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ATTACK 
004.1.1 A Self Consistent Language / Merryn Sommerville 

“(There exists a) naïve idea that art is the direct, personal expression of individual emotional 
experience, a translation of personal life into visual terms. Art is almost never that, great art never 
is. The making of art involves a self-consistent language… (It is) neither a sob-story nor a 
confidential whisper.” 

Why Have There Been No Great Women Artists (Linda Nochlin, 1971) 
 

Self consistent language. A practice is bigger 
than any one work, and what I am compelled by 
is the ideas and modalities artists revisit again 
and again. In a word, mine is ambivalence. And 
like any language, it’s the destination within the 
viewer that gives the work its meaning. It’s not 
simply an act of catharsis, though cathartic 
drawing may be.  

It’s crafting our shared understanding and 
attachment of the body’s expression, and 
using that as a surrogate to embed a 
psychological experience. Disconcerting, 
emotional ambivalence, cognitive 
dissonance. To which I return, and refine, and 
revisit. I offer no answers with my work, only a 
growing awareness to social identifiers that 
need to be subverted. 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ATTACK 
004.1.2 Structural ‘unfurling’: building, revealing and 
     interacting with unpredictable processes / Ben Carey 

I’ve been working with a modular synthesiser as an integral part of  my artistic 
practice for the past three or so years. In my music I’m drawn to complexity, self-
sustaining musical processes and the delicate dance between human and machine 
agencies in composition and performance. The more time I spend with modular 
systems, the more I’m interested in the way they make me think, how they challenge 
me to discover music within often unwieldy networks of  electricity – music that 
surprises me upon each listen. Recently, I have been interested in how the process 
of  developing a 'patch' - a unique  signal flow and configuration  of  a modular 
system  - may be viewed as a  compositional process that delimits a  space of  
possibilities to be explored, enacted and subverted in real-time performance.  

To date, a lot of  my live and studio practice I have loosely termed 'improvisation'. 
However, recently I've been grappling with the term when used to describe the work 
that I do. When I perform solo, for the most part I come to the stage without pre-
defined notions of  the shape of  the performance to come. For me, this is a 
fundamental part of  interacting with sound in real-time, mirroring the way in which 
I actually build the patches that I perform on whilst in the studio. However, the act 
of  performing live on a modular raises questions about the notion of  improvisation, 
precisely because of  the decisions that need to be made in advance of  any 
performance.  

A modular system, whilst limited by the modules in the rack, is essentially a blank 
canvas, and my typical studio process is to build my patches slowly and intuitively, 
stacking multiple small decisions about sound, control and modulation one at a 
time, making each decision in response to what the machine gives back to me as 
sound. A patch slowly emerges by moulding the results of  my actions, and those of  
the machine, into a complex network of  contingent processes that is more than the 
sum of  its parts. This form of  instrument building is fundamental to any modular 
practice - as the modular as instrument can't make any sound without at least in part 
pre-defining its signal routing. As a result, I've been thinking of  my modular 
performances as existing as a kind of  dialogue that takes place between composed 
yet unpredictable sound materials/ processes, and the improvised navigation of  
these through time.  
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This approach to performance I've been thinking of  as a kind of  structural 
unfurling that takes place on stage. The work done in advance of  a performance is to 
define some sonic boundaries, some interesting musical processes that I can then 
reveal and interact with in performance. Often, this work is done by engaging with 
the results of  multiple, interlocking processes that control and shape synthesised 
sound, many of  which are as surprising to me as they are to the audience. I'm drawn 
to building unpredictable automated processes, as well as leaving open the 
opportunity for me to intervene at any point in the patch - leaving space for play. 
Having defined these processes, my task as a performer then is to deftly unfurl and 
then to navigate the structure that results from the interactions between these low-
level processes, revealing their inner workings and sometimes redefining them as I 
go. Building an instrument to perform with is therefore inseparable from defining 
the structural potential of  my performance. Instrument building becomes compositional. 

When I'm making music on my modular system, whether in the studio or on stage, 
I'm entangled in a relationship with a complex system of  my own design. These 
systems require time to evolve, the strategies of  automation require back and forth 
between me and the machine, and it's this process that is the most rewarding. For 
me, this is what is most exhilarating about making music this way - ceding some of  
my own control to an unpredictable machine, and the sense of  the unknown. I think 
this might be why I'm drawn to creating unpredictable and complex musical 
structures - I revel in the chance to engage with something I can't always 
predict. Maybe that is improvisation after all. 

Listen below to a recent feedback-driven patch recorded live in the studio on Ben’s 
modular system. 

https://soundcloud.com/ben_carey/crosstalk 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ATTACK 
004.1.3 Stray Pieces / Kraig Grady 

“If	one	has	only	pieces,	then	in	pieces	give.”	-	Goethe	

If	the	universal	goal	of	each	prac55oner	is	to	contribute	to	the	expansion	of	our	art	in	some	small	
degree,	allowing	more	freedom	and	expressiveness	for	those	who	follow,	how	might	we	proceed?	
First	is	the	path	provided	to	us,	what	surrounds	us	in	terms	of	thought	and	prac5ce	where	we	
develop	and	then	master	our	own	take	on	the	culture	in	which	we	find	ourselves.	There	is	an	
assump5on	that	this	will	lead	to	some	type	of	gradual	evolu5onary	progression.	On	the	other	hand,	
we	may	sense	something	missing	and	there	is	a	mo5va5on	to	act	in	a	compensatory	fashion,	as	if	a	
sense	of	balance	demands	it.	ODen	it	is	the	only	refuge	to	escape	the	stagna5on	of	either	a	status	
quo	or	even	an	avant-garde.	It	is	more	or	less	a	conscious	delibera5on.		

If	our	focus	is	more	toward	completeness,	it	leads	us	to	deal	with	our	inner	commune	(borrowed	
from	psychologist	James	Hillman)	where	different	aspects	of	ourselves	demand	an	outlet	or	a	good	
listening.	They	don’t	always	agree	and	perhaps	“theories”	might	provide	more	tools	for	censoring	
than	pathways	toward	mutual	coexistence.	Thus,	we	might	find	many	forces	together,	pushing	and	
pulling	at	each	other.	A	classic	example	might	be	composi5on	and	improvisa5on.	Each	makes	certain	
musical	outcomes	possible.	Others	might	find	there’s	a	tension	between	them,	but	I	think	they	can	
get	along	quite	well.	Neither	benefits	by	omiQng	the	other.	

I	wish	to	foster	an	acceptance	and	recogni5on	of	something	else.	Within	our	communes	are	those	
forces	beyond	our	control.	They	seem	to	influence	and	direct	us	more	than	the	other	way	around.	I	
recognize	them	in	that	they	‘s5ck’.	They	cause	us	to	stop	and	ponder	without	explana5on.	Here	lies	
what	is	oDen	our	experience	of	beauty.	It	is	this	type	of	awakening	that	seems	worth	sharing.	It	is	not	
limited	to	some	type	of	peak	experience	in	that	they	carry	us	and	live	through	us.	It	stands	opposite	
to	that	shallowest	of	goals,	the	desire	to	impress.	

What	we	end	up	doing	is	oDen	less	consciously	determined	than	we	might	portray,	and	it	comes	
from	many	different	sources,	both	internal	and	external.	The	work	of	others,	both	living	or	not,	
provides	a	lineage	to	place	ourselves	within	a	fic5onal	history,	not	in	a	bad	sense,	but	as	a	narra5ve	
that	allows	us	a	unique	place	therein.	Other	sources	can	be	dreams	or	daydreams.	Tuning	theorist	
Erv	Wilson	said	that	art	was	not	possible	without	leisure	5me.	Accidents	are	another	common	
occurrence	that	can	lead	us	in	direc5ons	we	had	not	considered.	Accidents	do	not	rely	on	previous	
work	of	others,	thus	dispelling	the	no5on	that	new	ideas	are	not	possible,	or	everyone’s	work	is	
derived	from	what	already	exists.	Much	can	be	owed	to	what	we	stumble	upon	where	we	recognize	
something	as	embedded	with	an	unforeseen	meaning.	

My	own	commune	could	only	find	a	home	in	Anaphoria	Island,	a	focal	point	where	different	aspects	
of	myself	are	condensed	together.	Where	instead	of	music	crea5ng	a	sense	of	place,	the	space	itself	
is	the	root	of	the	music.	Where	my	interest	in	architecture	is	manifested	in	the	construc5on	of	
musical	instruments.	Where	my	desire	to	share	stories	grows	into	the	myths	of	Anaphoria	Island.	
Even	the	skills	I	learned	in	my	day	job	as	a	scenic	ar5st	in	Hollywood	are	redirected	toward	making	
silent	films	and	shadow	theatre.	Each	of	these	concerns	is	nego5ated	with	other	aspects	of	myself.	
Anaphoria	is	far	from	a	utopia,	but	it	is	where	all	the	pieces	coexist. 

anaphoria.com 
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DECAY-SUSTAIN 
004.2.1 Alternatives that seem to need to exist together / Sonya Holowell 

A reflection on a performance of Jennifer Walshe’s Zusammen i 


ruach - wind/breath/spirit


*****

Late to our only rehearsal, assumption and guesswork were my starting points as I was forced to 
assimilate /osmose the lingering energy of the past, I’ll say, 15 minutes. The stopwatch markings 
were the first thing I noticed on the score, and I felt comfort in their unimposing structural 
guidance. Comfort and a small skip of playful expectation. 

Then I noticed the indication to play white noise against a use of tone. It excited me imagining this 
effect dispersed across /spread through our soup of instruments, made up of strings, brass, wind 
and voice. The instrumental openness /lack of specificity in the score was exciting, freeing me to 
be one (an instrument) myself. 

Late to this party, and having been a little distracted by other work /projects /responsibilities, I 
wasn’t allocated any of the more ‘theatrical’ parts of the ‘character letters’ A through E. Their 
tasks would probably have pushed me a little to the fringe of my comfort range, being ‘theatrical’ 
by my definition, which could have been a step out into some sort of growth opportunity. 
Nevertheless, I embraced the ease of the pillar-role I was set, finding the sense of the challenge 
within it. 

The line between breath and tone was /is a beautiful one. I found the prospect of the blend even 
more interesting /perplexing /curious /exciting. I need to find another word for exciting. 

Tone was manifest more fully in a later section, where notes of some beautiful, poignant chord 
were presented for players to choose from, to play together in homophonic presses. The gaps 
(silences) between these pressed chords provided air for their weight to rebound, disperse, 
resonate, up, outwards, across. Linger, and reflect. Negative space was active, even if just in my 
imagination. 
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I believe that while these chords were being pressed down over and over, shifting ever slightly as 
different notes were chosen from the options, two of the letter characters were beginning to slow 
dance, as instructed. The instructions were not to be dramatic, but to be understated or matter-
of-fact. Dead-pan. The two letter characters chose to play into the ‘awkward teen prom dance’ 
potential, teasing this implication out a little. If it were me leaping out into this radical territory I 
think I would have let the action speak for itself. All the awkwardness, humour, counterpoint value 
and emotional implication it needed was already inherent in the action, I thought. Already loaded 
into it. It was enough, just to be placed into the field. I liked the idea that a more banal, pedestrian 
rendition might encourage more internal laughter (bemusement) as opposed to more LOL blatant 
comedy. This is probably my taste for the implicit coming through. Also by not reinforcing /
privileging /centering humour there emerged a great potential for a stark intimacy in this moment. 
This could be such an effortless yet weighty gesture, being funny, intimate and tender, odd /
uncanny and a striking yet somehow natural counterpoint or ‘melody’ within the work. 

Around a similar time, perhaps even simultaneously, another letter character began to shoot 
imaginary pistols in child-like fantasy fashion, as instructed. And another letter character was 
instructed to dance around in a sort of lilty, drunk-like fashion. I thought the dodging of the 
chance to ham up the drunkenness was a good choice here, as was the choice to keep a straight 
face in the pistol-firing. Again, all the intended ‘theatre’ was already loaded in to these actions and 
they spoke for themselves purely by featuring in the context of the overall work. 

I remember doing nothing while some scenes occurred; scenes offering coherent stories at most, 
or traces /senses of / imbued / emotion, at... least? It was a nothingness that offered more air; an 
opportunity to rest and receive like a member of the audience, while still being seated on stage. In 
these moments, incidental noise like the sound of shuffling footsteps became the track, that 
traced a line connecting each piece of the composition together. 

I chose to write about this work because I have found it to be quite breath-taking. When I think of 
composition in Zusammen i, I think of ‘placement.’ Perfect placement that affirms, balances, 
complements, offsets and surprises. That refreshes, that questions, that gently encourages 
engagement with one’s interior, or reflection on one’s past. And perfect placement that leaves 
enough room for the photographs in this collage to develop, / truth to emerge. 
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DECAY-SUSTAIN 
004.2.2 A Reflection on Three Weeks in Banff: Musical Analysis, and  
     Paying Respect to the Land / Niki Johnson 
 

Banff Centre for Arts and Creativity, Banff, Alberta 23.6.2019 

I recently returned from Ensemble Evolution where I spent three weeks playing music I didn’t consider 
outlandish at the time, but in hindsight, appreciate that it was unquestioned experimentation. I am thankful to 
have been a part of this residency at the Banff Centre for Arts and Creativity, and for the opportunity to work 
with talented professionals and future colleagues from around the world. It was a beautiful space where the 
line between composed contemporary classical music and improvisation became less and less 
distinguishable, a space providing the opportunity to participate in this very blurring of composition and 
improvisation. 
  
Importantly, however, the festival wasn’t just about music. It was also about establishing social 
consciousness, and examining the responsibilities of people in positions of privilege. I am particularly 
reminded of Rania El-Mugammar, a Canadian anti-oppression consultant and liberation educator, who 
opened up conversations on understanding oppression, the responsibility of being an uninvited guest living 
on colonised land, equity vs liberation, racism, and apologies. And also Eduardo Kohn, anthropologist and 
author of How Forests Think, who has done years of field work among the Runa of Ecuador’s Upper 
Amazon. Kohn spoke with us about the Runa’s cultural connection to the forest, forest’s complex systems of 
communication, and how humans and the natural environment are undeniably linked. 

Below is a collection of musical analyses, personal encounters, thoughts on living on colonised land, poetry, 
and further reading, in response to my experience at Banff. 
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PART 1: Contemporary Composition and Improvisation 

Comparison: a table of collected ideas 

Knowledge given to me by some of the great contemporary musicians of our time during my stay in Banff: 
Miranda Cuckson, Reut Regev, Liza Lim, Steven Schick, Mazz Swift, Peter Evans 

�9

Contemporary Composition Improvisation

Composition 
aspect - Miranda Cuckson - Reut Regev

Engaging with composers’ intentions 
filtering their heart and knowledge through 
your own self and expression is a key 
aspect of playing notated music. There is 
an element of how you actually convey 
written information with variants/
spontaneity depending on the composer/
aesthetics/stylistic context.

Can something ever be completely 
improvised? There can be pre-composed 
elements like melodies/chord progressions/
broader structures. There are always 
stylistic influences from a person’s past 
musical experiences that affect the way 
choices are made.

Expression 
of ideas - Liza Lim

Composition is a deep synthesis of multiple 
ideas/concepts/themes presented in a way 
that leaves room for artistic expression, with 
how many liberties taken depending on the 
specific requirements of the composition. 
The layers of the themes provide the layers 
of context for the performer to express 
what’s written.

… improvisation is also a deep synthesis of 
ideas/concepts/themes as everyone is a 
culmination of their context or influences. 
Improvising in different contexts can provide 
a different level of freedom of expression 
while simultaneously requiring respect for 
the stylistic intentions.

Relationship 
with 
audience - Miranda Cuckson - Reut Regev

Appreciation of the feat of taking the time to 
respect and research a composer’s vision 
and to present it with honesty and 
commitment.

Excitement knowing the performer is making 
it up/presenting experimentation in real time.

Process - Steve Schick

Physical time spent unpacking a specific 
thing and coming to understand the 
workings of it deeply. 

… the exact same can be said for the 
process of improvisation but instead of 
analysing a score and the context in which 
the score was written, a person is working 
on their skill of improvisation.

Memory - Steve Schick - Steve Schick

Learning written music from memory is an 
act of recalling specific physical movements 
and sounds accurately in real time when 
performing.

Improvisation is an external representation 
of memory, a way of metabolising things of 
the past for use in the present and future.  
Practising a skill is a way of developing a 
type of memory of action.

Time and 
structure - Mazz Swift, Peter Evans - Mazz Swift, Peter Evans

Often decided in written form pre-
performance.

Real time development of micro and macro-
structures. Things that happen further along 
in the improvisation change how things that 
have already happened are perceived - 
reverse editing. 

https://www.mirandacuckson.com/
https://reutregev.com/
https://lizalimcomposer.com/
https://www.pas.org/about/hall-of-fame/steven-schick
https://www.discogs.com/artist/591361-Mazz-Swift
http://www.peterevanstrumpet.com/
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Conclusion: In composed music there is a responsibility to engage with a composer’s intentions. The 
relationship with pre-prepared material in improvisation (if there is any pre-prepared material) is less strict as 
the improviser is the composer and has the autonomy to do as they wish. Both methods of practice require 
time spent working on craft, the major difference being time spent working on written material versus time 
spent creating the tools for the point of performance. 

Combination: a very quick case study 

Wilfredo ‘my imagination is continuous blocks of sound’ Terazzas  
[Hexagram 57] : a virtuosic work for solo flute combining improvisation and composition. It is a “choose your 
own adventure,” with options to interpret the score as you would like, the structure, and how you would like 
to play certain visual elements.  
 

Conversation: Steve Schick on highly composed contemporary music 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Niki: Sometimes I question why I would spend months learning Omar (vibraphone solo by 
Donatoni) when it takes 14 minutes to perform, and sounds like it could be improvised.

Steve: 5 months will go by regardless, and at the end of the 5 months you will either be able to play 
Omar or not be able to play Omar. Do you plan to play this piece again?

Niki: Yes

Steve: Then 5 months doesn’t seem like a lot in the scheme of a lifetime. 

https://www.youtube.com/watch?v=FKxag0JTv-s
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PART 2: Don’t forget about the earth, and the blood in the dirt… 

It was a privilege to work and learn on the land at Banff, Alberta, but it must be acknowledged that the land 
was stolen, and we were uninvited guests. We were on Treaty 7 territory, comprised of the Stoney Nakoda 
Nations of Wesley, Chiniki and Bear’s paw; three Nations of the Blackfoot Confederacy; and the Tsuu T’ina of 
the Dene people. Treaty 7 territory is also shared with the Métis Nation of Alberta, Region III. I acknowledge 
the Indigenous communities that have lived here before us, and who have respected the land so we can be 
here today.   

I wish to acknowledge the custodians of the land upon which I live and work in Sydney/Australia; this land, 
the Gadigal people of the Eora nation and their Elders past, present and emerging. I acknowledge and 
respect their continuing culture and the contribution they make to the life of this city and this region. 
Sovereignty has never been ceded. 

We are always here in a context. Music is played in the context of the physical space in which it’s performed, 
and the context of the life lived before and during performance; the context of the land that we are standing 
on, and what has happened in the past for us to be here. How do we pay respects to the land that would 
likely be living in a healthier harmony if we were not present? How do we pay respects to the humans before 
us who did not abuse the land but lived in harmony with it, who had a respect and a knowledge that allowed 
a peaceful and remarkable coexistence? A relationship with the land which, for many people today, has 
almost been completely lost by the blood spilt by my ancestors? How to pay a true respect to the elders of 
the past, present, and future generations I still am not quite sure. I hope to learn how to respect the land, 
learn from those from whom we stole, and help rectify an irreparable damage. 

 

On the way up the mountain from Lake Louise, Banff, Alberta 29.6.2019 
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July 2019 

Deep, Rooted Soil  

To let go of the cold angels 
Is to leave melted ice 
And space for fresh grass 
And deep, rooted soil 

Strong Tendrils 
Cannot be spoiled easily 
So do not be hasty to cut 
The ancient tree, 

For it has grown to be 
A mother of the forest 
And in a deep earth 
It speaks with other trees 

With knowledge and strength 
Like lines of electricity beneath the surface 
They keep each other well 
And they speak to good health in the earth 

It is time we learnt how to grow 
By listening to the trees 

- Niki Johnson  

PART 3: Reading List  

New Poets of Native Nations, Heid Erdich The Secret Life Of Trees, Colin Tudge 

Canadian Poetry, Heid Erdich How They Live and Why They Matter, Colin Tudge

A Power Stronger Than Itself, George Lewis How Forests Think, Eduado Kohn 

The AACM and American Experimental Music, 

George Lewis

Toward an Anthropology Beyond the Human, 

Eduardo Kohn

Staying with the Trouble, Donna Haraway A list of Indigenous Australian Poetry Compilations

Making Kin in the Chthulucene, Donna Haraway
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https://www.amazon.com/gp/product/1555978096/ref=ppx_od_dt_b_asin_title_s00?ie=UTF8&psc=1
https://www.booktopia.com.au/secret-life-of-trees-the-colin-tudge/prod9780141012933.html
https://www.booktopia.com.au/secret-life-of-trees-the-colin-tudge/prod9780141012933.html
https://www.booktopia.com.au/a-power-stronger-than-itself-george-e-lewis/prod9780226476964.html
https://www.booktopia.com.au/how-forests-think-eduardo-kohn/prod9780520276116.html
https://www.booktopia.com.au/a-power-stronger-than-itself-george-e-lewis/prod9780226476964.html
https://www.booktopia.com.au/how-forests-think-eduardo-kohn/prod9780520276116.html
https://www.booktopia.com.au/staying-with-the-trouble-donna-j-haraway/prod9780822362241.html
https://www.readings.com.au/collection/indigenous-australian-poetry
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DECAY-SUSTAIN 
004.2.3 Cont. Score Project; Questioning Utopias / James Hazel 

i.      Pre-exhibition  

Cont.  Score  Project  is an assemblage of hastily written  scores, and collected sound 
objects - mainly those of the sound contributions from the public. Repositioning the 
sacred ontological status of the music score, and following the practice of fluxus 
bricolage, which emphasises the “not-well-made” or “almost-made,” these 
handwritten  scores installed in various Sydney suburbs  offer instructions to perform 1

everyday sonic activities (singing, laughing, beatboxing) which, in turn, coax 
serendipitous contributions from the public through a website accessed via smart 
phones.  

 
 

 
 

 suburbs included: Ashfield, Eastwood, Circular Quay, Erskineville, Kings Cross, Newtown, Parramatta, Redfern & Summer Hill 1
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Cont. Score calls into question utopic ideas (including my own failures 
in this context) about democratising art for a *stable* public (whatever 
that means) and the tensions that arise between two agendas that 
dominated the work at different stages and which only occurred to me 
post-exhibition: i.e. earnest aspirations for creating collective works 
vs. the commodification of public data within neo-liberal cultural 
spheres. The juxtaposition of an internet portal comprised of 
evocative language, minimalist pastel colour schemes and beautiful 
fonts, (redolent of a deceptive new-age/neo-liberal/entrepreneurial/
start-ups) against my nasty handwriting quietly intervening in 
everyday life iterates this dissonance. Can a democratic agenda 
within art serve beyond CV fodder or metric collection? It appears 
difficult, when participatory works seems to emerge from models of 
democracy which resemble the quiet, white, and pristine worlds of 
people who have spent far too long in *good* company in galleries 
and performance spaces. In that agreeable space, it is convenient to 
neglect that democratic processes are ugly, reactionary/not-politically-
correct/angry/paranoid/absurd.  
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ii. Post-exhibition 

After two weeks of installing and collecting recordings, I exhibited the final product at the 
community gallery space 107 to mixed reception. This was comprised of the original scores, 
an accountant archive book of date/times recordings that were contributed, and an ipad and 

headphones for listening to the original public recordings. 	

I set up the participatory website on the ipad, however, the contributions from the public in 
this space were totally different from the ones in the public spaces, much more controlled 

and polite. People appeared to feel comfortable and included, and despite the curated 
environment the sonic outcome was nonetheless pretty interesting. This gallery space 

seemed to professionally frame and compensate for my poorly written scores, whereas the 
scores in public were torn down, instructions were subverted e.g. through swearing, perhaps 

highlighting the disingenuousness between the finished website portal and paper scores.  
Art democracy in action? 
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The public who viewed the work in the gallery weren’t necessarily the public involved in the 
initial process. Because gallery spaces afford participation and ways of moving through for a 

particular type of the culturally capitalised! There is some consolation that a community 
gallery perhaps has less pretence and is more socially inclusive than some commercial ones. 

Above all else, ‘Cont. score’ privileges process and documentation, permitting the space to 
reflect on the conceptual direction of the work and the hermeneutic outcome, whereas a 
finished, absolute artefact would not. From an experimental process discoveries emerge 

about the work, which could not exist before it was constructed. This is ultimately reflected in 
the recorded materials, whereby I abstained from the autocratic process of arranging, or 
composing i.e. rendering the participants’ voices within a social practice, instead, aligning 

myself with the messiness of the original public contributions. These recordings are instead 
enmeshed, smashed, and smeared on one another, just as the messiness of social relations 
is smashed and smeared, unruly and welcomingly disgusting. And above all: fucking noisy. 

 2

 Photographs of Cont. Score Exhibition by Tina Stefanou 2
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DECAY-SUSTAIN 
004.2.4 Four excerpts from the liner notes of a soon-to-be-recorded  
     album / Sam Gill 

In August 2014, I returned home from eight months of travelling in Europe with an idea for 
a new band that I later called ‘Scattered’. To get things started quickly, I booked a gig in 
September, setting myself the challenge of writing a set of music, assembling and 
rehearsing the band within the space of one month. 

It’s now July 2019, and I’ve just arrived back from a second trip to Europe (only three 
weeks this time.) In an unplanned refrain, I’m returning a month ahead of Scattered 
entering the studio to record our debut album. 

We’ll be recording some of the music I wrote back in 2014 that has since gone through 
many amendments/expansions/reductions/etc. I’ve been thinking a lot about how and why 
the music has changed so much over the last five years, and how the group’s sound has 
benefited from allowing the compositions to be flexible and open to change rather than 
being considered fixed, completed works. 

[…] 

I’m trying to recall what my ideas were for the band in August 2014. The main things I can 
remember are: 

• an approach that drew influence from jazz, free improvisation & contemporary 
chamber music.

• no drum kit (small percussion has been played by everyone in the group since 2016, 
as an AACM-inspired textural component of the music (as opposed to, say, a 
groovy shaker.)

• a five-piece instrumentation that could be broken down into multiple sub-sections, 
e.g.

o winds – sax, clarinet, accordion

o strings – guitar, bass

o chordal instruments – accordion, guitar (+ sax & clarinet multiphonics? + bass   

double/triple stops?)

• setting up contexts for multiple musical ideas to be occurring simultaneously, e.g.
o some people playing fully notated material, while the others improvise in a  

way that does not reference/interact with the notated material
o some people improvising explicitly “in time,” while others improvise in an 

excessively rubato style

•  using harmony that has a sense of expanding outwards, as opposed to the feeling 

of collapsing inwards that I get when I hear traditional jazz-based uses of 
dissonance in the context of functional or modal harmony. 
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That last point deserves some unpacking, because it’s become the main idea behind all of 
the pitch-based elements of my music since 2014. I don’t want to go into technical 
specifics, but I first heard dissonance used in that expanding-out way when I saw pianist 
Elias Stemeseder improvising in Berlin.1 It immediately struck me as totally beautiful and 
mysterious (like a sonic equivalent of defying gravity), and I’ve been trying to find ways of 
generating that feeling in my own music ever since.  3

Draft of harmonic material and rhythmic flow from Linger (2017).

I’d say that only one piece I wrote in 2014, Scattered  &  Room  to  Move, approached that 

harmonic feeling. It didn’t quite get there though, because giving myself one month to 
write the set obviously limited how much time I could spend experimenting with my 
harmonic approach. Luckily, I’ve had a lot of time to revise and expand the piece since 
then, and I think the version we play now achieves what I was originally aiming for.

[…] 

I’ve alluded to this already, but just to be clear: choosing to write, rehearse and perform a 
set of music within the space of a month was very (read: too) ambitious. 

I’m talking about composing for a group of improvisers by the way, so I wasn’t aiming for 
50 minutes of fully notated music. My writing at the time featured passages of semi-
notated material within long-form structural frameworks, so I spent a lot of time working 
out how I wanted the improvised and composed elements to interact. In particular, I didn’t 
want to fall back on any cliché head-solo-head macro forms. 

It was confronting, then, when a piece that I was writing called Lygra turned out to clearly 

work as a head-solo-head structure. This brought up a lot of questions: 

1.  Is this actually the form I want this piece to have? 
2.  Or am I settling on this form because the gig is next week? 
3.  Could I re-arrange what I’ve written so far into a different form? 
4.  Why am I so averse to head-solo-head anyway? 

It was a jazz crisis. 

1 I’ve since been similarly struck by harmony in the music of Morton Feldman, Kate Gentile, Bryn Harrison,    
  Matt Mitchell & Tyshawn Sorey. It’s exciting that, as far as I can tell, none of them generate that sense of  
  expanding outwards in the same way. 
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Anyway, we played the head-solo-head version on the gig, and I was happy with the 
performance because the people playing that night (Luke Sweeting, Dave Rodriguez, Mary 
Rapp & Max Alduca) are all great improvisers. After some post-gig reflection though, I 
decided that the answers to my earlier questions were: 

1. No. 
2. Yes. 
3. Yes. 
4. Too long for zine/fictional(?) liner notes. 

The process of re-writing and arranging took about a year. In short, what was originally a 
fully notated melody played at the beginning and ending, with a modal group improvisation 
in the middle, became a deconstructed series of melodic fragments serving as landmarks 
to signal moments of change within a sequence of small-group improvisations. I also 
changed some of the notated harmony to explore more of that expanding-out sound. 

Draft of formal structure & cueing system for Lygra (2016 version.) 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This whole rewriting process was triggered by what I saw as a disconnect between the 
material and the form, and having now made the revisions I’ve described, I feel that the 
form grows out of the material in a much more organic way. I also think it’s just a more 
fun piece to play now... hopefully the others in the band agree. 

[…] 

By the way, Lygra is the name of an island on the coast of Norway, about an hour north of 
Bergen. I spent three weeks there in 2014 working on an organic farm. During that period, 
I was reading a book about memory techniques from different cultures around the world, 
including some that use the performance of songs to tell stories i.e. evoke memories. I 
wrote Lygra with that purpose in mind – to encode my experience of being there in music. 

The three weeks I spent there were an important period of self-reflection and 
transformation; it’s fitting then that the piece itself has gone through significant 
transformations over the course of its life.  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RELEASE 
004.3.1 Action/attention studies. / Ida Lawrence 

Recently, I visited my cousin and her three-week old baby. I sat with her and the newborn on the daybed in 
her parents’ living room, along with a visiting aunty, another cousin, and a stack of  nieces and nephews. My 
cousin’s mother (my aunty) joined us and while the rest of  us chatted (well, except the baby), she gathered her 
first grandchild in her arms then gently laid the napping baby on a soft, faded batik sarong beside me.  

Reaching for a corner of  the sarong, stretching it out and up and then across her grandchild’s 
chest. Weighty rolling and enfolding, tucking the fabric’s corner underneath. Deliberate fingers 
moving and manoeuvring small bumps beneath the fabric, massaging tiny arms into two straight 
lines. Smoothing and soothing. Adjusting and gathering. Tying and kneading. Folding and 
wrapping both baby and textile into the same taut little bundle.  

I’ve wrapped babies before, and seen how many other people swaddle their little ones, but there I was 
mesmerised by the length of  my aunty’s process and the slowness, precision, tenderness and calmness of  her 
movements. This was not the first time I had been struck by an ordinary, daily activity performed with this 
level of  care and focus. I have often admired other people’s considered arranging of  flavours and shapes on a 
plate; measured divisions of  ingredients up and along a cutting board; meticulous wrapping and taping of  
patterned papers around gifts for loved ones.  

My approach to daily doings, to my own ordinary activities, is probably in more of  a slap-dash-fling-the-food-
in-a-bowl-and-chuck-the-clothes-in-the-drawer-and-throw-the-kid-in-a-swaddle kind of  way. I had ‘reasoned’ 
this was because I had other creative outlets where I put my energies into artfulness, thoughtfulness and 
carefulness – but perhaps this division is problematic.  

Since watching my aunty wrapping her grandchild that time, I have tried to be more attentive, care-full and 
calm in how I move through the day:  

Action/attention studies.  
i. Making the bed.  
ii. Folding clothes I. 
iii. Presenting food.  
iv. Folding clothes II.  
video, 14 minutes 52 seconds  
https://youtu.be/bKqv_8nUyFY  
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RELEASE 
004.3.2 Shapes of Space: reconstructing the Venice Biennale 2019 / Elia Bosshard 

I attended the Venice Biennale May You Live in Interesting Times on 6th and 7th June. 
These plan sketches are an approximate recording of my memory of the experience, utilising the 
information I can recall of the exhibition layout, spatial relationships and my walking path.

OBSERVATIONS OF MY SPATIAL MEMORY:
- Most spaces are remembered as being larger than they really are.
- The sizes of the rooms represent a temporal hierarchy, i.e. the largest rooms sketched are scaled up 

from their actual dimensions, in accordance with me spending the most time in these places.
- Places that were important or impactful are also represented as the largest spaces.
- Definitive spatial cues are aids in providing a more detailed memory of the experience: entry/exit 

points; entering/exiting rooms via the same route; dramatic transitions in environment, especially 
lighting states; movement- kinetic or film works; stairs or spaces that demand extra effort of 
movement; the beginning and the end of the overall event.

- My memory of art works was aided by spatial segmentation, that is, experiencing works in intervals, 
e.g. each country pavilion is one interval, with a notable ‘break’ when moving to a new building.

- It is easier to recall spaces horizontally than vertically. 
- The inside of buildings (the space navigated) is more memorable than its exterior facade. 
- It is difficult to comprehend the complex, architectural relationships of the galleries without the aid 

of a plan.
- Straight paths are forgotten or confused more quickly in memory than paths with complex 

directions. I believe this is due to having a physically, effortful relationship with space.

Counter-intuitively, when designing exhibition layouts, is spatial-fluidity actually a hindrance to our ability 
to remember an experience?
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ADSR Zine
[attack, decay, sustain, release]

ADSR Zine is an online platform established in November 2018 by Elia Bosshard, James 
Hazel and Sonya Holowell. It is a bi-monthly publication that features writing from 
contributors who are, or who work with contemporary practising artists. We value the 
process of reflection, translation, interpretation, critical response and active engagement 
with Australian art and performance.
 
We believe that the artist is not only an expert in their field, but offers an important voice 
beyond the scope of their primary discipline. Artists are welcomed to move beyond this 
scope to embrace naivety, presenting the sweep, the details, or a combination of both.  
 
As a magazine with a strong interdisciplinary focus, the online format allows for the 
delivery of written, sonic and visual resources to present, support and facilitate discourse 
between practising artists.

WHAT WE DO
 
ADSR Zine offers a 3-part conceptual scaffold that is designed to evoke experimental and 
non-formalist approaches to responsive writing and media within a contemporary arts and 
performance context.

OUR POINT OF DEPARTURE

ADSR Zine is a platform for discourse that encourages experimental approaches to 
discussing visual, performative and sound art. Functioning from an ‘art begets art’ premise, 
we offer contributors significant creative license.
We are influenced by the wave of 70’s and 80’s experimental music and art publications 
( NMA, Sounds Australia) which were platforms for creative and innovative solutions to 
writing and conceptualising experimental work.

TEAM

Editors = James Hazel, Sonya Holowell, Elia Bosshard
Cover art, zine & website design = Elia Bosshard

http://www.rainerlinz.net/NMA/
http://www.rainerlinz.net/NMA/



