SI TE RESPONSI VE DRAW NG & THE M DDLE VO CE

| first contenplated the possible equival ency of the grammtical m ddle
voi ce and site-responsive drawing in the sumrer of 2021 while attending a
| ecture by Anmerican phil osopher Jane Bennett entitled ‘OQut for a Walk in
the M ddl e Voice’

Can a parallel be drawn between the grammatical mddle voice and site
responsive installation? In Cassical Geek, the mddle voice is often
used for material processes where the subject is both the actor (the one
doi ng the action) and the medium (that which is undergoing change). In the
m ddl e voice, the subject is not an agent outside the process represented
by the verb, but inside it, and affected by it.

The tangi bl e product of ny investigation takes the form of site-responsive
drawi ng/installation. | work outside the traditional notion of draw ng,
notating a physical site rather than rendering an illusory version of that
site. Drawing is traditionally considered to be a two-di nensi ona
re-presentation of the three-dinensional. Wat if drawi ng was |iberated
fromits conventional role of descriptor and rather enployed as a strategy
where tactics mght include nom nation, and notation contingently, where
materi al s nove outside of standard nark nakers and paper, and thus a line
drawn by the artist is equivalent to a line created by an existing site

el enent, something as ordinary as a visible drywall seamor the branch of
atree? Wthin this context, two di nensions would no | onger be a boundary
that confines drawning. Wthin this context, an artist would not be
out si de agent or sole author of, but rather agent inside and ami dst and
therefore equally effected by the process.

Thereby operating within the m ddl e voi ce.

In her 2021 | ecture Bennett suggested the m ddle voice to be a ‘node of
action whose prompts cone fromnultiple sources and who's efficacy is a
function not of a discrete agent or agency but of a conplex recursive
process. The middle voice denotes action where the actor is the process
not the individuated participants in the process.’

Site-responsive drawing, drawing the site, site drawi ng, each iteration no
| onger points to an active human agent inpacting or re-presenting passive
non- human obj ects. Rather it denotes a provisional set of conditions in
which all agents are influencers and sinmultaneously influenced by the

ot hers.

O as Hannah Arendt states in ‘The Human Condition’ ‘the actor al ways
noves anong and in relation to other acting beings (Arendt, Human

Condi tion, 190)
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How then to exenplify this ‘conplex recursive process’ fromny place
within the process?

| find art production at the intersection of theory and practice an



i ntriguing and demandi ng way of working. Questions arising from
theoretical studies are articulated in the artwork; resulting products are
then exam ned and mned for further questions. Although reflexive, this
di al ogue between idea and ‘object’ is not insular. Rather, | attenpt to
mai ntai n an open approach, centrifugal in nature, generating inquiries at
the edge of current nethods and disciplines. Through artistic practice ny
intent is to produce work that yields questions rather than asserts

concl usions. Thus, the effectiveness of ny practice is bound to the
quality of my questions.

As a site responsive installation artist, the physical evidence of ny
ideas typically nmanifests in a gallery or nuseumand is intended to create
a heuristic state in which the audi ence ‘conpletes’ the work. Yet, these
are not typical times and nmy practice by way of research and contenplation
has yi el ded much in the intangi ble construction of know edge and
producti on of questions, but little in tangible form Thus, the work and

i deas | have been considering are a conbination of recent yet untested
theories such as the mddle voice as well as questions surroundi ng

i ndexicality which have |ay dornant as | pursued other areas of inquiry.

In ny view, the transformation of raw material into art requires an
addi ti onal conponent, the audience. Wth the addition of a participant, a
string of words can tell a story. It is audience that activates the |atent
power of paint on a piece of canvas stretched around a wooden frane. |’ve
found ny recent attenpts to create site responsive drawings in ny own
space whether interior or exterior felt superficial and ineffective, and
wi t hout audi ence conpletely idle. Perhaps, | could have resolved this
with time, but as the endem c begins to replace pandenic, as one nust, |
began to question my own position in the world.

Cont enpor ary phil osopher, Rosi Braidotti suggests the ‘politics of

| ocation’ requires one to ‘speak fromwhere you are & account for your
situated position’ and therefore it is to my own backyard | turn to make
mani f est my nusi ngs.

In the introduction of his essay ‘The Grammar of Action in the Critica
Zone' (2020) sociol ogi st Bronislaw Szerszynki subnmits the follow ng
guestion

“How mi ght we speak of action in the critical zone, the near-surface |ayer
of the Earth where nost living things reside? This region of the Earth’s
ext ended body is a conplex, dense world, filled and fol ded, crowded with
entities and processes, novenent and transformation, activity and signs,
whose powers and conditions of existence are hard or inpossible to

di sentangl e.’

Later in the essay he goes on to suggest the nmiddle voice is ‘a
grammatical relation that can help us articulate the structure of becom ng
in the critical zone’

EARTH WORKS



‘earth work, operations within the mddle voice', a series of ongoing
site responsive explorations within a .25 acre partially wooded area,
seeks to enact both Braidotti’s and Szerszynki’'s subnissions, Using raw
materials found on site the project engages with the prem se of an
equi val ency between site-responsive installation and the grammtica
m ddl e voice. In the mddle voice, the subject is not an agent outside the
process represented by the verb, but inside it, and affected by it. These
operations fromthe nmddle voice will exanm ne the concept of indexicality,
reconsider the role of artist in relation to art object, and engage with
an expanded notion of draw ng.

In semotics indexicality is the phenonmenon of a sign pointing to (or

i ndexi ng) some object in the context in which it occurs. This set of
actions will both address/respond to the space and simultaneously refer
back to it.

As an artist who is captivated by the everyday ny focus often narrows to
the small est of cracks on the sidewal k, the faintest of shadows on the
wal |, and the subtlest shift of light on a log in the forest. The

di scovery and exploration of the properties of the everyday is the source
of ny investigation. M aimis to produce work that explores an expanded
noti on of drawi ng, questions the edge of perceptibility, and reconsiders
the role of the artist and audience in relation to the art object. Wthin
these investigations ny intent is to produce work that yields questions
rather than asserts conclusions. Thus, the effectiveness of ny practice is
bound to the quality of nmy questions.

DRAW NG

Wthin the context of art, a drawing is primarily understood to be a

2-di nensi onal representation of the 3-dinmensional. In his essay ‘Anyone
Can Learn to Draw artist Mel Bochner divides drawing into three

cat egori es.

a. Finished drawi ng; A rendering of object or place. Drawing, or rather, a
drawing is the end product. ‘Drawing is a noun. ’'(Bochner, 61)

b. Working drawi ng; Drawi ng is thinking on paper, a sketch of an idea.
Drawing is a neans to an end. ‘Drawing is a verb.’ (Bochner, 61)

c. Diagrammtic drawi ng; Drawing is standardi zed, draw ng describes, and
delivers accurate information. 2-dinension can then be executed in
3-dinensions. 'Drawing is a | anguage. ' (Bochner, 61)

Yet even with Bochner’s divisions the notion of drawing is hardly
expanded. Drawing is not the ‘thing’ it is of the ‘thing’ . It continues to
be a 2-dinensional illustration of object and/or place; a depiction always
once renoved fromthe experience of the object or place it describes. If
drawing is separated fromits assunmed role of descriptor, illustration
woul d no | onger be synonynous with drawi ng. Rather, illustration would
beconme just one tactic by which drawing could be used to nake ideas

vi si bl e.

Operating under the notion that visual art is a physical denonstration of
idea; drawing in this context beconmes nmeans toward that end. Draw ng as
noun, draw ng as verb, drawing as | anguage are all enployed towards a



specific goal of representing neaning through concrete forns. Drawing is a
strategy. A strategy whose tactics could include illustration, notation
and nomi nation and a strategy whose materials would go beyond the standard
mar k makers and paper

This definition of drawing as strategy is not only pertinent to work that
has yet to be nade, but can also be a fram ng device for previous works.
For exanple,in Bochner’'s ‘ Measurenents’ it is not only the lines and

nunbers narked on the walls, but also the wall, door frame, floor, the
space in totality that becones the materials of the drawi ng. The draw ng
is not an illustration of the space, but rather it is of the space and the

space simultaneously. Drawing and drawn are both present; drawing is no
| onger once renoved fromwhat is drawn.



