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INTRODUCTION

Stock i o body of work that has arisen out of my interast in the practices and processes of
industrial animal farming’. The work manifests some of my perceptions of these practices
and processes. | began working with this theme in 2005, In refrospect, | understand that
my concems with these Issues sprang from a growing awarenass of animal rights issues, an
inferest in human health and nutriion, and were aiso part of g more personal process
involving the confroniation of some of my own psychological issues. | felt o vague and
gnawing discomfort aboutl sating animal products in the growing redlization that the
marketing and preseniation of meat and other animal products probably obscured the
harsh redlities of this food production. At the time however, the atiraction | feit for the
subject was infultive and drew me to visit an abahoir o5 part of my research. The
imprassions gained from this provoked the 2005 works 100 Units and Food Chain. The
experience, as well as subsequent visits fo various other animal processing plants, was
influential in the 2006 work AQRDO0T1-A825491, and in the production of Stock.

[ chose this tille because of its resonances with animals, food and ordering processes. The
word stock’ can be used to collectively refer to some farm animals. When cooking, stock
is used in the making of soups and stews. To make stock, bones and sometimes offal are
bolled and rendered info a concentrated, salty liguid, home made or commaercially
produced. In office environments, stock-takes are an important managerial tool used for
control and administration. To take stock’ con mean to assess or evaluate a situation and
reach a conclusion based on clear information.

The 2008 abaticlr experience wos deeply shocking and traumatic. 1 hove interpreted this
frauma sculpturaily through the simplification of form and devices such as repetition and

Huse the term Yindustrial animal forming” o refer fo o large-scdle, highly mechanized form of animal product
production, porticulardy that involving catlie, pigs and chickens, that occurs in predominantly industdalized,
capitalst countries,



abstraction. | think that these aesthetic choices have arisen as | have attempted to
exprass what Jill Bennett {2005:25) calls "sense memory”?, The work reflects my own
fraurna from the abaottolr visit, my perceived trauma of animals af the abatiolr, as well as
faelings engendered by other places | subsequently visited, and from reading about
industrial farming practices.

The subiect of animal abuse is an ethicadl and mordl Issue, as well as an emotive one for
me. My concems have been with the manner in which 1o communicaole these sense
memories without cppearing to mordiize, to be judgemental or sentimentald or io
anthropomorphize domestic animals, ot of which stances are counter-productive gs they
can limit engagement providing oppeortunities for the reader/viewer to become, for
example, defensive, fo lose interest and/or to ridicule the work. As part of this
communication, | feel it is necessary af the start of this document to expicin that while
Stock does relate to ssues of animal rights abuse, neither this document nor the practical
production is intended as a discourse on animal righis. It is also not intended to expound ¢
morai or ethical viewpoint or be judgemental of the viewer/reader. This would not only be
counter-productive (as above) but hypocritical, | ate and used animal products for many
vears and stilt do to a degree. Defining the work as a moral issue dglso limifs how it con be
described and how the ambiguities, complexities and tensions which are present in many
of our relgtionships with animals {in this case, parficularly the animals we eat} can be
represenfed.

2 Bennett usas the term “sense memaory” to refer to those memordies that are not connacted o the rafional,
thinking process which renders them intelligible and readily understood, but rather 1o the memories {which offen
rasult from troumatic experiences) which seam fo coniain o physical imprint of the event ond are thus “always in
the present, although not continuousty felt”,

2 Steve Baker [2001] notes that much animal art of the 197 and 20t centuries was associated with santiment,
Because of this many contemporary arfists working with animal themas, and who want to convey O serious
message aboul animals, feel that they have 1o devise some sort of gesthetic means which will not be
immediately open fo being crificized as senfimentol. Art labeled as sentimenial is often not regarded os making
a serous statement and thus net accorded any redl critical engagement.



industrial farming methods produce vast quantities of food and other substances. | think
that many people living in industriclized, capitalist and urban environments {who are the
main consumers of these products and the ones most distanced from the animals and
processes) do feel varying degress of discomfort about industrial farming. If this discomfort
were not present, there would not be a need for the surfeit of advertising which
constantly encourages people to believe that the animals used hod happy lives and
traumad-free deaths. Urban societies seem to exist in a state of extremes conceming food
animals. The falsity of media-generated worlds in which cows accompany people home
and speak to people through muesli-filled mouths is offset by the cruelty of industrial farms.
The one would not exist without the other. Sanitized and compartmentdlized supermarket
packaging that presents animals in [sometlimes literally) bite-size chunks helps consumers
to distance themselves from this discomfort. "Storied food® and the idea of the
“supermarket pastoral” [Pollan 2006:137] promote the fiction that farm animals live as they
do in children’s literature,

I had no idea that my experiences in researching this topic would be so fraumatic. | was
also, probably like much of the general public, largely uninformed about industrial
farming practices.

The following chapters are intended fo provide o context for my work. In Chapter One |
give an infroduction to the concept of trauma and the ways in which fraumatic
experiences can be expressed in arl. Sfock has certain formal and concepiual analogies
to the Minimalist art movement which | elaborate on in Chapter Two. In Chapter Three |

4] am aware that "happy” and “frauma” are concepts and words usually applied by humans to humans.
However | think it is appropriate in this context as much food advertising o varying degrees anthropomorphizes
farm animals.

5 The Woolworlh's label in Figure 1 is o good example of "storied food”. The narrative assures the consumer that
... our Ayreshire cows are not freated with rBST growih hormone — we prefer contended cows that produce
farm fresh milk as nature infended.” The accompanving image shows a cow standing in a grossy fleld. The dairy
farm described at the beginning of this document is one of the suppliers of this rBST-free milk to Woolworths,
There is nothing “as nature intended” in the production of this milk and certainly no pastures in evidence,
Whether or not the cows are contended is o matter of speculation.
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CHAPTER ONE: TRAUMA

This section is not intfended as an in depth analysis of societal or individual trauma. A brief
overview of aspects relevant to my research is underiaken as Stock was partially inspired
by traumatic events and my work conidins elements that occur commonly in some visual
representations of frauma. For example, some of these are abstraction or simplicity of
form, the use of geomelric shapes and devices such as repetition, which are slaborated
below,

The word “trauma” derives from o Greek word meaning wound. In the 17th century it was
generally used in the English longuage in medicine, to refer to bodily injury caused by an
extemnal ageni. Predominant popular connotations now are psychic scars and mental
wounds githough the nolion of daomage coused by o psychological impact still retains o
sense of a wound caused by an exterior agent [Luckhurst 2008:3].

Trauma results from an emotional shock, often unexpected and always unpleasant. The
experience s usually sudden and has long-term effects which are relative and dependeni
on the sensitivity of the individual 1o those events [Bradiey et ol 2001:4}. In psychological
terms frauma hos been described s the plercing or breach of a border {Luckhurst
2008:3), This rupluring can coause the psyche to be flooded with large amounts of
discomforting stimuli. if the frauma s repressed, it can rasuit in what Freud calls the
"repetition compulsion” {Luckhurst 2008:9). In this case individuals and/or groups may
uncomprehendingly repeat the fraumatic event by acting it oul, rather than by
recollecting it as a post event [Freud 1922;18). According o Freud {1922:9] this repetition
can also occur in the dreams of the individual, in which the trauma is re-experienced.

Repetition can also be o way in which an individual gains control over the effects of the
fraumatic event, for example by repecting it through creative activities such as play or arl
[Freud 1922:43). This acts as a frame of reference for the experience which can help the
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individudl to come 1o terms with it {Sallzman & Rosenberg 20046:224). it glso provides a
means of making a statement or of conveying disapproval or protest 1o a broader
audience, which can In ilself be o therapeutic process.

This re-experiencing can also occur in the telling of an event. In fact, telling (¢ key point in
modern psychotherapy) Is regarded by Sdalfzman & Rosenberg {2006:244) as an
indispensable way in which fo survive post-traumatic stress. The act of telling others
externalizes the fraumatic event and places it in the present with the listener. It is a way in
which the frauma survivor can move out of feeling isolated and caught up in a past
event, and take up a position separate from and s a withess o the event [Sallzmon &
Rosenberg 2006:227). Placing the traumatic experience in o wider cultural context, such
as art, is a method of controling or modulating the often overwhelming and intense
memaories of trauma, a form of telling through a visudl language. Making art has been
one of the ways in which | have attempted to gain control of the impact of the frauma,
as well as express concerns that possibly are shared with a broader audience.



1.1 Trauma in art

When making art about frauma, artists may feel that they have to confront the issue of
representing the unrepresentable, though Janet Wolif (2003:157) believes that airocities
are representable and that the issue is not whether or not an event or idea is beyond
representation, but rather what kind of representation most effectively conveys the
frauma in a way that provides opportunities for complex and personal interpretation and
engagement. Bradley ef of (20017} notes that tfrauma ort 5 not about cestheticizing
suffering {although much frauma art is visually beautiful}, so much os providing a space in
which viewers can reflect on the events described.

Memory and repetition are key components in the representation of trauma (Bradley ef ai
2001:9). Bennetlt (2005:41) associates memory with o permeable skin. She likens that of
fraumatic memory to tough skin which is broken and ruptured. She notes that images of
ruptured skin occur often in traumatic art, particulorly when artists deal with bodily
violations. Piercing, holes and rupturing are elements that occur in all my work. | think this
relates to the breach of boundaries that fraumatic events can incur and/or a rupturing of
preconceived ideas and long-accepted ways of behaving., as well as literal rupturing and
piercing of flesh.

Bennett {2005:28) believes that an approach that examines trauma with a “spirit of open
artistic enquiry” is more likely o evoke a complex engagement with the fopic, both for the
arfist and the viewer. Art that engenders reflection or feeling is often not bound by a
prescribed meaning or narrative and is therefore capable of producing an experience in
the present. This oftfen more effectively conveys a traumatic memory than art which tends
towards more subject-oriented or representational imagery. In writing about her work in
co-curating a show relating to the topics of trauma and memeory Bennett (2005:7) writes

¢ Aestheticism was o 19% century European art movement. is proponents emphasized aesthefic value, thatis
beautly, over moral or social themes (Brown 1993:34].







1.2 Abstraction as a means of representing tfrauma

Mark Rosenthal [1996:1) describes abstraction as "summarizing, abbreviating and/or
stylizing”. While acknowledging the presence of abstraction in art through much of human
history, in his book Abstraction in the Twentieth Century: Total Risk, Freedom, Discipline, he
locates it as a recognizable art movement of the late 19th and 20th centuries. in his
introduction he claims {1996:2) that many abstract arlists believe the expression of strong,
personal emotions to be fundamental to their art and that abstraction provides an
excellent means for conveying varied and layered interpretations. Abstraction thus seems
to provide opportunities for expressing Bennett's "spirit of open artistic enquiry” [mentioned
above) perhaps because abstract work can be far more capable than redalist work of
confaining many meanings and personal interprefations [Young 1993:10). Redlistic
imagery that overily represents violence and/or actual situations or events may allow very
little space for reflection or personal interpretation as it would seem to treat the trauma or
abuse as a completed past action, thus perhaps encouraging the viewer to accept that
she/he has seen the object/event, that it is now over and can be relegated to the past.

Like media imagery, realistic imagery can alse be confused with traditional documentary
practice, creating for viewers the idea that the work is o mediated story, and one
(usually) far removed from their daily lives. Redalistic work can also promote a more passive
response in the viewer as it may create the impression that the artist has already made
sense of the event, thus leaving little room for viewer interpretation or engagement. i
often employs a confrontational visual strategy using shock as a means to gain viewer
attention. Realistic portrayals of viclent events run the risk of attracting a possibly limited
and voyeuristic response in the viewer. These viclent portrayals may also function as a
repetition of the event without clear justification, crifique or thought provocation and are
likely to distance the viewer and at the same time, exclude dialogue and reflection by
presenting o single meaning (Wolff 2003:157). This single meaning can reinforce
stereotypes, again leaving very little space for viewer engagement. | think in the contfext
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space in which everyday priorities and actions can be questioned (Wollf 2003:1464). 1t can
aliow this by creating a calm atmosphere which may encourage contempiation. Elaine
Scarry [1999.95) believes that an appreciofion of beauty can lead 1o g sense of justice, in
that symmetry i a shared feature of both beauty and justice. She suggests that a cube,
which is equidistant in all directions or an equally weighted scale are examples of this and
that the symmedtry of beauty "assists us in discovering the symmetry of justice ... bequtiful
things make visible the goodness of equality and balonce”.

Abstraction of form and a limited palette con be distancing mechanisms ond are
sometimes used by artists who struggle to depict froumatic events. An arlist who has used
both of the above is Morris Louis (1912-1962) in his 1951 Charred Joumnal: Firewritten series
{Figure 4] (Wolff 2003:154). This series of seven paintings moakes reference to Naotional
Socialist {Nazi7) book burning®.

The dark background is suggestive of bumt paper on which are while abstracted forms
evocative of letters, numbers and symbols. In using these abstracted forms Louis
acknowledges the post World War I idea that abstraction was the only valid approach to
reprasent the horrors of the war {Jewish Museum 2009,

7 *Nazi" refers to the Nafional Socialist German Worker's Party. This political party was founded in Germany in
1919 and brought fo power under Adolf Hitler in 1933, (Free Dictionary 2009).

8 “Bock buming” refers to the ritualized destruction by fire of books and/or other wiitten material. It s usuaily
public and represents disapproval or censorship, stemming from o cultural, religious or political standpoint, One
of the most well known of these events happenead on the evening of May 10 in many German university towns.
Right wing German students marched in torchlight porades protesting against the “un-German spirft” and
burned over 25 000 books [United States Holocaust Memoricl Museum 2009,
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and survivors must have been regarded by the National Socidlists, that is, as mere objects,
depersonalized and reduced to numbers. Geometric shapss appear finite and closed-off.
This could also represent the denial of the perpetrators, who must have shut down their
ability 1o feel In order to funclion, ond also perhops a coping mechanism of the
survivors/victims. Both perpetrators and victims were minimalised in the sense that both
were depersonalized, dehumanized and reduced to these essential roles. Godirey (2007}
quotes a paragraph from Zygmunt Bauman's book Madernify and the Holocaust, in which
Bauman comments on the idea of abstraction in relation fo people, that i, that when
applied to humans, the word implies "effacing the face”. When absiracted, humans
become specimens in categories, the effect of this is that nommnal rules for personal
inferactions are suspended and so do not interfere with the "handling" of the calegory.
Bauman believes that for genocide to occur, personal differences have 1o be eradicated
and individual identities melfed into abstract categories, | think that a similar approach
exists with regard to the methods used for processing and engaging with factory formed
animals in order to facilitate mass sloughter, that is, to convert the individual animal into
the abstract category of a unit. This is discussed further in Section 2.3.
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CHAPTER TWO: MINIMALISM

The term Minimalism was first published as an art term in a paper by the North American
artist John Graham in 1937, He described Minimalism as "the reducing of painting to the
minimum ingredients ..." (Baker 1988:284). The art movement of the 1940s variously known
by such titles as ABC art, Primary Structures, Cool Art and Reductive Art [Mevyer 2000:18),
became widely accepted as Minimal after the British philosopher Richard Wollheim's 1966
essay Minimal Art, in which he noted an increase of art in the early 1960s characterized by
what he believed was "'minimal art content” {(Baker 1988:18). He viewed the appropriation
of industrial objects and/or objects that were already In existence {for example, the cube)
as well as some artist's modus operandi of contracting factories o make their work, as
reducing or negating the art content of the work. The word “minimal” is used generally to
describe art that has a cerlain stylistic starkness. Minimalist art could be assigned fo two
broad arenas, the first refening to art produced after 1960 that is lacking in decoration
and that highlights geomeftric forms [such s work produced by Anthony Caoro, John
McCracken and Walter de Maria); ond the second referring to work that presents
fraditionally non-art objects {such as bricks and planks} as art {evident in the work of Carl
Andre] [Baker 1988:9]. Words that aplly describe the forms of Minimalist sculpture are
recdluctive, serial, iteral, controlled and unitary {Colpitt 1990:5). The characteristic elements
are geometric shapes, particularly the square, cube and rectangle. These are commonly
occurring shapes in industial farming. In both scenarios these forms are often repeated,
for example Black Form {Figure 7} and the battery cages in Figure 8. 1 think that Minimalism
is formally, conceptually and circumstantially relevant 1o my work. | base this partly on
points raised in the section on frauma and on the following discussion.

Mainy Minimalist sculptures were produced using industrial methods and could be uniform
in shape and colour. Minimalist sculptures were generally part of o controlled situation or
environment that while perhaps not always sirictly site-specific, referenced the
surroundings (Reiss 1999:63). The relationship between the viewer and the art object was
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"offirm the redlity of the sculptural object” [Colpitt 19907, and to encourage the viewer
to encounter the object on "equal” terms (Colpitt 1990: 35}. The plinth also implies a fixed
or stalic situation, one that s confined by its parameters. Sculpiure that rests on plinths is
"life that cannot move” and so if is given nowhere 1o go (Burmham 1967:48). Severdl of the
sculptures of Stock reference plinths in form and colour but in Stock the plinths have
become the sculpiures. Representing industrial animals as plinths suggests that the
animals are not valuable and unique in themselves, thelr only role is as sustaining objects.
It is intended fo emphasize thelr anonymity and immohbility.

The type of contact that a sculpture has with ifs base can be suggestive of solidity {for
example, if a large surface area of the sculpture resis on the plinth), or convey a sense of
precariousness or gesture {for example, if a small surface area of the sculpture s affixed to
the plinth). In Sfock, organic forms are integrated info cube forms, The sculptures appear
to be two-part forms. Steel, porcelain and hair are embedded in the cubes, sall-
encrusted mutton cloth is sfuck to the cubes, the steel has rusted into the salt and the salf
has crusted onto the steel. This infegration refers to The dudl nature of industrial animals.
They embocdy both the messy, dung-crusted identity of o farm animal and the unit identity
of a meat producing device. The two-part structure is intended to reference these
disparities.

By representing Industrial animals as cubic shapes | am referring 1o thelr indusirial
existences, 1o their mass production and to their reatrment as identical units. | om hoping
to make the industrial nature of thelr lives visible and to question their generally accepted
roles, as well as manifesting them in shapes that | believe more effeciively evoke their
circumstances than the rural Idylls suggested by much supermarket packaging and other
media.
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2.3 Minimal animals

Robert Morris referred to some of his sculptures as "unitary forms” or "simple regular and
rregular polygons” [Morris 1966218}, for example cubes, rectangles and pyramids. Simple
shapes or unitary forms lend themselves well to the reprasentation of both industrial
animals and the assumptions thot are often made about them. Animals in factory farms
and processing plants are referred o as units'. This word could have the effect of making
the animals seem less dlive and therefore unable 1o feel or experience thelr surroundings.
Regarding animals purely as functionagl objects could at best help industial farmers and
workers fo keep an impersonal distance between themsseives and the animals, and af
worst could create working conditions that faciliiate unnecessarily inhumane tregiment of
animals. Sol LeWiltt wrote with regard to the shapes of Minimalist sculpture: " is best that
the basic unit be deliberately uninteresting so that it may more easily become an infrinsic
part of the entire work, using complex basic forms only disrupts the unity of the whole”
[Colpltt 1990:60). Industrial animals look supsriicially identical, for example, chickens in
brofler and battery farms are often oll white and are constrained in identical enclosures.
This uniformity could help to safeguard the funcilioning of the Industrial farming system as it
may discourage polentially disruptive emotions such as fondness, empathy or guilt and
therefore maoke it easier for farmers o regard hundreds of individual chickens as one egyg
producing machine.

Robert Morris fell that essential or reduced shapes did not impiy simplicity of meaning or
experience [(Morrs 1966:218). The cubic shapes of Stock reflect not necessarlly simplified
but definitely the reduced, resticted and repressed lives of Industiial animais. Thelr lives
are simplified in ferms of activity, They cannot fulfill many natural behaviours, for example
walking and preening, due to extreme physicol restricltions. Their lives are aiso

B According fo the Meat Safety Act 2000 [Act no. 40 of 2000] the word "unit” Is g quantity standord for
determining throughput or production of red meai. One unit = one cow, ox, bull or horse: two calves; six sheep
or goats; four small pigs {porkers); two bacon pigs; one sausage pig. (National Department of Agriculture 2009).
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compiicated due to the development of behavioural problems such s tall biting and eye
pecking that are freated with physical muiilations, for example taill chopping ond beak
cauterization. Physical contact with the factory workers is very limited. Feeding and
milking, for example, are done by machines. The animals can be jammed together in
small cages (in the case of battery chickens) or separated from sach other in
immobilizing crates {in the case of pigs). Physical contact with each other is thus either
axtrame or non-existent and ordincry movement impossible, both situations making
natural interactions impossible. Possibilities for these natural interactions are removed from
the animal’s lives as they would complicate the smooth functioning of the production line.

The machine-made perfection of some Minimalist sculpture has been called "cold and
inhumaon” {Mever 1969:244). This manufactured precision and the resultont exclusion of
ariistic marks of making allowed Minimalist artists such as Tony Smith'2 to make objects
that were reduced fo thelr essence or were an idea of an object (Meyer 1969:244}. The
process of reduction to an essence is offen seen as being definitive of Minimaiist art. It was
seen as an attempt to establish the essence of a particular medium, this essence being
the qudlity that made the object art {Colplit 1990 114), Art critic Barbarg Rose believed
that Minimalist artists were “Involved with finding out how little one can do and still make
art” {Rose 1965:35]. Indusirial animals are recuced 1o essential functions, for example,
chickens in battery cages are reduced to their ability to lay eggs. Industrial farmers have
carefully worked out just how little they have to do in order to keep animals dlive long

enough fo produce economically viable quantities of products.

12 Tony Smith's Die (Figure 18} s o six feet square black, steel cube and as such it lacks formal complexity, Various
meanings of the word 'die’, the colour, sealed nature and dimensions of the work encourage the viewer into
interpretations around ideas of death, and the possibility that the sculgture is o surrogate person (Colpitt
1990:67). These ideas would perhaps not have the same propensity for complexity if the literal forrmn of o dead
human body had been sculpied,
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CHAPTER THREE: PRACTICAL PRODUCTION
3.1 Introduction

As mentioned above in Chapter One, telling is one of the ways in which people deal with
fraumatic events, Making art about my experiences of industrial animal farming has been
a way of teling and thus extemnalizing the events, as well as expressing my concermns
about industrial farming. The geometric forms, ordered arrangements and repetition of
forms prevalent in my work not only reference processes and objects al industrial farms
but dlso reference the mental processes | think | have largsly unconsciously used to come
to terms with often chootic and overwhelming feelings.

When making my work | may have a broad interest or topic, in this case | wanted to make
art about industrial animal farming. As part of the process of fulfilling this objective, | follow
series of urges or hunches to make certain kinds of objects. In the case of Sfock, | had an
overwhelming urge 1o make blocks. Other shapes just did not have the same attraction.
All the works | have made since July 2005 are, among other aspects'4, physical
exprassions of my emotiondl state af the Paarl Abatiolr. Visits o other places such as the
Richard Kane Hide and Skin Warehouse and Winelands Pork have dlso engendered similar
feelings. Reference is made o dctual objects such as chicken baltery cages, pig
gestation crates, feeding froughs, processed feed blocks, drains, hooks and killing
compartments, and mechanical, conveyer-belt processes are represenied through the
repetition of form and the arangements of blocks in rows and grids.

Although they bear no ancatomical resemblance to animals | consider some of my
sculptures to be representations of animals. | make physical an idea or perception that |
have of them. They are for me manifestations of "strange beings” that | have

1 These may include processing equipment and processing methods of dead and live animals and animal’s
living condifions.
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"encountered and experienced” {Baker 2000:81} that bear litHe resemblonce to actual
pigs, chickens and cattle. | want to reconstruct and in some way fix these strange beings
in a material form. Animals are abstracted and reduced in factory farms, their identity
changed from animal to production unit. By absiracting and reducing their forms | am
attempting fo make this 'unit-ness’ visible. Just as a pig in o factory farm cannot function
naturally as o pig. my animals don't function in o visual sense as animals. However, | think
the forms | maoke are more akin to the industrial lives and deaths of food animals than
popularly held beliefs about farm animals or advertising imagery of pastoral scenes.

Boker (2000:54] uses the words "fractured”, "fragmented” and "contradictory” to refer o
much current animal imagery. These words apily describe whaot happens to animals in
industrial farming systems, and also how they may be perceived by the people who buy
into these systems, either directly or indirectly. Many humans have become used to
reconciling very disparate images. For example, images of animals are offen used io sell
meat and animals may be porfrayed as an eager victim [naked and smiling}, o fellow
killer fwearing butcher's clothing) or a bibbed and cutleried cannibal {(Baker 1993:174).

These are images in which the animal has essentially ‘gone wrong' in some way. Their
instincts have been perverted, their roles shifted and they have been imbued with human
fraifs such as greed. Baker {2000:64} uses the word "bolching” or "botched” 1o describe
artworks of animals that appear o have ‘gone wrong' but nevertheless still maintain some
semblance of form. According to Baker {2000:98) keeping the idea of form open allows
an imaginative reality out which in turmn allows something else to be recognized that is not
limited by sterecotyped ideas of animals. What | want fo be recognized through my work is
the absurdity, cruelty and pathos of the indusirial animals existence and how this
contrasts with the farm animals depicted in commercial advertising as well as the ideas
we have of these animals from childhood myths such as Old Macdonald's Farm. Their
form therefore reflects circumstance and/or idea rather than aciual physical shape and
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owes more to my imagination and inferpretation than fo the rendering of actual physical
animat form.

100 Units (2008} was made shortly after the visit o the Paarl abattolr. The work took the
form of 100 white stoneware bowls placed in a grid pattem on the floor. The basic form of
each bowl was identical but each was modified In various ways which rendered them
unusable and made reference o processing methods in particular containment,
procduction lines and washing, The work was intended as a memoricl or recognifion of the
100 catile that are killed of this abattolr every day.

ADOOOOT-AB24591 (2006 {Figure 19] consisted of five pieces. All of these pieces contained
multiple coples of various containers, all of which related to washing [basins, sinks, soap
dishes, washing tubs and pouring bowis]. One of the pieces was made exclusively of
cattle hair and the others of white stoneware. Two of the pleces contained objects such
as cattle hair and bone. The theme of washing related directly 1o the sluicing of the
abatfolr floor, the amounis of water used in industrial farming and also 1o the washing
away of guill.

15 No images of this work are gvallable.












attraction versus repulsion make halr a useful component of Stock. Mair [pig or cattle] is
present in most of the works of Sfock and is quite unobitrusive. Individual hairs were affixed
fo the salt using sllicone and in some cases embedded in salt.

Salt is the common material in all the works. In 1912 a Welsh Jungian psychologist Emest
Jones wrote aboul humanity's obsession with salt. He found I both "irational and
subconsciously sexual”, and gave many examples when salf is used in or refers fo customs
relating to fertility, marniage and birth. He felt that salt has for centuries and all over the
world, been endowed with an imporfance far exceeding the value of ils natural
properties. The Greek writer Homer describes 1t as being a "divine substance” (Kurlansky
2003:3), Sait is present in almost oll parts of human and animal bodies and, together with
watter s vitally necessary 1o the nourishment and functioning of cells. It also has many uses
{over 14 000} in the manufacture or as an ingredient of a myriad of products. including
pharmaceuticals, fertilizers and soap {(Kuriansky 20035}, In this regard it is somewhat akin
to the products of indusirial farming. For example, cattle by-products end up in such
diverse products as paint, chewing-gum, car polish and body building drinks {Antoni
2000},

Salt has been used as a food preservative and flavourant by humans for thousands of
years. Prior to refrigeration technology, salt was the principal way in which to preserve
food. It was alse used by the ancient Egyplans to preserve mummies. Perhaps due to its
ability fo preserve, protect against decay and hence fo sustain life, humans have tended
to associate it with longevity, permanence and protection from harm, and its inclusion in
many religious rituals conceming faith and etemnal covenants seems fo attest fo this
{Kurlansky 2003:7). People who eat g predominantly vegetarian diet need mors salt than
those who eat mostly red meatl, When people began cullivating crops and keeping
fivestock about 8000-10 000 vears ago and began eating o more vegetarian, cereal-
dominated diet, procuring sall became a necessity, both to feed their animals {(who
could no longer roam 1o find natural sources of sall} and for themselves, Sait began to
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The glue used cornes in the form of dried flakes. it is derived from the horns and hooves of
caitle, sheep and goails, When mixed with water, the dry flakes dissolve forming a sticky,
gelatinous substance. It is noteworthy that o substance derived from the remains of the
slaughter process is used fo stick the sculplures together, s as though the animal remains
in the glue are reconstifuted into new shapes.

Al the core of most of the sculpiures s g block of polystyrene. In one sense this material is
purely praciical. | needed something light, dense, pierce-able and with ¢ surface that sait
could adhere to. However, the polystyrene can dlso be understood to reference the
unnatural ives of factory farmed animals. This industral, manufactured material [that is
damaging o the environment and presents health risks both to factory workers and
members of the public who use the products!é - rather like the practices and products of
industrial farming)] Is supporting and covered by layers of salt, a seemingly natural and
pure material. This covering up makes reference o the cover-up of the reaqlities of
industrial farming by the farmyard myths promulgated by the media. The myths appear
real and wholesome {like sait) but are only a thin veneer over the much larger actuality of
industrial farming {represented by the polystyrene).

Mutton cloth Is a creamy-coloured, stretchy, loosely woven cotton material, alse known
as stockinette, The name is derived from s orlginal use as a wrapping of frozen meat.
Nowadays it is known for ifs absorbency, sofiness and weft strength and is widely used for
general cleaning, washing and polishing In industry, workshops, garages and the home
{Mutton Cloth 2009). | sogked the mution cloth in o water/glue/salt mixiure before pulling
it down over metal spikes and sometimes packed more salt between the layers. The way |
have placed the mution cloth in layers is infended to reference the stacks of skins at the
Richard Kane Hide and Skin Warehouse.

16 Polystyrene coniains chemical components which are neurctoxic and carcinogenic. It is believed that one of
the components, styrene, quickly contaminates food eaten or drunk from foom containers such as cups
{Polystyrene 2009).
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| have used mild steel round bars, flat bars and square tubing to make cubes and spikes
and grids. These are sometimes embedded into the salt blocks, or as in the case of grids,
stand alone. The steel has rusted considerably and in some sculptures the rust has 'bled’
into the salt creating orange/brown coloured stains that seem to emanate from the
points at which the salt block is plerced by the metal. The round and flat steel bars are
intfended 1o reference the metal bars and slals of holding pens and cages and in this way
rmake reference o methods of immobilization and control. The rusted steel is intentional
and in some cases | speeded up the rusting process by lighfly angle-grinding or sanding
the metal and then soaking it in highly concentrafed salt solutions.,

Porcelain is present in several of the sculptures. Shapes reminiscent of teats or fest-fubes
were slip-cast using high-fire porcelain slip. The word ‘porcelain’ is derived from the French
porcelaine. This word was in turn derived from the lidlion porcellana, also meaning
porceldin, which was so called because the shiny surface of the clay resembiled the
glossy exterior of a cowtrle shell. Apparently some fime in the 120 century, cowrle shells
were referred to as porcellana, a diminutive form of porca, meaning sow. The shells are
said o have been so named due 1o their opening resembiing the vulva of a sow {Onions
1966:697}.

Porcelain is present in two sculptures that directly refer to pigs. it originafed in China in
about AD 900, and has been valued for centuries for its qualities of hardness, tfranslucency
and resonance {in AD 847 the Belling govermor made music on white porcelain bowlsh. In
the late 1700's the English developed bone chinag, by incorporating bone ash into the
original constituents. It was this innovation that allowed the English pottery industry to gain
international importance as producers of industrial porcelain. Porcelain is both associated
with the elife {as recently as 300 years ago in Eurcpe, it was available only 1o the wealihy
nobility}, and although in present times it is still in some ways regarded gs an expensive
and exclusive luxury, it Is also used in the industrial mass production of everyday objects
such as tableware and foilets [Atterbury 1982).
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Animal remains are present in several of the sculptures, These are pig skin, cattle hair,
chicken fegthers and feet, pig feeth and what appear 1o be the external casings of pig
frotters. As mentioned above, most of these are discards from the factory farming process
with the exception of chicken feathers {turned into feed for chickens, cows, pigs and
domestic pets) and chicken feet (sold as human food). The pig skin is actually a very thin
epidermis layer that is scraped off immediaiely after killing to remove the hair. | think that,
as In Marriott's case, my use of these materials is a somewhat redemptive process. In the
case of Scraped {described below), my stitching together of fragments of pigskin was, |
reclize in retrospect, an altempt 1o undo the killing and perhaps ameliorate the tfrauma.
By this | don't mean that | iterally wanted to bring the animal back to life, but rather that i
was o way of processing and dealing with the distressing nature of the material. | found
fetching the skin from the abattolr and washing it upsetting. It was soft, bloody, still warm
and smelt of pork sausages. The delicate iissue-lke fragments seemed poignant and
pathetic. | found the pig trotters amongst the skin remains and the abattoir manager
gave me the pig teeth. The abuattoir manager at the County Fair chicken farm gave me
freshly plucked chicken feathers which alsc had to be washed and dried. | purchased the
chicken feet from a County Fair chicken meat shop in Epping. | got the cattle hair from
cattle tails which the manager of Richard Kane Hide and Skin Warehouse gave 1o me.
The tails are the only port of the catile carcass that are discarded.






environment, but will dissolve rapidly #f wel, and mild steel rusts. Initiclly | wanted {o
prevent the steel from rusting ond tled out severdl rust-preventative products, none of
which really worked. | realise that | was frving to make the steel perfect and able 1o last
forever, In other words, | was trying fo control its inherent tendency to rust and cover up or
disturb natural processes. | also attempted many times 1o make the salt ook smooth and
regimenied, an impossible task, as salt has a wide range of reactions to differing moisture
levels and seldom dries without warping, subsiding or crystallizing in unforeseen ways. | see
in my attempts to conirol materials, an echo of the control exerted over industrial animals.

The cubic shapes of Stock differ from the machine manufactured precision of much
Minimalist sculpture in that they are not perfectly geometric. The nature of salt preciudes
this and | have diso puncluated the cubic forms with protruding objects. This references
the way in which industrial farming forces animals info prescribed shapes {literally and in
terms of use and role), but can never remove the organic nature of these animals. This
was extremely evident at the dairy. The slick, efficient computerized technology used to
run the dairy controlied the lives of the cows 1o a large extent but could not remove the
noise, smell, dung ond mud that seemed to be an inherent part of the farm.
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CONCLUSION

This document and the practical body of work, both entitled Stock, conclude my
exploration of industrial animal farming, which began in July 2005. Stock is the third body
of work which | have made on this topic. Although | found aspects of my investigation info
industrial animal farming to be fraumatic, | continued with my study of this theme. | did
this, not out of some masochistic desire to further traumatize myself, but as an exploration
of systems | perceive to be unnecessarily unjust and cruel for the animals born into these
structures. In this process, | confronted aspects of my own frauma and conflict, and also
reflected on the ways in which industrial farming impacts on human hecalth and the
environment. It was significant fo me how human behaviour is modified both within the
structures of industrial farming and in the use of ifs products. Both the consumer and
producer are manipulated: the consumer through advertising and packaging strategies
which largely deny the animal origins and processes used to make the food, and the
workers at rearing and processing planis. At these factories both the workers and the
animals are short-changed, in the sense that animals are stripped of their animality and
denied instinctive behaviours, and the workers are forced fo become emotionless and
even aggressive in order 1o funclion in often depressing and vicolent environments, As
industrial farming uses considered devices and terminology to objectify living creatures, |
have used artistic strategies such as repetition, arrangement and aesthetics in an attempt
fo reflect the processes, structures, contrasts and conflicts of and engendered by
industrial farming.

Researching the topic and making art about it was a way of dealing with the trauma of
my experiences and my discomfort around this industry. | have outlined similarities and
analogies between some art relating to trauma, the animals and some structures and
processes of industrial animal farming with particular reference to aspecis of the
Minimdlist art movement. Many of the forms and concepts prevalent in the Minimalist art
movement provide effective means to express the minimalised or reduced lives of
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industricl animals and the methods used to process them as well as an evocative means
to present the frauma, damage and cruelty | percelve in these processes, Using simple
forms such as the cube and rectangle, a limited palette and materials that inherently
cairy meaning, | have attempted to express these complexities and intend that through
various visual strategies, the viewer may be encouraged to reflect on these aspects of
industriol animal farming.

During one of the feedback sassions on the practical body of work | was asked "Where is
the hope?" After some thought, | came to redlize that while there are no obvious visual
cues of redemption or franscendence, for me hope resides in the work in the presence
and implied acceptance of ephemerality and the processes of decay. While some
elements of the works {for example polystyrene} will not decay, all the works in thelr
enfireties are fragile and potentially transient. There is for me reossurance in the
acknowledgement that everything chonges. The works perhops convey g sense of
abandonment, of an industry or endeavour that has failed. The emptiness and bleakness
of many sites of abandoned industry reflect the desolate lives of factory farmed animais. |
hope that the systems of industial farming will one day be abandoned and places like
the mausoleum-ike Maltland Abatiolr will become monuments 1o 'how we were back
then'. While this desire is admiltedly somewhat fanciful, it is my sincere hope for people fo
use fewer animal products and for farm animals to be included in animal welfare
legistation. With reduced consumer demand and protected by law, these animals could
then perhaps live, to quote Woolworths "as nature intended”,
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