	basis	myself,	not	just	within	the	

digital	mirage,	but	through	the	bodily	protocols	of	gender	based	constitution	and	exclusion.	

I	use	Facebook	and	post	pithy	phrases	of	inclusion.	I	choose	words	and	images	to	carefully	

meet	the	projected	expectations	of	my	‘audience’	pool.	When	I	ignore	these	protocols,	and	

voice	a	divergent	opinion	the	coercive	and	very	public	onslaught	to	redefine	the	boundaries	

of	normalcy	are	enacted	thoroughly.	This	retaliation	against	difference,	presented	in	such	a	

public	shared	commodity,	confronted	my	underlying	suspicions	in	relation	to	the	digital	

screen	and	my	daughter	–	for	whom	the	coercive	levels	of	the	maze	of	digitas	is	even	more	

overwhelmingly	homogenous.	She	exists	in	a	complex	web	of	group	chats	and	Instagram	

posts	of	carefully	manicured	selfies	that	overwhelm	within	a	false	repertoire	of	capital	

manipulation	–	a	low-level	enterprise	of	self-generated	graphesis.	These	manifestations	in	

the	screen	reach	back	to	the	stigmata	of	physiognomy,	and	pull	out	the	most	regressive	

articulations	within	its	graphesis	to	re-present	them	within	a	consumer	enterprise	where	

the	individual	as	commodity,	performs	their	networks	of	social	acceptance	within	an	ever-

narrowing	bandwidth	of	surface	acceptance	codes.	

	

This	exegesis	navigates	my	research	process	from	this	point	of	circumference,	the	

formation	processes	operating	over	and	through	my	daughter’s	gendered	

constitution	and	my	relationship	to	its	manifestation	and	duplication.	This	triggered	a	

genealogical	investigation	into	the	relational	fields	that	form	her	habitus	and	my	own	

–	as	her	own	social	constitution	is	an	inherited	affect	from	the	conditions	of	my	own	

explication	and	the	fields	of	capital	that	enclose	us	both.	Reviewing	this	material	
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provided	a	felt	comprehension,	particularly	in	relation	to	the	complicity	of	copy	culture	in	

the	expansion	and	homogeneity	of	the	Realist	delusion.	

	

Research	within	the	process	of	manufacturing	multiplicities	was	integrated	within	processes	

of	embodied	performance	that	sought	to	sever	the	citational	process	from	the	perfect	copy	

to	anamorphically	distort	the	codes	that	underwrite	tropes	of	normalcy	and	deviancy.	This	

performative	mode	of	research	layers	quotational	texts,	as	visual	primers	and	bodily	

citations,	to	slip	the	repertoire	of	reproduction	sideways	into	zones	of	un-comprehension.	

Here,	disentangled	from	the	grid	of	social	fixity,	the	deviant	woman	is	able	to	access	the	

residual	affect	held	within	her	carceral	habitus,	as	a	productive	impetus	toward	movement	

and	becoming.	Difference	and	agency	emerge	within	the	excesses	of	erasures,	

malformations,	errors	and	slippages	of	the	body’s	performative	repetitions.	This	surplus	

itself	produces	avenues	to	activate	smooth	space,	as	the	overflow	of	gestural	perfection,	or	

imperfection,	opens	up	a	not-as-yet	cultured	movement.	Through	this	lapse	in	the	social	

conventions	and	border	controls	that	sustain	the	habitus,	the	subject	exists	for	a	moment	

outside	their	own	codified	devices	and	restrictions.	Affect,	when	harnessed	in	this	way	

allows	the	subject	to	usurp	the	circularity	of	production	that	binds	her	within	the	trope	to	

find	exit	points	into	deterritorialised	spaces	

	

The	proprioceptive	immediacy	of	drawing	–	is	enacted	as	a	performative	unravelling	––	as	

felt	knowledge	that	the	viewer	retraces	through	the	haptic	eye.	As	David	Rosand	remarks:		

Drawing	is	(re)enactment.	So	too	is	our	response	to	drawing.	Whether	we	are	
initially	concerned	with	the	mimetic	function	of	the	drawn	line	or	with	its	
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calligraphic	qualities	as	ornament,	one	aspect	of	its	existence	remains	central:	
the	line	is	a	direct	record	of	the	draftsman’s	gesture.	On	a	fundamental	level,	it	
involves	us,	as	viewers,	in	the	kinaesthetics	of	the	act	of	drawing:	its	qualities	of	
direction,	velocity,	weight,	its	rhythm,	pace,	and	inflection	stand	as	permanent	
trace	of	the	movement	of	the	artist’s	hand	–	and	of	the	body	of	which	that	hand	
is	an	extension.	246		

	

Rosand	observes	the	unique	properties	of	drawing	as	a	medium	to	leave	its	processes	of	

formation	visible	for	the	viewer	to	re-enter	the	states	of	making	and	unmaking.	Through	

haptically	interiorised	pathways	the	audience	is	able	to	trace	and	re-trace	the	manoeuvres	

of	my	body	and	experience	a	residual	gestural	unravelling	and	the	archived	affect	of	the	

graphic	exchange.	

	

The	figure	of	Margaret	Thatcher	provided	a	pivotal	insight	into	relational	power	dynamics	

and	gender	performance	schedules	that	resulted	in	an	exploration	of	the	voice	as	an	

intertextual	site	of	disruption	and	archival	drawing	practice.	Her	manipulation	of	the	body	

and	its	gendered	articulations	allowed	Thatcher	to	again	entry	into	fields	of	masculine	

power.	Rather	than	highlighting	the	manufactured	state	of	‘naturalised’	gender	(calling	into	

question	its	historicised	constitution),	Thatcher	exploited	the	generic	bandwidth	of	

normativity	within	each	gendered	repertoire.	That	is,	she	wore	a	suite	of	mean	average	

tropes,	as	an	form	of	semantic	conflation.	This	performative	enactment	converged	maternal	

stricture,	feminine	compliance	and	masculine	embodiments	of	power,	to	allow	her	to	

overcome	her	gendered	fixity	without	engaging	in	any	revisionist	gender	dialogues.		Her	

interest	was	within	a	singular	admittance	to	the	hegemonic	controls	of	governance	in	order	

to	extend	the	capital	empire	of	her	consorts.	

                                            
246	David	Rosand,	Drawing	Acts,	16.	



 
 

197 

	

From	within	Thatcher’s	array	of	masculine	and	feminine	traits	I	extracted	the	voice	as	an	

obsessive	point	of	interest	for	both	its	social	significations	and	its	spectrality	–	it	being	of	the	

body	and	outside	of	the	body.	The	voice	project	that	I	designed	to	investigate	this	

intertextual	space	used	the	drawing	matrix	as	a	sound	and	graphic	ontology	to	

interoceptively	touch	the	audience	with	the	mediated	output	of	spectral	dislodgement	(the	

voice	in	another	gender	register).	This	feedback	loop	of	vocality,	confronted	the	enclosure	

of	gendered	certainty	with	expansive	acoustic	and	digital	potentials.	These	emancipated	

vocalities	were	retransmitted	back	within	graphic	enterprises	as	the	data	trace	of	the	

ventriloquist	voice	matrix.	

	

This	attempt	to	usurp	the	visual	congestion	of	lived	and	digital	space	through	the	vocality	of	

the	gendered	subject	engaged	with	an	acoustic	dislodgement	of	representation	but,	once	

unfolded,	it	folded	back	within	the	screen	of	production,	enunciating	affect	within	its	

performative	exchange	but	potentially	re-	solidifying	within	graphesis	as	the	Eftpos	

printout.	Perhaps	as	Deleuze	and	Guattari	suggest:	

Nothing	is	ever	done	with:	smooth	space	allows	itself	to	be	striated,	and	striated	
space	reimports	a	smooth	space,	with	potentially	very	different	values,	scope	
and	signs.	Perhaps	we	must	say	that	all	progress	is	made	by	and	in	striated	space,	
but	all	becoming	occurs	in	smooth	space.	247	

	

If	the	deviant	woman	is	able	to	access	enough	agency	to	become	aware	of	these	

momentary	slippages	they	become	productive	interceptors	against	fixity	and	enclosure.	

                                            
247	Deleuze	and	Guattari,	A	Thousand	Plateaus,	486.	
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Here	she	can,	through	durational	dislodgements,	move	the	citational	apparatus	into	an	

intertextual	mode	of	productive	difference,	where	difference	is	intentionality.	
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