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The contents of this catalogue is printed in good faith;  
any errors within are the curators alone. 

Opinions expressed by exist-ence participants are theirs alone  
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About EXIST 
exist aims to make spaces where artists, audiences and communities can engage openly; spaces where one can 
pause; ask, discover, surrender, to being – to existing. 

exist holds a range of events – from international festivals, “exist-ence”,  to regular local events, “exist-ing”, 
to cultivate an open and visible platform for live, action, and performance arts through altruistic curation.  
exist is committed to the inclusion of willing artists that need a space to practice, produce, progress, share, 
present, and develop work that builds their practice and contributes to a larger dialogue within the Australian 
establishment of live arts culture. 

Founded in 2007, exist comprises of director’s Rebecca Cunningham and Nicola Morton and also includes  
members, Alan Warren, Anna Carluccio,  Eloise Maree, Tara Heffernan and Kerstin Haustein plus volunteers 
who offer their valuable time and resources. 

About EXIST-ENCE 5: international festival and symposia 
EXIST-ENCE is dedicated to the presentation of live art, performance art and action art.  
exist-ence 5is a set of explorations collaborations, installations, performances, residencies, and 
symposiums held at three sites across Australia with artists from three generations and three continents. 
exist-ence 5 is the largest endeavour to date as for the first time we include an International Artist Residency, 
International Artist Workshop, 2 day symposium:  Performance, the Body and Time in the 21st Century, and new 
streaming app launch and the Brisbane based festival has grown to include partner events in Melbourne > 
hosted by A is for Atlas, and Sydney > hosted by PACT centre for emerging artists.  
 
During EXSIT-ENCE 5 EXIST will launch PERFORMANCEMAP.org > a further development of the Live Art 
National Network Development Project (LANND), in conjunction of the release of the new CRYSTAL APP, 
which will allow for live performance streaming, potentially allowing access to performance 24/7 from the 
palm of your hand. 
 
exist-ence 5 | Brisbane includes a variety of programs, including 
a DIAS platform  - allowing artists to present work within a Performance Art, Live Art context 
an Emerging artist program  - for artists who have been working in this field for less than 5 years 
A local program – invited Brisbane based artists, National – invited Australian artists and International 
programs.  
 
We hope you can join us in Brisbane, interstate and online! 
 

About the curators: 

- Rebecca Cunningham is an Australian sound and performance artist, curator and researcher  currently 
based in Brisbane. Rebecca holds a Bachelor of Music, Performance from the Queensland Conservatorium of 
Music, Griffith University and Bachelor of Creative Industries 2A Honours, Interdisciplinary from QUT and is 
currently undertaking a PHD in Business [Griffith University] exploring the impact of trust in the global 
performance art network. www.rebeccacunningham.wordpress.com 

- Nicola Morton is a writer-artist-future-time-woman. Her moving image quirkily explores the phenomena 
of magic, psychic ability and transformative ritual. Her performances involve time travel and the development 
of alternative intelligence. She is a relational object. Her interests lie in exposing mystical truths in technology 
and paranormal abilities. From a musical background, she has lived in Kiruna, Brisbane and Berlin and 
collaborated with artists from Turkey, Canada, Germany, Denmark, Japan, Holland and Australia. She has 
been funded for residencies in Finland and Indonesia and was shortlisted in 2011 Videobrasil for her psychic 
experiment, „Remote Viewing Experiment.“  http://nicolaisgreat.com 

 



 
EXIST-ENCE 5 festival team includes: 

-  Eloise Maree  is a creative producer, performer, playwright and provocateur, Eloise Maree has worked 
in live art, performance and theatre in Brisbane and Melbourne. A graduate of the QUT Bachelor of Creative 
Industries (Drama), her curated-conversational performance: Spark has toured between Brisbane, Melbourne 
and Cairns. Spark was nominated for a Green Room Award in 2011 and travelled to Cairnsfor National 
Youth Week 2012. Eloise was selected for the 2011 National Writer’s Studio (NSW) for emerging 
playwrights. She creatively produces and writes for sites-specific theatre collective ‘The Alleyway Collective’, 
whose first work, The Alleyway Project (May 2012) had a sold-out extended season. Her devised 
performance ‘The Toilet Show’ (created entirely out of toilet graffiti) is having its third installment at the 2012 
Crack Theatre Festival in Newcastle, NSW. She was 2011-12 Young Member for QLD National Youth Week 
and is a member of the YPAA Youth Steering Committee (2012-13). Eloise attended the 2012 Meta Meta 
conference in Yogyakarta, Indonesia with forty Indonesian and Australian artists. Eloise was a recipient of 
2012 ArtStart grant (Australia Council for the Arts) and presented in Sydney for the 2012 YPAA Symposium.  
http://eloisemaree.com 

-  Tara Heffernan  Completing a Bachelor of Fine Art with 1st class Honours at Griffith University, Tara 
Heffernan is currently undertaking a Ph.D concentrating on the interrelationship between art and subversive 
experience within mass culture. While her primary focus is digital media and performance art, she is also 
concerned with gender and media studies, and cultural theory - these interests culminating into an 
overarching interest in contemporary arts operative position, and fluidity within mass-culture. 

-  Kerstin Haustein has been collaborating with exist since 2012 to develop both the 
performancemap.org website and CRYSTAL smart phone app. 

-  Alan Warren I’m a visual artist and creative write living and working in South East Queensland. I also 
have a taste for experimenting with photography on film and digital palettes. I’ve got three screen credits as 
writer and producer, but lately I’m enjoying creating expressive and unique images using HDR, lightpainting, 
strobes and long exposure. 
http://www.alanwarrenstudio.com.au 

-  Taro Grieves Taro Grieves is a recent Product Design graduate. Inspired by the Maschinenmensch 
from the 1927 classic Metropolis, he has created his design persona, The Maschine Man. Hoping to be the 
antithesis of this corrupting robot, he brings harmony and rational thought to his design practice. His work 
reflects this by having a great emphasis on ontological design and user interaction.   
maschinedesign.com  

EXIST-ENCE 5 Volunteers: 

Rachael Archibald, Milly Cappel, Celia Cox, Clare Dyson, Matt Earle,  Suzon Fuks, Taro Greives, Brodie 
Gardener, Coleman Grenham, Joel Lago, Maddy Miller, Nicola Morgan, David and Wendy Pritchard, Ninja 
Reith, Eva Rose, Max Fowler Roy, Franziska Vanderwoude and Samantha Zakrzewski 

 

A special thanks  also goes out to all our friends, families as well for your continuous and perpetual support. 

 

 

 

 



About the program with: Nicola Morton  

and Rebecca Cunningham 

Conversations and work that makes you think, work that inspires you and anti-'work' are 
the three streams I see in the fifth actuation of existence.  
 

Live Art | Performance art | Action art offering a way of living utopia in the moment, offering a 
space of pause, a place for personal meta-physical transformation. The artists’ curated within the 
EXIST-ENCE 5 program work across the spectrum: from making challenging and affective works 
from simple materials to using technological compositional arrays to generate multiplex states of 

geographical and physical experience 
 

As Labanna Babalon says 'the time of the 5th dimension is coming' an indescribable 
sensation, but one which we can ALL experience. The mystical challenge of dimensional 
portalling is what drives me, the inspired, spontaneous work happens organically, it's all 
good for the soul. Live art has relied on the experience of the body and mind that exists in 
front of you, but for centuries we have been playing with portalling from this existence.  
 
In the 21st Century we have emerging artists Alrey Batol's 'Aggregates' and Holly Childs' 
'tweet2exist' question the singular reality of our bodies and minds, augmenting our material 
existence by portraying digital bodies in perceptible and imperceptible realms.  
 

When is my body my body and when does it become part of the global corpus 
When my body is present, I am present | When the body is absent I am absent |  

When the body is present I am absent | When I am absent the body is present 
Where do I as a live | streaming | present | self exist 

 
As live art has relied on the body, existence has relied on an inspired belief in a universal, 
metaphysical truth. Jade Boyd and Labanna Babalon are inspired by their technological 
mediums. Jade Boyd's 'VHxiSm' and Labanna Babalon's 'House of Muse' channel and project 
their beliefs in 'other beings' being trapped in our consumer technology. The signal spectres 
in Jade's VHS and the muse me muse in Labanna's 'tree of knowledge' internet embody the 
form of their works but their experience is other worldly.  
 
John G. Boehme, Henrik Hedinge,  Sari T.M Kivinen and Julie Vulcan each make work contingent on 

both the artist and audient being present in time and space – the work needs us to exist 
 

While we make work we protest against it, live art has an extensive history of grass roots 
provocation against the ruling industry and politics. Eric Rossi in 'I.T.2' exorcises his 
demons of working in the IT industry while Dhana Merritt in 'Untitled (Marina & Ulay)' and 
'Untitled (Gilbert & George)' provokes the art industry as while working at an Institution 
she could not obtain a loan of these works, so made them herself. Eric and Dhana 
humorously provoke the industries that employ them, pulling the viewer in to 'see' the 
effects and layers of the current hegemony.  
 

As we experience the present together within the performative act, we dream of transpositions, 
deviations, digressions and transportations, we build imagined futures.  

Ever possible, ever challenging,  
there exists a potential energy of things to come. 

 
Thinking, inspiring and provoking - the works in exist-ence 5 are for the viewer and for the 
soul. 



 

EXIST-ENCE 5: international festival and symposia > schedule  

 

17 – 22 June 2013   
Time Artist(s) / Program Venue  
09:00 – 17:00  International Artist Residency QCA Project Gallery 
 Henrik Hedinge & Sari T.M Kivinen  

 

Sunday 23 June    
Time Artist(s) / Program Venue  
1400 – 1800 International Artist Workshop QCA Project Gallery 
 $60 Full\$40 Con\Free QCA students  

 

Wednesday 26 June    
Time Artist(s) / Program Venue  
9000 – 1000 Registration - Performance, the Body and Time in the 21st Century Lecture Theatre 123 
1000 – 1020 Welcome Lecture Theatre 123 
1020 – 1120 Keynote > Jill Orr Lecture Theatre 123 
1030 – 1900 Johnny Amore (Germany) Performers Project Gallery 
1120 – 1300 Theme> Performance and the body in time / Hyper-realities Lecture Theatre 123 
1300 – 1400 Christian Bujod & Anne Parisen (Canada) Symmetry Project Gallery 
1300 – 1800 Leisa Shelton (Australia) Map Project Gallery 
1420 – 1520 Theme> Digital performance and the body Lecture Theatre 123 
1520 – 1600 Afternoon tea Project Gallery 
1600 – 1800 Theme> Gender performance and body politics in mass-media culture Lecture Theatre 123 
1800 – 1900 AñA Wojak (Australia) songline Performance lawn 
1800 – 1900 Lynn Book (USA) Escapes Project Gallery 
1900 – late Symposium Banquet  Ship Inn 
Thursday 27 June   
1000 – 1100 Registration - Performance, the Body and Time in the 21st Century Lecture Theatre 123 
1100 – 1120 Theme > Two Bodies in Space: performing as a Duo Lecture Theatre 123 
1120 – 1140 Theme > Development of art materials in the 21st century Lecture Theatre 123 
1140 – 1300 Panel: Eric Rossi / Jamie Lewis / AñA Wojak / Bonnie Hart / Peter Breen: 

Chaired by Jill Orr 
Webb Centre 6.38 

1300 – 1400 Christian Bujod & Anne Parisen (Canada) Symmetry Project Gallery 
1310 – 1320 Sharmila Nezovic (Australia) ERA Project Gallery 
1300 – 1800 Leisa Shelton (Australia) Map Project Gallery 
1420 – 1600 Theme> Australian performance practice Lecture Theatre 123 
1600 – 1620 Afternoon tea Project Gallery 
1620 – 1710 Demonstration > Suzon Fuks Waterwheel Webb Centre 6.38 
1710  - 1800 Demonstration & Launch > Kerstin Haustin & Rebecca Cunningham 

Performancemap.org & CRYSTAL streaming app 
Webb Centre 6.38 

1800 – 1830 Peter Breen (Australia) White Silence Webb Centre 6.38 
1830 – 2100 SYMPOSIUM WRAP / FESTIVAL LAUNCH PARTY PARTY Project Gallery 
1830 – 1900 Eric Rossi (Australia) I.T.2 Performance Lawn 
1900 – 2100 Alex Morrison (Australia) Bitz Draw Project Gallery 
1900 – 2000 vDj Jade Boyd (Australia) Project Gallery 
1930 – 2000 Johnny Legoby (Australia) Project Gallery 
2000 – 2056 Stasis Duo (Australia) Project Gallery 

 



EXIST-ENCE 5: international festival and symposia > schedule  

 

Friday 28 June   
Time Artist(s) / Program Venue  
1000 – 2030 Holly Childs @tweet2exist Various 
1000 – 1130 Artist Talk: Digital Roots 6.38 
1200 – 1700 Julie Vulcan Redress #6 Project Gallery 
1300 – 1500 Eloise Maree Cultural Cartography 6.38 
1400 – 1430 Bonnie Hart Stitch In Time Project Gallery 
1500 – 1530 Bridie Gillman Kawruh Liyan [Screening] Project Gallery 
1530 – 1600 Dahana Merrit Untitled (Marina & Ulay) & Untitled (Gilbert & George) 

[Screening] 
Project Gallery 

1630 – 1730 Labanna Babalon (USA) The House of Muse Project Gallery 
1700 – 1800 Robert Millett Hubris - ...those who help themselves Performance Lawn 
1830 – 1900 James Cunningham – Antennae Project Gallery 
1900 – 2030 Henrik Hedinge (Sweden) – Untitled Project Gallery 
   
Saturday 29 June   
1000 – 2030 Holly Childs @tweet2exist Various 
1000 – 1130 Artist Talk: Absence & Presence of Self 6.38 
1200 – 1700 Julie Vulcan Redress #6 Project Gallery 
1300 – 1400  Karike Ashworth and Anja Homburg These Dolls Talk Project Gallery 
1400 – 1445 Alrey Batol Aggregates Project Gallery 
1500 – 1600  Jule Vincent Winter Was Hardware  Performance Lawn 
1600 – 1630 Velvet Pesu Concentric Circles on Red Project Gallery 
1630 – 1700 Robert Millett Hubris – Huntilted Memetic Performance [Screening]  
1730 – 1800 Anna Carluccio HBO Project Gallery 
1815 – 1845 Dracopede Flesh Made Air Project Gallery 
1900 – 2045 John G Boehme (Canada) Considered Compulsion Project Gallery 
Sunday 30 June   
1000 – 2030 Holly Childs @tweet2exist Various 
1000 – 1130 Artist Talk: Performance, Mate! 6.38 
1200 – 1300 Lunch  
1300 – 1700 Jamie Lewis untitled Project Gallery 
1300 – 1600 Robert Millett Hubris – Vodka & Truth 6.38 
1430 – 1530 Sari T.M. Kivinen (Finland/Australia) Herd Project Gallery 
1530 – 1600 Jade Boyd VHorciSm Project Gallery 
1600 – 1630 Eric Rossi I.T.2 Performance Lawn 
1630 – late EXIST-ENCE 5 afterpary  

 

   
 MELBOURNE  
10 – 13 July Workshop > talk > performance Fehily Contemporary 
 For more detailed information visit: www.aisforatlas.org.au  
   

 

   
 SYDNEY  
17-20 July Workshop > talk > performance PACT centre for  
 For more details information visit: www.pact.net.au emerging artists 

 
 
 
 
 



 

 
 



 



 

 
 
 
 



symposium: Performance the Body and Time in the 21st Century  
Hosted by:  EXIST 
Supported by: Queensland College of Art 

This two-day symposium will explore issues surrounding Performance, the Body and Time in the 21st century. 
How is the ever-increasing pace of technology generation affecting us as artists and audiences? How have the 
advances made in the 21st century changed the way we create, the way we consume and how we collaborate? 

The premier exist conference will take place 26- 27 June curated by Rebecca Cunningham and Tara Heffernan. 
It will be held at the Queensland College of Art – Project Gallery, Brisbane. The Queensland College of Art, 
established in 1881, is one of Australia’s longest-running art and design colleges and is situated at Brisbane’s 
South Bank. 

The aim for this conference to both reflect and imagine as we look towards the future of 

performance in the 21st century and how artists and audiences engage and interact with this practice. 

We are honoured to have Jill Orr presenting as the Keynote speaker at this conference who will 

talk directly to the subject of Performance and the Body in Time..  

About the Keynote:  

Orr grapples with the balance and discord that exist at the heart of relations between the 
human spirit, art and nature. Focusing on issues of the psycho- social and environmental, 
she draws on identities as they are shaped in, on and with the environment be it country or 
urban locales. http://jillorr.com.au 

 

Jill Orr – abstract Performance and the Body in Time. 

Did you really have to be there? This question is central to current discussion regarding the various 

forms of performance documentation and whether the original performance can be experienced 

through remediation. In an analysis of three case studies, I argue that both live, photographic and 

video documentary forms have a power to engage viewers emotionally. Whilst liveness cannot be 

reproduced, remediated work can emotionally engage viewers but  the experience is different.  

 

 



 
Symposium Context > By co-curator Tara Heffernan 
Performance Art Today: the body, media and technology 

Western Culture today is defined by the rapid advances of technology and a consistent 
proliferation of consumerist imagery. Contemporary living is guided by these conditions, via 
the internet, film, television and advertising -- or as Amelia Jones describes, the 
‘representational regimes of postmodernism‘1. Perhaps one of the most poignant methods 
of engaging with issues of mediatised experience, subjectivity and representation in our 
contemporary, image-based culture is presented by art that uses the body as a medium. 

Performance art today has shifted from the firm focus in the ‘60s and ‘70s on the live, 
physical ‘body‘ to more ambiguous interrogations of the body as it manifests in 
contemporary culture. Though, in no way has the ‘live‘ experience of performance art 
become irrelevant -- it is still necessary, even vital, to engage audiences with uncensored, 
unmediated experience of live art in a society based on mediated experience. Performance 
artists today use both live performance, and varied technologies of documentation to 
present their work. 

Simultaneously exploring various technologies and mediums within his art practice, John G 
Boehme is an artist whose performances consider social rituals of contemporary life via 
both live, and documented performance. His live performance works expound the nature of 
recreational activities -- often concerned with sports; one ritual of contemporary culture 
which retains the aura of liveness. This interweaving of live, and documented performance 
art has a subtle, yet pertinent relationship with the contemporary phenomenon of sports 
culture it investigates. 

In a similar tone, Labanna Babalon has created a following based on her YouTube 
presence which coincidentally highlights the agency of the internet, and the phenomena of 
‘internet fame’ as a ritual of contemporary production and consumption. Her YouTube 
videos, including a collection of graphic music videos and radical vlog-style clips, exemplify 
the role of the author in internet culture - a role with no defined restrictions or rules in terms 
of censorship, content or audience. The artist herself (and any internet user) has the power 
to utilise the medium with a unique control of her own image. Within her videos, the 
theatrics of identity, sexuality and pop-culture are explored via the same media-outlet that 
projects pop-culture and non- reflexive representations of sexual identity. Thus, Babalon 
explores ideas of the body (perhaps most significantly, female sexuality) in contemporary 
culture in a relevant format, the internet. 

In more ambiguous terms, Julie Vulcan is an artist whose work unravels the very nature of 
performance and ritual within durational works. Engaging with technology and media in a 
range of ways, she often uses forms of global communications in the process of making 
works by appropriating, or drawing inspiration from internet spam, text messages or the 
recordings of news readers. By exploring duration, time and technology, Vulcan investigates 
how media influences and punctuates our lived experiences. 

While performance art in the new century may be defined by its engagement with media 
and technology, it is still the fundamental concern with the body as a primary medium that 
secures eminent relevance in a contemporary, media-saturated culture. 

 

1Amelia Jones, Self/Image: technology, representation and the contemporary subject, 
Routledge, New York, 2006, p. 130. 



 

 
SYMPOSIUM PROGRAM 

Wednesday 26 June 

LOCATION TIME THEME TITLE PARTICIPANT 

Project Gallery 2 9000 - 1800   Performers Johnny Amore 

Lecture Theatre 123 9000 - 1000 REGISTRATION   

Lecture Theatre 123 1000 - 1020  Welcome  

Lecture Theatre 123 1020 - 1120 Performance and the Body in time Keynote Jill Orr 

Lecture Theatre 123 1120 - 1140 
Performance and the Body in time / 
Hyper-realities 

Durational performance, 
hallucinations and the 
suspension of time Julie Vulcan 

Lecture Theatre 123 1140 - 1200 
Performance and the Body in time / 
Hyper-realities Traces of expereince Kellie O'Dempsey 

Lecture Theatre 123 1200 - 1220 
Performance and the Body in time / 
Hyper-realities 

Comparatively twisted: 
exploring the application of 
comparative anatomy in 
simulating the fantasitc Tyson Foster 

Lecture Theatre 123 1220 - 1240 
Performance and the Body in time / 
Hyper-realities 

Posing Zombies: life-Drawing 
Performance and technology 

Dr William Platz - 
CHAIR 

Lecture Theatre 123 1240 - 1300    

Project Gallery 1300 - 1420pm LUNCH     

Project Gallery 1300 - 1400   Symmetry 
Christian Bujold, 
Anne Parisien 

Project Gallery 1300 - 1600   map Leisha Shelton 

Lecture Theatre 123 1420 - 1440 Digital performance and the body 

The Invisible Artist: 
Undertaking Performance 
Art without Undertaking 
Performance Art Yiorgos Zafiriou 

Lecture Theatre 123 1440 – 1500 Digital performance and the body 
Any Ever: Post-internet 
Performance and text Holly Childs 

Lecture Theatre 123 1500 - 1520 Digital performance and the body 

NETWORKED 
PERFORMANCES, Case 
Studies On Waterwheel Suzon Fuks 

Lecture Theatre 123 1520 - 1540 Tara Heffernan - CHAIR  
Tara Heffernan - 
CHAIR 

level 6 1540 - 1600 AFTERNOON TEA     

Lecture Theatre 123 1600 - 1620 
Gender performance and body politics 
in mass-media culture 

Bullet Time: The male 
orgasm and violence in post-
Matrix comic bood 
adaptation cinema Nick Kilby 

Lecture Theatre 123 1620 - 1640 
Gender performance and body politics 
in mass-media culture 

Spectator, Model, and fantasy 
Space Llewellyn Millhouse 

Lecture Theatre 123 1640 - 1710 
Gender performance and body politics 
in mass-media culture 

Stockholm Syndrome: 
architecture, politics and the 
human body Kirsty Volz 

Lecture Theatre 123 1710 – 1730 
Gender performance and body politics 
in mass-media culture  ?John G. Boehme 

Lecture Theatre 123 1730 – 1750 
Gender performance and body politics 
in mass-media culture Boys Will Be Boys 

Mish Grigor - 
CHAIR 

Performance Lawn 1800-1900 Performance and the Body in time songline AnA Wojak 

Project Gallery 1800 – 1900 Performance and the Body in time Escapes Lynn Book 

Ship Inn 1900 – late DINNER Dinner   

 

Thursday 27 June 

LOCATION TIME THEME TITLE PARTICIPANT 

Lecture Theatre 123 1000 - 1100 REGISTRATION   

Lecuture Theatre 123 1000 - 1100    map Leisha Shelton 

Lecture Theatre 123 11am - 11:20 
Two Bodies in Space: performing as a 
Duo 

Performing durational: the 
quest for authenticity in 
VestAndPage experience Andrea Pagnes 

Lecture Theatre 123 1120 - 1140 
Development of art materials in the 
21st century 

haunted cassettes and signal 
spectres..electromagnetic 
phenomena in the audio-
visual realm Jade Boyd 

Level 6 1140 - 1300 Artist Panel Praxis: 

Eric Rossi / Jamie 
Lewis / Ana Wojak / 
Bonnie Hart Jill Orr 
CHAIR 

Project Gallery 1300 – 1420 LUNCH     

Project Gallery 2 1300-1400   Magnets 
Christian Bujold, 
Anne Parisien 

Project Gallery 1300-1400   map Leisha Shelton 

Project Gallery 1 1310- 1320   ERA Sharmila Mezovic 



 
Lecture Theatre 123 1420 - 1440 Australian performance practice White Silence Peter Breen 

Lecture Theatre 123 1440 – 1500 Australian performance practice -  Nicola Scott 

Lecture Theatre 123 1500 – 1520 Australian performance practice 

Catching up on our own 
history: Performance Art and 
Cultural Amnesia Diana Smith 

Lecture Theatre 123 1540 – 1600 Connecting with digital audiences 
The Opposite of Tumblr is 
Whatever 

Laura Brown - 
CHAIR 

Level 6 1600 - 1620 AFTERNOON TEA     

Level 6 1620 - 1710 Connecting with digital audiences Waterwheel Suzon Fuks 

Level 6 1710 – 1800 Connecting with digital audiences 
performancemap.org & 
Perfoman map app  

Kerstin Haustein & 
Rebecca 
Cunningham 

Level 6 1800 – 1830 Performance and the Body in time White Silence Peter Breen 

Project Gallery 18:30 - 2045 
SYMP WRAP / FESTIVAL LAUNCH 
PARTY PARTY     

 

 
The following includes abstracts and papers presented at  

Performance, the Body and Time in the 21st Century 
 

Where indicated, full papers are to be published in the  
Studio Research Journal 2014 

http://www.griffith.edu.au/visual-creative-arts/queensland-college-
art/qca-publications 



Symposium Abstracts: and Papers 
 
Jill Orr: Performance and the Body in Time 

 
 
 
In recent years performance art is back squarely on the artistic agenda, partly to 

take stock of the historical impact  of the 1960s and 1970s where the contribution 

and influence of conceptually based performances is being acknowledged. 

Renewed attention is also partly because the power of live art has never really 

gone away. Performance art, where the body is central, has demonstrated that 

through the ritual of live performances, the personal, social, spiritual, political, 

poetic and transformational needs of societies can be engaged. 

 
 

In broad terms, we as social beings, are bound by a global economy that is 

reflected through the prism of commodity where some have and some have not. 

Repressed and unexpressed energies that bubble beneath the   social surface are 

triggered by circumstance, to release in one way or another, as voices of 

discontent. In this context live performance is one medium that can directly 

probe, provoke and facilitate change. It is imaginable to see live performance as a 

spear head, that amongst other spearing provocateurs, become so targeted that 

broad awareness eventually follows enabling a paradigm shift. 

 
 

In performance art, or live body works, something humane emerges. Bodies, with 

all their viscus, sexual, physical and relational integrity occupy a space that 

projects and explores the complex relations between selves and others, pasts and 

presents, real and mediated. Here performance art’s attendant photographic, video 

and textual documentation are not only traces of ephemeral events but have 

recently been internationally recognised as an archaeology of great significance 

and influence across contemporary art practice. 

 
 

In this context, the document, photograph or video of the live performance, has 

become the art work itself because it is that which is historicized, as so 

pertinently argued by Amelia Jones who writes from a generation too young to be 

there during the 1970s. Jones comes from the position of art historian, reliant on 

the document for analysis. 

 
 

Amelia Jones writes that: 
 

While the experience of viewing a photograph and reading text is clearly 
different from that of sitting in a room watching an artist perform  neither  



 
has  a  privileged  relationship  to  the  “historical truth” of the 
performance… 
There is no possibility of an unmediated relationship to any kind of cultural 
product, including a live performance situation”.1 

 
 
 
There are some historians who believe that an analysis of a performance event can 

only really be achieved if one was present. Or in other words, did you have to be 

there?  This position not only forecloses on the traces that include photographs    

and video but inadvertently dismisses the whole genre of performance and live 

body art. The history of art is taught through mediation where the original is often 

never seen but images of it are disseminated in print and online.  Encountering 

the original is often surprising. Scale and colour and the ‘aura of the original’ 

(Walter Benjamin,2) are often un-representable. Nevertheless the work, however it 

is received, does live in the imagination and memory, original or not. 

 
 
I do not for any moment feel that a live performance can be re-produced. When a 

photograph or video are taken of a live performance, they become just that, a 

photograph or video. The experience of each medium is different even through the 

concept carries across media as the same work.  Bolter and Gruisin use the term, 

remediation to describe when one format is transferred to another.3     Rather than 

outlining the differences between media it seems more productive to 

acknowledge that the technical and specific qualities that are inherent to each 

medium, govern how it is viewed and experienced. 

 
 
In terms of documenting a live performance there are always challenges. For 

example, each camera has its specific framing and, as was often the case, when 

the cameras were placed in the centre front of the audience, usually to great 

annoyance of those sitting or standing close by, what was captured   was a frontal 

mid-shot and   perhaps a zoom to   a close-up. There is little else that could be 

captured. Certainly the atmosphere generated between the performer and 

audience, was barely perceptible in   these   recordings.  

 
1 Amelia Jones, Presence in Absentia : Experiencing Performance as Documentation. Art Journal, 
Vol. 56, No. 4. Performance Art (Some) Theory and (Selected) Practice at the End of This Century 
(Winter 1997) Published by: College Art Association, < www.jstor.org/stable/777715>. p.11. 
Accessed 01/07/2011. 
2 Walter Benjamin The Work of Art in the Age of Mechanical Reproducibility and Other Writing 
on Media, Belknap Harvard, Cambridge, Massachusetts and London 1968. 
3 Jay David Bolter & Richard Grusin, Immediacy, Hypermediacy and Remediation in 
Remediation: Understanding New Media, MIT Press, 2000. p.45. 

 



 

More sophistication, planning, direction and multiple cameras now enable an 

editing process that makes viewing the video in synch with the  sophistication  of a 

contemporary audience. There is a collapsed sense of time that is condensed on 

screen, imbued with a rhythm inherent to the screen which is completely different 

to the live experience. These attributes are not possible with the centrally camera 

pressed on record. The following is the first case study. 

 
 
Case Study 1. 

 
 
 
She Had Long Golden Hair, 1980. 

 
 
 

I performed She had Long Golden Hair, at the Experimental Art Foundation in 

1980. The remediation of this work opens up a conundrum that exists between the 

live, documentation, time and memory. I always employ photographers with 

whom I brief and direct to capture the image that I hold in my imagination. In a 

way the photographer remediates the work through my body in performance, into 

photographic life. Sometimes I make performances for the camera without an 

audience, just for the image. In the case of She Had Long Golden Hair, given I 

had my actual hair cut, the stills taken by Elizabeth Campbell during the live 

work. However 



  

 
this work was part of a performance art event involving several other artists. The 

Experimental Art Foundation videod the works and gave each artist a copy. For 

thirty years or so I have had this tape unseen in my archives. Firstly because it was 

in a format that I could not play because I did not have the correct equipment. 

Secondly because I had no attraction to a single camera set up that could not 

possibly aesthetically or empathetically convey the live work in all its presence. 

 
 
Anne Marsh and Matthew Perkins with Elena Galimberti were establishing the 

Monash Video Art Archive (2008). 4 They sent the tape to be restored resulting in 

a complete surprise. Time had reinvigorated this work  by  sticking  together  parts  

of  the  tape  and  deleting  others.  The sound track, also stuck together became 

repeated and the vision gradually disintegrates into video noise.   What remained 

viewable was the emergence of a mesmerizing performance edited randomly, over 

time. 

 
 
Anne Marsh, who has written extensively on Australian performance art and 

photography in consultation with me, wrote the article, Performance Art and its 

Documentation: A Photo/Video Essay.5 

 
 
Excerpts of the article follow. 

 
 
 

Anne Marsh writes about She Had Long Golden Hair: 
 

Most people know the performance from a series of carefully selected still images 
taken during the performance. In fact three images in particular: 1) where she 
stands with her hair in chains 2) where a women makes the second cut and 3) 
where she shakes her head and the camera captures the motion. 

 

 
 
 

4 www.videoartchive.org.au 
 

5 Anne Marsh, Performance Art and its Documentation: A Photo/ Video Essay. 
About Performance: Still/ Moving: Photography and Live Performance, No. 8, 
(2008). 



 
Having been at the performance these photographs act as prompts and allow 
me to recall all the other aspects of the performance. But when I show these 
images of the performance I need to tell the experiential story so that those 
looking at the photographs for the first time understand that there was more 
going on. The point is that the photographs read out of context and without 
embellishment don‘t convey the depth nor the context of the event. This is an 
issue that plagues performance art. 

 
 

Memory is also pivotal here. Anne Marsh was present, sitting close to the front 

where she writes: 

 
I remember the lead into the performance as one of the most dramatic parts but 
this has never been documented. The performance venue was in the basement of 
an old jam factory and Orr entered from behind the audience to a soundtrack 
which began as a chant: ―Witch, bitch, mole, dyke; witch, bitch, mole, dyke; 
witch, bitch, mole, dyke.‖ A litany of words commonly used to verbally abuse 
women was chanted by a male chorus as Orr slowly walked into the space. She 
was dressed as a young woman from the 1950s with a full skirted dress and 
perfectly groomed long golden hair. 

 
It was 1980. The audience was uncomfortable. The EAF was, at that time, the 
kingdom of the male avant-garde and it was only slowly coming to terms with 
the experimental work of women. When Orr got to the ‗stage‘ area, which was 
marked only by small chains hanging from the ceiling, the sound track turned 
into her own voice narrating stories of women having their hair forcefully cut. 

 

 
 
 

My own response is included in the article. Here is an excerpt. 
 
 
 

I was not interested in the early use of video from the 1970s – where the single 
camera view was determined by a gap in the audience, like the original footage 
of She had long golden hair because it cannot capture the vibratory exchange of 
the  live  performance.  However  the  video  footage  of  this  work  has  been 
reclaimed by nature, time and chemical processes acting on the tape. Part of the 
reason the footage remained in my archives for years was that I was not 
interested in such bland recording and eventually the technology was redundant 
and the work remained unseen. Little did I know that the work was still cooking 
another layer. 

 
In this case the damage has re-energized the work – and edited it – creating a 
random rhythm relevant to the medium. It has gone through a process where the 
organic  action  of  air  and  chemicals  acting  on  the  videotape  are  similar  to 
gestural painting and other process/action oriented works that rely to a degree 
on chance and random exchange. . . Nature has provided the select moments as 
if it is remembering. Some moments are in tact and others blurred. The recorded 
dialogue – also affected by the chemical interaction through time – leaves an 
essential dialogue in tact. This is similar to the working of memory (Orr, 2008). 



  

 

Anne Marsh writes: 
 

What‘s interesting about the tape is that in its faults, in its would-be restored 
state, it actually replays over and over the punctum of the event – ―witch, bitch, 
mole, dyke; witch, bitch, mole, dyke‖. And the faults in the video transfer 
duplicate and repeat over and over the tying and untying of the hair to the 
chains and the cutting of the hair by the audience. And the more the tape 
disintegrates, the more that the video noise occurs – the incessant flickering  – 
and the more the ‗real‘ performance comes through. In this way the bad ‗real 
time‘ videotape tells us much more about the performance than the selected 
photographic stills chosen by the artist to represent the event. 

 
 

The damaged tape of She had long golden hair is fascinating and intriguing. If it 
had survived in its original form, as a dumb witness tape, it would not be 
compelling. But as a wrecked video that has come back after years of neglect 
via chemical assault it represents aspects of the live performance that the 
photographs cannot. It‘s not really a document because it wears its instability on 
the screen, it breaks up, it fumbles, it repeats. It is and is not a remediation. Orr 
puts this down to the foibles of nature. I like to think of it as the ruin of 
technology, the stained record, the hysteria of video noise. 

 

 
 
 
I will play the DVD and see what you think. 

 
 
Case study 2: 

 
 
 
The Sleep of Reason Produces Monsters – Goya (2003-4.) 

 
 
 
If the body acts as a kind of filter selecting from the universe of images those 

that   attract one’s attention, curiosity, empathy or intrigue, the impetus for 

The Sleep of Reason Produces Monsters- Goya, is born from the opposite. In  

2003, Australia followed America in the invasion of Iraq. The media began a 

series of reports that contributed to the visual overload and dehumanisation 

of those seeking asylum from Iraq. The tragedies of the SievX, which sank 

drowning many asylum seekers and the Tampa, a 



vessel also in trouble were it was falsely alleged that children were thrown 

overboard, portrayed the refugees as inhuman. The reporting of these events did 

not tell actual stories from the refugees themselves. Had this occurred I believe 

an empathetic response from the Australian public could have been possible. 

Rather the consequences of imbalanced reporting contributed to   

dehumanisation. No face, no story, you are nobody so we all turn off. The lack 

of a human face appeals to base instinct. By not telling stories and experiences 

from the point of view of the refugees, as well as the points of view that 

were told, there was a space left   that was, and still is, quickly filled by   

fears, loathing and ignorance. These  are unproductive emotions  that lurk 

under the surface of society where fear of the unknown stifles empathy. It is  

politics at its most poisonous and least empathetic. 

 
 
This was the context for the performance of The Sleep of Reason Produces 

 

Monsters- Goya. 
 
 
 
I chose to work with a ton of meaty bones en route from the abattoirs. 

Bones became the actual material that spoke louder than  words. The 

work endured for nine hours and was first performed in Sydney at Artspace 

and several months later at Forty-Five Downstairs, Melbourne. 

 
 
In terms of liveness and remediation, I had to document in the presence of the 

audience, these events were not repeated. Sometimes the audience and the 

cameras are compromised by each other’s presence so I placed the cameras, 

both still and video, on structures designed to have minimal impact for the 

audience and to enable several framing, focusing and therefore editing 

possibilities. The resulting video  is sanitized. Mediation cannot reproduce 

liveness.   This video however, has its own power, particularly because the 

filming was directed with consideration given to the framing, lighting, and 

compositional states. This is an internal logic specific to the video medium. 

Sound is important to both the live and video work. 
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The title is taken from an etching by Goya. It was not the etching itself 

that resonated but the title that seemed to reflect the mood of that time. Goya 

however has depicted humanity’s madness in so many works that it seems like 

history repeats itself, never quite erasing the past and leaving traces in its 

wake. These traces are psychological, intergenerational and manifest as fear, 

violence and destruction. 

 
 
Time,  performance  time,  endurance  time,  was  pivotal  in  this  work 

because it enabled me to sink deeply into the state of absorption and 

loose self consciousness. What occurred was the channelling of the killer, the 

animal, the victim and madness. Audiences came and went. Some stayed for 

quite a while, others for a few moments.   The stench of meat and death was 

over powering. The video is the medium that captured most given that sound 

was important. Did you have to be there? Yes and no. 

 
 
I will play this work now and you can decide. 

 
 
 
Case Study 3. 

 
 
 
Performances for the Camera. 

 
 
 
Mediums in which the body is subject, particularly when the subject is 

represented with agency, are radically operational in contemporary art where  

an awareness of the relations between the self and the (O)ther are concerned. 

The complex dynamics of the gaze are both psychoanalytic, in Lacanian 

terms, and political when used by minority groups to gain presence within the 

broader society.   The gaze, as an instrument of identification between self and 

the other is contained either within or without cultural mores.  This is not my 

focus in this instance. The gaze, amongst  other  terms,  is  used  by     

Michael  Fried  to  analyse  visual 



 
communication methods relevant to painting, photography and which I 

 

expand to performance.  
 
The terms are: 

 

Absorption, facingness, to-be-seenness, the gaze, the beholder and the viewer 

and are used in reference to painting and photography. 

 
 
Michael Fried argues: 

 
 
 

That new art photography seeks to come to grips with the issue of beholding in 
ways that do not succumb to theatricality but which at the same time register 
the epochality of minimalism/literalism’s intervention by an acknowledgement 
of to-be-seenness. 
Just as ambitious French painting after Manet acknowledged painting’s 
facingness (not flatness, as is usually said) while nevertheless reserving an 
imaginative space for itself that was not wholly given over to soliciting the 
applause of the Salon- going public.6 

 
 
These terms, or modes of being, are part of the performative language that 

describe differences in performance states. This can be seen in all 

performative mediums in which there is a human subject. Fried traces these 

states   of representation through   the philosopher, Diderot, in an analysis of 

paintings prior to Manet in the 1860s and 1870s.   Michael Fried argues: 

 
 

The Diderotian project describes a fundamental change (of orientation, rather 
than purpose) of effectively denying the presence before the painting of the 
beholder was no longer feasible in any of its classical forms but on the other 
hand suggests that the problem of the beholder − of acknowledging his 
presence while not addressing him… was now fundamental to advanced 
sculpture and painting.7 

 
 
From this shift the anti-theatrical tradition arose. It is pertinent for 

performance art, because it is the actions of the artist and the artist’s body 

that are prioritised, unrepeatable and unpredictable. This is the antithesis of 

traditional theatre. For performance art, the conceptual base grounds the 

work regardless of the actual technique, aesthetic and/or theatricality used 

by the artist. 

 
 

6 Michael Fried, Why Photography Matters as Art as Never Before, Yale University Press, 
New Haven and London, 2008. p.43. 
7   ibid. p. 100. 
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The terms analysed by Fried, of absorption, facingness, to-be-seenness and 

the relationship to and with the viewer, can also be interactive. I see this as 

highly relevant and deepened beyond the early dialogue of theatricality and 

anti-theatricality that performance artists used to differentiate themselves 

from theatre. We have moved on. 

 
 
Michael Fried applies modes like absorption, as part of anti-theatricality, to a 

fundamental distinction between seeing and being shown.8 

 
 
Fried writes: 

 
 
 

Within the framework of seeing and being shown are the means by which the 
subject in the image and the beholding viewer come to regard the painting or 
photograph. 
Part of this involves the term absorption. In terms of a photograph, the 
photographer takes a photograph when the subject is unaware of being 
photographed.9 

 
 
Anti-theatricality is further pertinent to performance art where absorption is a 

state of interiority − a state that absorbs full attention. For example one can be 

completely absorbed in a meditative act, or a physical or mental task and yet 

be aware of the surrounding environment but not engaged in it. Perhaps one 

could say, mindfully absorbed. Similarly when one is in a performance mode, 

the concentration is complete and yet one does have an awareness of, for 

example, an audience or a practical function, but simultaneously maintains the 

state of absorption. The state of absorption is visible because it is reflected in 

the subject’s body language and more subtly, the body’s concentrated 

presence. This presence is both seen and sensed by the viewer. Fried refers to 

Manet’s painting Olympia as a good example of the above terms. I refer to 

Marina Abramovic’s performance, The Artist is Present.at the Museum of 

Modern Art, New York, 2010. Absorption, to-be-seenness, facingness and the 

gaze are tactical methods of communication  where the body is the subject. 

These tactics are used by painters, photographers and performance artists. 

 
 

8   ibid. p. 101. 
9   ibid. p. 101. 

 



 

Roland Barthes writes about preparing his pose for the photograph: 
 
 
 

I instantly make another body for myself, I transform myself in advance into 
an image. This transformation is an active one: I feel that the photograph 
creates my body or mortifies it, according to its caprice.10 

 
 
This pose is all too familiar to us as we are taught to smile for the camera from 

childhood. The pose is the antithesis of absorption, which is why I use the 

performance mode of absorption that circumvents the self- conscious 

preparation of the pose and the ‘smile and click’ phenomenon, in my work. 

Absorption enables a presence or perhaps an authenticity to be  felt  by  the  

audience  in  both  live  performances  and  those  for  the camera. It  is  this  

quality  that  can  be  seen across mediums that  both Roland Barthes and 

Michael Fried are talking about. That is, a pose for the camera, a 

theatricality that is countered as anti-theatrical when the state of absorption 

is employed. Michael Fried writes: 

 
 

In the rarest instances, then, it is possible to neutralize the theatricalising effects 
of the pose by a kind of gift of nature on the part of the sitter, which is also to 
say without any intention on her part. This is a grace or presentness is grace.11 

 
I think grace and presentness are excellent descriptors of how the state of 

absorption can appear. In terms of my question, Did you really have to be 

there? The use of absorption, facingness, to-be-seenness and the gaze, 

operate across mediums and are in common to all. The final case study 

shows that performances for the camera, that are ultimately seeking still 

photographic images, employ these modes. 

 
 
 

10 Roland Barthes, Camera Lucida: Reflections on Photography, translated by  Richard 
Howard, Vintage Classics, 2000. First published Editions du Seuil, Great Britain, 1980. p. 
25. 

 
11 Michael Fried, Why Photography Matters as Art as Never Before, Yale University Press, 
New Haven and London, 2008. p. 109. 
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Case Study Three. 

 

Southern Cross – to bare and behold, 2007. 
 
 
 

In 1978 Bleeding Trees was my first performance for the camera and I 

have continued this method of image making throughout my practice. These 

are performances without an audience, made for the photographic and or 

video image that are sometimes projected into a live work, as was Bleeding  

Trees.  But  usually  they  stand  as  the  art  work  itself  never entering the 

domain of the live with an audience present. I am propelled by an image that I 

have imagined and work to make this manifest. 

 
 
The site, action and look are grounded in both concept and may refer to the 

historical, political, cultural and or ecological traces imbued in each site. 

Southern Cross – to bear and behold as well as Faith in a Faithless Land 

(2007) are both performed on Mitre Lake that sits below Mount Arapelis in 

the Mallee region of Victoria. This is a naturally occurring salt lake whose 

expanse is like a theatre where the indigenous past is felt as ancient     

vibrations  still  pulsating.  Traces  are  also  temporal  as  life struggles to 

cross this deceptive surface. Footsteps penetrate below into the sulphuric mud, 

some remain with the dissolving skeleton   whose hunter has left satisfied. 

The footsteps are culturally indelible impacting ecologies changed through 

habitation and farming, drought and climatic extremes. The surface of Mitre 

Lake is full of presence and implicit absence.  The image of a burning 

umbrella was initially created in 1989 for the work, Walking on Planet 

Earth, photographed by Virginia Fraser. This work was propelled by the 

words I had written at the time:



 
Imagine it is hot, so hot that one’s protection bursts into flames.12 

 
 
 
The Southern Cross- to bear and behold images are taken twenty –four 

years later, using the same action of burning an umbrella. This work was 

photographed by Naomi Herzog. Mitre Lake, as symbolic of salt lakes caused  

by  drought  in  general,  is    now  also  subject  to  an  increasing cultural 

awareness of climate change. Coupled by an increasing impetus to shift 

focus from the land as commodity and growth at all costs, to more sustainable 

practices into the future. This image to me uses the power of fire that is both 

transformative and destructive, positive and energetic. In this vein it  is an 

action of change. 

 
Faith in a Faithless Land represents a different set of indelible foot prints 

where the tall ships carried missionaries whose zeal has proven both a 

saviour as well as disaster. The local Wotjabaluk clan whose land incorporates 

Mitre Lake, were taken to missionary stations. These footsteps are cultural 

and are part of the   global colonial enterprise. Damian Smith describes the 

image of the nun who carries a make-shift wooden cross as: 

 
 

“Strapped to the back is burden and crucifixion rolled into one, a point of 

earnest seriousness and blackest irreligious humour”.13 

 
 
The Promised Land, is a work that includes a boat and a series of 

performance  photographs created  in  specific sites  around  Melbourne. This  

installation  is  activated  into  live  performance  for  audiences  in 

Melbourne and the inaugural Venice Performance Art Week in December 
 
 
 

12 Jill Orr archives. 
13 Damian Smith, Jill Orr: Faith in a Faithless Land, catalogue essay, published by 
Jenny Port Gallery, 2009. 
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2012.14 The live performance can now be seen on Youtube. The work has 

been designed to be represented across media platforms. 

 
 
Underlying The Promised Land is desire. Manifest through the search for 

something better, a life fulfilled, shared and evolving. This search has fuelled 

travel across the ages and into the present often against the greatest odds.  

Populations are forced to move for many reasons attracted by a deeply 

imagined place where life can unfold. Biblical, archetypal and epic are terms 

describing profound stories of human courage which are re-enacted daily. 

 
 
Christopher Heathcote in writing about  The Promised Land, suggests: 

 
 
 

The  evocative  visual  metaphors  are  geared  for  the  viewers  to 
ponder and probe. Take the elements in the resulting suite of images:  
water,  a  shore,  an  unfinished  boat’s  prow,  a  woman  in white, an 
oar, a flag. These are cultural signifiers brimming with associative 
meaning. 15 

 
 
The sites in which the performances for the camera take place are vital. In 

one image, shot at dawn, the Spirit of Tasmania is visible in the background. 

Again in the early light the figure is wrapped in a blanket  on the St Kilda 

Beach foreshore. Anther site is the Princes Pier where immigrants from World 

War One and World War Two arrived. It is now visible as disused pylons that 

stand above the sea. There are shots taken from the Yarra River where the 

Heidelberg School  painted. Tom Roberts, Frederick McCubbin and Arthur 

Streeton painted romantic images of Australian bush. In a sense, art history 

with Eugene  Delacoix’s Liberty Leading the People, to which did I refer 

directly, to me evokes   people power. 
 
 

14 Youtube : Jill Orr Venice International Performance Art Week, The Promised Land. 
 

15 Christopher Heathcote catalogue essay, Jill Orr: The Promised Land,  Published by 
Jenny Port Gallery, Melbourne, 2012. ISBN: 978-0-9874127-0-6. 

 
 
 

In conclusion, performance and the body in time can be seen where the body, 

my body, is captured in a moment of absorption and  performance focus that  



is physically and psychologically different to the daily mode of self. It is the  

quality of performative absorption that can be channelled across the mediums 

and  across time.   I began with the restored video of She Had Long Golden 

Hair from 1980, then to the video from the live performance, The Sleep of 

Reason Produces Monsters- Goya, 2003. Then to the performances for the 

camera that are created as still photographic images. In common to each 

whether one was present at a live work or not, is memory. Whether the work 

can be revisited or not memory plays a part. But memory is not a pure, 

untouched page, it occurs as a reconstruction of interwoven personal, socio-

political and geographic influences that ultimately become individual and 

subjective. Art works remain in the collective consciousness as long as they 

are relevant. Sometimes they are hot and sometimes they are not!. 

 
Roland Barthes writes about both the experience of seeing and remembering a 

photograph as residing within a flickering glance which, by my own 

extension, applies to experiencing a live performance. 

 
 
Barthes writes: 

 
 
 

Ultimately — or at the limit — in order to see a photograph well, it is best to 
look away or close your eyes. “The necessary condition for an image is sight”, 
Janouch told Kafka; and Kafka smiled and replied: “we photograph things in 
order to drive them out of our minds. My stories are a way of shutting my 
eyes.”16 

 

 

The dynamic that under pins live performance, documentation, performative 

photographs, videos, online, streamed and immersive are part of an interchangeable 

relationship  between the art work and its audience. Each element has its own relation 

to time which fuses together a   historical and cultural context littered with namable 

and un-namable bodies and a force that envelops it all – life. 

 
16 Roland Barthes, Camera Lucida, translated by Richard Howard. Published in French as 
La Chamber Claire by editions du Seuil, 1980, translated by Richard Howard, Vintage 
Classics, London. 2000. p. 27. 

 

 
 



31 

  

 

 
Bibliography: 

 
 
 

BARTHES Roland, Camera Lucida: Reflections on Photography, translated by  Richard 
Howard, Vintage Classics, 2000. First published Editions du Seuil, Great Britain, 1980. p. 
25. 

 
BENJAMIN Walter, The Work of Art in the Age of Mechanical Reproducibility and Other Writing on 
Media, Belknap Harvard, Cambridge, Massachusetts and London 1968. 

 
BOLTER Jay David & GRUSIN Richard, Immediacy, Hypermediacy and Remediation in 
Remediation: Understanding New Media, MIT Press, 2000. 

 
FRIED Michael, Why Photography Matters as Art as Never Before, Yale University Press, 
New Haven and London, 2008. 

 

 
 

HEATHCOTE   Christopher,   catalogue   essay,   Jill   Orr:   The   Promised   
Land, Published by Jenny Port Gallery, Melbourne, 2012. ISBN: 978-0-9874127-0-6. 

 
HEATHFIELD  Adrian,  Alive  in  Live:  Art  and  Performance,  edited  by  Adrian 
Heathfield, Tate Publishing, London, 2004. 

 
JONES Amelia, Presence in Absentia : Experiencing Performance as Documentation. Art 
Journal, Vol. 56, No. 4. Performance Art (Some) Theory and (Selected) Practice at the End 
of This Century (Winter 1997) Published by: College Art Association, < 
www.jstor.org/stable/777715>. p.11. Accessed 01/07/2011. 

 
MARSH Anne Performance Art and its Documentation: A Photo/ Video Essay. 

About Performance: Still/ Moving: Photography and Live Performance, No. 8, 
(2008). 

 
ORR Jill, archives. 

 
SMITH Damian, Jill Orr: Faith in a Faithless Land, catalogue essay, published by 
Jenny Port Gallery, 2009. 

 
www.videoartchive.org.au 

 
Youtube : Jill Orr Venice International Performance Art Week, The Promised Land. 2012. 

 

 
List of Figures and video: 

Case Study 1: 

 
1 – 5.  Jill Orr, She Had Long Golden Hair, 1980. 
Photographer: Elizabeth Campbell for Jill Orr Jill 
Orr © 
Collection of the artist. 

 
6. Jill Orr, She Had Long Golden Hair,1980. 
Restored video recording from live performance at the Experimental Art 



Foundation, Adelaide, 1980. 
DVD Duration 3.39 minutes. 
Collection of the artist and the Monash Video Art Archive. 

 
 
 
Case Study 2: 

 
7, 8 & 9 Jill Orr sleep of Reason Produces Monsters – Goya , 2003/4 
Photographers: Joanne Haslam and Bruce Parker for Jill Orr 
Jill Orr © 
Collection of the Artist. 

 
10. Jill Orr, Sleep of Reason Produces Monsters – Goya, 2003/4. 
DVD duration 10 minutes. 
Video production in collaboration with Pete Brownstein. 
Sound production in collaboration with Steve Bell. 
Jill Orr © 
Held in the Monash University Library Collection and Collection of the 
Artist. 

 
 
 
 
Case Study 3: 

 
 
 
11 .  Jill Orr, Southern Cross – to bear and behold, burning  2007. 
Ink jet print on museo silver rag, 94cm x 160cm. Edition of 5. 
Photographer: Naomi Herzog for Jill Orr 
Jill Orr © 

 
Public and Private collections. 

 
12. Jill Orr , Southern Cross – to bear and behold, flame 2007. 
Ink jet print on museo silver rag, 94cm x 160cm. Edition of 5. 
Photographer: Naomi Herzog for Jill Orr 
Jill Orr © 
Public and Private Collections. 

 
13. Jill Orr, Faith in a Faithless Land , 2007-09. 
Ink jet print on museo silver rag, 165cm x 125cm. Edition of 5. 
Photographer: Naomi Herzog for Jill Orr. 
Jill Orr© 
Public and Private Collections. 

 
14. Jill Orr, Faith in a Faithless Land – footprints, 2007-09. 
Ink jet print on museo silver rag, 94cm x 160cm. Edition of 5. 
Photographer: Naomi Herzog for Jill Orr. 
Jill Orr© 
Public and Private collections. 

 
15. Jill Orr, Faith in a Faithless Land – reflection, 2007-09. 



33 

  

 

Ink jet print on museo silver rag, 94cm x 160cm. Edition of 5. 
Photographer: Naomi Herzog for Jill Orr. 
Jill Orr© 
Private collections. 

 
16. Jill Orr The Promised Land, First Light, 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Collection of the artist 

 
17. Jill Orr The Promised Land, Becoming , 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Collection of the artist. 

 
 
18. Jill Orr The Promised Land, Flag, 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Public and private collections. 

 
 
 

19. Jill Orr The Promised Land, Walking, 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Public and private collections. 

 
20. Jill Orr The Promised Land, Moving, 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Public and private collections. 

 
21. Jill Orr The Promised Land, Still, 2012. 
Inkjet Print on museo silver rag, 140 x 180cm. Edition of 5. 
Photographer: Christina Simons for Jill Orr 
Jill Orr © 
Public and private collections. 

 



Julie Vulcan 
Durational Performance , Hellucinations and Suspension of time 

 

26 June 2013 

In this time, I am going to tell you what I thought I was going to say, in that 
time. I am going to intersperse some images, incorporate some extracts - 
not necessarily my words and journey backwards to finish with a moment 
that was then. I am going to journey backwards to finish with a moment 
that is now.  

 

 

 

16 May 2013 

“If I need to spend just a word on your piece I say: Messenger “. i 
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19 April 2013 

In this paper, I investigate the idea that durational performance continues to 
be a radical act in the 21st century. Alongside this I explore how the nature 
of durational work has the uncanny ability to create a state of suspended 
time and induce a heightened awareness or hallucinatory state in its 
audience as well as the artist. The artist is the conduit and guide, peeling 
away layers, allowing a slippage into a liminal space. The notion of the 
artist as shaman is not a new one, however, these descriptions become 
steeped in a language that has particular associations and although I feel 
that in essence some things have not changed, it is maybe more useful to 
look at these ideas through a more contemporary lense. If we place the artist 
in the position of an avatar, then as an audience member we give 
permission to be taken on a journey through their body, their actions and 
the things they affect around them. This body then becomes a signifier and 
can navigate the political, social and existential worlds of our collective 
existence. 

 

Recently I heard a neuroscientist present a talk addressing notions of 
hallucination with research into the physiology of our brain. One thing he 
reminded us of was that we have a blind spot in our vision where the optic 
nerve attaches to the back of our eyeball. This means we have a blank spot, 
a gap in the image where we do not actually "see" anything, however 
because our brain recognizes patterns, it in effect, fills in the gaps. For me 
this is a wonderful analogy for what happens in durational performance. 
Artists working in this area are not necessarily reliant on proscriptive 
narrative forms and more often the work is highly visual or task based. It is 
the act itself that is transmitting a communication. Often it is within this 
process the artist offers what is akin to the blind spot. It is here the audience 
can inhabit and fill in their own gaps, form their own relational meaning. 

 

I am interested in the intersection between what compels an artist to enter 
into an agreement they have with themselves and what compels the 
audience to engage in/bear witness to this agreement with the artist. For me 
the answer lies in a very subtle and subliminal exchange that is taking 
place. The artist carves out the space for this action and the audience enters 
into a unique agreement without actually knowing or fully understanding 



what this may entail. Somewhere there is a silent blind spot filled with 
mutual trust.  

 

21 April 2013 

Knowing only what I read about the work of the artist and the piece 
description – I responded to a call for participants in the work. As an artist 
myself I am always aware that the transformative nature of a work for a 
witness lies in some senses through the contract of encounter between all 
that we are and all that lies within the space and time of the event itself… 

 

Waiting within the enclave of a dimly lit long narrow space, paved 
with onlookers on the parquet flooring – the sound, a sonic play only 
palpable as space itself – reminiscent of faint white noise. I noticed in 
waiting how even present bodies couldn’t negate the notion of 
emptiness, like a party where the guest of honor is missing. But to 
remain present still was to recognize my breath and wait for the 
artists approach.  

 

She walked towards me after washing the white alter-like couch 
positioned at the back of the space. Heralded by the fine muslin 
shrouds of former participants hung on wire suspended at a slight 
angle down both sides of the space – I walked forwards… 

      

…My feet were washed delicately and the seamless negotiation of 
unveiling and obscuring was barely perceptible as my body was 
revealed… a choreography of touch through rubbing, holding, tracing 
and pressing; of applying oil through the pressure of gliding hands that 
considerately and gently paid attention to the folds and undulations of 
my flesh… 

 

With a deep fear of non-existence – I anticipated the draping of a 
muslin cloth over my body and covering my face would engender a 
kind of freezing – however I was encapsulated by my response. It was 
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as if this gentle easing of the body had prepared me for this moment. 
As the sheet was layed by the artist I felt it fall over me as if my entire 
body was withdrawing. As my face was covered – it was as if my eyes 
were half closed despite being fully open. The window onto my present 
was being obscured despite everything in my body remaining alert. It 
seemed like hours under the cloth despite the duration being barely a 
minute or so… 

 

Experiencing the performance both prior to and after the point of my 
participation was essential for an overriding impact of duration with its 
fluctuations and distortions of linear time. As I arose from the table gently 
ritualistically re-adorned in the white sheet I had walked in with, I left the 
space and spent some time gathering myself to return to the installation to 
experience the final participant… The end of something that is in essence 
processual – became a profound point of connection with this piece… As 
the final participant left the space, I observed the artist wash the couch that 
had held each body… this process of washing away something and 
symbolically covering with muslin… a kind of memorial of collective 
bodies and their inscriptions, now absent from the space. The artist carried 
the buckets used for washing out and the door closed behind. At this point 
the space emptied and I was left alone. The echoes of time, reiterations and 
resonances filled my imagination as I surveyed the space – the sheets and 
alter remaining I was able to feel the full force of withdrawal into 
absence…with a depth of heaviness over my chest like compression, I 
experienced the widening and expansion of space and a decrease of it 
within my own body as if through exchange this disappearance of flesh 
would be the fulfillment of a contract between living space and lived space 
returning to its void. ii 

 

Hallucination stems from Latin and can be translated simply as a 
wondering of the mind  

 

9 February 2008  

The tenant in the Bristol flat where a decomposed body was found told 
neighbours he "forgot" the corpse was there. 



Alan Derek, aged in his late 60s, who lived with the dead body for 10 years, 
is said to have offered the man a place to sleep on his sofa. But the man 
died after a drinking session - and Alan told neighbours he was ‘too scared’ 
to inform the council in case they punished him for having a lodger. 

Council workmen who found the corpse said it was still in an upright sitting 
position on the sofa and resembled "a pile of dirt with bones sticking out". 

After the body was found Alan told his neighbour 'I can't believe it. I just 
forgot he was there.’  iii 

 

Disclosed #1 – 25 January 2009 

Start Time: 6:05pm 

Duration: 30 mins 
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Disclosed #2 – 22 February 2009   

Start Time: 1:48pm 

Duration: 46 mins 

 

Disclosed #3 – 29 March 2009 

Start Time: 8:15pm 

Duration: 49 mins 

 

Disclosed #4 – 26 April 2009  

Start time: 12:20pm 

Duration: 18 mins 

 

Disclosed #5 – 31 May 2009  

Start time: 2:23pm 

Duration: 24mins 

 

Disclosed #6 – 28 June 2009  

Start time: 3:19pm 

Duration: 12 mins 

Witness: Fiona McGregor 

Documentation: text 

Other remains: red stained muslin 

The buoys were like giant lollies, wrapped in canvas and tied with red 
ribbon either end. There were words painted on them in red copperplate - 
sad, wistful, angry, rueful. The nightmare that is my family … Love … A 
good joke … A body of work … We want to leave everything behind us, in 



a way, the good and the bad. Leaving behind is both vanishing and 
preservation. 

 

The buoys were in a shop window on Regent Street, noisy, smoggy, 24/7. 
They pooled in the lower left corner, as though they had washed up there.  

 

Julie stepped into the window in a red dress. She placed a bucket on the 
floor next to her and with a sponge, began to wash herself. The water was 
red. She pressed the livid sponge to her face, neck, arms, chest. Red ran 
down her body. The dress clung to her, a blush spread across her face. Red 
spattered across the white floor. People walked past, mostly not noticing. It 
was a Sunday afternoon in winter, rain was brewing. I could see the men 
waiting at the bus stop opposite reflected in the shop window. One of them 
crossed the road to peer in the window for a few minutes at Julie’s 
melancholy, assiduous ritual. Then he returned to wait for his bus. There 
was something intensely private about Julie’s performance. I felt she might 
have been anywhere, so bound up in her actions that it didn’t matter if 
everyone saw, or no-one.  

 

When she finished washing, Julie stepped out of the window, leaving two 
white footprints in a pool of red.  

 

Disclosed #7 – 26 July 2009  

Start time: 2:50pm 

Duration: 27 mins 
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Disclosed #8 – 30 August 2009   

Start time: 11:04am 

Duration: 22 mins 

 

Disclosed #9 – 27 September 2009   

Start time: 11:44am 

Duration: 18 mins 

 

Disclosed #10 – 25 October 2009   

Start time: 9:06pm 

Duration: 19mins 

 

Disclosed #11 – 29 November 2009 

Start time: 4:47 pm 

Durations: 34mins 

 

Disclosed #12 – 27 December 2009   

Start time: 5: 21am 

Duration: 19mins  iv 

 

Hallucination 

A sensory experience of something that does not exist outside the mind, 
caused by various physical and mental disorders, or by reaction to certain 
toxic substances, and usually manifested as visual or auditory images. v 

 

Correction 



 

Hellucination 

A sensory experience of something that does exist outside the mind, caused 
by various physical and mental external disorders, or by reaction to certain 
toxic substances, and usually manifests in visual or auditory images 

 

July - August 2006 

Last night I dreamed that I was at the beach, we were camping out…the 
whole family…then suddenly someone told me that we were at war, and 
that we had to leave.  I got really panicky and my heartbeat started racing… 
I remember running around trying to find everyone to tell them we had to 
leave right away.  The only way out was by boat.  By the time I got to the 
boat, everyone around me had disappeared. 

 

I was all alone… it was getting dark, there was no electricity or lights… 

 

The bushes began to rattle and I began to hear really creepy noises… like 
someone moaning and nails scratching… I decided that I would try and take 
the trip out on my own.  I turned on the boat and then suddenly some family 
members appeared in front of me… I was happy to see them.  I ran up to 
them and hugged them, but as I did, they vanished from sight again. 

 

I was devastated. 

 

I fell to the ground and started to cry. 

 

As I looked up, I noticed blood on my hands and realized that it was 
coming from me… that I was crying blood. 
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I leaned over the boat to look at myself in the reflection of the water.  The 
water was a light red and all I could see were dismembered humans in the 
water…arms…legs…torsos… 

 

I began to scream and scream…until I woke up 

 

…In some ways, I wish I never woke up. It seems my reality is even worse 
than the dream. 

 

 

There is a strong smell in the air tonight. 

It is a mixture of burnt buildings, electric fires and charred bodies 

It is a putrid and nauseating smell 

 

For the last half hour or so, I have been watching the skyline outside my 
balcony.  It is on fire.  It is 4:14 am 

 

I was just beginning to finally fall asleep, had racing thoughts in my mind 
all night, cramps in my stomach, fear… Just as I thought I was going to fall 
asleep, I heard the sound of jets, followed by one explosion after another. 

 

I am praying they don’t hit the electricity, I want my internet. I think it’s the 
only thing that will help me stay normal 

 

People are going crazy from stress, anxiety and depression, my head is 
constantly buzzing.  I feel like I’m going to faint and vomit at the same 
time. 

 



I have started coughing, but I don’t know why.  I am not sick. I don’t have a 
cold. I think it’s a reaction I’m having to stress.  My body feels weak.  My 
mouth is always dry, no matter how much water I drink.  And I am afraid to 
drink too much water because I don’t want it to run out. 

 

Haven’t been able to eat either, so am losing physical strength. It’s all 
psychological at this point. I know I have to be strong and I will be, but 
can’t deny what I’m going through 

 

Last night was probably the most frightful night I have ever experienced in 
my whole entire life.  I was so tired and exhausted… have not slept in days.  
When there is finally a quiet moment, the tension in my stomach and heart 
prevents me from falling asleep. 

 

I noticed today that none of us here at home can speak properly anymore.  
We are so tired and drained that it has affected our communication.  I am 
slurring words.  I have to repeat my sentence a few times to get it right.  My 
husband sometimes stops in the middle of his sentence and zones out 

 

We have lost all sense of time and life.  People wander around, trying to get 
their daily life stuff done, but we are walking around like zombies… not 
knowing where or when this will all end.  Not knowing if this last breath in 
will be our last breath out… ever 

 

Just realized I have no idea what day it is today.  Did the gas blow up 
yesterday or was it the day before? 

 

What does it matter… everything is blowing up 
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Today has been difficult getting online, electricity is less and less.  We are 
down to about 2 hours a day.   Because there is a fuel and diesel shortage it 
has been difficult to keep the generators going 

 

Everyone lives in apartment buildings… with the electricity shortage, it has 
become hard for the elderly to move in and out of their homes 

 

I also cried so much today when I found the catalog of the art exhibit I 
curated that took place last month.  Last month lies in a different universe 
now.  The show targeted young…women artists. It was all about providing 
a platform for a new generation of artists… What is to become of them 
now?   

I called so many different friends today, crying to them over the phone… 
apologising for crying so much…But I guess I had to let it out.  Just wanted 
to speak with people incase this was the last day I could actually do so 

 

Today I feel so stupid 

 

While I was building dreams… they were preparing my destruction 

Yes, … I am becoming angry and cynical.  This is what happens when you 
stop sleeping. This is what happens when you stop eating.  This is what 
happens when your dreams are shattered 

 

I don’t want to be a war story.  Do you understand what I am trying to say? 

 

This war is imposed on me.  Like all wars are, on all civilians.  

 

I don’t want to be another depressing story in your inbox 

 



As each day goes by, war is becoming a way of life…and that is so 
dangerous.  People must never get used to this 

 

There is a black dust that is filling the air.  We are breathing it in constantly.  
It has settled on my clothes, in my kitchen… it is everywhere. 

 

This could be my last entry… maybe… 

 

I have thought of that every time I put an entry… but today, I am writing 
with real fear in my heart 

 

I am only 30years old.   

 

I want to breathe good air again. I want to wake up without my stomach in 
a knot.  I want to stop coughing and vomiting.  I want to continue to believe 
in humanity 

 

My head is spinning from anxiety 

 

I will not accept death.  It is not my time. There is still so much in life to 
experience… I want to smile… and laugh…simple things, I want 

 

I will not say goodbye… I refuse to say goodbye 

 

If there is one thing I have learned this past month, it is that life is so 
precious, in one second, your whole life could change.  One day I was 
taking artwork down from a gallery about to send the paintings to their new 
respective owners … the next morning, our airport was bombed and we 
were at war, just like that. 
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There are cluster bombs everywhere… there are so many that didn’t 
explode… they are so so dangerous 

 

Week of hell  

This past week has been slow and tough. It is almost as if last month was all 
played in fast forward and then since the ceasefire, we are moving in ultra 
slow motion.  For the last month, I just wanted everything to end…now, I 
don’t know where to begin.  For the last month, I would purposefully try 
and numb myself because I was too afraid to feel everything… today I am 
begging for my feelings to return because without them, I can not live. vi 

 

 

 

1 

November 2013  

Addendum 



The intention for the original presentation of this paper was to offer a 
commentary on duration, activism and heightened states through chosen 
extracts of text, documentation and images.  By blurring conscious artistic 
choices with the realities of everyday events, I am proposing that the 
significance of the performance action remains radical, important and 
urgent. Compare the impact of civil actions on the general public with 
comparative actions by the artist in their enclave. The notion that these 
cannot be understood by the same public, to me, seems somewhat 
erroneous.  Public actions often mirror performance art actions and this in 
itself must affirm its relevance. It is the duty of the artist to ensure that the 
message is not strangled by the cultural gatekeepers within the context of 
organisations and institutions. If we are to take the notion of the artist as a 
visionary and commentator then there must be opportunity to mirror back to 
society as a whole rather than an elite few. 

 

Performances referenced by Julie Vulcan 

I Stand In – 8 hr durational performance with 32 participants. SPILL – 
festival of performance 2013 produced by Pacitti Company 

Un/disclosed – 2 yr micro performance project 2008-9 

Shortly – 20 min performance incorporating edited text from Beirut Update 
. Presented at Unco-ordinated 2006 curated by Rosie Dennis 

Images 

Shoes are laid out on the ground in memory of protesters killed and injured 
in recent clashes near Taksim Square in Istanbul, June 19, 2013. (photo by 
REUTERS/Marko Djurica) 

Riot police stand behind a pool of human blood poured by supporters of 
former premier Thaksin Shinawatra in front of the Democrat Party 
headquarters in Bangkok March 16, 2010. (Photo by REUTERS/Sukree 
Sukplang) 

Erdem Gunduz stands in Taksim Square during a 'duranadam', or standing 
man protest, in Istanbul June 2013. (Photo by Instagram user Busrabatur).  
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Kellie O’Dempsey 
www.kellieo.com 

 

Title: Traces of experience 

 

Traces of experience addresses Performance Drawing as both an enquiry into the 
public and private space and as an inclusive and interconnected form of cultural 
interaction.  Via a series of documented live collaborative public performance drawing 
events I will discuss my experience, perception and reception of large scale live 
drawing both on paper and via a digital drawing device.  

 

This paper will examine the corporeal (pertaining to the body) and the liminal space 
(transformational state) in relation to the bodily act and action of Performance Drawing, 
thereby investigating the roles and responses of the audience and the artist.  

 

Drawing as a performative act is physical: a surface is marked by an instrument guided 
by the hand or body, this gesturer or action becomes a conduit for the response of the 
artist in that moment in time. The residual artefact is the drawing created via the act of 
drawing. Drawing requires a commitment to drawing form, the dynamics of movement, 
the passage of time and the personality of gesture. Performance drawing as a live act 
amalgamating my passion for drawing as an immediate and responsive form of art 
making as visual communication.  

 

The Performance Drawing act is the exposure of the role of process in the act of art 
production. As a part of the process invite members of the audience to participate by 
contributing their personal experiences and interpretations. This alchemic and 
vulnerable process allows the artworks and the activity of the artist to become a 
collective experience. During this Performance Drawing act, the gallery, a public place 
of exhibition, becomes a studio, a private place of artistic invention. The public and the 
private encounter coexist. 

 

If the motivation and the selections an artist makes belong to their inner being, and 
have their genesis in who they are and how they developed, my public upbringing has 
put me in direct contact with community. Having grown up living in country hotels living 
above noisy public bars, as the daughter of publicans, I have a personal understanding 
of what is regarded as public and what 

is considered private space.  

 



By making public-works I attempt to create pathways to the viewer, to create a 
relationship between my creative processes and their biography. This strategy 
establishes an interconnectedness and empathy through the works and the assignation 
of the window as a liminal or sensory zone. For those present at a performance, a 
transformation state or a jump in time may occur. This experience is often realised post-
performance.  

 

I do not enter this place of interdisciplinary public performance alone. The space is not 
inhabited by my direct experiences but rather by descriptions penned by those folk who 
were there at each performance! 

 

This enquiry is informed by my documented performances, my Masters exegesis 
Spectacle of performance drawing and by the works of William Kentridge, Mariana 
Ambromavic, Gosia Waldazak and Morgan O’Hara. I discuss their contributions to a 
multi-disciplinary and performative approach to socio-political discourse in 
contemporaneous time based performance drawing production.  
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“Comparatively Twisted: Exploring the Application of 

Comparative Anatomy in Simulating the Fantastic”  

 Performance, the Body and Time in the 21st century  26-

27 June 2013 

 

Tyson Foster, DVA student, Griffith Film School – 
t.foster@griffith.edu.au 

 
Abstract 

 
Real-time computer simulation gives rise to a new artistic space when exploring the 
performance of the fantastic. Through this research express the human body as a 
generative device and re-engage our shared biological heritage with the natural world, 
with an unintended link to the Gothic is discovered during this investigation. This 
work explores another avenue to generate character performance for study and 
analysis. This method of art research and development is needed to refine the process 
behind producing expressive and naturalistically appearing characters. 

 
Keywords 

 
Simulation, anatomy, real-time, performance, the fantastic. 

 
Introduction 

 
I submit this paper as part of my pre- confirmation research in my Doctor of Visual 
Arts (DVA) research at the Griffith Film School, Griffith University. The focus of 
this paper will be on the processes behind generating anatomical structures for the 
fantastic, and how digital simulation techniques can give the artist another tool to 
test a character’s range of motion for visual and biological authenticity. Unlike other 
art forms, creating anatomy for motion is not only an analysis of movement 
mechanics but a meditated synthesis with a goal to create convincing non-verbal 
communication and performance. A problem faced when generating the anatomy of 
the fantastic is, if a creature does not exist in the real world, how can we ensure it is 
moving naturalistically when it runs, walks or swims? This lead to an exploration 
into the effectiveness of NaturalMotion’s Endorphin software in simulating the 
fantastic. Creating keyframe animation—the process of an animator setting multiple 
key poses manually—takes a lot of time and precision. When wanting to create 
multiple animation tests in order to verify the performance of a character, shortcuts 
are needed to thoroughly test all motion achievable by the character. It is hoped that 
simulation can deliver such a shortcut by eliminating the need to manually animate 
the character. These simulations are less about modelling real simulation of humans 
and more about creating the chain of processes. This research is not focused on 
generating realism but creating and testing naturalistic performance. 

 
Motivation 

 
A goal when discussing and researching characters in my studio practice is to step 
away from the “military technoscientific legacy” Crogan (2011) points out that is 



suffocating the discourse surrounding the discussion of real-time computer graphics. 
It is not my intention to suggest technological improvement is bad for the 
medium—or the industry as a whole. On the contrary, it is the drive for higher 
graphical fidelity that continues to fund research and development in generating 
improved artificial characters. However, discussions surrounding the aesthetics and 
psychology of emotions should not be overlooked. For the most part, in 
contemporary game discourse, the industry is swept up discussing its own 
technological arms race. It would be unfortunate if our medium “... the first major 
global technocultural form native to the computer, and a defining technology of the 
contemporary digital information age” (Crogan 2011, xiii), were to simply focus on 
technological advancement in order to drive sales of software and hardware rather 
than attempt to create more meaningful experiences for the audience with advancing 
technology. The march of progress needs to be balanced with artist meditation to 
better understand what it is we want to express with our evolving medium. 

 
Later this year we will witness the release of a new console generation heralding 
another advance in graphics for video games and real-time rendering. A keynote 
presented by Valient (2013) from Guerrilla Games discussing the technology upgrades 
in Killzone Shadow Fall and outlines upgrades such as forty thousand polygons for 
characters, in comparison, games created for the previous generation hardware used 
ten thousand polygons at maximum. 

 
Think of the polygon count as the smoothness of a sculpture. All characters in 
computer games are drawn as a mesh made up of lots of small triangles. The smaller 
the triangle, the smoother and more life- like the character will appear. Another 
significant improvement is the maximum bone influence going up to eight bone 
influences per vertex— typically this is set between four or five and is variable 
through the Level of Detail Number (LOD#)—again current- gen technology limits 
the bone influences to a maximum of four (Epic 2012), (Crytek 
2012), and (Unity 2012). It is the maximum bone influence that is most exciting in 
my research, as when this number increases, the number of joints that can 
influence one particular vertex of the triangle increases. This means more subtle 
animations can be expressed from dense muscular areas—such as the face— 
making more expressive and hyper-real animations a possibility. 

 
Photorealism is still seen by many as the holy grail of computer generated imagery in 
films and in games. With improved hardware we make progress toward realising that 
goal. It is the ability to create what appears to the audience as perceptually real that 
gives our medium a unique opportunity to explore the boundaries between the real 
and the fantastic. An unintended consequence of this advancement is as artists 
continue to achieve more realistic appearing characters the level of critique our visual 
systems apply increases. Therefore with every incorrect facial pose, or incorrect hand 
movement (Osipa 2003) the illusion of life has a greater chance of being shattered 
(Gard 2000) when characters look more real, yet to not act real enough. 
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In the context of video games, immersion is a term used to describe the partial or full 
suspension of disbelief while engaged with the virtual space. Without believability, 
especially when dealing with the fantastic, immersion can be temporarily or 
permanently broken if the audience does not immediately accept the creature’s motion 
as naturalistic. When artists are creating characters for video games or CG animations 
they must create the character with skin, muscle and bones that react naturalistically 
when animated. Our digital characters must be presented with an apparent and 
inherent physicality. Take the digital actor Gollum from The Hobbit for example, he 
must possess a wide range of expressions and movements that hold up to critique when 
appearing on screen with a real human. When the restrictions placed on artists are 
lifted by these new technologies and techniques, we are able to achieve even greater 
levels of hyper-realistic motion; especially when dealing with the animation of the 
imagined. 

 
Anatomy 

 
By referencing and studying real world anatomy, we can use biological 
structures found in nature as a starting point to create the anatomy of the 
fantastic. A studio method of utilising comparative anatomy—typically a 
convergent scientific method used in biological science in order to map and 
understand the evolutionary processes behind different species—can be used as a 
divergent creative method in order to create believable anatomical structures for 
imagined creatures. This approach is essential when creating fantastic creatures, 
as the character performance requires a sense of believability when the audience 
watches it move on screen. Comparative anatomy is the study of similarities and 
differences in the anatomy of organisms. It is closely related to evolutionary 
biology and phylogeny and helps to inform character setup in that it provides a 
starting point based on what is known about existing organisms and ourselves 
(O'Neill 2008, 87). I should point out that it is not my intention to start a 
theological debate on the science of evolution, my point is that the study of 
comparative anatomy and the shared biomechanical structures between species 
living and extinct aid the artist when developing a synthesised structure for a 
fantastic creature. 

 
There are two major concepts related to my particular research within the realm of 
comparative anatomy. The first are classified as homologous structures; these are 
structures which are similar because the species share a common descendant. These 
types of structures allow us to morph the anatomy from one species into another. It 
should be noted that the structure may or may not function the same, an example of a 
homologous structure is the forelimb shared by cats and whales. The second are 
analogous structures; these structures are similar between differing organisms. The 
similarities are due to 



 
the organisms originating in a similar environment, rather than inheriting from a similar 
ancestor, an example is the body shape of dolphins and sharks. Building fantastic 
creatures from this understanding is vital to create anatomy for the unreal. By seeing 
links that a creature may have to the real world, the artist can fill in the gaps to 
synthesize a believable hybrid anatomy. 

 
When creating hybrid unreal anatomy, Whitlatch (2010) explains, “[a]natomy and 
natural history come into play, derived from life on planet Earth, and these are 
further tweaked and morphed, but just enough to provide sufficient eye candy 
without compromising naturalism”. This grounding in our natural world followed 
by artist intervention is what allows us to create fantastic creatures that are 
expressive, yet maintain a believable character performance. My 
research is not only concerned with representing sculpturally beautiful anatomy, but 
also how these anatomical structures allow the character to move and 
express itself. For example, in what way could a particular shoulder structure 
impact the range of upper-body motion on a character, and how would this 
motion appear both aesthetically and psychologically to the audience when 
animated on screen. 

 
When approaching this from a philosophical view, Deleuze argues that movement is 
not made up of a series of held poses in such as sculpture or painting (Cholodenko 
and Power Institute of Fine Arts. 1991), and suggests that motion is simply not a 
collection of forms or ideas set in motion. 

 
We can distinguish two different ways of thinking about this interrelationship: the 
first, quantitative motion, in which there is a kind of cause-and- effect relationship 
between poses and movement, where poses reproduce a prior and external movement 
and movement a prior and external series of poses; the second, qualitative motion, in 
which poses and movement arise at the same time, where poses and movement no 
longer reproduce each other or even relate to each other. (Cholodenko and Power 
Institute of Fine Arts. 1991, 92) 

 
These ideas and are formed by the movement itself, so with this in mind it is not 
enough to test pose A then pose B. We must instead explore from pose A to pose B to 
pose C and so on. The only way to effectively achieve this is by animating our 
characters in order to study, extrapolate and reflect on this qualitative motion. 

 
 
Research Areas 

 
The software chosen to simulate the characters is NaturalMotion’s Endorphin. It was 
designed to simulate bipedal humanoid characters. However, other artists and studios 
have used this software to create animations for other animals, “[i]t was rather 
effective at killing elephants, horses and camels as well!” (Alston 
2012). A question raised after reading such a statement was, if Endorphin is 
effective at killing the real, can it bring life to the fantastic? Thus my goal 
became exploring how far we can push this type of simulation system and begin 
to test how effective it can create simulations of the fantastic, and could these 
simulations aid in speeding up the animation process when testing the character’s 
performance. Upon starting the research, it was apparent that to create a 
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simulation character, it was required to start its life as a humanoid. I would be 
required to begin the deconstruction of 
the humanoid anatomy of the character and begin the process of bending and twisting 
the human body in order to create the joints and muscles for a creature 
that is ready to be simulated. 

 
It was during parallel research into the grotesque and the sublime, that I began to 
realise that through the method of creating the fantastic from a humanoid character, 
there is something inherently Gothic about this whole process. 

 
Everyone knows how their body is organized and how many of each part they 
have; this is a given and is never thought about. To become aware of these 
particulars, one must imagine oneself un-whole, cut into parts. Deformed or dead. 
Mike Kelly, ‘Playing with Dead Things: On the Uncanny’, 1993/2004 (Williams 
2007, 166) 

 
Williams (2007, 14) further clarifies, “[a]lways in the Gothic is this: two things that 
should have remained apart – for example, madness and science; the living and the 
dead; technology and the human body”. As discussed 

 
earlier, by approaching this problem by applying scientific methodology of comparative 
anatomy to create the fantastic we witness the boundaries between human and animal 
merge and morph to bring life to that which never had life— or ever will. As an 
example, we can see striking similarities between the physiologies of the leg of a 
human and a cow or bull. The joint count remains exactly the same. In a human we see 
the structure of; pelvis to femur; femur to tibia (and fibula); tibia to metatarsal(s); and 
finally metatarsal to the proximal, middle, and distal phalanx (Delavier 2010). 
Comparatively when looking at the cow, we see the following; pelvis to os femoris; os 
femoris to tibia; tiba to metatarsus; and finally metatarsus to the phalanx prima, phalanx 
secunda, and phalanx tertia (Ellenberger, Baum, and Dittrich 1956). We both share the 
same joint count, the difference is the ratio to the length of the different bones and the 
biomechanics of the limbs. This is the key allowing the humanoid character to morph 
from a human physiology to the physiology of a cow. The differences the artist needs to 
work with are the changes to the bone length, limb weight, and limb range of motion. 

 
Implementation 

 
Typically, when developing the joint hierarchy for a character, the artist will use 
movement tests to ensure the muscles and skin appear to move and react as required. 
These movement tests often consist of isolation movements—a motion that only 
focuses on one single muscle group (Delavier 2010, 7)—rather than compound 
movements. Having said 



 
that, even compound movements can be limiting as they only explore multiple closely 
related muscle groups. This approach to testing anatomy can result in motion that 
appears unnatural and rudimentary. Unfortunately, a problem is faced, creating 
complex character animations take a lot of time, and these test animations need to be 
created to be thrown away and created rapidly. This is where real-time simulation can 
be beneficial. The artist can begin to work with a character that can generate its own 
animations based on rules and behaviours. Another benefit over manual keyframe 
animation is through the nature of simulation happy accidents are given space to occur 
without human intervention. The character may react to a situation in a way that would 
not have been imagined by the animator. This gives a much broader sample of 
animations to examine while ensuring the character is performing as required. 
 
Through this process of simulation and using the idea of qualitative motion, we can 
explore much more complex character reactions and behaviours such as stumbling, 
catching, and tackling. The animation outcomes can vary as the variables in the 
simulation such as, behaviour, weight, position of objects, and even gravity can be 
changed. Another benefit to this type of testing is the simulations can easily be 
recalculated producing multiple takes, almost like working with a real- life actor. 
These benefits allow rapid testing of the creature anatomy, aiding in pinpointing 
possible issues and flaws in the motion that may be created due to incorrect joint 

 
positioning. Any problems found during testing can be easily tweaked, re- tested and 
solved, all before an animator has worked with the character. 

 
Research Findings and Limitations 

 
Further research is required, however, as this method of simulating and creating 
performance motion is still not without its own issues. Currently Endorphin does not 
support muscular simulation. This means the volumes of a character’s muscles do not 
expand or contract throughout the character’s performance. All motion is simulated 
from the joint placement and is affected by the collision volume applied around the 
limb and the weight of the limb. This is contrary to how the natural world operates 
through muscles and tendons driving a joint. Even when the skeletal animation is 
exported into software that does support muscle systems, our digital synthesis changes 
the relationship between muscles and tendons with joints from active drivers to passive 
and reactionary. This 
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means that the simulation loses the subtle actions inherent in motion such as stress 
and strain. 

 
Another limitation in my current research is having to start with a simulation 
character that is humanoid. This means I am currently restricted to simulating 
behaviours of fantastic creatures that evolved from shared ancestors. If the 
morphology were to stray too far away from human anatomy, such as the inclusion 
or exclusion of a joint in the arm, the character becomes difficult to accurately 
simulate with behaviours in Endorphin. I have flagged this as problematic in cases 
where the artist needs to create character morphology that exists outside of our 
natural world. 

 
An unintended revelation while embarking on this research journey was the 
realisation of Gothic themes running throughout the project. “Oscillating between 
attraction and repulsion, recent art continues to explore the negative pleasure of the 
sublime” (Williams 2007, 42). This has illuminated new theoretical and thematic 
research enquiry avenues in my DVA research project. Helping to crystallise my 
investigation to begin exploring the relationship between the phenomenology of 
aesthetics and the relationships that are interwoven in the psychology of character 
performances. 

 
Conclusion 

 
This preliminary research has indicated that using simulated characters is a viable 
solution to testing anatomy to determine the performance ability of the character. 
This has also shown itself as a beneficial tool to aid in my proposed DVA research 
project. Simulated characters can help to speed up the process of creating character 
performance, allowing the artist more time to study the motion and if needed apply 
iterative fixes to the character’s anatomy. Other emerging technologies are appearing 
all the time, we need to be able to address these new technologies in order to provide 
adequate anatomical structures for animation requirements. This type of approach to 
research and development will therefore provide a starting point for creating a 
practical framework for understanding how to generate anatomical structures for the 
fantastic. Digital simulation techniques give the artist another option when testing a 
character’s range of motion for visual and biological authenticity. It is hoped that the 
process behind creating anatomical structures for the fantastic can be further refined 
with the use of new tools and technologies. It is through constant experimentation 
and refinement that we continue to improve the processes behind generating 
expressive hyper-real fantastic creatures. 
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William Platz, A/M Zombie Drawing, 2013, charcoal and watercolour on paper, 80 x 
108 cm. Brisbane, used with permission and © the artist. 

 
Life drawing suffers its own cliché: a ragged arc of mute watchers draws the 
strained and static body of a poorly paid performer. This studio circumstance is 
repeated daily in thousands of grimy studios all over the world. The practice of 
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life drawing also endures in every university visual arts curricula that I have 
surveyed or experienced. For such a ubiquitous form, very little critical 
examination is afforded it. Despite some efforts to curtail the practice or even 
eradicate the form from tertiary studies, life drawing endures. It is already 
tempting to invoke the zombie metaphor in much the same way that the 

metaphor is applied in ‘zombie capitalism’ and ‘zombie computers’.
1 

Perhaps 
life drawing has been dead for years but still shambles around, infecting 
hobbyists and art students, kept in a barely-animate state by a mysterious 
coterie of instructors that wield a debased ‘power’ to command models and 
render the human form on paper. As such an instructor, and as an artist for 
whom life drawing has always been the core of my practice, it has become 
imperative to look hard at the phenomenon of life drawing and attempt to realign 
the practice with contemporary concerns and discourses. This paper will take a 
somewhat unusual approach to the task by invoking the cultural rhetoric of the 
zombie in order to illuminate the structures, theatrics and technologies of life 
drawing. In doing so, I will reference the works of three artists: myself, Dana 
Lawrie and Zoe Porter. 

Life drawing necessitates a particular kind of studio transaction. In theatre, it 
would be called a two-hander—a production featuring only two players. In the 
drawing studio/theatre, the conventional roles are ‘artist’ and ‘model’. Often, the 
artist will cast the self as model, relying on an apparatus such as a mirror or 
camera in order to sever the two performances. Whether employing a model or 
using the self, the representative function of the model is clear. The model 
poses according to convention, in anticipation of the desire of the artist, or at the 
direction of the artist; and the artist confronts the pose in the graphic act. Most 
commonly the pose is faux-static. The body cannot be utterly still, so a rigorous 
contortion is performed to create the illusion of stasis. Increasingly, photographic 
referents are used to amplify this illusion of immobility. In the past, devices such 
as looped ropes and hooked props were employed to relieve the pressure on 
the model’s body and further mortify the silent pose. It should be noted that it is 
fairly common in contemporary drawing pedagogy, however, to employ 
movement in the pose. Kinetic poses can be overtly performance-based—
narrative theatre, dance, acrobatics, burlesque—or can be subtle—a repetitive 
task, walking, or changing positions. 

 

1 Zombie capitalism’ is invoked to suggest a world in which capitalism has failed or 
‘died’ or ceased to be productive, but in which insatiable consumption continues and 
accelerates. ‘Zombie computers’ are computers that have been compromised by 
malicious programming so that they may be operated remotely to spread more 
malicious programming. They are often utilized in hordes called ‘botnets’. 

 



Whether it is static or kinetic, the pose is the phenomenon with which the artist 
transacts, and it is neither completely inanimate nor completely animate. Oddly, 
whether vigorous or mortified in the pose, the facial expression of the model 
typically remains unchanged, hovering somewhere between the stoic and 
vegetative. The blankness of the expression amplifies the uncanny, insensate 
quality of the pose. Whether static or kinetic, posed for the lens or posed for the 
easel, the pose is a counterfeit of life and a counterfeit of death. It is a 
performance of body that may feel more or less ‘convincing’ or ‘good’ in each of 
its manifestations, but it can never fully cross over into the living or the dead. 
The defining quality of a ‘good pose’ is its mimicry of vigour or cadaverousness. 
Marc Leverette suggests, in relation to zombies, that we forego phrases such as 
the ‘undead’ and ‘living dead’, “A better way to write it may be life/death, as we 

are essentially left with an aesthetics under erasure.”
2 

A reformed 
understanding of life drawing practice depends on a reformation of the very 
nature of the life drawing exchange. Life drawing is a liminal and transgressive 
practice. It exists between high art and recreational art, between subject and 
object, between voyeurism and exhibitionism, between master and slave, and 
between guts and technology. 

Zombies have been shambling across the pop cultural landscape with an ever- 
increasing frequency since the turn of the millennium. These are typically not the 
Haitian- Voodoo zombies of the colonial and postcolonial Caribbean, but the 

infected and reanimated flesh-eaters of George Romero.
3 

Once a low-brow, 
splatter-fest creature of the horror genre, zombies are being deployed across 
practices and disciplines, from flash mob protests and performance art to 
philosophy, epidemiology and genetics. There are several explanations 
proffered for the ubiquity of zombie culture. Common among them is the 
assertion that the zombie (apocalypse) is a convenient canvas on which to paint 
a range of imperialist, dystopian 

 

2LEVERETTE, M. 2008. The funk of forty thousand years; or, How the (un)dead get 
their groove on. In: MCINTOSH, S. & LEVERETTE, M. (eds.) Zombie culture : autopsies 
of the living dead. Lanham, Md.: Scarecrow Press. 3 George A. Romero’s 1968 film Night 
of the Living Dead is cited as the film that introduced audiences to the concept of the 
cannibalistic, infectious living-dead zombie, although the word ‘zombie’ was not 
originally applied to the creatures in the film. 
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Zoe Porter in collaboration with Luke Kidd, In a Landscape no. 2, 2012, performance 
from Current Rising Festival. Brisbane, used with permission and © the artist. 
 

and social-critical pictures. Nick Muntean and Matthew Payne 
write, ―However blank the zombie may be, it is nevertheless a 
culturally productive and expressive vacuity. Indeed, it is this 
very blankness that perpetuates the creature‘s sustained cultural  

relevance.‖4 But this essay isn‘t concerned with the why of 
zombies but the specific how. How do zombies operate, and 
how can this operation reveal both the malfunction and the 
potential of life drawing? In philosophy, a construct called a p- 
zombie is employed as a foil in discourses about physicalism, 
volition and consciousness.5 I propose a new construct — the 
d(rawing)-zombie — that can be employed as a foil in 
discourses about life drawing, liveness and posing. 

 



Referent/Revenant 
 

Assumptions about the necessity of a live model and a live artist 
in a life drawing exchange reveal a specific privileging of bodies 
in close proximity. The ‗liveness‘ of the performance asserts the 
dominance of our notions of Western individualism and 
subjective expression.6 Although corpses, casts and mannequins 
have a particular prevalence within the life drawing studio, the 
liveness of the acting/posing model and the acting/posing artist 
is 

 
4 MUNTEAN, N. & PAYNE, M. T. 2009. Attack of the livid dead: recalibrating terror 
in the post-September 11 zombie film. In: SCHOPP, A. & HILL, M. B. (eds.) The 
war on terror and American popular culture September 11 and beyond. Madison, NJ: 
Fairleigh Dickinson University Press. 242.    5 ‗P-zombie‘ is an abbreviation of 
‗philosophical zombie‘. Dennett‘s sceptical appraisal of the invocation of zombies in 
philosophy is a fine place to introduce oneself to p-zombies. DENNETT, D. C. 2005. 
Sweet dreams : philosophical obstacles to a science of consciousness, Cambridge, 
Mass., MIT Press. 

 
6 Liveness is a topic that circulates most prominently in theatre studies and is often 
framed by Philip Auslander‘s text Liveness and Peggy Phelan‘s text Unmarked: The 
Politics of Performance. Phelan posits a fundamental disparity between the live and 
the mediatized, whereas Auslander argues for an inextricable relationship between 
them. PHELAN, P. 1993. Unmarked : the politics of performance, London ; New 
York, Routledge, AUSLANDER, P. 1999. Liveness : performance in a mediatized 
culture, London ; New York, Routledge. 
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Zoe Porter, White Noise, 2009, ink and watercolour on paper, 40 x 20 cm. Brisbane, 
used with permission and © the artist. 

 

traditionally held as irreconcilable with mediatised imagery. The 
paradox of the life drawing exchange is that the posed model- 
body in the studio is no more ‗live‘ than ‗live television‘ or a 
‗live recording‘. Moreover, the defining attributes of the living 
individual—politics, sexuality, identity—indeed, any frictions 
of any kind are absented from the pose to allow for a slippery 
transformation from body to picture. Patricia MacCormack 



describes zombies as having, ―no race, no gender, no sexuality, 
just baroque fleshy unique viscera-configuration‖.7 As the 
degree to which the meat-body is privileged as the referent 
escalates, the vivifying forces of the self erode. The referent 
becomes revenant. Killed in the pose, the d-zombie is 
reanimated as a fantastical revenant in the pose. Zoe Porter‘s 
performance drawings evince the peculiar and uncanny nature of 
the zombie-Other. Donning elaborate post-apocalyptic costume- 
bricolage, Porter stages loud, dark performances in which she 
typically turns her back on the mob and aggressively gestures in 
drawings of chimeras, zoomorphs and zombies. She draws 
herself. By acting/posing/drawing the zombie, Porter stakes 
herself out as both a voyeuristic object of loathing and desire — 
a ‗fleshy unique viscera-configuration‘ — and as a rebellious 
hyper-identity set against the mob. Her works actively 
transgress the binarism of self and Other that dominates life 
drawing practice. 

 

In most life drawing circumstances, a fairly conservative 
conclusion may be made about the animating force of the macho 
genius observing the passive fleshiness of the model- object. It 
may be tempting to invoke the Haitian Voodoo-zombie 
master/slave dialectic and 

 
7 MACCORMACK, P. 2008. Cinesexuality, Aldershot, England ; Burlington, VT, 
Ashgate. 104. 
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conclude that the mark of the artist contains the resuscitation 
and mastery of the model-body from which the self is 
absented in the pose. In his essay on the ontology of the 
zombie, Kevin Boon shifts emphasis from death to the lack of 
self: 

 

A zombie lacks conscious experiences separate from physical 
processes...Zombies cannot retain a sense of self—a unique, 
human consciousness. This defining characteristic is often 
muddled in literature and film, but it is more central to the 
zombie myth than death, as you can have a zombie who isn‘t 
dead, but you cannot have a zombie that retains its sense of 
identity.8 

 

But the revenant-zombie is not a passive agent. The zombie 
hungers. The zombie seeks to impose its pure-body on the 
conscious flesh of the living, obliterating it. The zombie also 
rejects a stable identity that precedes life-death. Films, video 
games and literature often try to impose a fantasy of identity on 
the zombie through photographs, memories, places and objects. 
What all of these dreary reminiscences really indicate is the 
pervasive absence of a stabilising self in the person of the (still) 
living. In Porter‘s work, and in Lawrie‘s and mine, the bodily 
forms are often adrift in a field of paper. The void dominates the 
composition around the revenant. 

 

Lauro describes the zombie as both the ―slave and the slave 
rebellion.‖9 She points to the contranymic liminality of the 
zombie in that it ―always connotes the annihilation of revolution 
at the same time that it embodies revolutionary drive‖.10 The 
aggressive rebellion of the pose is the conflict that should 
constitute the core of life drawing, not photographic illusions or 
the pale shadows of clever mimesis. The d-zombification of the 
pose is necessary to reveal its established binary limits and open 
them up, like soft flesh. Dendle argues that, ―Zombification is the 
logical conclusion of human reductionism: it is to reduce a 
person to a body, to reduce behaviour to basic motor functions, 
and to reduce social utility to raw labour.‖11 It would be all too 
easy to remove the word ‗zombification‘ from this sentence and 



replace it with the phrase ‗life drawing‘. Once the zombie- 
revenant-pose has been established, acknowledged and allowed 
to perform without the social and institutional constraints of 
conventional life drawing, then the practice can move beyond 
academic mediocrity and into a dynamic, performative sphere. 
Dana Lawrie actively courts pale mimesis and photographic 
illusionism in her drawings. It is her use of the conventions of 
academicism and photo-verity that allows a subtle revelation of 
the pose. Like Roland Barthes, she pursues a transhumanist  
 
fantasy of a prosthetic body, a ―neutral, anatomic body‖12 —a 
body that cannot be corrupted or annihilated by the lens. Lawrie 
utilises a line and wash technique most commonly associated 
with ink and transparent watercolour. In her case, she mimics 
this effect with pencil and thin oil washes on 

 
8 BOON, K. A. 2007. Ontological anxiety made flesh: The zombie in literature, film 
and culture. In: SCOTT, N. (ed.)   Monsters and the monstrous myths and metaphors 
of enduring evil. Amsterdam ; New York: Rodopi. 36.    9 LAURO, S. J. 2011. Playing 
dead: zombies invade performance art, and your neighborhood. In: CHRISTIE, D. & 
LAURO,   S. J. (eds.) Better off dead : the evolution of the zombie as post-human. 
New York: Fordham University Press. 225.    10 Ibid.   11 DENDLE, P. 2007. The 
zombie as barometer of cultural anxiety. In: SCOTT, N. (ed.) Monsters and the 
monstrous myths    and metaphors of enduring evil. Amsterdam ; New York: Rodopi. 
48.   12 Barthes describes ―the whole photographic ritual: I lend myself to the social 
game, I pose, I know I am posing, I want you to know that I am posing, but (to square 
the circle) this additional message must in no way alter the precious essence of my 
individuality: what I am, apart from any effigy.‖ He laments that his image can never 
coincide with his self, ―if only Photography could give me a neutral, anatomic body, a 
body which signifies nothing!‖ BARTHES, R. 1981. Camera lucida : reflections 
on photography, New York, Hill and Wang. 22. 
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Dana Lawrie, Housed, 2012, pencil and oil on board, 100 x 180 cm. Brisbane, used with 
permission and © the artist. 
 

prepared board. The contour line in Lawrie‘s paintings 
signifies the photographic. Precisely rendered, the silhouette of 
the photographic figure and the contour mirror one another. 
The line, that fundamental graphic abstraction of edge, denotes 
the limits of the body — that which the lens can see and 
abstract. The outlining of the body then comes to symbolise 
the death- dealing vector of the photograph.13 Washes, 
however, are visceral and unstable. The wash disorganises the 
body in fluid creep and transparency. The zombie-body, unlike 
the self, is not vulnerable to the mortification of photography. 
The zombie- body can survive its death-by- picturing. The 
process of picturing that Lawrie initially employs—the ‗self-
shot‘—yields 
a photograph, but the photograph is not the referent; the referent 
is the action of the revenant— the pose. Lawrie‘s drawings 
flaunt the aberrant nature of posing. 

 

Picturing the d-zombie is particularly problematic because, 
unlike in the movies, this zombie is not Mom transformed, or 
the neighbour transformed, or some other discreet character 
transformed into a maybe-fast or maybe-slow monster. In life 
drawing, the zombie is the act of drawing. The act is all post- 
mortem twitch and bloat. It is the performance of the model 



(pose) intersecting the performance of the artist (drawing). The 
d-zombie informs the action but is not a product of the action. 
The zombie can indicate the pose and the drawing act but cannot 
substitute for them. This leads to the difficult question of how 
this analysis of life 

 
13 The relationship between photography and death has been widely discussed. One 
can easily find phrasing, such as Jones‘, that refers to the photograph as a ―death- 
dealing apparatus‖. Sontag calls the portrait-photograph a ―soft murder‖ and Berger 
calls the portrait ―photography‘s little murder‖. The metaphors of ‗shooting‘, ‗firing‘, 
and ‗capturing‘ are thinly veiled sublimations of the aggressive vector of the lens. 
JONES, A. 2002. The ‗Eternal Return‘: Self-Portrait Photography as a Technology of 
Embodiment. Signs, 27, 947-978, SONTAG, S. 1990. On photography, New York, 
Anchor Books, BERGER, M. 1995. Making Faces. In: DE SALVO, D. M. (ed.) Face 
value : American portraits. Southampton; Paris; New York: Parrish Art Museum; 
Flammarion. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

William Platz, A/M Zombie Drawing, 2013, charcoal and acrylic on paper, 80 x 124 
cm. Brisbane, used with permission and © the artist. 

 

drawing may actually manifest in life drawing practice. The 
potential of an answer to this question informs my current work. 
Utilising metaphor, costume, performance and drawing 
methodologies, I hope to expose some reformed methodology of 
life drawing that can be implemented in pedagogy and in my 
own practice. The pursuit of this program combined with the 
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continuing (re-)assessment of contemporary figuration and life 
drawing will hopefully evolve conventional expectations and 
readings of the form. 
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Christian Bujold, Anne Parisien  

(Canada) 
 

  
 
Bios:  
 
Christian Bujold presented his performance work on several occasions in Quebec 
and Toronto (Canada) and Helsinki (Finland). He has collaborated with artists from 
different backgrounds such as painters, videographers, choreographers and 
performers. He received his master's degree in the Media and Visual Arts program 
at l'Université du Québec à Montréal in 2011. 
 
Anne Parisien is graduated from the Media and Visual Arts program at l'Université 
du Québec à Montréal. She work as 
a videographer and performer in Montreal. She showed her work in many 
exhibitions and events in Canada. 
 
Since 2010, Christian Bujold and Anne Parisien are working as a performer duet.  
 
We propose a set of two durational performances that explore different relations 

between two performers. 

 
1.   Symmetry (duration: a couple of hours, undetermined), vimeo:  

http://vimeo.com/37260427 : The two performers, male and female, are standing on each 

side of a wall separating them. One cannot see what the other is doing. Without any 

previous communication nor rehearsal, each performer will try to do the same gestures and 

movements that the other one is doing. Considering they cannot see each other, the basic 
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intention of the performance is practically impossible to achieve. As the two performers 

keeps trying, a multitude of occurrences, echoes, recurrences, overlaps, oppositions and 

several other types of links occur. Thus, the performers embody two independent 

interpretations of a singular intention, as if one individual was separated into two. 

 
 

2.   Magnets (duration: a couple of hours, undetermined), vimeo:  

http://vimeo.com/47549177 : Both performers stands along two walls connecting an 

outside corner of a public building. They are standing so they cannot see the other 

performer's position. Each one's instruction is to mentally switch between an attraction 

and repulsion force as two magnets would do. Thereby, each performer moves toward the 

corner's edge if he is in attraction mode, or away from it if he is in repulsion mode. The 

general intent is that each performer synchronizes with the other so that they meet at the 

corner's edge, or get as far as possible from it. Considering that it is impossible to know in 

which mode is the other performer, this goal his practically unachievable. This 

performance explores the relativity of the concepts of distance and proximity between two 

individuals. Although they share an intimate mentally projected proximity, their bodies are 

kept separated by physical distance, making contact impossible. 

 
 
Both performances can take place outdoor or indoor, preferably in a public space, and they 

end when one of the performer makes the decision. We encourage the performances to be 

presented to an ongoing and outgoing public, as they can see the evolution of the 

performances without being kept captive  

 
 
As an artists duet, we produce performances and video works that revolves around the 

experience of self existence toward the body of the other. 

 
To make it happen, we interlace spaces (indoor, outdoor, public and private) and 

mathematical concepts (trajectory, geometry, convex, concave, parallel, etc..) in order to 

explore different relationships between our respective bodies. Attraction and repulsion, 

symmetry, reflection, osmosis; these types of analysis grids becomes restraints for actions 

and relationships explorations. Starting from a single director intention, it is through a 

durationnal approach that we create an evolution of the relation we share. Thereby, an 

enigmatic tension is activated between our two overlapping bodies as they try to interpret 

simultaneously the given restraint. 

 
 



It is in this context that we fit and experiment. Between control and chaos, we play with 

the limits of the selected spaces and invest all the possibilities and occurrences that 

happen. Always in flux, our bodies split, reflect, overlap, contradict or agree in a 

methodical, instinctive and poetic relation to each other. 

 

 

*photos by N Morton
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map 
/map/ 

 
 

Noun 
A visual representation of an area 
A symbolic depiction highlighting relationships between elements. 
Verb 
Represent an area; mark; make a map of. 
     

 
 
 
 
 
 
 
 
 
 

     
     

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

MAPPING A SHARED HISTORY OF PERFORMANCE – its key 
ARTISTS – PRACTICES and WRITING within an Australian context 

 

 

     
     

     

1960-present.   
 
This public participatory installation aims to create a visual history of 
lived memory, visceral experience, image, document and writing 
charting seminal points in Australian Live Art Performance Practice. 



It proposes to run continuously across the 2 days of the Symposium 
inviting participants to MAP their key experiences of Performance / 
Artists / Practices and Writing. 

 
Within the context of this Symposium, the project sets out to investigate 
and claim ‘what has been’ in order to enter dialogues around current 
practice from an informed and relevant position. 

 
The material being collected will focus on 3 key questions – 

 

 

What was your first experience of a Live Art Performance event? 
Who are the 3 most influential practitioners to your practice? 
Can you mark the time, place, site of the most influential event in 

your history of Live Art Performance. 
 
The responses will be continuously gathered and formatted, 
accumulating to form a visual landscape within the center of the 
symposium venue. It offers the opportunity to chart the shared points of 
activity and form the basis of a presentation on the LINAGE of 
Australian performance practice to be delivered within the final session 
of the symposium. 
The presentation will take the form of live reporting, delivering the major 
outcomes from the two days of gathered material and opening a 
dialogue around its outcomes. 

 

 
MAP places physical memory and collective experience at the center of 
its exploration. It actively marks the pathways that have led Australian 
Performance to the practices now unfolding in the 21st century; 
charting what has been in order to better understand a relationship 
to where we now are and where we might chose to go. 

 
 
 
 

  



77 

  

 

Yiorgos Zafiriou 
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Bio 

 
Yiorgos Zafiriou is a cross disciplinary contemporary visual artist. He is 
a PhD candidate at Sydney University, Sydney College of the Arts. 
Yiorgos maintains ongoing participation in exhibition practice and 
regularly undertakes performance. He lectures for the College of Fine 
Arts, University of New South Wales where he authored an online Post 
Graduate course in performance art. The main interest of his artwork is 
the interplay between the materiality of his body and its relationships to 
re/presentations of identity. 

 
Academic and Artistic affiliations 

 

Yiorgos Zafiriou    BFA (UNSW), BDes (UNSW), MVA (USYD) 

PhD Candidate  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Lecturer and Fellow  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Abstract  
 
The Invisible Artist: Undertaking Performance Art without 
Undertaking Performance Art 

 
 
This paper explores foundations for ongoing research towards a 
performance art where there is a dematerialisation of the performance 
itself. I am proposing a conceptual approach to performance art where 
there is a cessation of art, artist, and audience. Through focusing on 
research findings from my own practice and examining a selection of 
key historical works of art, I aim to scrutinise the role of visibility and the 
performing artist through finding a way to create art that makes itself. 

 
 
* Full text paper published in peer-reviewed Studio 
Research Journal 

 



 Nick Kilby 

Email: n.kilby9932@gmail.com  Telephone: +447866 764 603  

Biography: 

Nick Kilby is an artist and curator based in the North of England, who at times utilises 
body performance, sound design and writing. Graduating in 2009 with a BA (hons) in 
Contemporary Performance Practice they have continued to make work in a variety of 
club, gallery and theatre settings. Beginning with a series of actions meditating on 
bloodsports and the contradictory status of the sculpted body in a state of violence Kilby 
buried the boxing alter ego in 2011, after being curated by the Fresh AiR platform under 
which his work was mentored by Ron Athey.  

Shortly after Nick began investigating through actions marginalised religious groups 
and the energies of the cult leader; using the Jonestown Massacre and the discovered 
audio tape as a springboard to inculcate audiences within the liminal space. They are 
currently undertaking a masters in research studying the ecstatic community within the 
secular space at Leicester Demontfort University, supervised by performance artist 
Helena Goldwater. 

Nick is a member of the New Aktionist Kitchen, the Black Sun Drum Korps and the 
Sheffield based Audacious Art Experiment, with a collection of sound designs and 
compositions being released later in 2013 on the organisations in house label. 

ABSTRACT: 

Bullet Time:  The male orgasm and violence in post-Matrix comic book adaptation 
cinema 

The paper seeks to discuss and meditate upon the political connotations of digital slow 
motion cinematography within comic book adaptations, proceeding Hollywood 
blockbuster The Matrix (Wachowski,1999). The paper frames itself around the 
expansion of time when violence or 'tent pole' moments within a theatrical film cascade 
into high definition slow motion or frozen panning shots; eroticising bloody excretions, 
the unveiling of weaponry, choreographed fight sequences and the act of bodily 
defenestration. It can be seen as an attempt to capture the freeze frame box style of the 
original source text; with film such as 300 (2006) and Watchmen (2009) by Zack Snyder 
using the comics as storyboards, with a near literal translation taking place of the visual 
narrative.  Sitting in duality, it is also argued that by recourse this visually maps the 
height of male ecstasis onto the mis en scene; seemingly capturing the point before the 
brain wave patterns flat line and orgasm is generated. This somewhat stands in 
opposition to the mechanics of the original, static graphics on page- the readers mind 
being forced to generate a sense of motion when viewing a strip to fully feel a sense of 
escapism into the narrative. The relationship between comics/graphic novels and their 
film adaptations can be comparatively analysed in much the same way as erotic 
literature and pornography; with individual nuances and projections of the minds eye 
being exchanged for an experience much more didactic and immediate. 
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The paper goes on to discuss its use within comic adaptation cinema as a means of 
constructing a visual pallette that invokes a sense of sophistication beyond that of its 
earlier cinematic peers but also cites the problematic nature of this transposition; 
bringing with it the weight of a film genre that is soaked male heteronormative politic. 
The discussion moves forward to suggest that uses of Bullet Time can sonorously 
poeticise violence into a blunt force ballet; that whilst aesthetically attractive masks a 
misoginistic ideology of its technically primitive predecessors.   

 

The concluding part of the paper goes on to discuss the self generating problematic of 
Bullet Time usage; that the effectiveness of the ability to capture the minutiae of action 
taking place is somewhat hindered and redundant when attempting to present a more 
humane narrative or a less chaotic and frenzied choreography. Dredd (2012) is a film 
cited as an adaptation that whilst attempting to use high definition slow motion to 
capture human emotion in miniscule detail also falls into the trap of presenting 
questionable tableaux; with the authoritarian protagonist's perspective serving as an 
accelerant to the politic of the cinematography. 

 



INTRODUCTION 
Hi, my name is Llewellyn Millhouse, and I am interested in talking about my research 
practice and its relationship to spectatorship, fantasy and the screen image in 
contemporary culture. In particular this talk will address the relationship between 
Hollywood cinema, the spectator‘s gaze, and the work of contemporary artist Vanessa 
Beecroft. 
My practice is concerned with the impact of public images and narratives, like those 
in advertising, cinema or digital public space, on the construction of ideology. 
Expanding on a Marxist-Materialist analysis, my practice responds to the formal 
qualities and structural processes that operate in the reading of archetypal public 
cultural texts. I am interested in the sub-conscious content of narratives and images, 
and the impact that the process of reading has on the viewer‘s comprehension and use 
of the narrative content. 

 
The PUBLIC SPHERE 
This research approaches physical, broadcast and digital public space as a single 
public sphere. Responding to twentieth century conceptions of the public sphere as a 
discursive space of rational and conscious ideological discourse (Habermas in 
Hohendahl 1974), this research puts forward an alternative view of the public sphere 
as a predominantly subconscious and aesthetic space of cultural consumption and 
participation. Following the assumption that contemporary forms of politicised 
ideological discourse are poor representations of the nature and function of ideology, 
the public sphere is defined as the shared cultural space between individuals, and the 
social relations that refer to and rely on this shared cultural information. 
Under the banner of this definition is all the cultural information that unites and 
delineates a community and their public reality. Although it is clear that contemporary 
communities are fluid and interconnected, from the standpoint of a single individual 
at a specific time one can identify multiple communities that overlap to demarcate a 
maximally  shared  public  reality.  This  public  reality  relies  on  a  commonality  of 
cultural images and narratives that individuals can rely on to objectively relate to each 
other, for instance, by quoting a movie, behaving or appearing like a desirable 
character or celebrity, or adopting aesthetic motifs from an image. 
The function of this definition of the public sphere is to create a unifying category for 
the multiple modes of production and distribution of cultural information that exists 
across the realms of physical, broadcast, cinematic, and digital public space. Diverting 
from  the  materialist  categorisation  of  the  technological  forms  of  contemporary 
culture, (where mass produced is bad, internet, interactive and user defined is good) 
this definition allows diverse mediums of cultural distribution to be categorised, 
analysed and compared in terms of their psychological operation. Taking into account 
the implicit nature of contemporary cultural texts as largely subconscious and 
aesthetic, this methodological approach considers the formal qualities and structural 
processes of cultural texts in the public sphere as related across disciplines and media. 

 
 
 
The SPECTATOR‘s GAZE and FANTASY SPACE 
At a fundamental level, cultural texts within my public sphere are united through their 
appeal to a fantasy space within the spectator‘s gaze. This mode of interaction with 
the cultural text is characterised by Hollywood cinema, where the view of the camera 
displaces the perceptual reality of the viewer. In the act of reading the cinematic 
image and narrative, the spectator identifies with the camera, displaces themselves 
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from their perceptual systems and physical reality, and projects themselves onto the 
gaze of the camera-spectator. As the narrative unfolds, the gaze of the cinematic 
camera offers up a singular, constant and un-fragmented fantasy space, impervious to 
objective and sensuous reality. 
In the Imaginary Signifier (1982), Christian Metz compares the transcendental and 
all-pervasive view of the cinematic camera to Lacan‘s concept of the infant in the 
mirror stage. According to Lacan, the infant‘s ego is established through perceiving 
its image in the mirror, and misrecognising this unified, coherent self-image as its 
self.  This idealised self-image provides pleasure in its apparent coherency, the infant 
finding satisfaction in identifying with a unity that it cannot experience in its own 
body.  The child not only identifies with this ideal image, but comes to perceive itself 
through the image as its ideal ego. The ideal ego acts as an illusory space of self- 
imaging, where a mastery over the body and its libidinal desires are made possible, a 
fantasy space in ‗which he desires to gratify himself in himself' (Lacan 1994, p.257). 
As opposed to gratification in the real through external objects, the ideal ego remains 
in an interior space of dream-like self-observation, a space to both observe yourself 
performing and to observe the mastery of your voyeuristic gaze. 
Metz argues that identification with the ideal mirror image underpins the later 
experience of the film spectator, whose sense of power and pleasure derives from 
identification  with  the  all-pervasive  image-space  of the  camera (1982).  The film 
screen is theorised as a mirror through which ‗The spectator identifies with…himself 
as a pure act of perception…as a kind of transcendental subject‘ (1982, p.49).  The 
viewer enters a relationship with the text through imagining themselves as the 
spectator-camera gaze, 

‗the spectator is not amazed when the image ―rotates‖…and yet he knows 
he has  not  turned  his  head…he  has  turned  it  in  his  all-seeing  capacity,  
his 
identification with the movement of the camera being that of a transcendental, 
not an empirical subject‘ (Metz 1982, p.50). 

Just as with the child and the mirror, the spectator‘s identification with this ideal 
image creates an illusion of mastery over the gaze of the camera and the objects and 
scenarios that unfold before it. 
(SHOW A SHORT SCENE -25 sec- THAT DEMONSTRATES THIS, 
PREFERABLY FROM THE MATRIX). 

 
Metz‘s analysis of the mirror stage and the spectator‘s gaze is extended by Laura 
Mulvey in her essay Visual Pleasure and Narrative Cinema (1989). According to 
Mulvey, the cinematic narrative utilises ‗structures of fascination strong enough to 
allow temporary loss‘ of the developed ego, of the reality principle and objective 
relation, ‗while simultaneously reinforcing‘ the ideal ego, a space of interior self- 
imaging and fantasy (Mulvey p.18). The cinematic world ‗unwinds magically, 
indifferent to the presence of the audience, producing for them a sense of separation 
and playing on their voyeuristic phantasy‘ (Mulvey p.17). As such, the process of 
identification in cinema appeals to the subject‘s capacity of self-imaging, imagining 
and mastery first established through the mirror-stage‘s ideal ego.  It is this primary 
‗image that constitutes the matrix of the imaginary‘ (Mulvey p.18) to which the 
cinematic narrative subsequently refers. 
Mulvey builds on this analysis by splitting the fantasy space of the spectator‘s gaze 
into two stages of identification with the cinematic narrative. Like Christian Metz, 
Mulvey suggests that the primary identification of the spectator is with the 
transcendental gaze of the camera, a scopophilic gaze that derives, ‗pleasure in using 



 
another person as an object of sexual stimulation through sight‘ (Mulvey p.18). This 
primary mode of identification is epitomised by the voyeuristic fantasy, a separation 
of ‗the erotic identity of the subject from the object on the screen‘, where the constant 
and un-fragmented fantasy space of the camera-spectator enacts an imagined mastery 
over the objects and scenarios which perform for the camera (Mulvey p.18). 
Mulvey goes on to propose a second and auxiliary identification of the spectator with 
the gaze of the film‘s protagonist. As well as the ideal ego‘s fantasy, where objects 
perform for the imagined self as an all perceiving and transcendental gaze, the 
spectator identifies with the protagonist‘s image as the representation of their ideal 
ego (Mulvey pp.18-19). 

‗The  spectator   identifies   with   the   main   male   protagonist…his   screen 
surrogate, so that the power of the male protagonist as he controls events 
coincides with the active power of the erotic look, both giving a satisfying 
sense of omnipotence. A male movie star's glamorous characteristics 
are…those of the more perfect, more complete, more powerful ideal ego…The 
character in the story can make things happen and control events better than 
the subject/spectator, just as the image in the mirror was more in control of 
motor coordination‘ (Mulvey p.20) 

 
Like the voyeuristic fantasy, identification with the ideal protagonist pursues fantasy 
‗in indifference to perceptual reality, creating the imagised, eroticised concept of the 
world that forms the perception of the subject‘ (Mulvey p.18). Using the example of 
The Matrix (1999), the dazzling powers possessed by the protagonist Neo provide a 
desirable model-surrogate for the ideal ego. (SHOW 10 SEC SCENE). Mulvey 
denounces these processes of identification within the cinematic narrative as 
perpetuating the patriarchal gender relationship. The female object is consistently 
subjugated to the oppressive and narcissistic gaze of the male spectator, excluded 
from this site of power and the satisfaction and enjoyment that stems from its illusion 
of mastery. 

 
While the feminist critique of the Hollywood narrative put forward by Mulvey and 
others in the 1970‘s has had a diversifying effect on the archetypes and standpoints of 
identification available to contemporary audiences, its call for a rupturing of the 
psychological form of mainstream cinema has failed to eventuate. The cinematic 
appeal to a fantasy space within the spectator‘s gaze, both through the scopophilic 
gaze, and the role-play of the ideal ego, have progressively colonised cultural forms 
of the public sphere. Across advertising, music videos, reality TV, pornography, and 
video games, the projection of self into the cinematic fantasy space of the ideal ego is 
an ever-present requirement of engaging with the popular cultural text. The effect that 
this process of self-imaging has had on contemporary identity, social relation and the 
ego-ideal is nowhere more apparent than in the social media website, where relations 
and identities are narrativised in mimicry of the ideal images of popular culture, and 
where interaction between representations of the ideal ego intermingle with 
advertising, cultural commodities and public sphere narratives. 

 
Despite the slow expansion of cinema and other popular forms to allow alternative 
and more complicated opportunities of engagement, identification and production of 
meaning --often including female, homosexual and non-western perspectives-- its 
basic psychological form has become both increasingly prevalent and decreasingly 
visible. 
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VANESSA BEECROFT 
The work of contemporary artist Vanessa Beecroft is a particularly clear example of 
the imagised voyeuristic gaze in contemporary culture. Beecroft is famous for 
orchestrating performances using large groups of models or de-personalised bodies to 
create a ―scene‖ with very limited movement or action. These scenes are both 
displayed live in the gallery space as performances, and subsequently photographed 
and video-documented as saleable editions. 
Trained  principally  as  a  set  designer  (Beccaria  2003,  p.16),   Beecroft‘s  live 
installations consist of uniformly dressed, made-up, hair-styled, mostly naked models, 
‗presented as if at a fashion fitting‘ (Kellein 2004, p.7). Just as the fashion industry 
commodifies an ever-changing array of body types, features and appearances as the 
ideal  image of the ―season‖,  Beecroft  features  a ‗current  ideal  repetitively 
using models made into near-identical multiples by strict code of appearance and 
behaviour‘ (Burton, p.69). The ideal image presented gains clarity in its promotion of 
a particular style through its product-like multiplication, the formation of look-a-like 
models reiterating the particularity that is raised as fetish (Kellein 2004, p.7). 
Literalising the female body as a passive sexual object through the formal and 
structural modes of fashion and cinema, Beecroft‘s work is promoted as challenging 
the viewer by subversively confronting in the physical ‗present that which we are 
accustomed to confronting in representation‘ (Hickey 2000, p. 7). 

‗Beecroft's  moral system is the fashion system. She is obsessed with luxury 
and beauty, and in love with the alienation that comes from both. Her work 
takes the experience of flicking through a fashion magazine and accelerates it 
to terrifying speeds, laying bare the mania for perfection and conformity‘ 
(Westcott 2005, p.117) 

In the vein of a Post-critical tendency in contemporary art, Beecroft is applauded for 
making ‗explicit art‘s total complicity with business (with fashion, with the deep 
penetration of the self by consumer culture)‘(Doyle 2006, p.131), over-embracing an 
objectification of the female body and its corresponding patriarchal gaze, and 
wallowing in the guilty pleasure that follows. 
Rather than subvert the voyeuristic mode, Beecroft‘s translation of the imagised, non- 
physical sexual object into the physical realm enacts a perfect reproduction of the 
cinematic form. The variance between the sexual products Beecroft places on view 
creates  a  catalogue  of  different  ―looks‖,  offered  up  as  ideal  ego  surrogates  or 
imagined objects of desire within the spectator‘s fantasy gaze. 

‗The situation causes the models to behave as an image object and not a 
subject, the image relationship is sustained. Almost indistinguishable from its 
fashion and advertising referent, the mechanics of the production of the image 
are as invisible to the viewer as they are in the pages of Vogue.‘ (Steinmetz, J. 
& Cassils, H. & Leary, C. 2006 p.756) 

Whilst the viewer oscillates between these pleasures of looking, and a condemnation 
of what they know to be an exploitative objectification of a body and subject, the 
formal, structural and psychological operation of the gaze becomes invisible. 

 
BEECROFT‘S WHITE GALLERY as SET 
Just like the cinema, the billboard, and the live spectacles of the stadium and concert 
hall, the Beecroft performance divides its physical space into the two distinct spheres 
of audience and image. Beecroft‘s audience ‗is placed outside, generally on the fringe. 
They are lookers-on‘ and could ‗perhaps be left out, for no space is allotted to it‘ 



 
(Kellein 2004, p.17). Expanding out from the opposing end of the gallery space to 
face the audience, the performers are deployed within a space of simulation, ‗they act 
in their own space and do not interact with ours‘ (Hickey 2000, p.6). The Beecroft 
performance thus produces 

‗a cold, detached, almost cinematic vision, in which the stage is separate from 
the auditorium or arena housing the audience. She (Beecroft) certainly seeks 
their (the audiences) complicity, but she wants it to be subtle and detached, so 
that the spectator can reflect his own idiosyncrasies and impulses on a three- 
dimensional screen‘ (Celant in Beccaria 2003, pp. 23-24) 

The physical space that contains these live bodies is flattened, transformed into a 
screen that separates the spectacle from the spectator, and circumventing a dialogical 
relation. Just as the model on the catwalk, or the model on the strip-floor, the physical 
space occupied by the object of desire is dissolved through the spectator‘s camera-like 
gaze. The audience interacts with the slowly moving image by imagining themselves 
in the fantasy sphere of the model, conjured both through the scopophilic gaze as 
imagined space of all-seeing mastery, and the role-play of the ideal ego onto model as 
surrogate. 
The models behaviour, appearance, formation and their drastically limited movement 
all work towards emanating this harmonious, unified and coherent ideal image. 
Dressed and arranged as products, the models are prevented from performing in a way 
that marks them as subjects, as Beecroft explains, 

‗From the second performance on I asked them not to talk. Talking is 
disruptive. It destroys the visual impact of the girls, it is anti-iconic. The girls 
had to be an image‘ (Beecroft in Kellein 2004, p.130). 

Consequently, the social and physical occurrence of these fantasy objects does not 
lead to a physically present social interaction, where inter-subjective discourse flows 
from viewer to model and between viewers. Rather, as the performer-objects are 
flattened into an image, the spectator displaces their perceptual reality, entering the 
interior  space  of  the  cinematic-voyeuristic  gaze  and  foregoing  the  sensuous, 
communal or social occurrence. 

 
 
 
The spatial, material and architectural surroundings of the Beecroft performance play 
a definitive role in this translation of the physical performance into the fantasy space 
of the image. Through the monochrome, minimal and predominantly pure white or 
black locations, Beecroft converts the gallery or exhibition space into the classical 
film set or photo-shoot studio. Rather than a displacement of the fantasy image, 
Beecroft‘s construction of the voyeuristic scene bypasses objectively experienced real 
space, presenting the stage or set as a non-place, a simulated zone that is severed from 
its  ties  to  the  real.  Within  these  idyllic  sets,  ‗the chromatic  and  environmental 
components‘ are ‗controlled and almost predisposed to creating a subsequent 
photographic event‘ (Celant in Beccaria 2003, p.24). All effort is made to maximise 
the image-like nature of the performance as set, to channel the physical location into 
an individually imagined space of self-imaging. 
In line with Beecroft‘s progressive development in her performances towards the 
complete eradication of imperfections, inconsistencies and fluid or multiple 
perspectives, Beecroft‘s most developed sets are those that push the minimalist and 
monochromatic qualities of the image towards the point of infinite space. In the 
perfectly white, minimal and geometric space of the gallery, Beecroft‘s female 
products fall away from all sense of attachment to the physical world, the image 
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divorcing itself from all of the traces of our experience of real space. The ideal ego‘s 
imagined space does not have a literal or concrete context, but is a dream space, a 
space to both observe yourself performing and to bathe in the mastery of your gaze, a 
space  where  desire  is  gratified  and  where  anything  is  possible.  Again  using  an 
example from The Matrix (1999), the space that exists in between the real world and 
the machine simulation is an infinite white space where all boundaries and laws are 
broken. In this space you may become and appear as anything, and any desire can be 
gratified. (SHOW GUN RACK SCENE, 10 Sec) 
This idyllic and pure infinite space is the same space occupied by the product in 
advertising. In the advertisement, the product does not appeal to its use-value in a real 
or physical world, but to the realm of desire, to what the product could provide for the 
consumer in an imagined space. In this infinite space, the objects of desire are located 
within a perfectly ideal imaginary sphere, a detached and platonic spatial plane. 
Beecroft‘s objects of desire ‗are there to be seen…They are giving themselves to you, 
but you can‘t touch them‘ (Beecroft in Kellein 2004, p.139). Floating without context 
or consequence, the infinite space of the set maximises the accessibility and ease of 
the ideal ego‘s cinematic gaze. 

 
CONCLUSION 
As  the  example  of  Vanessa  Beecroft  demonstrates,  it  is  not  just  the  superficial 
political  statement  that  the  cultural  text  pronounces,  but  the  subconscious  and 
aesthetic information embedded in the formal and structural reading of the text that 
constitutes its true ideological form. Despite the potentially subversive action of 
literalising the objectification of the female body, Beecroft‘s translation of the fantasy 
space of the image into the physical arena recreates the cinematic gaze within the 
white box gallery. 
These ideal images produced by Beecroft are read not through the real, but rather 
through an interior space of self-observation. The ideal ego presents itself as the 
camera-spectator‘s gaze or uses the model as its surrogate, enacting an imagined 
mastery over the objects and scenarios that perform for the camera. The control that 
Beecroft  enforces  over  the  objects  in  their  stillness  and  obedience  reiterates  the 
mastery of this gaze. Through the selection of choice accessories and through 
monochrome and minimal sets, Beecroft 

‗present(s) the  art  scene  with  its  ideal  projection  surface…Slender,  well- 
shaped women standing perfectly straight…form an art product…the uniform 
clothing and the shadow free lighting fashions these bodies into almost 
paradisiacal beings‘ (Kellein in Beccaria 2003, p.30) 

Whilst the viewer oscillates between these pleasures of looking, and a condemnation 
of what they know to be an exploitative objectification of a body and subject, the 
formal, structural and psychological operation of the gaze becomes invisible. 
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Stitch in Time: Intersex Bodies Enduring  Pathologisation 
 
Synopsis 
Presentation of the intersex body existing within time and space.  Exploring the current 
and historical treatment of intersex bodies within the medical and socio-political 
spheres.  Examining the role and potential of creative practice for self-reflection, re-
identification, healing, education and social/political change. Moving beyond the 
reactionary to the self-emanating.  
 
Abstract 
Intersex people have emerged from an obscured social, medical and political past 
existence into the full metaphysical reality in the 21st Century.  Being almost universally 
denied any form of public presence throughout history, the intersex individual is forced 
to consider their ontological experience within a frame of reference bound by duality.  
Because of this imposed inexistence, intersex bodies are often contorted by outside 
authoritarian structures to align with the hegemonic, socially standardised concept of a 
binary, bipolar gender construct - male:female. Using overt medical pathologisation and 
surgical intervention, divergent genitals are manipulated and artificial hormones 
administered to ensure psychosocial normality is maintained and that any disruption to 
fabricated social norms is minimised… out – of – sight. 
 
Considering the intersex body as the site of physical, social and political trauma the 
relevance of using creative practices such as performance art, cinema and music to 
uncover scared skin using symbolic, sensory, visceral qualities is drawn into question. 
Experiment becoming experience.  Has art has great transfiguring potential to yield 
extraordinary experiences for both the artist and audiences?  Such audiences may 
otherwise only have traditional methods understanding notions of the “third sex” as 
presented by mass media or mythology – the medical case study, the freak, the social 
outcast, the unobtainable androgyny… if at all.   
 
Being publically seen, existing in space and creating a self-identified framework for 
being perceived are all important political motivations of many maginalised minority 
groups.  These tactics, presented in the context of a creative practice use the liminality 
of the performance space allowing for conceptual and emotional transformation.  Heavy 
themes expressively reinterpreted within time and space allows contemporary 
audiences portals into a spectral reality where an unwelcome history no longer 
conceals actuality.  
 
Referencing key issues raised by contemporary intersex advocates, recent changes in 
law and historically recorded accounts of medical practices performed, this investigation 
will outline the socio-political predicament many intersex people have lived with and 
continue to live with. Using a tool kit of creative techniques, practices, theory and 
philosophy the intersex artist carves a new definition of themself, both informed by and 
defiant of the heterogeneous ideas imposed upon them. Are these tools useful? Do 
they properly enable the process? Are there other creative tools that are preferable? 
How do socio-political issues relate to the qualities of the medium? Is the process more 
important than the outcome? Is the exploration valued by the audience? 
 
This theoretical and discursive presentation will be supported by the presentation of an 
expanded cinema/performance during the 2013 exist-ence festival .  
 
 



 Mish Grigor  
postpresentspost.com 
 
Boys Will Be Boys 
A progress report of a new performance making process.  
 
In MAN O MAN, a new live art project, the artist is commissioning a group of women 
from a variety of disciplines to write speeches for men to orate on the last night of the 
patriarchy. Boys Will Be Boys (BWBB) is a report on the devising process and 
examines the political implications  of the piece and of the processes used for making it. 
A development is being undertaken in May 2013 and BWBB will document the 
strategies put in place by the writers and artist.  
 
In the tradition of works such as ‘That Night Follows Day’, which Tim Etchells wrote for 
children to perform, the structure is inherently complicated: it projects the voice of one 
group onto another. In this case, females projected onto males. It is an investigation 
into who has a voice, who speaks for whom, and how we express ourselves in relation 
to issues of gender.  What is difficult here is how to negotiate the politics of 
representation within such a highly political subject matter. 
 
With Helen Cixous’ voices (s) in mind, this is a non-phallocentric, multi authored and 
multi voiced contemporary writing process that has a complicated relationship to 
narrative. The ‘last night of the patriarchy’ is an intrinsically linear proposal, implying an 
ending, and therefore a new beginning, in reference to the passing of time. However 
these terms will be defined by the writers themselves, and each may characterize them 
differently, meaning that the performance outcome presents multiple and perhaps 
contradictory perspectives in the one platform. This process is intentionally feminist; it 
problematizes the privileging of a singular author. 
 
This project steps away from historical feminist performance forms which are centered 
around a dialogue of the female performing body as a politicized site. Here the political 
dialogues and the challenging of patriarchal norms occurs through the male voice, the 
male body activating the directions of the female makers. The project also evokes an 
outdated notion of a male/female binary and the report will outline the way that this is 
addressed by each writer.  
 
Unusual in the current contemporary performance landscape is the decision to separate 
the ‘performance makers’ from the ‘performers’. This is firstly to keep the women writing 
for an abstract group of ‘men’, rather than for a specific group of male performers, 
secondly to emphasize process rather than outcome, and thirdly, it relates to the 
subject material – an absence of the male as maker is important here. 
                              
‘Boys Will Be Boys’ chronicles an experiment in collective composition: this process is 
about finding new strategies for writing, creating structures for collaboration, and also 
about looking at contemporary feminist performance forms.  
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Stockholm Syndrome: architecture, politics and the human body. 
Abstract 
A position of authority between architecture and the body is achieved through a 
reciprocal exchange.  Like pleasure and violence, the body and architecture would 
appear to be polar entities, however as this research argues, one cannot be understand 
without the other.   This research investigates the body, architecture and politics 
through the lens of performance. 
 
Introduction 
The exchange between the body and architecture walks a fine line between violence 
and pleasure. It is through the body that the subject engages with the architectural act, 
not via thought or reason, but through action. The materiality of architecture is often 
the catalyst for some intense association; the wall that defines gender or class, the 
double bolted door that incarcerates, the enclosed privacy of the bedroom to the love 
affair. Architecture is the physical manifestation of Lefebvre‘s inscribed space. It 
enacts the social and political systems through bodily occupation. Architecture, when 
tested by the occupation of bodies, anchors ideology in both space and time. Bernard 
Tschumi encapsulates this intense relationship between architecture and the body in 
his essay, Violence of Architecture, he writes: 

“Who will mastermind these exquisite spatial delights, these disturbing 
architectural tortures, the tortuous paths of promenades through delirious 
landscapes, theatrical events where actor complements decor? Who . , .? The 
architect? By the seventeenth century, Bernini had staged whole spectacles, 
followed by Mansart's fetes for Louis XIV and Albert Speer's sinister and 
beautiful rallies. After all, the original action, the original act of violence - this 
unspeakable copulating of live body and dead stone is unique and unrehearsed, 
though perhaps infinitely repeatable, for you may enter the building again and 
again. The architect will always dream of purifying this uncontrolled violence, 
channeling  obedient  bodies  along  predictable  paths  and  occasionally  along 
ramps that provide striking vistas, ritualizing the transgression of bodies in 
space. Le Corbusier's Carpenter Center, with its ramp that violates the building, 
is  a  genuine  movement  of  bodies  made  into  an  architectural  solid.  Or  the 
reverse: it is a solid that forcibly channels the movement of bodies.‖ 
(Tschumi 
1996,                                                                                                                
123.) 

The architect‘s script can be powerful when rehearsed honestly to the building‘s 
intentions and just as beautiful when rebuked by the act of protest or unfaithful 
occupation. This research examines this fine line of violence and pleasure in 
architecture through performance, in the work of Bryony Lavin‘s play Stockholm and 
Revolving Door by Allora and Calzadilla as part of the recent Kaldor Public Art 
Projects exhibition 13 Rooms in Sydney. The research is underpinned by the work of 
Architect and theorist, Bernard Tschumi in his two essays, Violence of Architecture 
and The Pleasure of Architecture from the book, Architecture and Disjunction. 
(Tschumi 1996) Studying architecture through  the lens of performance shifts the 
focus of examination from pure thought to the body, because architecture is occupied 
through the body and not the mind. 

 
Architecture and Violence 
Violence is an act disguised by many forms; for architecture, violence is enacted by 



its very existence. As Bernard Tschumi writes, ―There is no architecture without 
action,  no  architecture  without  events,  no  architecture  without  program.     By 
extension,   there   is   no   architecture   without   violence.‖   (Tschumi   1996,   131) 
Architecture is the physical manifestation of religious theology and political ideology 
through  the  great  buildings  of  churches  and  parliaments,  cultural  icons  such  as 
theatres, art galleries and museums.  Dictators hand picked architects to build their 
cities.  Mussolini visited the architecture schools in Italy during his dictatorship and 
spoke to the students about the virtues of classicism. (Kirk 2005) Buildings safely 
lock away the artefacts that society values and securely separates persons for 
incarceration. But these buildings also become the sites that illustrate the power of the 
body.  People gather around the exterior or are invited deep into the interior to 
appreciate some great leader, scientist or artist. Conversely, they gather as protestors 
against a regime. 
A mass of bodies overwhelming the architecture, the crowds in front of the Vatican, 
the asylum seekers sitting on top of the detention centre‘s roofs. The violence of 
architecture is a reciprocal act between the body and the building. The violence 
enacted between the body and architecture is not one of physical harm, but rather 
coercion between one body and another. It is the manipulation of one form by the 
other, as Tschumi describes: 

―By "violence," I do not mean the brutality that destroys physical or emotional 
integrity, but a metaphor for the intensity of a relationship between individuals 
and their surrounding spaces.  The argument is not a matter of style: "modern" 
architecture is neither more nor less violent than classical architecture, or than 
Fascist,  Socialist  or  vernacular  variations.  Architecture's  violence  is 
fundamental and unavoidable, for architecture is linked to events in the same 
way that the guard is linked to his prisoner, the police to the criminal, the doctor 
to the patient, order to chaos. This also suggests that actions qualify spaces as 
much as spaces qualify actions; that space and action are inseparable and that no 
proper interpretation of architecture drawing or notation can refuse to consider 
this fact.‖ (Tschumi 1996, 129.) 

Through the two case studies used in this study, this inextricable relationship between 
architecture and the body will be explored. The two case studies inform each other 
inversely. In Stockholm the architecture becomes captor of its inhabitants through 
imitating functions of the body. In Allora and Calzadilla‘s work, Revolving Door, 
Dancers‘ bodies are used to dictate space by imitating an element of architectur 
 

Stockholm Syndrome 
Bryony Lavery‘s play Stockholm, devised and written in 2007 for the Hampstead 
theatre (Lavery 2008, 4), is centred on the relationship between two protagonist 
characters, Todd and Kali. The play portrays the couples‘ relationship as hostile, 
where both characters are compulsively drawn to each other in a manner that appears 
absurd to everyone outside of the relationship. The playwright draws an analogy 
between  this  type  of  relationship  (one  of  which  we  are  all  aware  of?)  to  the 
―Stockholm Syndrome‖, Lavery writes, ―This led us to research Stockholm 
Syndrome and its fascinating bond between victim and aggressor.   This relationship 
is incomprehensible from the outside but perfectly clear from within and seemed to be 
born from the same climate of fear and potential violence. Stockholm Syndrome 
seemed to be the world we wanted to explore.‖ (Lavery 2008, 6) 
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To produce the ―Stockholm Syndrome‖ there needs to be three parties, hostages, 
captors and the authorities. There is an ambiguity in Lavery‘s Stockholm as to who is 
the authority. Is it the very few references to mainstream gender roles?  The Mother? 
In this analogy I will argue that the authority is the representational architecture of the 
set, the hostage Todd and the captor is Kali. The play‘s unique set is described as, “a 
set that provides the perfect contrast between domestic bliss and intrinsic danger” 
(Lavery 2008, 7), traversing the line between violence and pleasure. The animation of 
the set complements the physical theatricals of the two actors on stage. Throughout 
the play the set is introduced as a character; it is given a history and subjective 
qualities. For example, in a scene where Todd is coerced into an unwanted sexual 
advance – the set blooms flowers from the side of a set of stairs at the point of (what 
we assume is) orgasm. Here, the set mimics a function of the body in an act that 
assimilates the body with architecture. 
There are other devices in the play that involve the use of digital projection and 
mechanical movement as devices for trickery and deceit enacted by the set. The 
following analyses the four settings in the play: the stairs, the kitchen, the attic and the 
bed. As the characters of Todd and Kali develop throughout the narrative of the play, 
the authority of the set becomes more apparent, as the playwright suggests, ‖but 
just as more of the set is revealed more of this couple is revealed and it is beyond their 
control. We are being taken deeper and deeper into their world and they are losing 
control of the presentation.‖ (Frantic Assembly Theatre, 2008) The actions of the set 
and the actors are in sync. Throughout the play the audience is exposed more and 
more to the complexities of Kali and Todd‘s relationship, while the set simultaneously 
exposes its own inner workings. 
In the second scene of the play Kali and Todd first introduce the set, their home, as a 
character. The following in an excerpt from the play: 

 
TWO – INTERIOR: OUR GLORIOUS HOME 
K 
That place   when they first saw 
it… 
T 
Two years ago   only two years 
ago! 

 
They put down their identical shopping 
and….They go Back in time 

 
K 

  Come in here. Take a look. 
Todd 
She brings me into this amazing place… 

 
And they are 
there… He 
shudders… 

 
Kali 
The place 
Todd 
The place 
Kali 
Fucking empty echoing nightmare 



Todd 
Nothing but a pleassic-jurassic sofa amid the quietly looming mildewed debris 
Kali 
Which they  with Proustian precision shagged on 
Todd 
Their christening 
Kali 
Made it theirs  sort of Rosemary’s Baby 

 
Seizing their fate… 

 
Bought it 
Took it 
Gutted it 

 
Todd 
Pleassic-jurassic sofa… 

 
Impressive mime of them both throwing the sofa strong as super-heroes The 
Incredibles 
into the far cosmos… 

 
Kali 
Took it back to just the four walls 
really They got an architect friend of 
theirs Todd 
Mick 
My old friend who became her new friend 
Kali 
Who drew up 
The most wonderful 
plans They’ve worked 
like slaves But it was 
worth it 
Todd 
So worth it (Lavery 2008, 25) 

 
 

Todd and Kali‘s introduction of the set illuminates this relationship of pleasure and 
violence with the architecture of their home. This short introduction volleys between 
seduction (shagging) and brutality – the horrendous act of ‗gutting‘ the house. This 
seemingly contrary relationship between seduction and brutality is intensified in the 
exchange between the characters and the set in the kitchen scene. 
The domestic kitchen is a forceful proposition. Designed with precision to control the 
body.   The kitchen captures its prisoners, dictating bodies to conform with its 
prescriptive cues, as Bernard Tschumi writes: 
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―The  architect designs the set, writes the script, and directs the actors. Such 
were the ideal kitchen installations of the twenties' Werkbund, each step of a 
near-biochemical housewife carefully monitored by the design's constant 
attention…. Most relations, of course, stand somewhere In between. You can 
sleep  in  your  kitchen.  And  fight  and  love.  These  shifts  are  not  without 
meaning.‖ (Tschumi 1996, 132) 

The Kitchen in Stockholm is the real deal, complete with appliances, it appears as a 
display model from an IKEA catalogue, complete with the perfect captive couple. 
Afterall, the play is called Stockholm and this physical reference to Sweden is a 
fitting tribute. The kitchen is witness to the perfectly choreographed dance of the 
couple unpacking their groceries, literally. The actors move in an allegro dance 
sequence, working with the kitchen bench as a ballerina does with the barre, they 
work faultlessly to unpack their groceries. It is a seductive scene that hints at the 
intense sexual tension between the couple. The kitchen, though, is also the scene of 
manipulation and violence. In one scene in the kitchen Kali describes the processes of 
cooking a meal, ―I sliced the tendons... revealing the softer, darker flesh. I removed 
the flesh from the shin. I sliced a small onion and browned the meat for about 5 
minutes‖ (Frantic Assembly Theatre 2008) in a ruthless tone; reminiscent of 
Martha Rosler‘s emotionless wielding of the knife in her work Semiotics of the 
kitchen. Later the fridge deceives Todd (and the audience) of its content through the 
clever use of digital projection employed in the set‘s intricate design. The kitchen is 
supreme in its manipulation of Kali and Todd. The playwright describes this 
contradictory nature of the kitchen, she writes: 

―…..A kitchen is also a highly charged arena. It is a place of creation and of 
tension. It is hot. It is where the alcohol is.  It has boiling water. It has flames. It 
has knives. It has unforgiving, hard, sharp edges.  It is the perfect arena to play 
around with a story that has the potential to flip from romance to violence. The 
room itself suggests blood and the carving of meat, the processing and disposal 
of flesh.   Yet this is where this modern couple choose to present themselves. 
Because they are brilliant in this space. They put away the shopping with a 
flourish, they entertain, they cook ambitious meals. They set out to have the 
perfect birthday meal yet are surrounded by the tools of destruction. This, to us, 
was a delicious tension.  We were fascinated about how the kitchen could so 
quickly and easily transform from a place of creation to a place of 
destruction.‖ 
(Frantic Assembly Theatre 2008) 

 

Prior to the kitchen scene, the play opens at the stairs with an uncomfortable liaison 
between Todd and Kali. It is at the foot of the stairs that the audience is introduced to 
the character of the house and it is where the manipulation of Todd and Kali by the 
architecture first becomes apparent. Stairs, not unlike the kitchen, are meticulously 
designed to govern the body, as Tschumi writes, ―Steep  and dangerous staircases, 
those corridors consciously made too narrow for crowds, introduce a radical shift 
from  architecture  as  an  object  of  contemplation  to  architecture  as  a  perverse 

instrument of use.‖ (Tschumi 1996, 127). 
In the scene where Kali performs oral sex on Todd, he lies uncomfortably on 
the stairs, their two bodies squashed between a wall and hard edges of the 
stair‘s treads. At the moment of orgasm, the side of the stair erupts into a 
bloom of flowers. Again, the architecture mediates a line between pleasure and 
violence. 



The final scene situated in the bed also subscribes to this correlation between 
pleasure and violence. The couple hang precariously from a bed tilted 
vertically, suspended some three metres above the stage floor. They 
lovingly embrace while clambering over each other so as not to fall to the 
ground.   It is a scene that bounds between torture and sensuality. It is 
described in the play as the ―dangerous  bed (Lavery 
2008, 8) This scene physically explicates the subtext of pleasure and violence 
in the play. While this scene concludes the play, it is not the scene that 
draws all of the play‘s content together, this occurs in the attic scene. 
 
The concept of the “Stockholm Syndrome”  is addressed in the penultimate scene in 
the attic. When Kali escapes to the attic the audience is made aware of her 
insecurities. This revelation allows the audience to feel some sympathy towards her 
situation. She is the captor, but what compels her to act in this way is, perhaps, why 
her hostage Todd feels such a connection to her despite her actions. This then 
leaves the architecture as the authorit y; the authority that the  hostages reject  in 
favour of their captor’s  cause. While the  playwright does not explicitly offer this 
explanation, there is some discussion parallel to this interpretation when she talks 
about the attic: 

 
 

―Just like the kitchen and the bed would turn on the couple we wanted the attic to do 
the same. Laura Hopkins ingeniously designed a 'dangerous' desk that would pull Kali 
in and terrify her. This involved creating the illusion of a solid desk that was actually 
filled with water. It has a working laptop apparently resting on it along with a mug and 
angle poise lamp. Then, inexplicably, it pulls Kali into itself….It is a very exciting 
effect. It adds to the notion that 'Us' are desperately trying to tell them something. 
Does it also suggest that 'Us' is the house? Is 'Us' not just the suppressed personal 
knowledge of the protagonists but also the knowledge of the only continual observer, ie 
the house? 
It is an interesting thought. If this is so then this house that they built, 
 
 

Todd 
The house that love 
built is not buying into 
this notion of the 
perfect relationship. It 
knows too much. It 
has seen too much.― (Frantic Assembly Theatre 2008) 
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Figure One 
 
 

The trickery played by the set - with the fridge alters its contents, the desk that pulls Kali into 
its watery surface, the stairs that bloom and the bed that tilts and endangers its occupants – all 
mimic functions of the body. It is a character within the play, both as a metaphor and in its 
physical actions. This mimesis of the body in architecture has a long history that can be first 
identified in the work of Vitruvius in the first century B.C..  Vitruvius  wrote that  man was  
god‘s greatest  creation  and  that  architecture should work to emulate the proportions of the 
human body. Da Vinci later translated this in his illustration of the Vitruvian man. These 
idealised proportions became the foundations for classical architecture, the style of 
architecture adopted by dictators such as Hitler and Mussolini. Mimicking the proportions of 
the body, or bodily operations through architecture has an association with authority and 
governance, as elucidated in the animation of the Stockholm theatre set. Then to fight fire with 
fire, so to speak, when rejecting these authorities the response is through the positioning of 
the body. The gathering of bodies in public squares or the disobedient placement of bodies to 
the architecture‘s inscription becomes an act of protest. 
 
 



 
 

 
Revolving Doors 

The authority of a group of bodies in unison is palpable in Allora and Calzadilla‘s 
Revolving Door. The work draws inspiration from political rallies as set out in the 
work‘s description: 

―In  Revolving Door, a group of dancers spontaneously form a line that goes 
from one end of a wall to the other, blocking the path in a similar fashion to a 
human barricade. The choreographed sequence of movements performed by the 
dancers can be seen to be drawn from political protests and military marches to 
chorus lines.‖ (Kaldor Public Art Projects 2013) 

In the 13 Rooms exhibition, the programming of the architecture has a light touch – it 
is simply 13 empty rooms in a warehouse on Pier 2/3, Walsh Bay – four walls with a 
door through which to enter. Its inscription is minimal in comparison to the highly 
inscribed spaces of a kitchen or bedroom represented in the Stockholm set. Instead the 
space is dictated by the positioning of the body. Within each of the 13 rooms are 
individual works of performance art as curator Klaus Biesenbach simply describes, 
―You enter a room, each has a sculpture. The sculpture always is a human being. The 
sculpture is not the artist.‖ (Kaldor Public Art Projects 
2013) 

 
 

 Figure Two 
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In the case of Revolving Door the room, that from the outside appears to be square, is 
circular. The dancers‘ bodies when formed in a line fill the diameter of the room. 
Mimicking a revolving door, the type of door one might associate with the foyer of a 
Manhattan high rise building. When a person enters the room, they are swept along 
with the movement of the dancers. Their movement through the room is dictated by 
the formation and direction in which the dancers are moving.  Here, the body is more 
substantial than the architecture.  Although, this power is reciprocal, as a person must 
choose to open the door to Revolving Door and step within the room to engage with 
the piece. In this case the act of violence is reciprocal between the performer and the 
audience. Biesenbach elaborates on the proposition involved in opening one of the 
doors to 13 Rooms: 

―Imagine you are with your colleagues when somebody says, ‗Please come to 
my office and close the door behind you.‘ The mood of the situation completely 
changes. Or imagine you are in a high-rise building and you use the elevator. 
The doors close. The elevator moves to the next floor, the doors open and 
somebody comes in. That person is naked. The elevator doors close again. You 
are left alone with this naked person for several minutes. Or imagine you arrive 
late to a theatre performance and you are ushered to walk down to the left and 
then enter through the door on the right. You follow the directions and end up 
on stage with the actors.‖ (Kaldor Public Art Projects 2013) 

 
While the door, along with the architecture, might set up the potential suspense in the 
script, it is the action undertaken by the performer that brings the intensity of the 
situation to life. Tschumi classifies this interaction between architecture and the body 
as a violent exchange describing it as the intrusion of one body into another: 

 
―First, there is the violence that all individuals inflict on spaces by their very 
presence, by their intrusion into the controlied order of architecture. Entering 
abuilding may be a delicate act, but it violates the balance of a precisely ordered 
geometry (do architectural photographs ever include runners, fighters, lovers?). 
Bodies carve all sorts of new and unexpected spaces, through fluid or erratic 
motions. Architecture, then, is only an organism engaged in constant intercourse 
with users, whose bodies rush against the carefully established rules of 
architectural thought.  No wonder the human body has always been suspect in 
architecture: it has always set limits to the most extreme architectural ambitions. 
The  body  disturbs  the  purity  of  architectural  order.  It  is  equivalent  to  a 
dangerous prohibition.‖ (Tschumi 1996, 134) 
 

The act of violence then, is a reciprocal engagement between the body and 
architecture.  Both must engage in the act for the interaction to occur. Tschumi goes 
on to conclude that architecture‘s violence is deeply Dionysian, one that affects a 
chance for renewal. In a similar expression Sylvia Lavin describes this reciprocal 
interaction between the body and architecture as ‗kissing 



 
.‘ 
 
Architecture and Pleasure 
Sylvia  Lavin‘s  book  ‗Kissing  Architecture‘  (Lavin  2011)  builds  the  case  for  a 
‗superarchitecture‘ that engages in a reciprocal relationship between its surface and its 
subjects. Lavin writes that, „kissing is also a gentle way to say goodbye to an old 
architectural drama in which architecture is inevitably cast as a tragic figure, 
sometimes victim sometimes villain but always closer to failure than to success‘. 
(Lavin 2011, 62) She illustrates this relationship of a kissing architecture through 
comments made by video installation artist Pipilotti Rist‘s description of her 2008 
work titled ‗Pour Your Body Out‘ at MoMA, New York, curated by Klaus 
Biesenbach. Rist suggests that the basic provocation of her digital installation, 
projected onto the walls of the Taniguchi‘s voluminous MoMA foyer, is not to 
dominate the architecture, but to ‗melt into it, as if to kiss the architecture.‘ (Rist 
2008) Rist goes on to say that as the title suggests, the work is a physical engagement 
between the body and the surface of the art gallery; its purpose is to physically draw 
people into the space and not deliver the work through the channels of mass 
communication. As Biesenbach explains, Rist‘s work is one that you have to 
experience through physical contact with the surfaces of MoMA‘s foyer, touching 
cushions,  the  floor,  walls  and  the  light  of  the  projections  onto  the  skin,  it  is  a 
physically immersive experience.  An experience that the visitor may become lost in, 
Biesenbach portrays the installation as something, ‗you  could be lying on the floor 
and losing yourself time wise and space wise.‗ (Biesenbach 2008) 
 
Rist‘s installation title, ‗Pour Your Body Out,‘ is a very acute description of what her 
work is asking the viewer to do.  It could have been titled, ‗Come to the Art Gallery,‘ 
but the work asks for much more than this. Both Rist‘s and Allora and Calzadilla‘s 
work were a part of exhibitions curated by Klaus Biesenbach. There is also much to 
be said for Biesenbach‘s work in selecting artists that engage with this relationship 
between architecture and the body.  While Biesenbach himself has contributed to 
scholarly work on contemporary art, there it little written about his contributions as a 
curator. His work, both inside and outside of the art gallery, has much to offer to the 
discipline of architecture. Biesenbach‘s exhibitions embody what Tschumi describes 
as, ‖the ultimate pleasure of architecture is that impossible moment when an 
architectural  act,  brought  to  excess,  reveals  both  the  traces  of  reason  and  the 
immediate experience of space.‖ (Tschumi 1996, 86) 
 
Conclusion 
Architecture, as an art form, has always been understood as synergetic with existing 
power structures. It is difficult to think of a built work of architecture that can be 
thought of as an act of protest. For architecture to engage with activism, an interaction 
with the body is required and this is because, architecture as authority is merely a 
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representation of the body. Thus, positing the relationship between the body and 
architecture as one of reciprocity, as Bernard Tschumi writes: 

―Such  control is, of course, not likely to be achieved.  Few regimes would 
survive if architects were to program every single movement of individual and 
society in a kind of ballet mecanique of architecture, a permanent Nuremberg 
Rally of everyday life, a puppet theater of spatial intimacy. Nor would they 
survive if every spontaneous movement were immediately frozen into a solid 
corridor. The relationship is more subtle and moves beyond the question of power, 
beyond the question of whether architecture dominates events, or vice versa.  
The relationship, then, is as symmetrical as the ineluctable one between guard and 
prisoner, hunter and hunted.‖ (Tschumi 1996, 136) 

 
As demonstrated  via  these  case  studies,  the  authority  in  the  representational 
architecture of Stockholm is achieved through  the mimicking of functions of the 
human body. The inverse then results in power of the body through the mimesis of an 
element of architecture in the work Revolving Door. Like pleasure and violence, the 
relationship between the body of architecture is seemingly unnatural, but necessary. 
Authority over the body or the architecture relies on an interaction between them and not 
the autonomous acts of each assembly – neither possesses power without the actions of 
the other. 
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Lynn Book  / www.lynbook.com 

Escapes (2012)  https://vimeo.com/54898728
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Context

 
Escapes is a video work conceived as a book of ‘poems’ along a pathway of performances 
interrogating  opera,  Greek  tragedy,  media  hybridity,  performance,  and  what  I  call 
voicing bodies.   In this work, the poems arise from convergent and colliding forms, 
theory,  artifacts  and  media  that  altogether  become  a  new  polyphonic  body  that 
performs  meaning  through  the  sound  of  the  voice,  as  much  as  the  text  on  the 
screen/page; through the interplay of restless images propelled by micro musicscapes.

 
The content of Escapes centers on the Phaedra figure transmuted from an ancient myth- 
story into a contemporary sign of escape.  Here, she becomes less a character and more 
a divining tool used to locate voluptuous frictions between release and containment, 
stasis  and  freedom. The  story  of  Phaedra  itself  is  one  of  exile. ‘She’  has  migrated 
through Baroque and contemporary operas, from Racine’s stage by way of Seneca and 
others, including conflicting fragments that Euripides wrote, lost, then wrote again in 
ancient Greece.  In changing the terms of ‘the Phaedra package’ –captured , who was 
stolen becomes the ideal escape body for our time, resonant with multiple histories and 
radiant with propositions for possible futures.

 
In  this  context,  you  will view  the  entirety of  Escapes  in  sequence  from  title  pages, 
through each of the eight poems and closing credits.   Online, it is constructed to be 
approached as  a hypertext where each poem can be viewed in whatever order the 
reader/participant chooses by clicking on the thumbnails across the top of the main 



page. The book has a fixed run time, unlike conventional book objects, however the 
hypertext  version  gives  one  the  ability  to  reinvent  time  and  relation  (relatively 
speaking).  The entire book is 23:18 with each discreet poem ranging from about 1:30 to 
5:20 in length.  Follow this link for that experience https://vimeo.com/54898728

 
 

The concept and artistic direction for the video, as well as the text has been generated 
by me and developed as a stand-alone project that draws from the themes and concerns 
of various performance projects over the course of the last 3 years. They are briefly 
described in the History of Sources, below.  The video was edited by Brenton Richardson 
(who also contributed the landscape animations in poem 5 and 8).  The audio is drawn 
directly from two live performances of “The Phaedra Escapes” (2012), a collaborative 
concert project with Chicago sound and media artist, Shawn Decker. The image and text 
world includes video footage and photographs from a parallel gathering practice, not 
directly related to the performances.     Some of the on-screen text had not been 
performance text, but a part of a writing journal brought forward for the video book 
framework.  In other words, this is a wholly different project enabled by the various 
processes     of  performance  making  but  working  with  a  fluid  set  of  digital  and 
interactional possibilities. 

 
Escapes has been situated as Volume 1 in a larger video project in development that will 
comprise altogether 3 volumes entitled: UnReading for Future Bodies.   In Volume 2, 
Derangements will bring focus to the Chimera figure with its fluid, frightening and 
ultimately freeing boundaries.   Fragmenta is the title of the third volume which will 
weave together multiple voices of actual women and girls from across time and culture 
whose desire for knowledge transcends the risks in obtaining it.   The moving 
text/sound/image arrangements of each book are important to the un-reading thrust, 
engaging viewers in a performative experience with various animated and interactive 
treatments that both highlights the construction of meaning and also irrupts existing 
forms of order by introducing new modes of engagement thereby inspiring agency in 
knowledge and culture making. 

 
Escapes officially launched in March 2013 with a screening at Wake Forest University in 
the US sponsored by the Interdisciplinary Performance and the Liberal Arts Center. It 
will be included in the online interdisciplinary journal Anglistica (University of Naples, 
Italy) in a special issue called, “Writing Exile: Women, the Arts and Technologies” edited 
by Wanda Balzano and Silvana Carotenuto, summer 2013.  It will circulate via other 
public screenings and festivals and I am currently developing ideas for an installation 
framework  that  includes  performance  and  catalyzes  the  reader/participant  in  new 
layers of escape relations. 

 
This  project  has  received  funding  from  the  Research  and  Publication  Fund  and  
also  the Humanities Institute at Wake Forest University, and has been supported through 
a Visiting Artist Residency at Sarah Lawrence College. 
*Carson, A. (2008) Grief Lessons – Four plays by Euripides, New York Review of Books 

Classics
 

A History of Sources: 
2010 project launch of FROTH: Or Future Archeologies of Love and Power, an invitational 
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collaborative   prologue   performance   between   Lynn   Book   and   New   York   
City’s Underworld Productions Opera Ensemble, previewed at Symphony Space, New 
York, NY.   The  performance project was based on  Jean-Philippe Rameau’s  Baroque 
opera “Hippolyte et Aricie” (1733) and was conceived as a large scale three year 
project that would  interface  a  historically-informed  performance  with  a  
contemporary  ‘counter performance’ (FROTH) and involve audience interaction 
through media channels. This project did not receive the funding and support needed 
for the three year development. 
 
2011, HOLE – in search of opera without Opera was a new media music performance 
commissioned by ARTSTAYS 9 International Festival of Contemporary Art, Ptuj, Slovenia. 
Long time collaborators Book and composer Katharina Klement (Vienna) with media 
artist Robin Starbuck (New York) (all involved in the development of FROTH), along 
with Swiss video artist Doris Schmid, release opera’s bodies to the void - the soaring 
voices,  the  images,  the  music  –  and  restructure  new  landing  sites  for  its’  profuse 
desire.  This project received Art Stays commissioning funds and the Archie Fund for 
Faculty Research.  http://hole-media.tumblr.com/ 

 

2012  The Phaedra  Escapes  previewed  at  the  Outer Ear Festival 2012, Experimental 
Sound Studio, Chicago, USA as a 60 minute concert performance for voice, violin, sound 
effects, sampler, electronics, synth in collaboration with electronics musician and sound 
artist Shawn Decker.  In this work, Phaedra is a divining tool to denature the song cycle 
and its stress on unification.  Audio excerpts for Poem 1. “Escapes” are drawn from this 
performance and from a performance in Topalcany, Slovakia (2012). 
http://www.lynnbook.com/FROTH.html 

 

Concept Paper 
Entanglements: 
Opera 
Story 
Phaedra 

 
Labor: 
Form as social commitment and ‘opera aperta’ (Opera aperta, Eco) according to 
Eco, in which he articulates radical differences between traditional art, such as 
Opera itself and contemporary art as ‘works in motion’, full of ambiguity and the 
labor of shifting forms and negotiating those changes. 



 
 
 
 
 
Entanglements 
An intimate distance1 is constructed in human-digital interface. Evidence of time and 
becoming are barely apparent as reconstitutions of subject/object play out. 
The tongue, the eye are as much conditioned by fluid, fleeting encounter as skin 
that shrinks, stretches, dries up and sloughs away.   The closely interwoven 
encounters are what interests me in this video work, Escapes (and in realizing 
the entire project, UnReading for Future Bodies).   Escapes rewrites exile as 
liberation, death as life in eight ‘poems’ that unravel the thread (threat) of Phaedra.  
My introduction to this tragi-historic figure came vis a vis an invitation 
to develop a ‘counter performance’ for an 18th  Century French Baroque opera 
that had as its negative center, Phaedra.  Though her name means ‘bright’, she is 
clearly a ‘double sun of yes and no’. 

 
In many ways, the conceptual approaches converge with and become the practical strategies.  
Opera is too big and unwieldy, Phaedra over-wrought as a negative figure of Woman’s desire.  
With the exodus of the ‘Divining Opera’ project, there was no other alternative than to escape 
into the hinterlands to dissect and reconstruct what it feels like to live in the fullness of life 
that presses against death with every breath. 
 
I find the idea of opera-as-work, as an art form that attempts an overarching whole 
made of distinct and sometimes peculiar parts, strangely familiar.   Somewhat 
surprisingly, Divining Opera seems an apt vocation for today‘s super saturated media 
world of (one could say) operatic streams comprised of bits, figments, data and the 
proverbial  story  (modern  day  mythologies  of  the  common  gods?).       We  had 
envisioned an unstable and wildly participatory schema for the project, much like the 
ethos of the internet at its beginning. 
 
In Froth This counter-performance, embedded within the scenic and dramatic frame of the 
opera, includes a ‗super video‘ that offers audiences participatory status in the construction of 
the performance experience.  “Future Archeologies of Love and Power” will be a parallel 
performance developed from research outtakes and include a global perspective on the 
movement of narrative and identity through virtual channels of mass communication and the 
tenuousness  of  the  ‗forgotten‘   aspects  of  the  singular,  the  idiosyncratic  and  the  un- 
spectacular. The experience of a body that sounds, moves, filters and translates living in the 
world. excavate back from surface currents and into some historical depth to recover 
shuttle back and forth between the intensely personal, culturally specific and expansively 
global.  This weave requires inventive grit and the muscle and pulse of the real to help bring 
life and relevance to the history of ideas, aesthetics and social practices of ‗voicing bodies‘ 
critically out of context and joyfully nomadic. 

 
 

 
1 Bretterton, Rosemary, An Intimate Distance: Women, Artists and the Body (1996) 
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In some ways, my approach to interdisciplinary performance making reflects the 
rudiments of opera: the corralling of expansive ideas through diverse, inventive 
methods into an ambitious assemblage.  However, I am most attracted to the stark 
differences between opera and performance art, between historic works and current 
imperatives.  For instance, opera‘s reliance on fixed and familiar narratives and other 
encoded ‗texts‘ including musical forms and scores.   In the case of this particular 
Baroque opera where Rameau‘s music conjoins with a classical Greek myth it is the 
cultural palimpsest of typologies, theories and systems that spurs my imagination. 

 
I relish the double outsider/insider status that will afford me intimate views of a 
robust art work (and way of working) and simultaneously inspire me to co-create a 
novel critical performance.    Phaedra was also an outsider with insider status.  This 
inherent conflict was what Euripides rendered irreconcilable in his patriarchal 
inscription  of  permanent  exile  through  an  ‗incestuous‘ and  unrequited  love,  and 
through finally her virtual and somewhat speculative death, that appears to come from 
many hands including her own.  This shuttling back and forth between the intensely 
personal, culturally specific and expansively global   requires inventive grit and the muscle 
and pulse of the real to help bring life and relevance to the history of ideas, aesthetics and 
social practices of ‗voiced bodies‘ critically outside and joyfully nomadic. 

 
 
 

The play of ideas  and images  found in the landscape of outside/inside provides a 

fruitful place to pursue the dynamic and elusive jitter  of desire against that which 

longs to contain and direct its erotic madness.  My approach to performance making 

has included explorations in voice, text, sound include extended voice, her concept of 

the 'voiced body', improvised text and object play.   Content and form merge in my 

performances and projects - part delirium  and part meditation.   I am interested in 

creating mobile architectures for the ‘voiced body’, unfolding psycho-spatial 

reverberations that plumb distances between impulse, feeling, image and utterance. 

Writing  becomes physical  and voice environmental, as spur the listerner/witness  to 

imagine         new         assemblages         of         desire        in         the         making. 

 



 
Becoming Nomad, Becoming Phaedra 
I first tracked Phaedra through music – the sweeping cascades, warbling trills and 
orchestral torrents of operatic music.  It was an odd introduction, awkward 
in many ways.  The music was sublimely assaultive and impenetrable. The figure of 
Phaedra, densely congested in an uncanny, darkly lit narrative installed inside the 
bedazzlement of French Baroque opera.    Euripides likely did not imagine such a 
version, though no doubt power played a role though songs and rhythms 
through which he wrote Woman.   His play, ‘Hippolytus’ (horse, hero) was also 
already a palimpsest of stories told, whispered, sung, keened and written – many times 
over.  This gesture of re-writing, of writing-again, is what gave me an entry point into 
such a Story of tragi-historic proportions.  The gargantuan culture machine of Opera 
was equally daunting, and until I began to deconstruct its’ form, to decompress 
its’ power, it seemed a force with which I dare not reckon. After all, what might such 
ancient tales of woe and warning have to contribute to contemporary lives?  What is 
Opera but a majestic relic from the past that seems to impress the dwindling cultural 
elite? 
 
My resistance to both Opera and Phaedra was clear and bodily present as a soft recoil from the 
beginning.  Yet, there was a compelling interest in accepting the invitation of a New York 
opera ensemble to take on such a massive project.  The attraction of Opera was complex to 
begin with, but the ‘Age of Enlightenment’ world of King Louis XV promised a substantial 
study in the formation of empire, with Opera being perhaps the modern world’s first run at 
grand-scale spectacle.  I also had an attraction as many do to the excess of those singing 
bodies, and a desire to understand more deeply how they how and why they wide-openly 
labor so.  In short, I wanted to experience something of that voce eterna, and to wrestle down 
the great beast into a critical creature of performative action.  In 2010, the first iteration of 
what I called ‘the opera project’, I was able to siphon a space for experimentation with the 
opera company that  , worming my way into the prologue of Rameau’s landmark work made 
for a king and his court – King Louis XV, Madame Pompadour and the rest. 
Though her name means ‘bright’, she is the ‘double sun of yes and no’. 
 
Is love an artifact (of another age, of a digital forever-now) and power its immortal 
master continually atomising every attempt at embodying desire, at radicalizing 
becoming other than who/what we think we are/were?).  Is Phaedra a ‗Queen Bee‘ or 
a gas cloud, whose love is not love at all, but the want of a hunger set to strike 
midnight? 
 
Opera: 
Opera became Phaedra, or the figure of Phaedra became post-operatic.  HOLE: in 
search   of   opera   without   Opera   then   was   significant   in   the   essential 
deconstruction of the machinic properties of opera’s aspirations of totality.   This 
gesamtkunstwerk is also in performance art, even though its often elemental and 
sometimes primal gestures bely its relationship to large scale encompassment… 

 
Today’s opera could be argued to be the world wide web. 
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With  Divining  Opera,  the  lead  artists  imagine  a  new  kind  of  performance 
outcome that bridges divides and challenges operatic conventions and performance 
art marginalia.  We are motivated by a felt sense that both “pure” revivals and 
acritical updates fail to serve Baroque opera and that performance art innovates 
at the borders of culture rarely impacting such canonical art forms as opera.  
Divining Opera seeks a coupling of opera with performance art where both forms 
collide and expand through new video and sound technologies that enrich each, 
giving rise to a third form. 

 
Divining Opera illuminates and re-envisions Baroque opera by preserving it in all its 
ornate glory while setting it side-by-side with a challenging original performance 
work – its uncanny other. At first seen on consecutive evenings, the parallel works 
will then be interwoven into a single evening’s performance of consecutive acts, 
reimagining relationships between performance and its history, its present, and its 
future.   Acknowledging the difference between presenting music as it was first 
heard and presenting it as it was first experienced, we present a bold and 
inventive provocation of the kind H&A must have been to its initial audiences. 
 

Story 
the mesh of drama set to music – the sounds that tell the story of living – that the 
artistic directors of the Project find their initial inspiration for suturing ‘past-s’ to 
our ‘present-s’.  The mosaic of historic circumstances and artistic invention that 
characterize the foundational material inspire the Artistic Directors to imagine a 
new kind of music theater performance that challenges and enriches operatic 
convention within the matrix of contemporary, mediatized participant culture. 
This suturing creates a new body-of-work in coupling opera with performance 
art that is itself extended into new technologies.   If opera is a city, then the 
performance  artist  is  its  linked-in  citizen;  if  opera  is  spectacle,  then  the 
performance artist is a multiple, a chimera: part woman, part immigrant, part 
seer.   The chimera figure is an apt ‘other’, as s/he is made up of fragments of 
other beings, perhaps monstrous, (un)decidedly uncanny and quintessentially 
postmodern, yet coming to us from ancient stories of human/animal, real/virtual 
hybridity.

 
The infiltrative thrust of global media continuously repackages “contents” and 
reshapes consciousness in a highly atomized world where individual experience 
is  broken  down  into  modularized  parts.    For  today’s  digerati,  ‘experience’  is 
being transposed into the realm of the virtual with such rapidity that one can 



argue that we have passed beyond the point at which we live in equal parts ‘real’ 
and  ‘virtual’  worlds.     Private  becomes  public  in  simultaneously  inventive, 
challenging, frivolous, and alarming ways. “Truths” get updated and remapped 
with aim and abandon yielding new hybrid zones of indeterminacy and inter- 
animacy  that  both  promise  and  threaten.    The  incorporation  of  video  will 
challenge and provoke questions about how media functions as a new repository 
for the continually shifting information that might once have been called stories. 
Telling becomes texting, an image the cipher of a life, and performance tests 
these   truncations with actions by real bodies who viscerally create, sing and 
transform Story. 

This chimera or oracle figure is embodied in the counter-performance that Lynn 
Book creates to “twin” the opera – annotating, refracting, divining and animating 
alternative  narratives  and  music  through  extended  text,  voice  and  image, 
including video portions of Book, the opera singers and players and other scenic 
visuals. A porous borderline between these spheres of activity will both uphold 
the  integrity  of  the  musical  performances  of  the  ‘original’  opera,  and  also 
summon the constituent parts that make up its ‘whole’ to form a new assemblage 
of encounter and meaning.     The last and most indeterminate player in this 
assemblage might be called the ‘digi-sphere’ that will involve digital ‘entry and 
escape points’ for a ‘super video’ stream which flows through the performance, 
offering alternatives to the live audience for engaging with and transforming the 
‘master narratives’.
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HOLE
: 
HOLE – In Search of Opera without Opera is a new media performance project 
that springs from a hit and run collision with an 18th century French Baroque opera by 
Rameau and the music, narrative and cultural history that produced it.  The spectacle 
of  yesterday‘s  opera  belongs  to  another  age  –  perhaps  today‘s  opera  is  the 
Gesamtkunstwerk (total art work) of the virtual world that we live in, willingly or not. 
This ‗opera without opera‘ searches the dustbins and bit streams for bodies at work in 
the 21st century and constructs a proposition in four acts: 1. the topology of holes, 2. 
the science of hearts, 3. the shadow world of hope, and 4. the eternal hunger of human 
desire. 

 
 
 
Phaedra: 
At the concept/practice level, the primary effort was led by translation in the meaning 
of Braidotti as she draws from and highlights Kristeva when she speaks of the state of 
translation as being the common condition of all thinking beings, all nomads. In fact 
the work of the artist-nomad makes a further and important labor of transmogrification 
through wrestling acts of meaning, method and form across borders into variable and 
evolving states of becoming. For the performer, whose body is a present/presence the 
problem of stasis still clings to hyper lit flesh in actions that both remind and remit 
even when trying to wrench free of the terms and conditions of fixed time place and 
identity. 
As performance and theater scholar Rebecca Schneider reports, “Theater is dead art, 
but you can’t kill it”. She refers to the ruined value of acting and turns toward 
precarity in performance as the place to locate ‘vibrant matter’.  This is a 
way of seeking theater without theater, opera without Opera. Phaedra without death, 
or at least in 

 
It seemed by only way 
there was no other alternative than to escape into the hinterlands to dissect and reconstruct 
what it feels like to live in the fullness of life that presses against death with every breath. 
Staging provocative questions was a critical strategy that was an incredibly 
productive way to enter the gargantuan culture machine of opera.   Frankly, it 
seemed the only viable tactic for approaching Phaedra, an equally formidable figure 
whose identity has been fixed in time, ciphered in an equation of desire = 
death.    As Wanda Balzano writes in a forthcoming review of Escapes, “On the 
screen… we see traces of Phaedra’s exile and escape, of her confinement and her 
rebellion,  through  her  body—her  body  as  language  that  is  dissected  and 
exploded. Her body – the body of language (her written and oral language) is 
fragmented, and uneven, refusing to be objectified as a linear whole, as the “Phaedra 
package” handed down to us. 

 
 



 
 
The Speculative in Performance 
performative actions have expanded to include a multiplicity of practices and theories  
across  cultures  and  sites,  both  real  and  virtual.    This  diverse  and 
exploratory art continues to evolve and complexify through singular and collective 
efforts around the globe that give voice to resistance, complicate the 
performance of difference, and propose radical transformation of bodies, selves, 
sites and societies.  Its’ insistence on confronting cultural forms and challenging 
oppressive  regimes  through  a  multiplicity  of  outrageous and  critical  actions 
often re-views Body as the breakpoint of power.  Because disagreement is built into 
the concept of performance art, how people reinterpret and renegotiate its’ meaning 
and impact acquires permanent critical value (Carlson, 2003).  Bodies in life-
making, or in modes of becoming (Grosz, 1999) take on particular and startling 
significance when treated with exceptional fierceness through critical practices that 
publicly reinvent, dislocate and otherwise disrupt deeply embedded images and ideals 
of Body to pursue potentiated Bodies in emergent, co-evolving states. 
Hemitropes, chimeras, oracles, prosthetics, bees, harmonics, divination 

 
Through writing 
Strange fruit, more like a fungal twist in the cave of the mouth. There is 
a creature 
in her-mouth-now-my-mouth – crouched, purple headed, doled, 
dolorous, told as an If.
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Andrea Pagnes 
 
Two Bodies in Space 
Performing durational: the quest for authenticity in VestAndPage 
experience 

 

 
Abstract 

 
“We see that all that is solid melts into air, all that is holy is still profaned, and we - a 
man and a woman - are at last compelled to face with sober senses our real 
condition of life, and even more, our presence in this world.”1 

 
 
Full text * 
 
 
http://www.vest-and-page.de/



 
 

White Silence 
Peter Breen MA [Creative Arts Therapies], BTh, ARMIT, MIR 

Do threshold moments or liminality or theophany arrive within a contrived time 
space performance installation? 

 
 
 

 
 

INTRODUCTION 
Why we are in the arts is a lifelong reflection. 
What work we do is dictated by forces beyond us even if we fall on our feet and are 
full of a sense of call and destiny. Few have the luxury of a life of long reflective 
walks where –says Nietzsche – good ideas come to us. 
From the day we leave our tertiary training institutions or otherwise, the battle is on 
for the sale of our work, for positions in theatre and performance, for studio space and 
for the energy and vision to pursue what we thought we were called to be and what 
we passionately want to do. 
We are not as altruistic as the social worker or health worker –   artists have fun, 
reflect  angst, make our own beauty and try and conquer the occasional moments of 
doubt and depression. 
But the arts are society‘s medicine. As aboriginal dancer and choreographer, Stephen 
Page said ―The great medicine for humanity is art‖ and Simon and Garfunkel sang in 
the 1960‘s ―The words of the prophets are written on the subway walls.‖ Along with a 
range of qualitative research and intuitive knowing in artists including Kandinsky‘s 
1914 essay  “Concerning the spiritual in art” this implies that in and through our 
practice there is a spiritual force, perhaps unseen or slow to emerge - but there. It is 
critical that this spirituality be free in us if we are to be medicinal prophets,  if we are 
to be more than just 9- 5 artists and if we are to be more than accomplished and 
successful. 
Does this imply that only the truly gifted can be medicine and prophet? Yes and no. 
We find our place as artists in the hard work and struggle against our own poverty and 
in the hard work and occasional rejection that finally confirms or redirects our talent 
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Please note that the guidelines for Academic texts at The Oslo National Academy of 
the Arts are not the same as in Australia, hence the style is very much more casual. 
until we find our rhythm and flow. Most of us will add and subtract various practices 
and disciplines over our life but even in dissonance and disappointment hopefully we 
find a place where we are true to ourselves and our gift. 
Does this imply that we can‘t have fun and that we are to be full of intensity as we are 
so often the first to see and reflect the injustices of the world we live in? Yes and no. 
Once we manage to free ourselves from being only market driven and find our voice, 
we will develop balance around intensity and fun in our practice. 
The idea of a spiritual element to our lives, calling and arts practice might sound 
irrational and decidedly impractical and certainly not economically productive but I 
am totally convinced of its presence in all of us and that it can be nurtured. To leave it 
undeveloped impoverishes our lives and our art. 
So what leads us to be artists? What keeps us at it? What value does art have in the 
scheme of our living? 
South African artist William Kentridge has something to say on this:  “So what was it 
that led Kentridge into art? What possibilities did he see in it? And how did he 
justify art-making when, in his own country, people were being locked up, tortured, 
murdered, exploited and spiritually crushed as a direct result of government policy? 
In a formulation that sounds almost like a pointed rebuke to the law, Kentridge has 
said he saw art as “a way of arriving at knowledge that is not subject to cross- 
examination”. Kentridge makes up his animated films as he goes along. His motto 
when making them, he claims, is „NO SCRIPT, NO STORYBOARD‟. And his art 
flouts the first rule of cross-examination: that you know in advance the answer to 
every question you ask. Elsewhere he has spoken of the “seriousness of play”, 
claiming that “it‟s always been in between the things I thought I was doing that the 
real work has happened”.i 
Kentridge and Kandinsky inspire me to pursue the in between, the third way, the road 
less travelled, the vision of who I am. 
Bruce Wilson in ―Reasons  of the Heart‖  talks about Australian novelist and Nobel 
Prize winner Patrick White‘s epiphany – a kind of in-between experience : ―During 
what seemed like months of rain, I was carrying a tray load of food to a wormy 
litter of pups down at the kennels when I slipped and fell on my back, dog dishes 
shooting in all directions. I lay where I had fallen; half blinded by rain, under a 
pale sky, cursing through watery lips a God in whom I did not believe. I began 
laughing, finally, at my own helplessness and hopelessness, in the mud and stench 
from  my filthy old  oilskin.  It was  the turning point.  My disbelief appeared as 
farcical as my fall. At that moment, I was truly humbled.”ii

 

In the pursuit of our art, in our practice, in our experiencing, are there moments when 
we sense another dimension, another voice, another vision? 
Do  we  find  a  cupboard  door  opening  into  the  mysterious  in  the  creative  silent 
moments between the lines, between the breathless final curtain call and the change 
room? 
Are there non drug induced existential and almost inexplicable non-diarised moments 
that arrive at some point for us as artists, as people passionate about our practice in 
our practice and during our practice? 
Are there moments that arrive for us that bring new intuitive poetic meanings and that 
are concurrent with or above or more than dissonance or exhilaration – a kind of 
―feather on the breath of God‖ and that are motivational for the rest of our lives or at 
least for the next chapter of our lives? Which begs the question again: 
What indeed are we doing art for?  



William Kentridge again: 
“Often, the finished drawing is different from what I had in my head when I 

started off, and the better ones are those that don't look anything like I thought 
they would. The ideas are not the driving force in drawing, nor is meaning. The 
need to make an image is the driving force. It isn't like a writer who has a story 
they have to tell, and so they write a novel. It isn't as if I have an image the 
world has to see. Rather I have a need to be making marks on paper. Drawing 
isn't a decision, it is a need”iii 

So we make art – as visual artists because we need to make marks. Maybe the same 
need is there for all artists driven by gift, talent , education, training and plain hard 
work – to make a mark, make a noise, to move, to design, to make, to compose, to 
write…. 
And in the flow that emerges as we make our marks, our moves, our music, our 
drawings; as we lift our voices to find the one line that grabs and write the couplet 
that engages the heart in mystery – is there another mystery, another poet  writing, 
another composer flinging a pianissimo semi-quaver into the concerto and flow of the 
scramble of our obsessive mark making? 
Organised and disorganised religious groups –particularly the three big monotheistic 
religions – Islam, Christianity and Judaism – think they have ―cornered the  
market‖ or know better than anyone else what the mystery is, how to experience it 
and what it looks like within their messages, dogmatics and stories around this 
inquiry. I don‘t think they do. What is more disturbing than their blindness to the 
reality of spiritual experience outside of their domains is that those who should be 
the respected voices in religion – the mystics and the artists – are minimized and in 
some cases victimised. There appear to be some healthy changes happening, however, 
as some religions are learning to embrace mystery and lack of certainty and to support 
the arts without a utilitarian iconographic agenda. But this is still rare – at least in 
Australia. 
Patrick White‘s mystical experience is, I am convinced, an example of what it means 
to  be  a  normal  human.  Eastern  religious  expressions  and  constructs  appear  to 
celebrate mystery and wonder that we as artists often encounter even if we are at a 
loss to be descriptive about it. 
My lifelong wonder at beauty, my love of good story telling, my aspirations to 
excellence in my own mark making accompanied with attempting to facilitate the 
healthy growth of the core creative human spirit in others - have been undergirded by 
at times an inexplicable but real hunger – cf Kentridge‘s need – for moments of 
Patrick White type epiphany and feather touches of the breath of the other, the spirit. 
It is in art – but not only in art - that I continue to look for these experiences/moments 

and which led me to produce a particular performance piece 3 times in 2012 with a 
small group of invited  visual artists with friends and observers at Jugglers Art Space 
in 2012. The plan is for some of us to stage this again for you today at 6pm. 
The  physical  context  for  the  three  performance  installation  pieces  was  the  main 
gallery  space  at  103  Brunswick  Street,  6  easels,  3  tables  and  chairs  and  basic 
materials for painting and drawing. In the middle of the room was a plinth with a 
Perspex cover filled with water, which became the wash bowel for brushes,  lit from 
underneath. The music sound track for WS1 was British composer Gavin Bryars 
haunting and well known piece ―Jesus Blood never failed me yet‖ – played regularly 
on Triple j and ABC Classic FM. My particular interest was what this piece would 
evoke. What happened over the 3 performances in 2012 was that the response was to 
the whole event, each other and evolving contexts, including the music I selected. For 
some reason I asked the artists to dress in white as an aesthetic context.  The idea was 
that that the event was to be both a collaborative and personal response to the context 



 
but that collaboration on co-constructing painted/drawn surfaces would be via written text only. I 
continue to be committed to exploring ways of slowing our mad lives down and of finding new 
territories of interpersonal connectivity. 
 
POWER POINT PRESENTATION: White Silence. 
I will finish with this reflective piece from my blog late last year. 
 
Blog piece on the White Silence experiment/experience in 2012 
I have been picking around at the edges of epiphany for a long time. Wanting existentially to know. Belief 
has been hard to swallow and so I have moved to passionately inquire: How can I know the unknown, slip 
into the inbetween spaces and find a suspended experience of the other? That is what birthed White 
Silence. And there is more to come. Could no speaking, hand written notes, painting a response to 
"Jesus Blood Never Failed Me Yet", in all white clothes produce an epiphany for someone, for anyone in 
a selected group of visual artists? Each time the music was a new mix, the sensual environment shifted 
and new artists were added and others dropped out. What happened? Who felt anything - not only 
sensually and emotionally but existentially, spiritually? I was busy producing and I suppose that left me out 
of the silent slowing down trajectory. But in the final event [WSIII] I had my hands in paint and 
responded - conservatively - to some new music. A movement of sorts. And others did the same.  And  we  
were  wrapped  in  tissue  and  paint.  The  written  text  communication idea between us  with all oral 
communication off limits - hardly got off the ground in III as there was some kind of momentum created. 
There was a knowing generated. There was no need for written notes to each other. Flow had been created 
and we were carried. I think it caught us all up in a kind of gentle vortex. But my quest for epiphany, so 
much a product of liminality, illness , silence and desire, failed to arrive for me in White Silence I, II or 
III and I think I know what I am wanting so maybe this too needs to be explored. Each event had a 
great impact in everyone. The production of these events drew out a knowing that to pursue this reclusive 
and disciplined centring down with a group of artists like this was meaning making for me. This was where 
I found some enlightenment, energy, joy. And maybe these, this is the epiphany but I am not satisfied.iv  

 

http://www.themonthly.com.au/issue/2011/december/1331249034/sebastian-smee/no- script-no-
storyboard 

 

 
 http://www.themonthly.com.au/issue/2011/december/1331249034/sebastian- smee/no-
script-no-storyboard 
ii “Reasons of the Heart” Bruce Wilson.  Allen and Unwin  1998 

 
iii http://www.guardian.co.uk/artanddesign/2009/sep/19/charcoal-drawing-william- kentridge 

 
iv  http://peteskibreen.wordpress.com/page/2/ 
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haunted cassettes and signal spectres  

  ..electromagnetic phenomena in the audio-visual realm.. 

Jade Boyd  2010 

                      www.jadeboyd.nl 

 

"What do we know… of the world and the universe about us...Other beings... might see and study whole 
worlds of matter, energy, and life which lie close at hand yet can never be detected with the senses we have… 
that machine …will generate waves (that) will open up to us many vistas unknown to man …We shall see that 
at which dogs howl in the dark, and that at which cats prick up their ears after midnight… We shall overleap 
time, space, and dimensions…"1 

 

All around us, unseen elements and intangible forces in the atmosphere determine the physical laws of our 
existence in the universe.  

 

H.P. Lovecraft describes a fictional machine in From Beyond2 that opens up the spectrum by generating 
waves that act on the pineal gland, allowing unseen dimensions and life forms to be perceived.  

 

“Do you suppose there are really any such things as time and magnitude? Do you fancy there are such things 
as form or matter?” demands Tillinghast, the mad scientist. “…I have seen beyond the bounds of infinity... I 
have harnessed the shadows that stride from world to world to sow death and madness... Space belongs to 
me, do you hear?”3 

 

The invisible transmission of signals occurs through waves- sound waves, light waves, radio waves, electrical 
currents. The mystery within this unseen transmission with its minute periods of time and phenomenal 
distances lies open to speculation. 

 

What happens to the signal in the time between when it leaves and when it arrives, on its journey through that 
imperceptible space and distance? 

 

 

 

..:multiple dimensions, dimensions we cannot perceive:.. 

 

                                                
1  H.P. Lovecraft, From Beyond, in Dagon and Other Macabre Tales (UK: Panther, 1973), 147-51. First      

published in ‘The Fantasy Fan’ 1, No. 10, June 1934. Accessed November 2009, electronic text from: 
http://www.dagonbytes.com/thelibrary/lovecraft/frombeyond.htm 

2  Lovecraft, From Beyond, 147-51, accessed November 2009,     
http://www.dagonbytes.com/thelibrary/lovecraft/frombeyond.htm 

3  Lovecraft, From Beyond, 147-51, accessed November 2009,  
http://www.dagonbytes.com/thelibrary/lovecraft/frombeyond.htm 



 

 

In ‘M Theory’4, a recent version of String Theory, there are dimensions that we are unable to perceive- up to 
eleven dimensions, most of which we don’t see in the physical world because they are outside of our three 
dimensions. Our universe may be tiny, contained within one of these extra dimensions.5  

 

In its transmission and reception, the signal passes through an unseen zone, affected by unseen elements. 
Invisible and immaterial space is sometimes referred to as the ether (æther), the fifth element, as Aristotle 
named it. ‘A hypothetical medium formerly believed to permeate all space, and through which light and other 
electromagnetic radiation were thought to move.’6 *note: Electricity as liquid as tried to prove by---- 
(Secret Life of Plants) The concept of ether has been scientifically disputed and dismissed over its long 
history. The ether cannot be perceived by any of our senses, yet it is present as a mysterious (non)‘substance’ 
in space. Ether expanded etymologically to ‘ethereal’, used to denote the light, airy and intangible. As Caroline 
A. Jones wrote in Sensorium: Embodied Experience, Technology and Contemporary Art7, the concept of ether 
is alive again today in our use of tele-presence communications, such as the Ethernet. Analogous to the 
concept of the Internet, ‘Ether’ was used as a colloquial reference to radio in the late 1800’s, referring, 
presumably, to the invisible, circumambient nature of the radio signal. 

 

 

 

..:Jupiter sounds:.. 

 

In 1990, NASA made recordings of the planets with VOYAGER. The sounds from Jupiter, a planet with raging 
winds that is composed entirely of clouds of swirling gas, are eerie, hollow and metallic, evoking an extreme 
emptiness. 

Sounds were created by converting spectral elements, vibrations from electromagnetic particles interacting 
with the magnetosphere and atmospheric phenomena such as the solar wind. The magnetosphere is the 
magnetic field above the ionosphere, around the earth (and other planets), composed of ‘…streaming 
particles, electromagnetic radiation, and constantly changing electric and magnetic fields.’8  

 

 

 

 ..:spectral elements – radio waves, the ionosphere and Tesla,:.. 

                                                
4  Michael Green and John Schwarz’s version of String Theory in “Stephen Hawking: Master of the  

Universe,” Part 8 & 9, YouTube video (now deleted),  

http://www.youtube.com/watch?v=iejh5fgcvyc&feature=PlayList&p=2B2702D6528C238E&index=7 

5  “Stephen Hawking: Master of the Universe,” Part 8, YouTube video (now deleted),  

http://www.youtube.com/watch?v=iejh5fgcvyc&feature=PlayList&p=2B2702D6528C238E&index=7 

6 “ Ether,” Accessed October 2009, http://dictionary.reference.com/browse/ether 
7  Caroline A. Jones, Sensorium: Embodied Experience, Technology and Contemporary Art (Cambridge,  

Massachusetts, London, England: The MIT Press, 2006), 137-141. 

 
8  “What is the Magnetosphere?” accessed February 2010, http://science.nasa.gov/ssl/pad/sppb/Edu/magnetosphere/ 
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‘DX communication, popular among amateur radio enthusiasts, is a term given to communication over great 
distances. Thanks to the property of ionized atmospheric gases to refract high frequency (HF, or shortwave) 
radio waves, the ionosphere can be utilized to "bounce" a transmitted signal down to ground. 

 

When a radio wave reaches the ionosphere, the electric field in the wave forces the electrons in the 
ionosphere into oscillation at the same frequency as the radio wave. Some of the radio-frequency energy is 
given up to this resonant oscillation. The oscillating electrons will then either be lost to recombination or will re-
radiate the original wave energy.’9 

 

As early as 1899, Nikola Tesla was conducting experiments with cosmic radio waves using the ionosphere, 
the outermost part of the Earth’s atmosphere, and the inner ring of the magnetosphere that is ionised by solar 
radiation. ‘Tesla built and used various devices for detecting radio frequency energy…Tesla believed that he 
had established an electrical resonance in the entire Earth using the Tesla coil transmitter (which 
can)…receive electromagnetic impulses from atmospheric electricity and radiant energy, besides normal 
wireless transmissions.’10  

 

He believed he had received extraterrestrial messages, and that there were Martian cities on Mars, the proof 
of which were the canals he had observed there. ‘He noticed repetitive signals from his receiver which were 
substantially different from the signals he had noted from storms and earth noise. Specifically, he later recalled 
that the signals appeared in groups of one, two, three, and four clicks together.’11 

 

 

 

        ..:Alvin Lucier- ‘long sounds’- the transmission of sound over expanses in space:.. 

 

As a child I was fascinated by a story about a girl who could ‘throw her voice’, projecting her words into 
another room to play tricks on people, as in some kind of long-distance Ventriloquism. I spent hours puzzling 
over how it could be possible. 

 

Douglas Kahn writes about ‘Long Sounds’12, in which time is expanded or compressed, via its relaying over 
long distances through space. Alvin Lucier worked with this in his Whistlers13 composition in which he used 
natural radio phenomena to ‘transport’ sounds over long distances.  

‘Although they are electromagnetic waves, they occur at audio frequencies, and can be converted to audio 
using a suitable receiver.’14 One cause of Whistlers is lighting, which, according to the receiving of whistlers, 
also exists on Jupiter.  

                                                
9  “Ionosphere,” accessed February 2010, http://en.wikipedia.org/wiki/Ionosphere 

10 “Tesla coil”, accessed January 2010, http://en.wikipedia.org/wiki/Tesla_coil#Tesla_coil_operation 

11  “Nikola Tesla,” accessed February 2010, http://en.wikipedia.org/wiki/Nicola_Tesla 
12   Douglas Kahn, “Long Sounds” in Sonic Acts XIII; The Poetics of Space, ed. Arie Altena and Sonic Acts  

(Amsterdam: Sonic Acts Press, 2010), 51- 60. 

    13  Alvin Lucier, Whistlers, sound composition, 1966. 



 

 

 

Within this concept, sounds embark on a journey through time and space, affected by the environment of each 
place that they pass through, to return, eventually, to the listener. 

 

In 1876, during early experiments in radio, Alexander Graham Bell’s assistant Thomas Watson heard strange 
sounds generated by natural radio phenomena similar to those used by Lucier in his Whistler15 composition. 
‘He thought they might originate in solar storms or be messages from an extra-terrestrial intelligence, were it 
not for their lack of regular patterns that might belong to language...’16 Some sounds that occurred before 
dawn sounded just like a chorus of birds… 

 

 

 

    ..:the Northern Lights:.. 

 

Witnesses of the Northern Lights have often reported inexplicable whistling or crackling sounds accompanying 
the lights. The colour and quality of the Northern lights are affected by changes in the magnetic field of the 
Earth (and other planets where they occur), and the conditions of the atmosphere and sun. When the 
collisions of particles occur at a closer proximity (at a lower altitude), they appear, most commonly, as green or 
brownish-red, and red or blue when higher in the atmosphere, that is, closer to the planet’s magnetosphere. 

 

‘Long before there were space probes to Jupiter, ham radio operators were listening to the sounds from 
space. Electrons and protons leaking to earth from the Van Allen Belts (the radiation belts around the earth) 
were detected on short wave radio equipment as whistles, pops and shrieks – very similar to the sounds heard 
in the vicinity of Jupiter and Saturn… These are known as "sferics" for "atmospherics." One set of sferics has 
been dubbed "the dawn chorus" because the sounds resemble the cacophony of bird chirping that occurs in 
the wild at sunrise.’17  

 

There was even an account of the Aurora Borealis being used as a kind of telecommunication device: 
on September 2, 1859, two operators of the American Telegraph Line between Boston and Portland, Maine 
were able to continue talking via the auroral current for around two hours after the power was cut off.18 

 

 

 

..:White noise as background radiation from the big bang - its remnants transmitted through space with an 
immense temporal delay:.. 

 

                                                                                                                                                              
14 “Whistler (radio)”, accessed January 2010, http://en.wikipedia.org/wiki/Whistlers 
15  Alvin Lucier, Whistler, music composition, 1966. 
16  Douglas Kahn, ‘Long Sounds’ in Altena, Arie and Sonic Acts (Ed.s), Sonic Acts XIII; The Poetics of Space. Sonic Acts Press, Amsterdam, 

The Netherlands, 2010, Pp. 51-60, p. 53. 
17 Jan Dabrowski, Ph.D. Chair, Eavesdropping On Space. Department of Science and Mathematics, Marylhurst University, from 
http://www.marylhurst.edu/science/article-eavesdroppingonspace.php 
18 ‘Aurora (astronomy),’ http://en.wikipedia.org/wiki/Aurora_%28astronomy%29#Sources_and_types from The British Colonist, Vol. 2 No. 56, 
October 19, 1859, page 1, accessed online at BritishColonist.ca, on February 19, 2009. 
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The cosmic microwave background, ‘...the cooled remnant of the energy that was formed in the early universe 
after the big bang’19, has travelled far, far through time and space to end up as residual static and hiss on TV 
screens and radios. 

 

There is speculation that ‘white noise occurs as your TV or radio pick up signals that are not being transmitted 
by any source but exist everywhere around us. Some of that static comes from the depths of space...’20 

 

What regions of space and time could these cosmic radio microwave signals, from the propagating photons of 
the big bang, have passed through on their journey to our TV sets- and, as a character in an H.P. Lovecraft 
story may ask, what could they have brought with them from the void...? 

 

 

 

       ..:“Talk louder, I can’t hear you!” (Poltergeist, 1982):.. 

 

“The absence of a signal on a channel that is not receiving a broadcast, means that it is free to receive a lot of 
noise from all sorts of things…short waves, solar disturbances, car ignition sparkings, ...outer space …or inner 
space...” (Poltergeist)21  

 

 

In the film Poltergeist22, the little girl, Carol-Anne, communicates with the dead through the television 
screen, which is a kind of portal to the dimension of the afterlife. The hostile spirits of the dead, 
Poltergeists, who also have kinetic powers to move objects, send ambiguous messages via electrical 
impulses through white noise of the TV screen. It is commonly believed that spirits can communicate 
through electrical impulses, leaving messages through distorted, cryptic sounds on tape recorders, 
causing lights to flicker, as in Lars Von Trier’s Riget (The Kingdom)23, when Mrs. Drusse has a 
conversation with her recently deceased friend through the flickering of lights. 

 

 

 

      ..:electromagnetic voices, haunted devices, machines to contact the dead:.. 

 

In Electronic Voice Phenomena (EVP), interference and electronic signals from resonant circuits or cross 
modulation are interpreted as ghostly messages. 

                                                
19 “Cosmic background radiation,” from The Royal Society’s Summer Science Exhibition 2005, accessed March 2010, 
http://www.sstd.rl.ac.uk/heat/Backgrounds.htm 

20 “Cosmic background radiation,” accessed March 2010,  http://www.sstd.rl.ac.uk/heat/Backgrounds.htm 

21 Tobe Hooper, Poltergeist. 114 minutes, Metro-Goldwyn-Mayer (MGM), USA, 1982. 

22 Hooper, Poltergeist. 

23 Lars von Trier, Riget (The Kingdom), TV series (1:12 average per episode), Koch-Lorber Films, Denmark, 1994-97. 



 

 

 

‘In the 1920s, Thomas Edison told a reporter with Scientific American that he was working on a machine that 
could contact the dead.’24 

 

‘In 1980, William O'Neil constructed an electronic audio device called "The Spiricom"…through which he 
was able to hold two-way conversations with spirits...’25 

 

‘Many electrical appliances with motors create E&M (electromagnetic) signals. If you tune an AM radio to a 
dead (quiet) spot on the dial, and turn up the volume, you'll hear a background hiss. Turn on a blender or hair 
dryer near the radio's antenna and you will hear pops and static on the radio. If there is a thunderstorm in the 
vicinity, E&M energy from lightning can also be heard on the AM radio.’26 

 

‘Interference is seen in certain EVP recordings, especially those recorded on devices which contain RLC 
circuitry27…It is even possible for circuits to resonate without any internal power source by means of radio 
reception…’ (as in the auroral current case in 1859, where the Aurora Borealis is said to have been used as 
a telecommunication device between two operators who were able to continue talking for around two hours 
after the power was cut off (via the auroral current.28)) ‘…Artifacts created during attempts to boost the clarity 
of an existing recording might explain some EVP. Methods include re-sampling, frequency isolation, and noise 
reduction or enhancement, which can cause recordings to take on qualities significantly different from those 
that were present in the original recording.’  

Interference could come from radio devices and cross modulation. Other possible explanations are capture 
errors, such as noise through over-amplification, or when remnants of the previous recording remain. 

Other, psychological explanations may also be responsible for the reading of such phenomena as 
supernatural… 

 

‘Apophenia’ is the condition of creating meaningful connections between things where none actually 
exists, "the spontaneous finding of connections or meaning in things which are random, unconnected or 
meaningless"29 

 

 ‘Auditory pareidolia is a situation created when the brain incorrectly interprets random patterns as 
being familiar patterns.’30 

 

The idea of the ‘Ghost in the Machine’ was originally a derogatory term used by British philosopher Gilbert 
Ryle in 1949 to describe Descartes’ mind-body dualism.31 It deals with a metaphysical element (the mind) that 
operates separately from the physical (the body), the relation between the two being a matter of mystery.  

                                                
24 “Electronic voice phenomena,” Accessed December 2009, http://encyclopedia.thefreedictionary.com/Electronic+voice+phenomena 
25 Electronic voice phenomena,” Accessed December 2009, http://encyclopedia.thefreedictionary.com/Electronic+voice+phenomena 
26 Jan Dabrowski, Ph.D. Chair, Eavesdropping On Space. Department of Science and Mathematics, Marylhurst University, from 
http://www.marylhurst.edu/science/article-eavesdroppingonspace.php 
27 ‘An RLC circuit (also known as a resonant circuit, tuned circuit, or LCR circuit) is an electrical circuit consisting of a resistor (R), an 
inductor (L), and a capacitor (C), connected in series or in parallel. This configuration forms a harmonic oscillator,’ “RLC Circuit,” accessed 
January 2010, http://en.wikipedia.org/wiki/RLC_circuit 

28 “Aurora (astronomy)”, accessed online at BritishColonist.ca, on February 19, 2009, 
http://en.wikipedia.org/wiki/Aurora_%28astronomy%29#Sources_and_types from The British Colonist, Vol. 2 No. 56, October 19, 1859, page 1. 
29 “Electronic voice phenomena,” Accessed December 2009, http://encyclopedia.thefreedictionary.com/Electronic+voice+phenomena 

30 “Electronic voice phenomena,” Accessed December 2009, http://encyclopedia.thefreedictionary.com/Electronic+voice+phenomena 
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..:unseen elements, resonance, residual signals, feedback…fragments of discussion and thoughts on my work:.. 

 

My desire is to expose the ‘invisible’ phenomenological elements of audio-visual media and to investigate the 
properties of electronic phenomena, synesthesia and transmission. I am interested in using signal 
miscommunication and interference- tape hiss, feedback, and glitches- as aesthetic and aural principles, 
creating compositions from chaos within audio-visual and live phenomena. I combine technology with organic 
matter and aim to create immersive environments that affect the perception.  

 

 

During some experiments with an analogue mixer and a VCR, I discovered flickering 
patterns that were generated seemingly randomly, which I could control and affect to 
a certain degree via various combinations of input from the mixer and the VCR. The 
shapes alone were minimal and emphasised the oscillations and struggle of signal to 
come through, as in Apophenia32. If combined with image from the video source, the 
effects were even more random and elaborate. My interest is in both the aesthetics 
and the formal elements of live video, and the moments where the images 
metamorphose and slip away. The alteration of electrical signals has a manipulative, 
destructive element analogous with that of Noise music, and brings inevitable 
references to the experiments of Nam June Paik, to the electrical experiments of 
Nikola Tesla, as well as the allusions to the paranormal phenomenon of EVP and the 
‘Ghost in the Machine’. 

 

I have been exploring the erosion of the image through generations of capture and transmission, feedback and 
the transformation of the original source and signals through generations of dubbing and live manipulation and 
glitches. I want to create works that explore the way that signals and magnetic fields operate and have 
become interested in the experiments of Nikola Tesla and the use of radio waves and transmission as in the 
mysterious shortwave broadcasts of the numbers stations as collected in The Conet Project33, and the use of 
radio waves and transmission as in the work of Gert-Jan Prins34.  

 

 

The following is constructed from fragments of my dialogue in a conversation over Skype with Simona 
Barbera, whom I was collaborating with on a performace, The Backbone of Night35 at the time: 

...One thing I keep coming back to is the ‘Ghost in the Machine.’ I am increasingly interested in the 
energy or ‘life’ within the TVs and equipment that I am working with... the electrical current or signal 
that it is largely out of my control, and has a life of its own. The signals do what they want when they 

                                                                                                                                                              
31 “Ghost in the machine,” accessed September 2009, http://en.wikipedia.org/wiki/Ghost_in_the_machine 

 

32 Jade Boyd, Apophenia. Live video/ sound installation; TV, monitors, analogue video mixer, speakers, liquid latex, garbage bags, velvet curtains. 
Dimensions variable (approx 2 hours duration). Åpent Akademi, Kunstakademiet, Oslo, December 2008. 
33 The Conet Project: Recordings of Shortwave Numbers Stations, CD recording, Irdial-Disks, London, 1997. 
34 As in ‘SUB V’ on the ‘Noise Capture’ CD by Gert-Jan Prins, The Netherlands, 1998. 
35 Jade Boyd and Simona Barbera (sound), The Backbone of Night. Live Cinema/ Sound Performance; Digital video mixing (Computer), Computer 
monitor, mini-DV camera, VGA splitter, 2 x video projectors, smoke machine. Digital/analogue sound. 



 

 

meet in this unexpected way through the connection of differing equipment and electrical currents or 
voltage: like in EVP communication. I think this kind of thing is what I have been increasingly 
subconsciously interested in when I have been making these live analogue installations and 
performances… that there is kind of ‘a life of its own’ inherent in these things- and that you can 
interact with this to control or influence it, the signals… to conjure something, that’s definitely a big 
part of it- from within flickering video signals come electronic ghosts… 

  

 

Described as ‘…an alchemical brew of spooky soundscapes and manipulated video signals…’36 The 
Backbone of Night37 project with Simona Barbera built soundscapes through layers of sound extracted from 
instruments via the spectral music method, with feedback and ghostly excerpts, while I worked live with the 
spectral elements of video signals. I utilised live feedback by filming the screen and mixing this with a video 
source. Stark light from the video projectors cut through layers of smoke, enhancing the nebulous 
atmospherics of the soundscape. Through this performance, we wanted to translate ideas of space, alchemy 
and morphology. 

 

 

Also in a synesthesic sense, to evoke vision from sound, I have been working on a circuit-bending project that controlled 
image through sound- by pressing a key on a keyboard, which was modified though circuit-bending, the optical signal, 
displayed on a TV screen, was affected and distorted. I am interested in translating one medium or form of sensory 
perception into another; sound to vision, radio waves to movement, beams of light from within layers of spectral tones and 
noise, etc. 

 

 

                ..:Transmission and disintegration. Decaying simulacra:.. 

 

In my one-night exhibition/ live event Decadence and Decay38 at Atelier Nord, Oslo (2008), images were 
transmitted between camera, screen, projector, and fed back on themselves, resulting in gradual deterioration. 
A surveillance camera, monitors, super 8 film loops, distorted Casio mini keyboard sounds and the liquid light 
show techniques of the ’60s psychedelic era were used in a desire to create live art without the use of a 
computer. It referred to the artist/rock star cliché of excess, to the hedonistic over-stimulation of the senses as 
in the immersive, ‘polysensorial’ environment of the psychedelic light show.  

 

The use of technology in my work corresponds to the idea of physical interaction with the tools that one uses, 
to create a more personal interaction with the technology. This human-technological interaction extends not to 
the extreme and total union of Cronenberg’s body horror, but is more in alignment with the philosophy of 
Michel Waisvisz, the Dutch sound artist who promoted direct physical interaction with technological tools used 

                                                
36 WORM agenda archive; Ecstatic Sunshine (US) + Jason Urick (US) + Simona Barbera/ Jade Boyd (IT/ AU) 

http://agenda.wormweb.nl/agenda.php?id=3116 

37 Jade Boyd and Simona Barbera (sound), The Backbone of Night. Live Cinema/ Sound Performance; Digital video mixing (Computer), Computer 
monitor, mini-DV camera, VGA splitter, 2 x video projectors, smoke machine. Digital/analogue sound. Dimensions variable (duration c. 30 minutes). 
Worm, Rotterdam, The Netherlands. Saturday January 23rd, 2010.  
38 Jade Boyd, Decadence and Decay. Video/ film/ live art installation; TV monitors, digital video camera, digital video 
projector, VCRs, Casio mini keyboard, monitor speaker, distortion pedal, surveillance camera, oscillator, super 8 
projectors, mini-easels, super 8 film reels, overhead projector, oil, glass jar, water, food dyes, fan, eye-dropper, sheet. 
Atelier Nord, Oslo, Norway, 30th April 2008.  
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by the artist. This is a use of technology not as the medium unto itself, but as a tool to further ideas and to 
investigate the relation between the electronic and electromagnetic phenomena. 

 

 

 

..:Natural and electromagnetic phenomena have long been tinged with elements of the supernatural from early scientific 
observations to mythology and popular culture:.. 

 

‘Radical Computer Music’ artist Goodiepal visited my studio at Kunstakademiet in Oslo, 2008, where I had just 
finished the live video/sound sculptural installation Apophenia39, at the time unnamed. During this tutorial, 
important concepts within the work and within my research areas were brought to my attention by Goodiepal, 
who first explained the concept of Apophenia to me. The ideas of ‘Ghost in the Machine’, transmission and 
disintegration had already interested me, but were made explicit through this work, where images were 
generated through the connection of various analogue equipment-mixers, VCRs, monitors, speakers, and 
manipulated live by me. The sound was created with feedback generated through the connection of the audio 
input on the video mixer back into itself (also known as ‘no input mixing’). 

 

‘When feedback acts in response to an event/phenomenon, it can influence the input signal in one of two 
ways: the feedback signal can amplify the input signal, leading to more modification. This is known as 
positive feedback’(or)‘the feedback signal can dampen the effect of the input signal, leading to less 
modification. This is known as negative feedback.’ 40 

 

The staging in Apophenia was intentionally theatrical and low budget, suggesting the influence of the theatre 
and horror films, in particular Poltergeist41, with the hissing and flickering electronic signals on the TV screens 
suggesting of the phenomenon of EVP. There has been a kind of Jungian archetype emerging in these 
sculptural TV installations of mine: as in Draugr42 and Varde43, the TVs take on a pyramid-like form like the 
‘varde’44 or the mountain in Close Encounters of the Third Kind45. 

 

 

 

‘A Casio adventure through imagery of a temporal kind… Dion and Jade attempt to  

   freeze time and master the fourth dimension through sound and vision…’  

 

                                                
39 Jade Boyd, Apophenia. Live video/ sound installation; TV, monitors, analogue video mixer, speakers, liquid latex, garbage bags, velvet 
curtains. Dimensions variable (approx 2 hours duration). Åpent Akademi, Kunstakademiet, Oslo, December 2008. 

40 Feedback, http://en.wikipedia.org/wiki/Feedback 

41 Tobe Hooper, Poltergeist. 114 minutes, Metro-Goldwyn-Mayer (MGM), USA, 1982. 
42 Jade Boyd, Draugr, Video installation; video projector, TV, DVD player, digital video camera, seaweed, garbage bags. Dimensions variable. Nes 
Artist Residency exhibition/ opening day, Skagaströnd, Iceland, July 27th 2008. 
43 Jade Boyd, Varde. Super 8 film installation: super 8 film loop (0:05), rubble (1 x 1 x 0.8m). The Summer Destruction Show, Seilduken Fabriken, 
Oslo, Norway. 2006. 
44 A varde is a pillar of rocks left in the mountains while hiking to signify the presence of people in Norse culture, also used as beacons on high points 
that were set alight as communication in the past.  
45 Steven Spielberg, Close Encounters of the Third Kind. 132 minutes. Columbia Pictures Corporation, USA, 1978. 



 

 

Travels in Sine46 was a live audio/visual prepared film screening of Dario Argento’s horror classic Suspiria47. 
The title refers to both the sine wave generated by a synthesiser, and to the audio journey created via the 
modification of the soundtrack with keyboards and effects pedals from beginning to end. The video was 
similarly altered in real time by filming the TV screen and video feedback on a separate monitor, mixed 
digitally. The result is a second-generation, deteriorated and abstracted interpretation of Argento’s film and 
Goblin’s sound. Travels in Sine was a theatrical presentation of a film in its entirety, from beginning to end. 
Some parts of the film were left relatively untouched, while in others, sound samples from previous scenes 
were looped, and visuals were blurred and affected into an abstract state. I used video feedback again by 
filming of the screen and superimposing this with other video images. Sometimes these were layered with 
feedback of the film image, filmed by a camera pointed at a monitor displaying the film.    

 

The French term ‘Mise en abyme’ ("placing into infinity" or "placing into the abyss") describes ‘…the visual 
experience of standing between two mirrors, seeing an infinite reproduction of one's image.’48 When the 
camera is pointed at the source that is also feeding into it (a projector, a TV), feedback occurs. An intense 
luminous feedback is generated as the glowing energy from the screen is revealed, increasingly visible 
through the camera’s lens. 

 

This is also known as the ‘Droste effect’, named after a brand of Dutch cocoa that features an image of a 
woman holding the box, on which there is the woman holding the box, and so on, to ‘infinity’. It is a recursive 
image, a repetition of itself that gets smaller and smaller, further and further away, a series of simulacra, 
doppelgängers repeated and repeated.  

   

  ..:images in space…floating images:.. 

 

By filming the screen live, the position of the image is the manipulated in real time, creating floating images- 
similar to the drifting image of the TV when the V-hold is unstable (or adjusted deliberately).  

 

This floating image frees the TV image from its stationary position. The image is unstable, fragmented in 
layers and superimpositions, drifting in a gravity-less space, temporally fragmented like the somnambulistic TV 
sleep images in David Sherman’s 16mm film Tuning the Sleeping Machine49. Created by filming segments of 
horror films from the television screen, it has ‘…an eerie antiquated flicker with its anachronistic combination of 
film and television’.50  

 

                                                
46 Jade Boyd and Dion Woestenburg (analogue sound), Travels in Sine. Live Cinema/ Sound Performance; DVD, TV 
screen, computer monitor, digital video camera, video mixing (Computer), video projector. Analogue sound (Casio/ 
Yamaha keyboards, effects pedals, mixer). Dimensions variable (approx. duration 98 minutes). Poortgebouw, Rotterdam, 
The Netherlands. Sunday 21st February 2010. 

47 Dario Argento, Suspiria. 98 minutes. Seda Spettacoli, Italy, 1977. 

48 Mise en abyme, http://en.wikipedia.org/wiki/Mise_en_abyme 

49 David Sherman, Tuning the Sleeping Machine, 16mm, 13 minutes, 1997, from the compilation Experiments in Terror, 98 minutes, Other Cinema, 
USA, 2003.  
50 John Felix review of David Sherman, Tuning the Sleeping Machine, (16mm, 13 minutes, 1997), http://www.dvdinmypants.com/reviews/A-
G/experiments.php 
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The wish to transport the participant to another or more internal world is a common desire in my installations. For this 
reason I find the works of Mike Nelson, such as the labyrinthian Kristus och Judas: A Structural Conceit (A performance in 
three parts)51 extremely powerful. 

 

The Mirror Game52 was a sculptural installation in which I used a mirror as a tool for a game involving navigation of the 
labyrinth built on the ceiling to create spatial disorientation and absorption into another ‘world’. The far end of the room 
was turned upside-down, with an upright chandelier (this was inspired by Mathew Buckingham’s The Spirit and the 
Letter53) emerging from the floor.   

 

My work has long been concerned with the sublime and the supernatural, particularly in relation to the 
Romantic landscape and Norse mythology, gesturing towards imaginary territories or dreamscapes.  

 

In Draugr54, an installation created during a residency in Iceland in 2008, I filled a disused basement 
room of a decrepit house with seaweed, and installed a jerkingly brief video loop of the sea in white, with a 
soundtrack composed via synthesiser and Icelandic field recordings, on a TV screen submerged beneath the 
decaying mounds of seaweed. The result was a kind of nightmare interior- dark, malodorous and writhing with 
parasites. The work referred directly to the Norse myth of the Draugr (Draugen), a sea spirit that can shape 
shift, particularly as seaweed, bringing with it the stench of decay.  

 

..:In the melding of nature and the supernatural, of the organic with the electronic, the landscape is imbued with a 
numinous energy, while technology and is smothered by nature, their life forces in competition with one another:.. 

 

Cronenberg55 and F.W. Murnau56 have done this in film, while Roman Kirschner does this in Roots57, a 
work that translates, synesthesically, electronic impulses through crystal-encrusted wires immersed in 
conductive liquid, into sound. This work reveals the transmission of electrical signals, the process 
exposed, growing over time, merging the organic and electrical.  

 

The group installation Micro Disaster58 was symbolic of a natural disaster, of the force of nature on an 
artificial structure. The installation was comprised of a very subtle leak from a crack in the fluorescent lamp 
on the ceiling, which was modified to flicker intermittently. The leak slowly accumulated, drop by drop onto 
the gallery floor below. The combination of water in such close proximity to electricity was calculated to cause 
a sense of alarm and uncertainty, as was the pool of water slowly collecting on the floor over the duration of 
the one-day exhibition. The installation of the work into the already existent video installation of Walter 

                                                
51 Mike Nelson, Kristus och Judas: A Structural Conceit (A performance in three parts). Installation, x-rummet, ‘Reality Check’ exhibition, Statens 
Kunst Museum, Copenhagen, 2008. 
52 Jade Boyd, The Mirror Game. Installation; Styrofoam, velvet curtains, mirror, chandelier, wire, tape. Dimensions variable. Galleri 21:24, 
Oslo, January 29th-February 1st, 2009 

53 Mathew Buckingham, The Spirit and the Letter, Installation, ‘Reality Check’ exhibition, Statens Kunst Museum, Copenhagen, 2008. 
54 Jade Boyd, Draugr, Video installation; video projector, TV, DVD player, digital video camera, seaweed, garbage bags. Dimensions 
variable. Nes Artist Residency exhibition/ opening day, Skagaströnd, Iceland, July 27th 2008. 

55 For example in Videodrome (David Cronenberg, Universal Studios, 87 minutes, Canada, 1983), where Max literally absorbs and physically melds 
with VHS cassettes, his gun and his TV. 
56 In F.W. Murnau’s Nosferatu, eine Symphonie des Grauns (94 minutes, Prana-Film G.m.b.H., Germany, 1922), the landscape is imbued with a sense 
of the supernatural, taking on a life of its own. 
57 Roman Kirschner, Roots. Dynamic Sculpture. 2005-6. 
58 Jade Boyd, Elèonore Joulin, Marta Johansen, Lori van Vlerken, René Verberne and Jung Hun Lee. Micro Disaster, Installation; Fluorescent lamp, 
water tank, plastic tube, water. Dimensions variable. Multimasters One Day Show. TENT Gallery, Rotterdam, October 29th-November 5th, 2009. 



 

 

Langelaar59 created further confusion and the darkened atmosphere of the video projection made the drips 
form the lamp above all the more difficult to detect.  

 

In November 2009, I made Data Mountain60, an installation/ performance at WORM, Rotterdam. This time I 
became a part of the installation, aesthetically as well as technically, working within the structure. I connected 
two analogue video sources (VCRs) to create cross-modulation which was displayed on piles of old computer 
monitors stacked around me, creating another archetypal mountain formation. I manipulated the soundtrack of 
the two VHS sources, using a synthesiser, a keyboard and an effects pedal through a mixer. In this live 
cinema performance, fragments of image and sound from two narratives, a found film and documentary, were 
mixed together simultaneously, often distorted beyond recognition. Through live AV installations, I want to 
allow the audience to get a sense of live phenomena and the processes of experimentation with transmission 
via the connection of various devices. It is in a way ‘performance from chaos’ in which the accidental is often a 
guide. There is an attraction to the principle of chaos inherent within the noise and video signals I generate.  

 

I see these live audio-visual installations as a kind of continuum from which forms, sounds and images are 
evoked through live manipulations. There is an idea of finding beauty and form through the chaos of noise and 
distortion, as in the ‘sublime encounters with technology’61 created by sound artist Gert-Jan Prins. 

 

‘Now the electronics themselves started to create their own unique world of feedback sounds…’62 
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Nicola Walkerden 

www.nicolawalkerden.com 

Abstract Proposal for Conference Paper: 

Sensory recording: digital versus live encounters with body, performance and pain in the 21st 
Century 

This paper will discuss the changing nature and definitions of recording through body and 
performance in the 21st Century with a particular focus on representations of emotional, spiritual, 
physical and conscious pain.  

The paper will investigate the idea of anachronistic archiving; or archiving out of order, as a 
paradigm for creating, consuming and collaborating through recording in the 21st Century. Within this 
paradigm, the rebellion of performance as a medium in misplacing the sequential nature of time is 
considered through approaches in both live and digital performance art. Interested in works that 
recall, initiate or endure some form of emotional, spiritual, physical or conscious pain, the paper will 
generally reference neuroaesthetics in regards to specific works and how they are presented and 
responded to. 

Through this research paper, I will position specific works by local emerging performance artists 
such as Emma Varker, Markela Panegyres, Vivienne Linsley and Giselle Stanborough with specific 
works by international performance artists - Juhani Koivumaki, Buuuuuuu Collective, Douglas 
Gordon, Rafael Lozano-Hemmer and Marina Abramovic.  

Through researching these works, questions of how aspects of live and digital performance are 
created, documented, edited and curated will be explored. As well as discussing the sensory nature 
of recording of both the performer and audience through process methods such as action, 
instruction, script, as gestures for responsiveness and interactivity. 

 

Presentation/performance: 

Title: Human – #1 Balancing Act 

Description: A series of short, collaborative, live performances in attempts to create order through 
physical balance of objects and body within the chaos of survival. These could include teaching 
others how to balance on a slackline tightrope, asking participants to bring a rock from where they 
are from to contribute and balance on top of other rocks to create a small mountain, balancing 
journals and books that people have contributed. 

Duration: Can be variable to the requirements of the space/time-frame.  



 

 

 

ERIC ROSSI 

ABSTRACT  

MY DAD’S AUNT OLGA PERFORMANCE 

 

 

Eric Rossi, My Dad’s Aunt Olga 6, 2011. 

 

This paper discusses various aspects and learnings gained from a specific performance that was undertaken by 

Australian artist Eric Rossi. This performance performance that was undertaken on June 10, 2010 at Ballina 

Byron Gateway Airport in New South Wales. It’s my understanding that many of the aspects of this 

performance have not been attempted previously for an ‘art performance’ and the nature of the performance 

was quite experimental. It was my intention with this performance to explore my conceptual ideas, based on 

tourism, and to provide the raw material to ultimately produce the final artwork. The intention of this project 

was to explore the change of culture through framework of tourism in this globalised world, and to explore my 

Finnish-Australian identity. The resulting artwork has been exhibited in various exhibitions. 

 

The total duration was six hours, and the location of Ballina Byron Gateway Airport was chosen, as it was 

where I could secure two helicopters that could fly simultaneously, and where one of the helicopters was 

painted white. A white helicopter was necessary to best display the video projection at night. The performance 

was conducted in three phases. 
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Phase 1 consisted of making an assemblage of items on the tarmac and then having a helicopter fly over the 

assemblage where it would drop water onto it in order to destroy it. Four video cameras were used for the 

filming in addition to two high quality still cameras in order to obtain various camera angels and a variety of 

footage. The use of a total of six cameras was for mitigation against equipment failure and poor footage.  

 

                                                         

Eric Rossi     Eric Rossi 

Helicopter water drop onto   Assemblage on tarmac (2011) 

assemblage in ‘Phase 1’ (2011)   

 

 

 

Phase 2 consisted of two helicopters flying side by side in formation with video and photographs being taken 

from both helicopters. The duration of the flight was thirty minutes; the flight consisted of taking off from the 

airport in Ballina and then flying along the coastline before returning to the airport. Phase 2 was undertaken 

for purposes of experimentation and it was my intention to determine if I could increase my understanding of 

tourism from this activity.  

                                     

Figure 13     Figure 14 

Aerial shot of Bell-47    Aerial shot of Bell Longer Ranger 

 



 

 

 

Figure 15 

Still from Robbie Williams Angel video clip 

1998 

 

Phase 3 consisted of a projection onto the side of a helicopter that was hovering in the air at night next to the 

assemblage. The images being projected onto the helicopter were Hawaiian shirt designs and this phase took 

place at dusk to enable to projected images to be visible. Simultaneously, I was performing various actions in 

front of the helicopter while utilising items within the assemblage.  

 

In the performance I am wearing the ‘computer cable grass skirt’ that I had previously constructed, and I’m 

wearing it in order to suggest that technology is a contributor to tourism that in turn effects culture. I am also 

wearing a Hawaiian shirt, another symbol of tourism, which I had purchased while on holiday in Vanuatu. I 

am also holding a surfboard that signifies tourism; the surfboard also has a Finnish Flag painted on it. I used 

the surfboard with the Finnish flag motif to highlight my Finnish ancestry. During the performance the 

projection is transposing images of Hawaiian shirts onto the surfboard and onto me. The performance I believe 

was successful as I was able to construct, in an attempt to critique, an environment that demonstrated the 

hybridity tourism within the Asia-Pacific, the region that is central to the research. I also wanted to 

demonstrate that tourism is often constructed. Placing myself in this context allowed me to explore my 

position in the Asia-Pacific in an attempt to understand my Finnish ancestry within this context.  
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Set-up of data projector prior to Phase 3 

 

 

Eric Rossi 

My Dad’s Aunt Olga 16 

2011 

Projection and performance in front of hovering helicopter in Phase 3  

 

 

Huge thanks to all speakers and delegates at this the first and not last 
symposium 

Performance, the Body and Time in the 21st Century. 
 
 

Thank you to Prof Ross Woodrow and Debra Porche along with the QCA 
faculty for their support.  

 
Thank you to Studio Journal for providing an opportunity for Peer-

Review publication in 2014. 
 

Thank you to all the exist volunteers and to the QCA techs for assisting 
with the behind the scenes preparations and facilitation. 

 
 
 
 
 
 



 

 

  
 
 
 
 

FESTIVAL Artist Panel Talks 
 

EXIST-ENCE 5: Artist Panel Talks offer you an invitation to join us for open and vibrant discussion around 
various topics concerning performance practice. Come and share coffee and conversation with invited 
speakers including international and national artists, local practitioners and industry partners.  

 
 

Friday 28th June: 10am - noon 
Theme> Digital Roots 

What happens when grass-roots performance becomes goes high-tech? 
Invited Artists: LaBanna Baylon, Suzon Fuks, Eric Rossi and Jade Boyd  

 
 

Saturday 29th June: 10am - noon 
Theme> Absence and presence of self 

How is a body located in live art practice? 
Invited Artists: Henrik Hedinge, John G. Boehme, James Cunningham, Sari Kivinen,  

Clare Dyson, Anna Carluccio and Bonnie Hart  
 
 

Sunday 30 June: 10am - noon 
Theme> Performance, Mate! 

Where does the landscape of performance art in Australia come from, and where is it going? 
Leisa Shelton, Julie Vulcan, Kieran Swann Tara Heffernan and Cassandra Lehman-Schultz 

 
Sessions Chaired by Rebecca Cunningham  

Tea and Coffee(Friday 28 June) kindly provided by QCA SRC 
 

Venue:  
QCA Project Gallery 

Queensland College of Art, Griffith University.  
226 Grey Street, South Bank Qld 4101 

 
>FOLLOW THE SIGNS to ARTIST TALKS 
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PERFORMANCE MAP & CRYSTAL APP 
 

performance map is a website and resource for artists working in the fields of Live Art, Performance 
Art and Action Art. 

performance map aims to make it easier for artists to find event curators and for event curators to connect 
with artists aiming to enable networking in the nicest possible way 

We want to stay in touch with each other – learn from each other – work with each other.  

performance map offers a collection of information about performance archives, artists, events, email lists 
and social networking contacts.   

There is an ongoing call out to all artists and event makers who work in the field of Live Art, performance 
art, and action art. If you would like to be added to any of the lists, please send through your details to: 
info@performancemap.org 

performancemap is an EXIST initiative  
performancemap is grateful for seed funding from the Australia Council for the Arts 

 
A further development of performancemap.org is the CRYSTAL Through web based platforms, audiences 

further afield will be able to experience the work from exist-ence 2013 digitally by the release of a new 
smartphone app CRYSTALL allowing for livestream from hand held devices.  

 
EXIST has been working with local computer scientist and most recent exist member Kirsten Haustein to 

build an accessible interactive online and smartphone application.  
This app CRYSTAL launches during the symposia with EXIST-ENCE 5 artist Labanna Babylon (USA) being 

the first live artist to utilise this application.  
 

This new app allows artists and audiences to stream live from any hand held device. This app embeds into the 
existing performancemap.org website and in time will develop to be a live streaming, video archiving and geo-

tagging program. Potentially enabling artists and audiences to experience, access and promote Live art, 
Performance Art and Action Art from the palm of their hand. 

 
 

 
 
 



 

 

Artists information from A - Z 
(all immages taken at EXIST-ENCE 5 Festival by Alan Warren except for *) 

Alex Morrisson 

Australia 

 
 
 

BitzDraw is a free interactive visualiser for Win32 written in FreeBASIC by Alex Morrison in March 
2013. It was developed to increase audience member participation and engagement during live 
music performances by offering a local, two-player, interactive system that is independent from the 
actual sound sources being produced on stage. 

 

It hopes to achieve this by a system that algorithmically generates tens of thousands of particles that 
are manipulated in real-time by two console-style(xbox360) game controllers to cause colourful, 
ambient effects on-screen which can then be displayed on a projector in a live, public performance 
setting. 

 

 
 
 

 
 

 
 
 
 

Program type> DIAS Artist Performance type > Live Game 

 Thursday 28 June 7 – 8pm 
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Alrey Batol 
 

Australia 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

 “Aggregates” [noun, ag-ri-gits, -geyts]; formed by the conjunction or 
collection of particulars into a whole mass or sum; total; combined. 
  
Aggregates is a networked performance that critiques telepresence in 
the Internet age.  With the use of ubiquitous technology such as a 
webcam, HDTV and Skype, the piece challenges our notions of 
tele-presented truth through cues of current sensitized perceptions in 
new media and live art. It forces the viewer to reconsider their 
presumptions and to some extent, the validity of representation and 
presence in technology. 
 

 

 
An emerging multi-disciplinary artist in Brisbane, Alrey’s specialisations intersect across mediums of computer art, 
multimedia, sculpture and interventionist performance and critique a range of subjects from phenomenology of 
telepresence to the process of art reception, yet his practice collectively explores the allure of abstract knowledge, 
presumptions of truth and more specifically, it critiques our dependence on sensitised constructs from constant 
perceptual negotiations with the phenomenal world. 
  

 

 
 
 
 

Program type> Emerging Artist Performance type > Live 
Touring to PACT centre for emerging artists Saturday 29 June 2 – 2:45pm 

 

 



 

 

Anna Carluccio and Luke Kidd 

Australia 
 

 

 

 

 

 

 

 

 

 

 

 

HBO 
 
This performance involves two artists, male (Kidd) and female (Carluccio) sitting beside each other on chairs, 
looking forward to the crowd. A spliced projection from two gendered-reared sitcoms HBO shows, Girls 
and Entourage are cast over the performers. Carluccio and Kidd will read out a monologue at a casual and 
awkward rate, akin to a student being asked by their teacher to read out loud in the classroom. The 
monologues are based off one character in particular from each show. The aim of the performance is not to 
mimic or invoke the gendered caricatures from these shows, but to highlight the flux of relevance and 
distance in character relatedness.  

 

 

 

 

 

 

 
 
 

Program type> Emerging Artist Performance type > Live 
Artist Panel > Saturday 29 June 10am - noon Saturday 29 June 2 – 2:45pm5:30 – 6pm 
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AñA Wojak 
 

Australia 
 

 
 
Songline (exist)   
A durational performance that works within the abstract relationship of body, time, space. 
 
Durational performance can take hours/days/weeks, yet within that framework it creates a timeless zone of the eternal 
now. By being ever in the present, it is possible to slow movement down to a point where it takes no time at all.  
 
Measures of time and space are all relative and culturally defined. The term, songline, is understood to describe the way 
Australian indigenous lore weaves geography, history/mythology and spirituality into a wholistic and detailed knowledge 
of place. This is not so much an aboriginal word, it's more that the concept doesn't have a single word in the white fella 
way of thinking. We are too literal in our definitions. 
 
Past, present and future are seen as an inflexible linear trajectory, even though the present is infinite. Myth and history 
are considered mutually exclusive and a map is something drawn on paper by a surveyor, with a road seen as a singular 
defined path. Land is something to possess and time strictly defined: heart and mind are separated. 
 
songline is a sequential site-specific performance that follows a metaphysical journey, while relating directly to the 
landscape it inhabits, leaving a physical trace. Every performance is a chapter of the narrative, each created within the 
relationship of, time, place and artist’s body. 
 
AñA Wojak is a cross-disciplinary artist working with performance, assemblage, installation and painting, with a 
particular interest in site-specificity 

Based in the Northern Rivers of NSW, her work has been shown in Europe, Asia, the Americas & Australia.  
She was also the recipient of the prestigious Blake Prize in 2004. 

In coming months she will be presenting new work as part of the Very Terry Reid Award: Residency at BigCi Bilpin NSW 
and performing in undisclosed territories #7 in Solo, Java as well as Melaka Arts Festival, Malaysia. 

Stepping stones... culmination of 4 year project re-tracing the family’s migration from Europe will be shown at Lismore 
regional Art Gallery in 2014. 

www.anawojak.wordpress.com 

Program type> Symposium artist Performance type > Live 
 Wednesday 26 June 6 – 7pm 

 

 
 



 

 

Bonnie Hart 

Australia 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Stitch in Time 
Presentation of the intersex body within time and space.  21st Century Identification and Identity evolving from past 
actions and attitudes. Moving beyond the reactionary to the self-emanating. The bi-polar gender construct and the non-
dual spectral reality. 
 
Exploring the historical medical treatment of intersex bodies, this expanded cinema work will use multiple film 
projections into space and directly onto the artists body. The artist’s body performs a ‘reality intervention’ to the 
projected image.   
 
The image as artist’s memories and externally projected ideas.  
The body as site of psychological investigation.   
 
Disembodied medical hands make incisions into the emotional body.  Surgical extractions are made from the artist’s 
body to rectify perceived threats that become the sites of future psychological wounds.  Scars.  Each object depicts the 
misguided rationale behind cosmetic, hormonal and surgical corrections of bodies that do not conform to societal 
norms of male or female.   
 
The work will feature the projection of 2 purpose-built handmade 16mm films presented onto a partly choreographed 
performance.  The projected image will correlate, synchronise and syncopate with the physicality of the artist’s body.   
 
 
Bonnie's practice is an assemblage of filmmaking, music, performance art, visual art and sculptural installation.  She holds 
a degree in film production from QUT, her work being screened internationally both on television and at festivals 
including the NowNow (Aus), Exploding Cinema/Collision Festival (UK), Raindance (UK) and Brisbane & Melbourne 
International Film Festival (Aus).  In 2006 Bonnie founded the audio visual laboratory Venting Gallery which produced the 
Rituals of the Captured Moment series of 1000 films about experimental music. She is the founding Secretary of the 
Foundation for Contemporary Music & Culture and President of the Androgen Insensitivity Syndrome Support Group Australia.  
Her current solo project is a fusion of performance stagecraft, the textural beauty of handmade celluloid and a 
tragicomedy of continually malfunctioning systems/equipment – loosely termed ‘expanded cinema 

*img by Vikk Shayen 

Program type> Local Artist |  Performance type > Live 
Touring to A is for Atlas (Melbourne) &  

PACT centre for emerging artists (Sydney)  
Artist Panel > Saturday 29 10 - noon  

Friday 28 June 2pm – 2:30pm 
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Bridie Gillman 

Australia 

 

 

 

 

Kawruh Liyan/Knowing the other, 2013 
Single Channel Digital Video, 1280 x 720, 05:10 min 
 
Kawruh liyan/Knowing the other was created in collaboration with Indonesian performer Doni Agung 
Setiawan while in Yogyakarta. 
Through our collaborative process I learn his ‘language’, that of performance. Constructing a 
dialogue through movement the video shows two people communicating through a physical 
language. The improvised nature of the performance highlights my uneasy movements, revealing 
my vulnerable position as not only a novice performer, but also an outsider. Like my position in 
Indonesia, I desperately try to emulate his movements, but never quite fit in. 

 
 
 
 
 
 
 

Program type> Local Artist Performance type > Screening 
 Friday 28  June 5.30 – 6pm 

 
 
 
 



 

 

 
 

Dhana Merrit 
 

Australia 

 

 
 
 
 
Image 1:  Untitled (Marina & Ulay) 2012 Detail. Photo credit Lawrence English  
 
Untitled (Marina & Ulay) 2012 and Untitled (Gilbert & George) 2012 are two out of seven artworks 
presented at YESIAM exhibition by Artist Curator Dhana Merritt last year.  YESIAM reflected a 
personally failed attempt to create an art collaboration and examines the longevity of seven of her 
favourite art collabortives. Merritt's lasting only six months, Marina Abramovic and Ulay performed 
together for 12 years. Gilbert and George still going strong after more than forty years together. 
Unable to loan the artworks of Marina & Ulay, and Gilbert and George etc from neither institutions 
nor museums, Merritt made all seven artworks, and as seen in Untitled (Marina & Ulay) performs as 
the artists.  In a previous curated exhibition, DM (2011), Merritt performed as the gallery: - wearing, 
holding and explaining the artwork of five artists.  
 
 
 
 
 
 
 
 
 
 
 
 

Program type> Local Artist Performance type > Screening 
 Friday 28  June 3:30 – 4pm 
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Eloise Maree 
 

Australia 
 

 

 

 

 

 

 

 

 

 

\ 

Cultural cartography 

Inspired by the National Cultural Policy, join Eloise in an intimate, one on one work and create a physical cartography of 
your culture.  What is culture? Is it the TV you watch? The songs you sing? The dreams you dream? Join with Eloise 
over a glass of something and join with her in a discussion about ideology, your childhood, history, beliefs and intimate 
desires. Together, you will dance, draw and write your way to your own unique cultural map. This will feed into a larger 
culture map, to be served in the basement of Room 60.  

 
 
Eloise is a creative producer, playwright, performance artist and provocateur. She is the current  
creative producer and a performer in  The Toilet Show  (touring to La Mama and JWCoCA in  
2014). She has worked in Brisbane, Melbourne, Cairns, Sydney and Yogyakarta (Indonesia). Her  
practice is immersive, youth-driven and invites emerging, mid-career and international artists to 
collaborate. Eloise is on the Board of Backbone Youth Arts and is producing the live art festival,  
exist-ence (2013) in Brisbane, a festival for international and national live artists. She is  
producing  Aeons on my Midnight  at Arts House 2013, which may tour to Indonesia in 2014. Her  
production company, Cradle Productions is co-producing The Alleyway Project with MKA  
theatre (Melbourne Fringe 2013), a site-specific theatre show, which first saw a sold-out  
extended season in Anywhere Theatre Festival (2012) including Kat Henry, Maxine Mellor and  
Daniel Evans. She recently worked with Rebecca Meston as a dramaturg and performer on her  
Metro !Arts development of Ebony Starling (2013). She collaborated with Dominic Mercer in the 
QUT and NIDA post-modern theatre collaboration. An Art Start recipient, she has travelled  
frequently to Sydney over the past year to see mentor, Fraser Cornfield (ATYP) and stayed in  
regular contact with Dominic. She has produced works at Crack Theatre Festival, Melbourne  
Fringe Festival, Anywhere Theatre Festival and National Youth Week.  
www.eloisemaree.com 
 
 
 
 
 

 
Program type>  DIAS Artist Performance type > Live 

 Friday 28 June 1pm – 3pm 



 

 

 

Eric Rossi 

Australia 

 

 

 

 

 

 

 

The Unknown IT Professional (2013) 
The work, Unknown IT Professional, investigates changes to culture that occur within this hybridised contemporary world 
as a result of globalisation. Issues of cultural identity are also explored, including Rossi’s own Finnish-Australian identity 
and his positioning within the Asia-Pacific. In addition, the work has been developed within the mode of Rossi as an 
artist-tourist. This is within the tradition of artists such as Paul Gauguin where the artist develops work as the result of 
touristic experiences while on a journey. Recent trips include to a residency to Helsinki and several projects to 
Indonesia. This performance incorporates recent travel experiences and is also a personal journey into my past as an 
information technology professional working for a large bank. In many ways, I feel like I have returned from a war and 
am still trying to recover, riding this industrial machine and delivering a speech, is therapy and an attempt to rationalise 
the past and in an attempt to find a catharsis.  The performance (with associated projections) is a meditation upon 
modern technology and a reflection upon its role in facilitating globalised cultural change.  

The Bone Doctor 
The Bone Doctor (2013) (6 panels of 183 X 122cm) is a painting installation by Eric Rossi that explores the 
current conditions of cultural change and identity of the globalised contemporary world. The work was 
influenced by my experience of being in Finland recently on an Australia Council for the Arts residency in the 
Helsinki studio. Rossi was also influenced by the landscapes and bleak climatic conditions on journeys beyond 
the artic circle in Finnish Lapland visiting the Sami people and in Russia. In addition, the works also reflect 
personal emotional states. 

      
Eric Rossi (b1971, Perth Australia)  is an Australian based visual artist who primarily works in performance, video, 
painting and installation. His work is experimental in nature, and recent projects have incorporated the use of 
helicopters and ships. Rossi’s work explores the transformation of culture within this contemporary hybridised world 
that has resulted from globalisation. He works primarily in the mode of artist-tourist where his work is made as the 
result of his travel experiences; this is in the tradition of artists such as Paul Gauguin and Ian Fairweather. Rossi also 
explores his Finnish-Australian identity and aims to locate his positioning within the Asia Pacific.Most recently Rossi has 
just returned from the Australia Council for the Arts residency in the Helsinki studio, prior to this he undertook 
projects in Indonesia. Rossi regularly exhibits and performs. Currently Rossi is completing a PhD in Fine Art, previously 
he has also completed a Bachelor of Fine Art with Honours from the Queensland College of Art. He was awarded the 
Fine Art Medal and also the Godfrey Rivers Medal. He also holds a Bachelor of Information Technology degree. Prior to 
committing his life to art making, Rossi worked in the Information Technology industry mostly in management roles. 
 

Program type> Local Artist |  Performance type > Live 
Touring to A is for Atlas (Melbourne)  
Artist Panel > Friday 28 10 - noon  

Thursday 27 June 6:30 – 7pm 
Sunday 30 June 4 – 4:30pm 

 



EXIST-ENCE 5: international festival and symposia | Brisbane | Melbourne | Sydney 

 

 
Henrik Hedinge 

 
Sweden 

 

 

 

 

 

 

 

 

 

Body to Body & Body in Landscape 

"Performance was nice: in the countryside, in the white cube. Now in  
the sea with all its practical problems and possibilities. 
Feeling ahead. Feeling 20 metres into the unknown. On the way to break 
the waves. 7 metre mermaid construct. 
The body with the sea. The sea with the body. 
Via a number of experimental on body structures exploring the 
sensation of the sea and interaction with the sea. 
The use of the sea. The culture of the sea. 
Becoming one with a sea. Sea me. Feeling seas. 
Exploration of robotics and exosceletons turning into action 
meditations. Stelarc on salty waters. Synchronized swimming into the 
unknown. 
One with the elements." 

The body extensions. The added bodies. The unseen body. How many thought are a feeling. 
What is the common ground.  
Sensing. Searching 
The body we perceive we have. We can have.  
Trying to feel the other person. Trying to feel what the other person is feeling. 
Shortcomings.  Problems. 
Seeing behind corner. Feeling around corners. 
Explorations of the body. Your own relationship to your body.  

Henrik Hedinge has presented performances, workshops and lectured in several countries in Europe and in Latin 
America. From the Venezuelan National museum of the Arts to zebra crossings in the Montevideo. Fruity Torture, 
GenderFlux, SeaFootball and Cacti Croquis are some of the titles of his work. Some performances have lived on as 
video performances, installations or apps. www.henrikhedinge.blogspot.com    
https://facebook.com/henrik.hedinge  

Program type> International Artist Performance type > Live 
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Holly Childs 
 

Australia 
 

 
 

 

 

 

 

@Tweet2Exist" is a live narrative stream performed throughout the festival via twitter, accessible remotely 
via smart devices and projected within the gallery. Expect information blasts, phony PR, critical and creative 
responses, abstract reflections, cyborg fidelity. 

 

Holly Childs creates fiction, poetry, art writing, and text-based works for exhibition and performance. In 
2013 she has been/will be published in Magasine, Endless Lonely Planet, Crazy in Love, and Going Down 
Swinging. Her text-based works have been exhibited and performed nationally, and in Norway, Germany, 
Chile, USA and Canada. Holly is also a founding editor of Crazy in Love magazine. 
 

*img by N. Morton 

 

 

 

 
 
 
 

  
Program type> Emerging Artist 

 
Performance type > Live 

 Friday 28 – Sunday 30 June 10am – 8:3pm  

 



EXIST-ENCE 5: international festival and symposia | Brisbane | Melbourne | Sydney 

Jade Boyd 

Australia 

 

 

 

<<VHxorciSm>> 

\\ from VHS medium / artist as medium / tease out technology spooks / stretch of 
signal / twist tape / amplification / repeat rewind / layer loop / within web of feedback 
/ cross-modulations / otherworldly electromagnetic transmission // 

JADE BOYD My work is concerned largely the metaphysical and supernatural, and how these forces are 
interpreted and manifested in the natural world and in technology. I am working with manipulation of 
technology live in performances and installations where the electronic is often in synthesis with natural 
elements. 

Jade Boyd’s work is concerned largely the metaphysical and supernatural, and how these forces are 
interpreted and manifested in the natural world and through technology. Jade has a MA in Fine Arts from 
The Oslo National Academy of the Arts, Norway (2010), and a BA Honours 1 from Sydney College of the 
Arts, Australia (2005), where she is currently undertaking her PhD. Jade’s recent performative installations: 
onboard the HMAS Diamantina, Brisbane, Australia for Otherfilm Festival’s Siege Mentality (2012), at 
Kunstplass 5, Oslo, Norway in Map Breeding Myths (2012), and ELECTRIC DREAMS (after La Monte Young, Brion 
Gysin, Phil Oakley) with Joel Stern at Upominki, Rotterdam (2012). Her video for Ekoplekz’s Uncanny Riddim 
was included in a compilation featuring works by Daniel Lopatin and Modern Witch for Club Transmediale’s 
Ghosts Off the Shelf exhibition at Kunstraum Kreuzberg, Berlin (2012). Jade has performed live video pieces at 
Unsound Festival New York (2011) and Krakow, Poland (2010), in London’s Vision Sound Music Festival (2011), 
and at the Rue Morgue Festival of Fear in Toronto (2012), collaborating with Composer/Sound Designer Alan 
Howarth, who she performed with, along with Zombie Zombie at Antigel Festival in Switzerland in February, 
2013.                                                                                                              jttp://jadeboyd.nl  
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James Cunningham 

Australia 
 

 

 

 

 

 

 

 
 

 

 

 

 

Photo: Halictus Ligatus. Photographer: Deana M. Crumbling 

Antennae 

James Cunningham is a performance, movement and video artist, and the co-Artistic Director (with Suzon Fuks) of 
Igneous Inc., a Brisbane-based multimedia and performance company established in 1997 that has presented stage 
shows, performance-installations, video-dance works and networked/online performances in Australia, Europe (Belgium, 
France, Switzerland, Germany, Poland), UK, Canada and India. He is an artist with a disability, having permanently 
paralysed his left arm in a motorbike accident in 92. 

Recent live art performances include Anybody is Free to Do Nothing With The Artist (Exist artist residency at Room60 
Backdoor space – June 2013), Slow Build (constructing a shelter with his “working” hand tied behind his back – Exist-
ence 2011) and Still/City (participatory stillness event in an outdoor city location – SEAM 2011). Since 2007 he is creating 
a series of performance timelapse videos in built and natural environments, remaining motionless or in extreme slow 
motion over hours at a time. 

His essay “Breathing the Walls”, which contextualises aspects of his performative practise and research, with Arakawa 
and Gins’ notions of body perception within architectural surrounds, was published in 2013 in Inflexions, a journal of 
research creation. 
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 Jamie Lewis 

Australia 

 

 
 
 

来，吃饭 (Come, eat) day seven: heritage 

is your grandmother giving you all her jade pieces, so she can buy one that’s greener than the one she’s got; is sharing recipes with 
no details – agar-agar* can already; is hearing about her childhood stories for the 57th time and it still amazes you; is one day 
inheriting her collection of her horse racing guide books that she keeps in 3-year cycles. 

“Come, eat” is an invitation; mostly heard from parents and grandparents. Visiting them, you will always be met with 
“have you eaten?” Followed by, “come, eat.”  
 
“Come, eat” is an environment; sweaty in a smoky hawker centre in the Singapore muggy evening, drinking Tiger beer 
with ice, you and your friends dig into dishes filled with chilli and spice.  
 
“Come, eat” is a celebration; a dinner party in Australia sharing a slice of my home city, my comfort food, my childhood, 
enter with me into that safe and familiar place as a migrant. 
 
“Come, eat” is a conversation; silence, chatter, laughter, all at once.  
 
*agar-agar - to estimate 

Jamie Lewis is a performance artist whose work investigates the thresholds of audience engagement through the 
experimentation with the Live, exploring the role of the audience member as co-creator, though the form of her work 
is determined by the nature of collaborations and provocations through the process of creation.  
 
Her conceptual streak, responsive nature, and a perceptive eye, has also led her practice into some sort of a midwifery, 
as she facilitates, curates, and challenges the artistic processes of her peers.  
 
Her background in Theatre of the Oppressed work with Drama Box (Singapore) has taken her to the streets of 
Bangalore, India, youth in Singapore schools and workshops with Augusto Boal in Omaha, USA. She graduated with a 
B.A.(Hons.) in Theatre and Performance at LASALLE College of the Arts (Singapore) and completed her Postgraduate 
Diploma in Performance Creation at the Victorian College of the Arts (Melbourne). Jamie is also one-quarter of 
Transparency Collective.    www.jamielewis.com.au 
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John G Boehme 

Canada 

 
 

 
 
 
Considered Compulsion 
SPORT 
As a widespread ceremonial ritual of the industrial age, sport is remarkable for its ability to express two apparently 
contradictory sets of qualities: on the one hand, modernity, abstraction, efficiency, science, concept, and mind; on the 
other, the past, archaism, worship, emotionality, sex and the body. 
-Varda Burstyn, The Rites of Men: Manhood, Politics and the Culture of Sport. 
  
Professional sports has paralleled the emergence of capitalism, developing recreational activity into a secular 
religion. Sports are the arena where the social and political tensions are remorselessly played out. The 
language of sports is the language of war, struggle, and conquest. Terms such as offense, defense, and sudden-
death overtime, provide evidence of the codified nature of its conflict.  
  
The adoration of the hero makes sports the sanctioned site for eroticism, and the idealization of the body. 
Professional athletes have used the cultural space awarded to them to articulate views on class, race and 
economic struggles. Obsessive “fan” culture serves as a release for otherwise expressed communal energy 
moment of unpredictability and infinite potential where the underdog might triumph. Sport can be 
precarious, dangerous and seductive – all qualities embodied in works of ceramic and glass. 
  
Channeling the historical connections between art and sports, manifest in society’s idealization of the body 
and its attendant homoerotic fetishism, this program will interrogate not specific contests or competitions, 
but rather those subjects within sports that "jump the hurdle" and "cross the line."  
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Johnny Amore 

Germany 
 
 

 
 
 
PERFORMERS 
 
Performers is a unique photo project, that is portraying the worldwide active artists in Live 
Performance. 
 
It is a visual profile of the international performance scene of last decades that through his wide 
spectrum also encloses an artistic photo archive. 
 
The project is not showing a documentation of performances, but a collection of personalities that 
in this historical moment are taking performance art as their main artistic language. 
 
The series want to keep the magic of the irreproducibility of performance art, but contribute it to 
its legacy. 
 
Most of the portraits were shot after a live performance. In other cases it was chosen a more 
private environment like in their studios or homes or even in public spaces; depending on our 
relationship, the feeling of the moment and the context. 
 
Until today around 150 artists are portrayed. 
 
http://www.johnnyamore.de 
 
 
 
 
 
 
image credit: The New Spastiks (GER/IRL), ©Johnny Amore 
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Johnny Legoby  

Australia  

 

 

 

 

 

 

 

 

 

 

 

Johnny Legobye is a recent graduate of the Applied Theatre degree at Griffith University. He performed in ‘Antigone’ 
directed by Daniel Evans and ‘Wonders of a Godless World’ by Shaun Charles (Brisbane Powerhouse). Outside, Johnny 
has performed in ‘Men of Letters’ (The Zoo) , ‘Another Street Party’ (Valley Fiesta) for ‘Love TV’ (GreenHouse 
NightGarden) and was ASM for the nest ensemble’s  ‘EVE’ (Metro Arts). He has also worked on the last three shows by 
The Danger Ensemble in various production roles. Recently, Johnny has performed in "The Choir" (Brisbane 
Powerhouse), produced “Here’s To Us" (Jugglers Art Space) in Anywhere Theatre Festival and Stage Managed “Dust 
Covered Butterfly” (La Boite) at Festival of Australian Student Theatre.  

*img by artist 
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Jule Vincent  

Australia 

 
 

 

Winter Was Hardware mines for resonances that connect us to earth and the greater universe through 
bodily immersion/emergence and the keen contemporary rupture of knowing yet not being. Jule Vincent is 
currently completing an undergraduate Physics degree to complement his Art Honours in Embodiment and 
further an exploratory phenomenology of intimacy that might become integral rather than antithetical to an 
accelerated and streamlined humanity. Winter Was Hardware is a durational performance seeped in modern 
tensions - we do not yet understand what we have chosen, or indeed, who we are. Jule interrogates his own 
biological media to eviscerate and situate a relatedness perhaps we ourselves no longer embody. 

 

Jule Vi 
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Julie Vulcan  

Australia 

 

 

 

 
 
 

 

 

 

 

Redress #6 - Hinc illae lacrimae 

Latin for hence those tears, Redress #6, is an ongoing performance series. It is allegorical, stylised and 
multiplex. Redress is a personal journey in a shifting landscape. It is a micro response to the greater issues 
we find ourselves facing in the world. Each incarnation responds to something identified as current or urgent 
for the artist. The Redress series continues Julie’s interest in repetitive tasks as a means of transformation 
and transcendence.  Underlying this is a repeated investigation into duration and the suspension of time. 
While this work comes from a personal space it invites audience to invest in the journey and step into the 
framework. There is a liminal meeting point. 

During this inhabitation, Julie continues to work with personal signatures (red dress, salt, water, rope, 
bandages, muslin) all of which have connotations to ritual, blood, panic, death, cleansing and renewal. Over a 
period of 2 days, traces and remains build. 

Julie Vulcan is a Sydney based performer, director and interdisciplinary artist. Her practice spans devised 
performance, installation, site specific and durational work. Her early video and sound installations were 
presented by the 4th and 7th Australian International Video Festivals, ARX 3, Experimenta and the 
Performance Space Sydney. She has been a core member of performance ensembles Unreasonable Adults, 
Frumpus and Icarus, touring nationally and internationally. Julie performed in Pacitti Company’s (UK), ‘Finale’ 
in London 2007 and Sydney 2008; ERTH’s (AUS) ‘Balconies’ Sydney Festival 2003 and the video works of 
Australian artists Anna Davis (A/PROXY[MATE] ENCOUNTERS 2006) and Sam James (Dreamshelving 
2011). Recent durational and site specific works include ‘Un/Disclosed’ (2 yr micro performance project 
2008/9), ‘Spotlight Bunny’ (Underbelly arts 2011), ‘Breach’ (Freefall 2011) and the ‘Redress series’ (Qubit 
festival NZ, Alaska projects AUS 2011-present). Julie’s durational work,‘I Stand In’ was presented by the 
2013 SPILL festival (UK), in April. Julie is an advocate for experimental performance and live art and engages 
in exploring the multiple physical and liminal spaces it can exist. 

Photo credit: Ashley Scott 
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These Dolls Talk continue their exploration of notions of identity, female subjectivity, intimacy and 
interpersonal relationships. Through interconnected performance and abstract narrative, the work generates 
a dialogue of shared experience and considers memory, nostalgia and human attachment. 
 
Karike Ashworth is an emerging video and installation artist based in Brisbane, and is in the final year of a 
Bachelor of Fine Arts at the Queensland College of Art, Southbank. Recent noteworthy exhibitions include 
SHOP PTY LTD a collaboration project with PTY LTD in the James Street Precinct, Fortitude Valley 
(November 2012), one in five, a public art project on the Goodwill Bridge, Brisbane (May 2012), Across the 
Threshold at the Redcliffe City Art Gallery (January 2012) and the Exist Festival at the Brisbane Powerhouse 
(October 2011). Karike works at the Institute of Modern Art as their Communications Officer. 

Anja Homburg is a performer, blogger and community arts worker. She has completed  a Bachelor of Fine 
Arts (Drama) at Queensland University of Technology.  Her previous productions include The Vagina 
Monologues (2009), Richard Jordan’s Family Portrait (2008) and Oh the Humanity (2011). She has worked 
both as a research and writing dramaturge, and was the 2010 General Manager of Vena Cava Productions.  
Anja is an active contributor to Brisbane’s emerging arts scene, and was a fundraising project co-ordinator 
for the Handful of Fragments Collective in 2010. This same year she was a recipient of the QUT Alumni 
Leadership Excellence Award.  She has worked with both Backbone Youth Arts and LaBoite Theatre 
Company as a workshop facilitator. 

Program type> Emerging Artist Performance type > Live 
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Labanna Babalon 

USA 

 
 
“House of Muse” features app “Crystal” which is a interactive streaming talisman. Users will wear it as a 
necklace as they would a crystal for good vibes. This is one facet of the installation,  the other is the 
interaction via social medias sending onlookers positive energy through the ethers of the internet.  A 
sanctuary of  surrender is thus made, a direct upload of life force, seductively reminding viewers to push 
the boundaries of their restrictions.  

Giving into love.  

Labanna Babalon  was raised by two artist in Charleston SC, but has been moving around the world 
since age 16 on conquest for the truth.  Her work is a utilitarian approach life as art. She is very honest, 
but at times uses herself as a reflection of the masses.  To some at first glance she can appear egotistical. 
Her efforts are complete opposite and she uses the webcam as a mirror for herself to discontinue 
certain character aspects no longer needed, while creating platforms to discuss shame in sexuality.  

She believes the apple from the tree of knowledge represents when we as a species separated from the 
source. Thus bearing the shame of no longer being connected. Symbolically the act of lovemaking is 
coming together into unison. The internet being the tree of knowledge, and with its limitless accessibility 
allows the tree of life to grow connecting all forms of creation.  Its up to the current day muses to shed 
love and light into the net to create eden again virtually thus manifestin it in realit 
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Max Fowlery-Roy 

Australia 

 

Room Without A View 

Recently in my own musical domain I have been considering the role of a space  
on sound and the way it propagates in the parameters of different structures. So  
far my consideration has stretched as far as the purely physical aspect of spatial  
response and influence, and I plan to continue in this vein, however I thought it  
would be fun to try a more communal, inclusive approach to this by sounding a  
space in the company of a number of different people each with instruments and  
allowing them to input sound in the structure, see how their input responds to  
the space, and then perhaps they will begin to include the extra dimension of  
other individuals, each lost in the same world.  
What I find amazing about sound is, although it is a form of energy humans relate 
to and perceive in an abstract fashion (through hearing), it’s properties are  
rather like those of a liquid, and responds to physical structure in a similar  
fashion. By basic analogy you could say a space could be a considered a vessel  
which can contain sound.  
I feel that consideration of ones external environment is a very important part of  
music. Having an awareness of what is occurring beyond ones body, and in turn  
how an individuals input effects what is outside their immediate zone of  
consciousness, is a mindset that can be applied to other aspects of life, because,  
this mindset allows one a better understanding of their influence and roles,  
based on how a whole, infinitely complex system of interaction, on all levels,  
occurs.  
 
 
I*mg: by N. Morot 
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Nathaniel Pyewacket (Dracopede) 
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Robert Millett  
Australia 

 

 
 
 

Hubris 
"Three works over three nights exploring ritual and altruism both today and in history. 
28th: ...those who help themselves 
29th: Untitled Memetic Performance (Video) 
30th: Vodka and Truth 
Instructions will be given at the event for interactive works." 
 
Let me be a stranger in a darkened room, blind and without judgement. Tell me your truth. We’ll 
drink vodka and never speak of it again. I have written an agreement to bind my tongue. I will take 
on your truth and wash it away and we'll look for absolution. I am an atheist robbed of ritual. I’ve 
no anchors to this world, no steadying pillars of rigid regularity. Help me build a new ritual; rough, 
godless and cleansing. At the very least we'll share some vodka and truth. 

mage credit: Alan Warryn 
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Sari T.M Kivinen  
Finland/ Australia  

 

 

 

HERDWERDS  

Herdwerds is a performance that explores the development of a collective narrative through the 
means of audience-interaction and observation. Herdwerds presents a performative interpretation 
of material gained through interactions with a place and its people (in this case with Brisbane) whilst 
playing with notions of listening, understanding, and/ or mishearing.  

 

Sari T.M. Kivinen is an artist and organiser originally from Brisbane, Australia and currently based in 
Helsinki, Finland. Working with text, performance, video and people her investigations explore 
social roles, real and imagined histories, migration, and (auto)biography. Sari has attained a Bachelor 
of Fine Arts (honours) at the University of Western Sydney and a Masters degree in Live Art & 
Performance Studies at the Theatre Academy in Helsinki. She is currently a co-director of the 
artist-run association Ptarmigan and chairperson of Presentaatio: Live Art Info Finland. Sari has 
exhibited and performed in a variety of locations and contexts, most recently she has presented 
Herdwerds at Small Projects (Tromsø, Norway), PAiN/ Performance Art in Norrbotten (Luleå, 
Sweden), and Perf13! Festival (Pori, Finland).   

 

Image credit: Juhani Koivum+ñki sml 
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Stasis duo  
Australia  

 

 
 

Matt Earles' works consistantly forge and foster a musical language that transcends current cultural and diomatic 
limitations. His ‘non’ style seeks to shift the perception of what music is and can be, rejecting the exclusivity of 
modern music in favour of exploring modes of communication through the simplest of gestures focusing on 
collaboration and group improvisation with the belief that everyone is a musician and the music we create today 
shapes the society we live in tomorrow.Matt is active in all aspects of the Australian underground, organizing 
events, festivals and establishing recording studios and record labels. Over the past 15 years Matt has frequently 
collaborated with Adam Sussmann with their most enduring/endearing project being Stasis Duo formed in 2000, 
other projects include Sun of the Seventh Sister, the minerals, XWAVE, mosseisley, EATR, spROT, xNoBBQx, 
RASheed, The SHA and many others. Matt is currently living in Brisbane where he operates the ‘breakdance the 
dawn’ music label and runs the music performance venue and record store ‘Real Bad Music’ 
 
Adam Sussmann, born 1978 is an Australian guitarist and experimental electronic musician whose work spans 
across Electro-Acoustic Improvisation, Free Jazz, Country Blues, Minimal Electronic and Psych Rock. Adam has 
composed music for Film, Dance and Installation and is a founding member of The Splinter Orchestra. "I am 
interested in complex forms that evolve through simple systems". ���His Acoustic Guitar Solo album was described in 
Signal to Noise journal as the "next great leap forward for acoustic guitar improvisation".  Since 2000 he has 
worked with Matt Earle in the seminal Sinecore band Stasis Duo to critical acclaim, and has collaborated with 
musicians such as Jason Kahn(US), Shoji Hano(Japan), Will Guthrie(France), Oren Ambarchi(Aus), Toshimaru 
Nakamura(Japan),Jim Denley(Aus), Tetuzi Akiyama(Japan), Kris Wanders(Aus), Mani Neumauer(Germany), Chris 
Corsano(US) and Annette Krebbs(Germany). 
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Velvet Pesu  

Australia 

 
 

 
 
 
Velvet Pesu “Concentric Circles on Red’”a framed act of conscious play, the unfolding, becoming and unveiling 
of self through process, chance, accident, change, temporality, rhythm, voice, light and image. The projection is 
handmade/drawn film made entirely of recycled materials on a modified purpose built hand cranked projector. The 
costume is also played as an instrument and made from recycled and organic materials. 
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Websites of interest – not a comprehensive list 

7a*11d International Festival of Performance Art – http://www.7a-11d.ca/ 
AGORA8  - www.agora8.org 
Aidana Rico & Ignacio Pérez Pérez - http://www.antesdenadaydespuesdetodo.net 
Asia Art Archive - http://www.aaa.org.hk/home.aspx 
Asiatopia – http://asiatopia.blogspot.com/2008/10/bangkok-celebrates-10th-anniversary-of.html 
Artaction.pl –   www.artaction.pl 
ARTCONCEPT Festival  -  http://artconcept.narod.ru 
Artsadmin –   www.artsadmin.co.uk 
Art Service Association - www.asa.de 
BBeyond   –  www.bbeyondperformance.org 
Beyond Pressure – http://www.beyondpressure.org/ 
Black Market International -  www.asa.de/projects/index.htm 
Castle of the Imagination – http://www.performance.art.pl/en/12castle.html 
Day de Dada - http://daydedada.com/ 
ELAA -  
The Digital Performance Archive – http://www.bristol.ac.uk/theatrecollection/liveart/liveart_DPA.html 
epipiderme - http://epipiderme.blogspot.com/ 
Fado Performance Inc  -   www.performanceart.ca 
Fetter Field  - www.geocities.com/fetterfield2007/index.htm 
FRAGILE global performance chain journey - http://www.fragile-global-performance.net/FRAGILE/HOME.html 
Future of the Imagination [FOI] - http://www.foi.sg/ 
Guangzhou Live International Art Action Festival – http://guangzhoulive.org/index.html 
IAPAO: international association of performance art organizations -www.iapao.net 
IMAF - http://imaf-festival.weebly.com/index.html 
IPAH - http://www.i-pa.org 
KHOJ International Aritst’s Association – http://khojworkshop.org/ 
LALA (Live Art List Australia) – www.lalaishere.net 
Live Action: International Performance Art Festival – http://www.liveaction.se/ 
Live Art Development Agency –  www.thisisliveart.co.uk 
Live Art Incubator –  www.punctum.com 
Live Art UK  -  www.liveartuk.org 
Momentum - http://www.momentum-festival.org/intro.php 
NAVINKI – http://www.navinkifestival.org 
New Moves International - www.newmoves.co.uk 
New Work Network -  www.newworknetwork.org.uk 
Nhasan Studio - http://nhasanstudio.org/web/index.php 
NIPAF – http://www.avis.ne.jp/~nipaf/ 
Now or Never festival - http://nonfestival.wordpress.com 
PANDA: Performing Arts Network and Development Agency - www.panda-arts.org.uk 
PERFORMA - http://performa-arts.org 
Performance Art Union of Latvia – http://performance.lv/Jaunumi/49&lang=en 
Performance Kunst  -  www.performancekunst.no/en 
Performance Space – http://www.performancespace.com.au/ 
PERFORMANCELOGÍA - www.performancelogia.org 
Performerstammtisch - http://performerstammtisch.de/ 
POW – http://www.myspace.com/powminiperformanceartfestival 
SPART ACTION - www.spartaction.com 
trace: – http://www.tracegallery.org/ 
Tulca - www.tulca.ie 
Unbound | Live Art and Performance Publishing –  www.thisisunbound.co.uk 
Undisclosed territory performance art event  www.lemahputih.com/undisclosedterritory.html 
Up-on Live Art Space – www.up-onspace.com 
ZAZ Festival – http://www.miklat209.org.il/41561/zaz2010 
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