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ATTACK 
005.1.1 Reoccurring Questions Around Space / Elia Bosshard 

Recently I constructed an artist statement for an application. A statement is a serious 
consideration, being a pillar to all actions and decisions in one’s practice until that moment. Most 
concerning is that it juxtaposes the fluidity of practice, and while can seem true during its 
construction and release, in a short time is likely to no longer be accurate.  

It is necessary for me to consider this as simply an action within the context of my daily practice. 
There is no knowing what parts, if any, will endure.  

To counter-balance the singularity of a statement and move forward with the openness to rebel 
against my own constructed parameters, I have collated questions and an exercise that are 
ongoing in my practice. 

Artist Statement 30.9.19 

Elia Bosshard’s art practice, conceived through site-specific installation, sculpture and 
scenography, is an inquiry into our perception of constructed environments and our physical 
relationship with them. Architectural keystones- doorways, stairs, walls, paths, form our daily 
interactions with space. How we interpret the world is inextricably linked to such framing 
devices. Yet often our relationship to these intrinsic shapes or structures is felt rather than seen. 

“Spatial Aphorism” is a concept at the centre of Elia’s work, where “space” is an open area to 
frame or fill, and “aphorism” is a concise statement intended to express a general truth. 

Humans are limited to facing a single direction in a three-dimensional environment, so it is 
impossible to perceive a whole place at once. Elia aims to reveal the dynamics and details of 
navigating space by redirecting our gaze through imposed installations. Her work proposes a 
series of interruptions that offset intuitive paths in a space, making us aware of our sensory 
peripheries and perception, forming alternative relationships to space. 

Utilitarian materials such as plastic, steel, concrete and thread define Elia’s minimalist aesthetic. 
Following lengthy conceptual and structural planning, the making of her installations is prone 
to human error through repetitive process, emphasising the presence of organic detail in 
impassive structures. Her method parallels her concept of spatial interaction, where humans 
and nature are organic occurrences within constructed frameworks, and are ongoing activations 
of space. 

Through her art practice, Elia aims to create works that offer a pathway to appreciate exisiting 
environments, and recognise potential effects of altered structures on our everyday, spatial 
relationships. 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Objective Properties of space (no space is neutral) 

What is the shape of this space? 
Is it complex or simple - what shapes make it up? 
Is it constructed or naturally formed? 
What actions are performed in this space? Are they repetitive, random, social, isolated? 
Is it inside or outside? 
What are the lighting conditions? Natural or artificial light? Its source? 
What is my first impression of the space? 
What is the first aspect I notice when I enter? 
How do I enter the space, and consequently, how do I leave? 
How many people can enter and leave simultaneously? 
What are the dimensions, are they uniform? What is its size in proportion to me? 
How long does it take me to walk across the space, the length, the perimeter? 
What objects are in the space, what is their function? 
What are the defining features of this space? 
Is this space a place? What place could it be? 
Is performance a function of this space? 
What are the audience sight lines? 
What is aesthetic? Colour, texture, material? 
Is the space comprehensible as a whole or in parts? 
How does this space make me feel? 

“The purpose of a model is to explain the emergence of the more abstract from the more 
concrete. In short, a model is explanatory of abstraction and not of concreteness.” 

The Essence of Architectural Space, Siah Armajani. Domus no. 274 (February 1991)


EXERCISE: Transforming place to space, in order to create a new place 

RE -arrange, -new, -work, -do, -make, -look, -invigorate, -use, -direct, -position, -purpose 

Rearrange the furniture in a room you inhabit daily.  
(E.g. the bedroom, living room, artist studio or office) 

Step 1   Draw the shape of the room as a floor plan. Draw the furniture/large objects in their 
current positions on the plan, as close to their relative size as possible. 

Step 2   Draw the floor plan again, this time with the furniture arranged differently. Draw many 
possible configurations. 

Step 3   Pull all the furniture away from the walls or away from their current positions. For central 
items in the room, rotate that item away from its usual position. 

Step 4   Assess the space created (or crowded). Choose a plan that works best and move furniture 
into its new position. 
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ATTACK 
005.1.2 Big  
     Mysterious  
     Intangible  / Ellen Kirkwood 

Sometimes I go for long drives on my own. Pick a direction by known roads, or maybe head for a 
place I know but look out for a turn off that goes somewhere unknown, preferably into an 
unpopulated area. I don’t do this as often now because with the threat of climate change I am 
feeling less and less like I can justify the flippant burning of petrol for the purposes of adventure. 
I’m a bit sad about that but I reckon I’ll find other ways to scratch the itch.  

I’ve said to people that I know I’ve had a successful “splore” when I’ve a) had to turn on all-wheel 
drive and b) felt a little bit scared. Often I’ll end up in a beautiful, remote place with a view. I’ll stand 
there staring out, looking at details with my binoculars (if I’ve remembered them), taking photos, 
breathing deeply. The aloneness and stillness is soothing and mind-clearing, however there are 
times when a bit of fear at being utterly alone in the wilderness creeps in. But that really just makes 
the whole experience better. 

Sometimes what is causing this beckoning unease is not so obvious. One of the strongest 
examples I can remember is a trip to the Warrumbungles. On this visit I was staying out of town 
with my Dad and his wife (not my mum) but had taken myself on a small solo “splore” drive. No dirt 
roads were involved, and as a reasonably well-known national park in late Autumn there were a 
few other people around but not many. I drove up to the big Observatory in the afternoon, and went 

to the lookout to get a 
nice view of the 
distinctive hills and 
rock formations of the 
Warrumbungles. I 
took photos and 
stared a while, 
probably took lots of 
nice deep breaths 
and felt some deep 
bodily relaxation. 
Something that I 
became a bit fixated 
on, as the sun got 
lower, was the West. 
In my field of vision, 
to the right of the 
Warrumbungles, 
further (much further) 
away, hazy, sunset-
drenched, was 
endlessness. 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I watched for a little while and then drove to another spot. This time it was a lookout through a few 
hundred metres of bush thinned out by a fire in the last year or so. The view was fairly similar but 
lower down, with burnt-gum silhouettes in the sinking sun, which was now blazing right on the 
horizon. I looked out to the West again and felt the same sense of infinite, tantalising and faintly 
terrifying space, and also felt very drawn to it – to go in that direction and find what’s out there and 
feel incredibly small. I also started feeling that I shouldn’t be there. I don’t know whether that could 
be explained by the aloneness (and by this time nobody else was around, aside from the 
occasional car out on the road) and the growing darkness, or whether there was more to my sense 
of unease that I can’t explain. 

. . . . . . 

I’m a composer, as well as an improviser. Emotion and description are very important to me in 
conceiving ideas for pieces and during performances. There is a strong parallel between my 
music-creating processes, and these “sploring” experiences. The aspects of searching and 
reaching for things to take in, and “leaning in” to discomfort, or any other extreme emotion for that 
matter, are essential for both, for me. In music, however, particularly when composing, there is a 
“place” these things can get me to. It’s kind of this hyper-aware state where I’m often able to 
translate what I’m experiencing into music. It forms in my imagination and it’s my job to bring it into 
reality, maybe by singing or figuring the idea out on a keyboard if one is handy, to figure out what it 
is I’m hearing. From there, it’s usually a case of “riding the wave” however there are times when I 
come back to the spark of the idea months later and am able to get back into the feeling. 
Sometimes it takes me by surprise; something will suddenly spring to mind and I have to drop what 
I’m doing to record it somehow. Many talk about the “flow state” and this is probably just my 
version of that.  
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In both types of exploring, let’s call them, say, expeditional and emotional, I am seeking out a 
“state” or “place” of being where I am moved, or brought to some intense mental and sometimes 
also bodily rapture, or buzzing, of sorts. There’s something sort of...spiritual about all of this.  
  
The concept of spirituality is a weird one for me. Despite being brought up in a Christian family, I 
don’t consider myself religious anymore. If anyone asks, I tell them I’m agnostic. My position is – 
we’re tiny organisms in a vast universe. We’ve gained a lot of knowledge and achieved many 
astonishing things, but there is so much we don’t know. I feel it’s downright arrogant to assume we 
have the answers and, coupled with thoughts about climate change which are so present for me 
lately, we clearly have a lot of learning and changing to do. Maybe there’s a god, or some sort of 
omnipotent being, or maybe science is a god of sorts. Maybe there are aliens (I reckon there’s a 
pretty high chance of that actually, but who knows?). There’s a lot of weird stuff we can’t explain. 
Probably a lot of it can be explained by science but… really, who REALLY knows? 
  
For me, spirituality isn’t connected to religion (at least, not in the broadly accepted definition of 
religion); it’s more like, a connection with a big mysterious intangible. Things that are scary and 
unknown and make you feel small, like a helpless leaf blowing in a gale. Things that knock you 
about and take you out of your comfort zone and have a profound effect on you. And for me, many 
times, the state of being close to this big mysterious intangible has opened my mind to new 
musical ideas that unfurled almost with a life of their own, into some of my favourite pieces that I’ve 
written.  
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DECAY-SUSTAIN 
005.2.1 just . drop . into . that / Ira Ferris 
     (with wisdom of Lux Eterna) 

I have always felt that the key value of art is in its capacity to slow us down, to 
change our frequency. Art historian Mieke Bal  affirms it when she states:  1

“You can’t have art without time.”  

+ 

“Art is always a durational experience.”  

She speaks of “being with art” from the perspective of the receiver but time 
is (of course) equally important from the perspective of the maker. Australian 
artist Lux Eterna recently told me: 

“I've realized that one of the main ingredients I work with is time 
and I'm starting to understand the depth of long-term, the long 
durational. And by long durational, I'm not thinking as in 14 hours, 
but could be 14 years. I'm really interested in, you know, the years of 
blood, sweat and tears that might go into everything.” 

I ask her if what she is referring to is patience - in terms of not rushing, 
practicing duration by letting things happen in their own time? 

“Yeah. Yeah. I'm opening up to that,” she tells me. ”In my 
frustration, I found myself thinking: ‘This could have happened ten 
years ago. Why didn't it?’ But then I realised: ‘Hang on, Lux. This is 
your journey. This is how you need to move through life and just 
accept it and see if you can find the gold in that vast expanse, on the 
way. I am gradually coming to acceptance that my work, which is 
kind of meant to be slow paced and silent and still, should come from 
those durational places in my life and acceptance of those 
places.” 

�  See chapter by Mieke Bal in The Transhistorical Museum: Mapping the Field 
1
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I think of these durational places as ‘in-between’ spaces, the liminal 
moments in our practice when one idea is completed but the new one is yet to 
be born. The periods when we slow down and take time. The periods we 
tend to dread, be embarrassed of, and try to get out of as soon as possible. 
But what if it is here that most of the work actually gets done?  

“It used to be quite a struggle to be in these places, because you’d 
finish a project and then there’s nothing. You pass out for like two, 
three, four weeks and you're like, what's next? What am I gonna do? 
And you feel like you have lost identity when you are not producing 
or creating. But I have come to realise that in this deafly 
darkness of nothingness something gets reborn. My 
friend Alex calls it “the fertile void”. You have to just give in to that 
emptiness, that darkness, the nothingness and the next you know, 
the genesis for the next idea will emerge and it will emerge quite 
gracefully. It doesn't have to be like this aha moment. It can be quite 
gentle and gradual. Subtle.” 

 

Short snippets from podcast with Lux Eterna can be listened to on Artemis Projects soundcloud 
https://soundcloud.com/artemis-projects  

Few days after speaking to Lux, I listen to Krista Tippet’s On Being podcast 
with Imani Perry  where they touch upon the myth that revolutions are these 2

single, isolated events, which dismisses the fact that the marches come as an 
accumulation of the years of hard, slow work. As Tippet says: “We don’t the 
tell story of the long arc.” I draw an analogy between this and the art practice, 
which we also romanticise as something contained in the process of making, 
failing to acknowledge the months of invisible introspective labour (invisible 
not only to others but to us as well) that eventually generates this studio work. 
We miss to recognise that it is in those dreadful ‘in-between’ spaces of ‘doing 
nothing’ that the stuff actually boils and percolates.   

  See: https://onbeing.org/programs/imani-perry-more-beautiful/, around 37’
2
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Ex-Yugoslavian conceptual artist Mladen Stilinović praised laziness  as an 3

essential element of artistic practice. Art without laziness is impossible, by his 
rhetoric, because it is precisely in the moments of laziness, of coming to halt, 
that the making takes place. Because, in these moments of “staring at nothing, 
non-activity” we empty ourselves and clear the terrain for the new ideas to 
come, for the mind to start creating again.  

One of Lux’s favourite quotes comes from Daoist philosophy and says: ‘If you 
want to become full, let yourself be empty. If you want to be reborn, let 
yourself die.’  

“For me,” Lux explains, ”That's all about the cycles of life; not only 
the cycles from birth to death but also the cycle of life from night to 
day. Just kind of clearing the channels regularly so you can be a 
vessel.” 

The metaphor of clearing the old to create space for the new (the metaphor of 
decay and renewal) is something I explored a couple of years ago when 
working on an exhibition with artist Marine Coutroutsios who at the time felt 
lost in her practice. We booked the exhibition space months ahead and by the 
time we were about to start working on the exhibition we were faced with the 
need to cancel - Marine felt she had nothing to say. I suggested we keep going 
and make a work out of that. What seemed important was to treat this place of 
‘nothing to say’ as a place of value, a place of production. So, we decided to sit 
with it, explore it, and work with it. We kept meeting and talking and reading, 
and one of the thoughts that resonated with us both at the time was Rebecca 
Solnit’s:  

“Creation is always in the dark because you can only do the work of 
making by not quite knowing what you're doing, by walking 
into darkness, not staying in the light. Ideas emerge from edges and 
shadows to arrive in the light, and though that's where they may be 
seen by others, that's not where they're born.”  4

 See: http://monumenttotransformation.org/atlas-of-transformation/html/l/laziness/in-praise-of-laziness-mladen-stilinovic.html 3

 See Rebecca Solnit, Hope in the Dark 4
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Drawing by Marine Coutroutsios in response to decay and renewal, 2017 

It is in these places of darkness, of ‘the fertile void’ that the ideas are actually 
growing, incubating. The making continues, though it might not feel like that at 
all. You might be journeying towards an unknown destination but you are 
moving towards something nevertheless. You are not wasting time. You are 
working with time. 

The fact is that as an artist (for better or for worst) you never really stop 
making – you don’t switch on and off. The laziness that Stilinovic speaks of is 
more like a “creative holiday” - a time empty of material or administrative 
production and freed for mental production. Rosanne Cash was recently asked 
if she always writes songs to which she replied: “I don’t always write, but I'm 
always a writer.”  5

So rather than feeling stuck, feeling agony, panicking and apologising for these 
‘in-between’ spaces just drop into them. Give your ideas some time to fertilise, 
grow, percolate, and land. These ‘in-between’ moments are the bone of your 
practice; the end points are just the punctuation marks, but it is the sentence 
that makes the story. The punctuation just breaks it up into a staccato-like 
structure, creating an illusion of beginning and stopping, but the story itself 
flows and pours through. The ‘muse suddenly hits’ only because you have 
actually been working hard, incubating. You made it happen by emptying 
yourself, cultivating the ground, planting some seeds, and waiting for them to 
grow. You worked with time. 

  Hear it here: https://brokenrecordpodcast.com/episode-5
5
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Still frame from AURA NOX ANIMA by Lux Eterna, a short butoh and bodyweather inspired film shot in the dunes of 

Anna Bay, Port Stephens. This film, in which Lux embraces decay as a pathway to something foreign and new, is now 

screening on DANCECINEMA.ORG with the full podcast interview with Lux.  

Full interview with Lux Eterna, recorded for Dance Cinema in relation to her short dance video 
Aura Nox Anima:  
https://soundcloud.com/artemis-projects/dance-cinema-lux-eterna 

Short interview snippets related to this text, collaged with the sound of Trevor Brown:  
https://soundcloud.com/artemis-projects/adsr-zine-no5-just-drop-into-that 

Lux’s AURA NOX ANIMA can be seen on Dance Cinema until 15 November 2019:  
https://www.dancecinema.org/aura-nox-anima.html  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DECAY-SUSTAIN 
005.2.2 the music box project @ BIFEM / Naomi Johnson 

This	September,	 the	music	box	project	was	 invited	to	perform	at	BIFEM	(Bendigo	 Interna@onal	Fes@val	of	
Exploratory	Music)	in	Victoria.	We	presented	both	the	annual	Cushion	Concert	for	small	ears	on	the	Friday,	
and	a	mainstage	fes@val	program	on	the	Saturday	evening.	

Our	half-hour	Friday	performance	explored	Reservoirs	by	Australian	composer	David	Ahern,	which	called	for	
the	performers	to	build	and	then	interact	with	and	play	from	a	“garbage	heap”	of	nota@on.	Meanwhile	on	
Saturday,	we	set	out	to	create	a	through-composed	performance	connec@ng	five	musical	‘pillars’:	Clearing	
the	Air	by	Moya	Henderson	and	four	new	works	by	emerging	composers.		

The	process	of	working	 towards	 these	performances	has	been	one	of	 throwing	 ideas	and	music	 into	 the	
collec@ve	mel@ng	pot,	 dis@lling,	 examining	 and	 invariably	 throwing	 it	 all	 back	 in	with	more	and	different	
material.	 Elements	 of	 the	 performances	 shiUed	 and	 changed	 un@l	 the	moment	 they	were	 fully	 realised,	
requiring	a	huge	amount	of	trust	in	our	process	and	each	other.	In	reflec@ng	upon	the	experience,	then,	it	
seems	only	fiXng	to	return	to	the	mel@ng	pot,	or	indeed	a	“garbage	heap”	of	fragments	and	moments.	

Cushion	Concert
David	Ahern:	Reservoirs	
the	music	box	project:	Preparing	the	Air

Gasping	and	chaZering	children	served	as	the	perfect	counterpoint	to	hidden	noises	–	was	that	rustling	a	
violin,	a	trumpet	or	something	else?	
Laying	on	my	back	examining	scores	from	the	last	four	years	of	music	box	was	an	oddly	calming	prelude	to	

performance.		
Being	wrapped	in	paper	is	deafeningly	loud!	

Really	the	only	op@on	at	the	end	was	to	let	the	children	jump	into	the	heap	of	paper…	
…could	we	have	hidden	objects	in	the	debris	for	a	new	genera@on	of	improvisers	to	find?	

…was	there	any	way	of	reconstruc@ng	the	torn	scores	for	Saturday	evening?	
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Mainstage	Program:	Shallow	Listening	

Moya	Henderson:	Clearing	the	Air	

Won	the	Kranichsteiner	prize	at	Darmstadt	in	1974,	but	has	never	been	performed	in	Australia.	WHY?
“Scissor	Playing	Technique:	Please	experiment!	Tapping	blade	on	handle	in	open	and	closed	palm	of	hand	

produces	interes@ng	effects.”

Planning	op@mum	cuXng	of	paper	to	emerge	from	a	cardboard	box	is	challenging,	and	even	a	clear	vision	
might	be	undone	by	the	onset	of	cramps!

It	was	such	a	treat	to	exercise	my	inner	‘virtuosic	double	bass	soloist’.	
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“The	double-bass	player	takes	no	no@ce	of	the	other	players;	he	is	totally	absorbed	in	his	own	
performance”.	Who	did	this	bassist	represent?	
We	needed	a	final	moment	to	this	piece,	as	a	bassist	chased	by	a	scissor-wielding	chorus	isn’t	going	to	s@ck	
around	for	long!	We	tried	Joe	shrieking	and	running	forwards,	almost	into	the	audience,	then	veering	off	to	

the	side.	Ul@mately,	liZle	as	we	wanted	to	do	it,	a	black-out	was	the	only	op@on.	

Jasmin	Leung:	Elemental	Layering	

“Throughout	this	piece,	five	different	musical	ideas	occur.	Although	they	are	ordered,	they	can	be	moved	
between	at	any	speed,	with	various	space	in	between	and	repeated	as	many	@mes	as	necessary.	However,	
aZen@on	must	be	given	to	listening	and	silence.“

We	needed	to	bring	Joe	and	his	bass	back	into	the	fold	aUer	chasing	him	off.	Could	the	de-tuning	of		
strings	be	seen	as	a	musical	offering,	an	invita@on	to	join	medita@on?

This	piece	feels	ritualis@c.	Elements	of	ritual	throughout	the	program?	Prepara@on,	dressing,		
clearing…	

The	person	right	next	to	me	might	only	have	been	experiencing	the	piece	through	my	voice	as	it	wavered	
and	fluctuated,	trying	to	match	the	uncannily	pure	sine	tone.	Is	the	imperfec@on	what	I’m	listening	for	too? 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Elizabeth	Jigalin:	Prelude	&	Pickle	

“I	conceptualised	and	structured	Prelude	&	Pickle	as	if	a	fractal	of	our	BIFEM	performance	as	a	whole	-	a	
world	within	a	world…	If	someone	were	to	aZempt	to	make	sense	of	the	web	of	ideas	and	pages	upon	
pages	of	material	that	my	work	is	drawn	from,	it	may	seem	difficult	to	iden@fy	the	nucleus	of	ideas	that	
cons@tute	my	work.	However,	I	know	that	the	heart	of	the	work	is	'play'	-	the	same	heart	that	I	believe	gets	
the	music	box	project's	blood	pumping.”	

I	wanted	to	weave	red	into	the	rest	of	our	performance	as	well,	even	the	Cushion	Concert.	It	didn’t		
help	that	I	was	reading	Autobiography	of	Red	by	Anne	Carson	at	the	same	@me…

Play	is	a	feeling.	
	Structure	created	space	for	improvisa@on,	for	small	spaces	of	crea@vity	so	delicate	that	maybe	only		

we	were	hearing	the	result.
“muta@ons	on	one	note	(2)	-	in	mutated	pairs	instantly	locking	into	purest	tone	+	posi@on	slowly		
varying	@mbre/texture	-	matching	one	another	as	if	one”	

Liz	wanted	the	miniatures	to	be	all	or	nothing.	Playing	the	chant	theme	through	our	instruments		
‘loudly’	had	to	be	so	loud	that	it	physically	hurt.	We	should	go	there	more	oUen	as	performers.	

How	to	conceive	of	a	silent	solo	when	your	whole	world	is	sound?	

Jaslyn	Robertson:	Shallow	Listening	

“Shallow	Listening	combines	a	me@culously	notated	score	for	open	instrumenta@on	with	a	Cathy	Berberian-
inspired	graphic	page.	A	dark	humour	is	revealed	in	the	lyrical	content,	but	I	would	never	intend	any	
disrespect	to	the	reverent	seriousness	of	the	theremin	canon.”	

A	par@al	list	of	toys,	electronic	items,	and	electronic	toys: 
-	Rubber	chicken  
-	Electric	violin  
-	Bird	whistle 
-	Mini-Moog 
-	Toy	trumpet 
-	Car	horn  
-	Furby  

-	Portable	radio  
-	Myriad	of	small	animal-shaped	things	that	squeak	when	you	hit	them	the	right	way	
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This	was	the	only	score	we	performed	in	a	serious,	‘tradi@onal’	way.	The	bonkers	aspects	would	speak	for	
themselves,	we	just	had	to	focus	and	try	not	to	giggle.	

The	ques@on	of	novelty	vs	prac@cality	was	inevitable.	Could	a	rubber	chicken	really	hit	those		
quintuplets	consistently?	Or	was	it	more	suited	to	drama@c	one-off	interjec@ons?

It’s	really	challenging	to	play	music	boxes	hyper-slow.	You	turn	for	what	feels	like	an	eternity	and	no	sound	
comes	out,	then	it	will	emit	a	single	dull	plunk.	Every	other	music	box	inevitably	seems	to	be	producing	
many	more	notes	per	bar!

I’m	sorry,	I’m	sorry,	I’m	sorry,	I’m	sorry,	I’m	sorry…	

What	to	do	with	so	much	space	at	the	end?	The	audience	needed	to	remain	in	the	moment	of	the	theremin	
and	soprano	duet,	yet	the	rest	of	the	ensemble	inhabi@ng	that	space	as	well	seemed	like	too	much.	

Joseph	Franklin:	Jouska	

“The	idea	and	form	follow	a	psychodrama	curve	-	a	method	of	psychotherapy	developed	in	the	1920s	by	
Jacob	L.	Moreno.	This	includes	the	warm	up	(Trialogue),	ac@on	(Catharsis)	and	integra@on	(Integra@on).	A	
diamond	of	opposites	is	employed	in	the	stage	layout	and	the	gravita@onal	forces	of	contradictory	
'characters'	-	represented	by	indeterminate	and	determinate	musical	events.”

Add	tap	shoes,	suddenly	every	step	and	movement	of	the	feet	has	weight	and	meaning.	You	can’t	be	
apologe@c!
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Why	did	you	throw	me	out	of	the	nest?
jouska	'n.	a	hypothe@cal	conversa@on	that	you	compulsively	play	out	in	your	head	-	a	crisp	analysis,	a	
cathar@c	dialogue,	a	devasta@ng	comeback	-	which	serves	as	a	kind	of	psychological	baXng	cage…’
Boxing	gloves,	hair	gel	but	then	stripping	down	to	leotard	and	shorts.	We	were	at	once	preparing	ourselves	

to	be	strong	and	to	be	vulnerable.
I	wish	I	had	seen	the	melodrama	unfold	from	the	audience	–	I	had	no	concept	of	what	anyone	in	the	back	
was	doing	at	all!

Bah-boom,	bah-boom	

The	hybrid	space	between	determinacy	and	in-determinacy	is	fer@le	ground	in	which	I	love	to	operate,	but	
is	oUen	risky.	In	this	case	the	risks	paid	off.

***	

The	music	box	project	is	Jane	Aubourg,	Joseph	Franklin,	Elizabeth	Jigalin,	Naomi	Johnson,	Peter	Leung,	
Joseph	Lisk	and	Tina	Stefanou.	

Images

Figure	1:	Crea@ng	the	garbage	heap,	Part	1	with	scores	on	Liz’s	floor	and	Part	2	at	the	concert	concealing	performers	in	paper

Figure	2:	Jane’s	preliminary	sketches	for	speaker	design

Figure	3:	Jane’s	notes	on	Clearing	the	Air

Figure	4:	Screen	shot	from	the	Frequency	Sound	Generator	app	used	in	Elemental	Layering

Figure	5:	Word	page	from	Jaslyn	Robertson’s	Shallow	Listening

Figure	6:	Sketches	for	Act	I	of	Jouska  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DECAY-SUSTAIN 
005.2.3 Smaller than a Horse / Kristina Dimarelos 

An	art	review	by	Kris@na	Dimarelos.		
Aged	9,	Cat	lover	and	Gymnas@cs	extraordinaire.	

This	August,	I	went	to	the	Ian	PoZer	Museum	to	see	the	exhibi@on	Performing	TexJles,	where	my	aunty	Tina	Stefanou	
was	showing	an	artwork	called	Horse	Power.	I	was	lucky	to	aZend	the	opening	as	her	plus	one.	

		

Tina	Stefanou,	Horse	Power,	2019,	HD	video,	two	channel	audio,	black	and	white,	8:10min,	Photograph:	Greg	LorenzuX.	Performing	TexJles	
opening,	courtesy	Ian	PoZer	Museum	of	Art,	University	of	Melbourne.	

I	was	so	excited	that	her	big	project	was	done,	and	everyone	could	see	it.	When	the	video	was	playing,	I	saw	trees,	
dead	branches	and	beau@ful	big	horses.	The	horses	were	wearing	costumes	made	of	bells	and	keys.	

Video	s@ll	by	Andrew	Kaineder.	
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In	another	part	of	the	film	there	is	a	moment	where	one	of	the	horses	is	staring	right	at	you,	like	it	is	stalking	you.	It	
reminds	me	of	my	cat	in	the	morning	when	she	is	siXng	on	me	and	looking	into	my	eyes.	

Photograph:	Greg	LorenzuX.	Performing	TexJles	opening,	courtesy	Ian	PoZer	Museum	of	Art,	University	of	Melbourne.	
		

In	the	artwork	there	is	lots	of	sounds,	you	can	hear	bells,	birds,	and	wind.	There	sounds	remind	me	of	what	a	priest	
waves	around	in	the	Greek	church.	At	@mes	you	can	also	hear	the	horses	snor@ng	and	this	makes	me	laugh	because	it	
reminds	of	a	@me	when	I	had	a	sleepover	party	at	my	friend’s	house	and	my	friend	was	snoring.	The	horses	look	like	

models,	as	if	they	are	posing	for	the	camera,	I	find	this	very	funny	too.		

Video	s@ll	by	Andrew	Kaineder.	
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The	artwork	makes	me	feel	bright,	the	same	way	the	sunlight	reflects	on	the	bells.	There	is	another	memorable	
moment	in	the	video	that	makes	me	smile	because	of	the	way	the	horses	come	together	and	make	contact	with	each	

other.	I	think	of	my	two	cats	rubbing	their	heads	together.	I	love	this	affec@on.		

Video	s@ll	by	Andew	Kaineder.	

Overall,	Horse	Power	was	a	great	success	because	of	how	it	connects	real	animals	with	spaces	where	there	are	none.	
By	seeing	the	horses	so	large	on	the	gallery	walls,	I	think	of	how	humans	treat	animals	and	each	other.	Now	that	you	
can	see	them	so	big	,	we	feel	small,	smaller	than	a	newborn.	Horse	Power,	shows	us	how	powerful	and	soU	the	nature	

of	horses	are	with	our	small	human	bodies	.	

Photograph:	Greg	LorenzuX.	Performing	TexJles	opening,	courtesy	Ian	PoZer	Museum	of	Art,	University	of	Melbourne. 
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RELEASE 
005.3.1 Drawing game for a public space / Nadia Odlum 

I recently spent some time in Italy. In the library of the American Academy in Rome I found myself 

deep in a section of old books on urban planning. In one book, I was entranced by a set of diagrams 

showing the way that Euclidean geometry could be used to depict a space in accurate detail from the 

perspective of a single stationary viewer. 

Thin dotted lines were used to show the perceiver’s line of sight. They were like laser beams, shooting 

forth from the eyes, arresting the details of the world.

The method was used in the book to produce architectural and landscape drawings of very high 

fidelity. The famous Piazza del Popolo, with its dramatic obelisk and twin churches, was drawn in 

detail near identical to what would be seen in a photograph taken from the same point. 
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However, these drawings contained little information of what it was like to actually be in the spaces 

they showed. By restricting the focus to a single point perspective the images did not capture the 

qualities that I find to be most interesting when in a public space; the way you move through and 

around; the feeling of the scale of the space in relation to the scale of the body; the activity of the 

people around you, shaping and reshaping the relationship of the space to the actions of everyday 

life.

With help from my travel companions I developed the following drawing game. The activity borrows 

aesthetics and inspiration from the original diagrams on perspectival drawing. However, it reinserts the 

drawer into the milieu and gives attention to the more felt, subjective and lived aspects of perceptual 

experience.

In the drawings created thus far, iconic European civic spaces mingle with the smaller, more ‘in-

between’ spaces that facilitate urban life. This game makes space itself the primary object of 

attention, autonomous and coequal to the monuments or structures it envelops and adheres to. In the 

final drawings the locations are unidentifiable – what is recorded is the presence and attention of the 

perceiver in that space. 

The game can be played solo, or by multiple drawers at one time. The activity can be done from any 

position within a public space. The choices each drawer makes changes the outcomes of the 

drawing. 

Instructions:

1. Define the boundaries of the space in relation to the boundaries of the paper. This can be 

marked on the page or just noted mentally  

2. Draw a heavy line from your position to a ‘point of focus’ within the space (eg. a landmark) 

3. Draw a dashed line between your position and the highest point in the space 

4. Draw a dotted line between your position and the position of another drawer. If doing this 

activity alone you may choose another person of interest  

5. Draw a light line between two points of entrance or exit from the space 

6. Draw a line of any length or weight that tracks a moving element within the square 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RELEASE 
005.3.2 Fascination Research - An Ode to Process /  
     Saar Amptmeijer and Jeremy Conlon 

AUDIO 1 Rpt - Esc
AUDIO 2 Systematisch
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Systematisch: Voice and words: Saar Amptmeijer Produced by: Saar Amptmeijer, Jeremy Conlon 
Rpt. – Esc.: Produced by: Saar Amptmeijer, Jeremy Conlon 

Recorded at Left of Elephant Sound, Mparntwe/Alice Springs. 
Original art works: Saar Amptmeijer. Artwork edit: Saar Amptmeijer, Jeremy Conlon 

This art is created in Mparntwe, the land of the Arrernte peoples. Sovereignty was never ceded. 
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[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/



