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FOREWORD

Bianca Hester's Please Leave These Windows Open Ovemight To
Enabie The Fans To Draw fn Cool Air Duning The Eary Hours OF The
Marming is the sixih, and final exhibition in ACCA's series of Halen
Macpherson Smith Commissions,

Bianca's epic work utilised ACCA's large room as a field of encounter
for the sculptural, performative and transitory. During the exhibition
ACCA was filled with audiences attracted by the idea of a primary
encounter with the unaxpectad. It was thrilling.

Associale curator Charlotte Day has worked closely with Bianca
o achieve this wonderful exhibition, managing the project with her
cuslomany eénergy and sensitivity.

It was a pleasure working with Bianca, and we congratulale her on the
realigation of this handsome and sophisticated new work which joins
fhe eminent alumni of HMS Commissions.

ACCA is grateful to Darvell Hutehinsan and the Trustees of the Helan
Macpherson Smith Trust for thair generous suppor for this annuwal
project which has enabled ACCA to commission each year a major new
wark by a Victorian artist, The series has bacome a much anticipated
event in the ACCA program by audbences and artists alike and has,
in each instance marked a milestone moment in the selected artists”
career, Wea look forward to warking with the Helen Macpharson Smith
Trust on new initiatives in forthcarming years.

Kay Campbell
Executive Director



INTRODUCTION
Juliana Engberg

Flease leave these windows apen ovemigh! to enable the fans fo draw n
coal air during the eardy hours of the moming, the title of Bianca Hester's
massive project, indicates many of its elements. The suggestion of a
flutter of air suggests movement and flux, the polite ‘please’ (roposes an
irvitation to participate and a request for co-operation, the descriptions
‘ovamight’; and ‘early hours of the moming, convey temporality and time
transit, It's & good title. Light on its feet. Lyrical even, And like the hand
written and computer generated signs that are intended for communal
consumgtion, which pop up in work and institutional spaces whare
communication is diminishingly face to face, it might be overlookad,
disregarded and dismissed.

Itis, like Bianca's project, tending towards the ephemeral, yat someawhat
official, In the title | like the word cool, It references refreshment, bt i
has ancther meaning in art, of coursa. In retation fo Bianca's project
bath interpratations seem right.

Owver several weeks Bianca has transformed ACCA's commission
galtery inlo an eventiul place. Her project has enacled a lexicon of
sculptural languages that reference movements from before Greco-
Rorman staluary to the present. Equesirian statuas, constructivist towars,
minimalist cubes, land ar, casting, perdormance, happenings, video
actions, installation, monuments, anti monuments, and sound art ane
all here in this large, all-encompassing moment. Mot so much paradigm
shifting, but paradigm activating is what is going on hena.

At a glance, and if we looked through the black and white lens that delivers
art history, we ara apt 1o ses the reference to anather ground breaking
mamertt, Bianca's installation, as a totality, links aasthetically to the 1969
exchibition When Atfitudes Becorne Foern, organized by curator Harald
Szeemann, seen at the Kunsthalle Berme and the Institute of Conternporary
Arts, London. The informality of works on the floorn, leant against walis,
hung off rails, freestanding structures and bits of material ephemera are
shared by the two installations, 41 years apar.

But Bianca's project stretches before, and after Sreemann's,
reincorporates aspects of practice that relate to skill and technique, which
were refused, or broken down in the instance of many paricipants in
WABF. Additionally, Bianca leaps over the conceptual beginnings of 1969
to update her installation with current tactics of contempaorary practice.

Importantly, Bianca's project is a soio event, whereas Szeemann's
was a group exhibition, organized with the contributions of some 69
artists, This is imporant because Bianca's project ls authored and
deliberately formal in its pursuit of the rhetoric of informality. Even while
Bianca's project includes collaborative aspects, sha is the curator of
hear own enterprise.

It is easy to be distracted from the highly crganised elements of this
massive work, by its constiteent and contingent parts, Live actions and
‘disruptions’, as Bianca has termed them, including kids playing soccer
agains! har highly formal Besser block wall, skale boarders negofiating
fhe gallary spaca, fellow artists fying on the floor, whistles blowing, rugs

[

being draped and wrapped around bodies, and the armval, sporadically,
of a live horsa into the space are seductiva in their situational, refational
aegthetics. They appeal because of their exploitation of novelty,
spectacke and the audience-as-witness; but also because thay align
Bianca's project with recent theoratical propositions.

Buttome, Bianca has very successfully orchestrated her relativities. These
organised events of temparality bring attention o the other parmanent
structures and installations that provide the arena of engagement. And
in some marvallous way she has turmed the suspect ‘theatricality’ of all
thesa elemants ino profound things. Probably because she engages in
acts and ilems of significant art historical weight.

In almost evary instance, from the monurmantality of a large grey block
wall, which acknowledges its historical relationship with the grid of
minimalism, -as well as the work-a-day materials favoured and valuad
by minimalists like Judd and Andre; or like her mound of dirt, with its
obvious reference to Smithson's earth works; and the draped cloths
which allude to Morris’ soft sculptures as well as proto feminist works,
Bianca reasserts sculptural history and the traditions of practice as it
atternpis 1o grow and counter-grow,

Her references are not only intermational. In having professionals come
and build her wall, she reminds us of Australian artist, Dale Hickey, who
employed professional fence builders to install a wooden fence around
the permeter of the gallery space. Her horse is nel only a gesture
o Equestrian statues throughout history, but also a reference to s
emergence as a symbaol in arte povera, the work of Jannis Kounellis
and, mora recently the redundant horse of Maurizio Cattelan,

Bianca plays with the language of minimalism in her seralised grids
and definite shapes, and sals up mini episodes of gestalt in small
ohjects that the audience can comprehend, only 1o dismantle this
comprehension by twisting the gestall through the mimetic gesture
of casting various items. Things thal we assume we know at first
sight quickly become mysterious things. Rolls of tape are in fact solid
sculpturas. Stone is cast plaster. The audience is required to look and
re-lnok, and re-think what they Know,

Bianca has understood the scale of the ACCA room, and even while
the constituent parts are distributed and various, the totality of her
expanded field of sculpture holds the space In a mammaoth feat of
balance. When disruptions and visifors are nol activating he space
Bianca's carefully orchestraled arena has a grand repose. The large
wall, addresses the fixed high wall of the space, the massive rock
holds the narrower opening in place and anchors the lems beyond,
the Tatlin-esque prop sculptures register a mid height, while the earth
sculpture provides a counter balance. Small things hava their place,
and adjust their place n counter-balance; especially the participants
who lie quially on the fioor, on the brick ledge and behind the wall,
sometimes obscured from view,

This sculptural formality becomes even clearer when the moment
ol equing uncertainly enlars into the space. Tha arrival of the horse
registers a new and dangerous moment when anything might become
unstable and precarious. The intensity of this event is enacted both
in the space and by the audience who hold themselves still and quist




in tha presence of a large, lving creature. The horse, like all else in
this instaliation, finds its place of balance and relationship with the
olher iterms. Linder his stand, the mound of earth becomes a sculptural
plinth, in front of the besser blocks, the wall becomes a solid plane,
the prop sculptures precarious and flimsy and sulbject 1o his bulk and
whim; the other paraphemalia opan 1o movement.

It reminds us thal this is nol the natural environmen| of the horse,
and this registers the outsidefinside siructural language that Bianca
pursues. Tha civic-ness of her sculptures which would be random, but
not unexpected in the urban landscape; the community of acticns that
are normal in the playground; the landscape architecture of rocks and
dirt and structure that make up parks and resenves.

Bianca's project is a mammoth thesis: one that manages its historical
wilght with a lovely levily and grace. It demonstrates a sophisticated
understanding of practice trajectory, and whan you have thal kind of
confidence you can break moulds and shift paradigms. At the very
least, or most, the horse can nudge the scccer ball with his nose,






ACTIONS

WILL

QOCCUR
INTERMITTENTLY






| S - —dll _#II __II.




























dadddd





















E










2 NN










728\






















































































































T2



CONTENTS

FIVE POINTS OF VIEW
Charlotte Day & Blanca Hester

THIS CONVERSATION
Terri Bird & Tom Nicholson

STALLING

NOTES ON THE WORK OF BIANCA HESTER
Andrew Benjamin

NOTES

BIOGRAPHY

74

78



FIVE POINTS OF VIEW
Charlotte Day & Bianca Hester

ONE

Charlotte Day: Can we start with your title for this exhibiion? |1-seams
to me that s a particularly apt description af how you conceive of the
relationship betwean the gallery space and the extamal world, but it also
reflects on your working methodology and the importance of openness
to your practice mare genetally.

Bianca Hester: | stumblad across this taxt in the Melboume Liniversity
architecture lbrany on & hot summer's day in 2007, The sign was pinned
to & window that was left aiar above the pholocopy machine. | was
struck by the relationship the text makes to time, Inhurman forces and
architectre — and to the |nterdependence betwean Interors and
exteriors, But-also, especially, to the intimate relationship between tha
hiiman body and the constructed world in which we are enmeshed —a
warld from which we extract, develop, destroy, tend 1o, maintain and
inhabit in varioos ways: | took a pholograph-of this text withoat knowing
what to do with It at the time.

As the current project developed it became more obvious that the
text nesded 1o be re-confextusalised as | title, not only because it
connects with'the main efements that are engaged with by the project
(i.e., architechirs, the body, time, change and process), but also
bacausa |'m bacoming mare interasted In working with tithes as tests in
themselves, as provocalions that open things up rather than clarifying
or pinning things down,

Conceming the gallery space, | try and approach |t more ke an
opportunity (both in & spatial and a lempaoral sense) to'do somathing
that | could never otherwise do within my domestic, working or public
enviranmants for reasons of scale, accass and function, This approach
— of thinking aof an exhilbiton a8 an opporunity — has developed
primarily through the exparience of working in artist-run envirenments
in an orgenisational capacity, where you gain a graat deal of access to
space. So this spirt of ‘access’, or of attempiing to open and occupy
space in ways other than those necessarly prescribed, has continued
to be a curment running through my working processes, In many Ways,
the guestion of working within this spatial opportunity has become a
question of engagement; of experimenting with ways to engage wilh
the limits: provided by the space and then testing hew o open this
engagement Up to others. Each project |'ve made since 1999 has more
of less Involved being physically present in the space of presentation |
axhibition, Invehing actions such as working within i, hosting a project,
maimtaining [t or performing within it. Also, | don't make work-that |s
ultimately positioned so that | walk away from it as finished or completa
Instead the work is structured around ongaing processes and usually
undergoes a'senes of shifts within the fremewark of its presentation. i
therafare demands that | (and others) become presant with or withinit,
or at least with 8 part of |t

So | -guess this idea of access connecls Io your point ragardimg
‘openness’. | wonder If vou could spedify mora for ma what you maan
by epenness? I'm assuming that yol are referring to the way the project
opans up tathe involvemant of othars?

4

TWO

C: The openness is, yes, ‘an openness’ to tha invohement of othar people,
although | don't think |t |5 necessanly easlly accessible 10 all people.
{Maybe we can come back o this point?) | ke your idea of ‘oppdrunity’,
which I8 mare: positive than - the broader notion of possibiiies, and |
could sea it operating in the way you occupled the gallery space during
tha 10 days of installation pror fo the opening. It et ke a shidio space,
with you casting, sewing, constructing, and: painting: During this time |
was parficulary struck with how you remained open about what would
be inaludad fn the final exhibition — the siucture bafore its oocupation
by these othars: | felt that you held cn o this opanness for as jong as
¥ou possitly could!, And that you ware also open to considanng ofhars!
opinions of what it might fook Bke, | hadn't experienced such openness
putinto real practice belore.

B: | think of and engage with the process of making/production/con-
struction as ongoing. The event of installation and exhibition is as much
a part of tha process ol production as preparing the wark beforahand,
Actually, mush of the thinking and working things out takes place onsite,
in those faw days before opening and then beyand. As an example of the
work feeding into an ongoing process, over the last coupla of years |'ve
attermpted 1o Include the process of docurmenting and recording as a part
of the project, not as something ouside of Il Bul a parformative action
in seff. This became full-plown in this work, to the paint that purpose-
built structures (those biue, meteal camera ams apd moveable dolkes)
wire made specilically for the recording process therelore becoming &
setf-rafledve aspect of the work. They were employed to partially caplure
avents as they occurred, with the idea that the footage would be used
latar in anothar project — one thing therefore feeds into another and be-
comes part of a longer tam practice,

Ramalning open — ta things changing, being re-worked, and to the
suggestion of others; both during and then beyond the installation
ol the work anses from my interast in what ['ve racently come o
understand as a ‘progressive meathod! {by the way, | bormow. this term
right now from the title of Charfie Sefo's currant Bleg). This strategy has
largaly been intultive dnd ‘native' o my, working methodology since
beginning & practice, but it seems appropriate or usaful to name it here.
| racanthy heard someone on lale-night racia discussing whal it means
lo engage with processes prograssively. They discussed an approach
that was responsive — responsive o change, 1o the unknown or the
unforeseeabla; to that which enters and which you gither ignore or block
{or tolerate), o to which yeu respond |n @ way that allows that ather
{person, thing, force — whataver) to transfonm you,

I'm intarasted In the genemtive, proliferating polential of process, and
running with that &s far a5 possible. 'm akso interested in the gensrative
aspact of encountering what cannot be faresean. For me, things:don'l
really happen until | get'out of the studio and into the situation (in this
paricular case, the galery space), This situation presants a whola (ot
of forces/avents fo encounter end engage with, and sovit’s crucial o
respand o them asthey arfse,

I’ adlso really Interested in the tact that you can only ‘think” or imagine
something 1o a cerain degres; in your mind things are quite abstract and
without limitation, But in-a real sihuation thera are forces to ba reckoned
with that you cannot foreses, which you must grapple wiltli onsite, This




s exciting! It's about dealing with the specificity of a spatial, social
ahd temporal situation, the specificity of which reveals itself through
a |ocailsed embodied engagement. I'm also open to sacfificing
my preconceived |deas about how something should end up or be
resobved. | want to work that out in the process of baing in the middie!
af & situation, | guess this relates to where | choose to position mysalf
in' terms of the guestion of autharship and related [ssues of ‘nient’.
| sea my position much more as balng in the midst of a network of
relations than at a paint of arlaln,

And then in terms of the involvernent of other peaple; well this practice
has amarged from a deephy shared, long-term discussion with a few
people —namely Spiros Panigirakis, Scott Mitchell, Lisa Kelly, Saskla
Schut; Lucas [hlein and Tami Bird. | regard what | do-as extending and
inflecting the dislogue that develops from these relationships. Sa it
Is really imporant that they. are involved in pan of the process some-
where aiong the line — not &l of them of course, but'some of them,
soma of the time

THREE

C: | get'the sense that the people you mantion are a ground force of
anchor peint for a practice that bs contingant by nature. | wondar i i
would be possible 1o maintain such openness withoul such support?
Splros-et al. have also been an important audience — maybe that's
the wrang word — for your practice, You have generated a ot of your
own exhibitions and cantaxts far showing, along with other colleagues
involved, through stch ARIs as CLUBSproject This commission
for ACCA has opanad up and exposed your prattice to & broader
audience for the first time. (Mote: Bianca previously exhibiled in
the group exhibition A Molecular History of Everything® (*Well hot
Evenyihing) in 2004-05, butthis is her first solo project at ACCA). What
has this meant for you and how you approached the oppariunity?

B: The openness definitely relatas to the social context, What do you
think? As a very particular kind of participant-abserver yourssif, do
you think that the openness might be able 1o be maintained withaut
such suppori?

G: I'msura it could be but! think that it is relevant, too, that ihe genesis
has came from a particular sat of relations.

B: | guess |'ve never made projects that don 't in seme way draw from
the involvement of peopls in some way or another. It's been bullt into
the practice. It doesn't seem special or extra In any way. It's [ust how
It-1s-for. this practice, | think most practices do draw from some kind
of support base — simply through belng iInvolved in somathing thatis
larger than vourself or being connected to groups of people that are
engaged in something similarto you, like studio neighbours. siudents;
peers, mentars of whatevar. This only expands and deepens as you
keapworking, | think It wolld be a fantasy to pratend othisrwisa — that
our work does not emarga from a serles of connections — whathar
thase are made with people n a contemporary sense ar made with
work and [deas from deep within histary. For-me, this is also about
where | choose to locate 'subjectivity’; | don't position myselllas a
subject that is separale, bul one |ocated absolutely in the middie,
forged through the refations that compose it, safurats it

I'vealways Brought this (dea of a support group into the foreground.
But this does not 'coma from a desire to remain safe within a well-
defined cliqua or clan. This is about trying to acknowledge the largar
matriz of {deas that one draws fram and contributes 1o — a |iving
culture.” This-is a separate issue, though, 1o opening up the work to
‘othars’, unknown others, a broader audiance.

I"don’t preduce work for an audience’ in the sense that | don't try
o cater for an abstract construct or a supposedly ‘given’ entity. |
don't believe thal there (3 an absolule enfity that is ‘the audienca’,
rather, it s composed of a stream of individuals, Also | think that an
audience is shaped in the moments that it encounters/percaives/
engages with a work. | s formed in the process — as s meaning and
knowledge. Each individual brings their own experence, modas of
perception, assumplions, expectations and knowledge 1o each. and
avary 'arl wark! (or any phenomenon) that they encounter | think of
sach person who comes 1o view/engage with a work-as a forca; his
loree encounters the force of the work in ralationship to the force of
the institution, and something happens in that event. What happens
is-differant each and every time. | atternpt to miake work that oparates
on a multiplicity of levels so that different pecple can engage with it
differantly, or get something from It that would Inevitably be differant
and depandent Upon the frame of reference or experience that they
being to the work

One of the ways that I've approached the ‘work at ACCA differantly
fram the way that | have worked before — in relation to the question
of "audignces’ — Is thraugh invalving.the paid Invigllators, whiohost
the show on a day-to-day basls; | tried to acknowledge thelr presence
and funchon (which | was thinking of as parformative — they perform
a very particular role; as 'does the work), and so | wrote a set of actions
for the imvigliaters, | tried 1o [ocate the invigiators within the wark
rather than outside the-frame. Thiswas definitely an oppartunity that |
haver't had access to before — working with a willing stalf body

FOUR

C: Yes, parhaps with the exceplion of Martin Creed's The Lights:
Off, your projest has [nvolved invigilators: in 'a more proactive and
perfarmative weay than would nomally be reguired of Invigilators.
Although, In realily, they are always the public (nterface with the work,
and hara their role s really important and it is significant for both
ACCA and your practice to Bring itinto thie foregrounc!

Do the actions come before or after the installation companant? |
have noticad that some have appeared and then reappeared across
differant projects: How do you determine them?

B: Some of the actions were appropriated and developad from
a parfarmance made in Adelaide in 20082 In partictlar, ona of the
instructions was to lie down, Other actions: daveloped in response
ta the: institutional contaxt in which the work was taking placs. Whils
some have developed from observing movements: that ocour in'tha
world an & regular basjs; for example, walling at the traffic lights
one day ang witnessing a team of construction workers do thair
thing according 1o a whistle being blown by the foreman. & golden
mament! | loved the potential of appropriating this simple action
Much of my work is sampled from disconnected observations and

T




avents that oceur in the world which are then redefined by baing
bullt into ather contaxts {the large brick wall s another, more obviously
‘material’ example of this) :

Actiially, the-actien af lying dewn, although developed from a previous
work, also emerges from & saries of obsarvations of people lying
gown in differant situations, For example, while travaling through
eastern Africa earfier ihis year | was struck by the many people lying
down. resting, seemingly wharever, In public space — particulanly on
nature sirips. This also happens in places (ke Spaln, bul thera are
aften infrasinictures Bullt o enable and accommodale this; such as
fantastically long stone benches that define the perimeter of public
spaces. Lying down In public ls-a kind of assertion of the body's naed,
an act thatl gives the body a momant to rest | am starting o think of
lying down in public as an acl of privileging the hody and celebrating
a moda of passivity or inactivity, In some sense In resistance 1o the
upright and productive bocdy

In terms af the AGCA work, It was a gesture that was scripled as a way
to provide & counterpoint to the mare obviously ‘active’ body that was
implied or summoned. The work demanded an obvious physicality;
by redefining the space in a way thal beckoned you to walk Inta it-and
around it; or throlugh the example of the ring of grey bessar blocks that
ran around the space’s perimeter, to sitin and on |1 or through taking
up-other suggested engagemants, like kicking a ball, So requesting
partioular peopie ta (e down within and on parts of the work [whansver
they chose to) was an attempt to assert a kind of physicality differant to
the maore functional or ‘engaged’ body present within the wark:

FIVE

C: Although your work: ts-sculptural, you avedd the status of the uniqua
or precious object by mixing up found with made objects; reproducing
an object multiple timas-through casting it, moving objects in and out
of an Installation and s0'on. it seems to me, you also actively avoid tha
application of a speciiic meaning or reading of your work and {hat your
practice doesn'tfit reatly Inta common thematic struciures. So do you
see your particular approach to art making as a political stance or cna
that's at odds with mueh arf around it, and hare I'm thinking specifically
of the contemporary art market and how your practice connects to that
of an earfler generation, specifically to art of the 186057

B: The work devalops from - an affirmation of the: partial and process-
based or durational nature of 'things' and of baing. By being composad
ol a multituce of relations, dctions, bits and pleces, objects; struclures,
repefitions, approprations etc., [t willully performs: an absolute rafusal
ol a singular, masterful, ccularcentric comprehension that lies al the
cors of representational logle and practices of reception®. This & Used
asa strategy to open up armealm for making and Viewing/receiving that is
siructured upon someathing other than such representational modes, So
instead, meaning |s asseriad through the way the work tries fo ‘address’
the space, the context; the viewer, as somathing that arises in a partial
and durational process, It's something that ocours in time and that is
slippery and pratty 'Un-masterable’ Elizabeth Grosz puts it wonderfully
whien she announces. In the example of the act of embodied perception,
‘svarylhing else remains in cbscurty, unperceived and unsignified
making the world fully accessibla by no lving being' .94

e

An attampt to 'cantre’ meaning privileges a movement towards iden:
tifization, basad on the logle of unification In which-ar |s subject to
arinterpeative will that seeks to contain, cantre and identity theaugh a
linear or narrative 'progression . | think this |s at the heart of an arrogant
anthropocanirsm. Instead, working with multiple modalities 1s a tactic
used to perdorm a de-stabilization of the site of axperiance in order 1o
bring about an encounter with the ndeterminate and the durational.
Sa rather than being reducible to an artist statement, iconic Image o
validating catalogue essay, meaning nstead becomes assarted as a
process that can only ever be achieved provisionally, So meaning in
this wark is not something to'be made once and for all, or fived into
place, but becomes an event that cryetallizes and then dissolvesin a
perpatual movernent.

My position regarding the: production of objects is not basad in
an opposition towards' the commearcial ar market that trades |n
altonomeous/pracious object-commodities: | hava no 'moral’ objsction
to'this, but | think that it does matter where you choosa to put your
anargy In tems ot what forms of fife you particlpate nand actively
produce, So I'm not idsalistically ‘anti-commercial' — it would be
ridiculous to assert a place for practice outside the commodifying
forces of an all-pervasive capitalism from which art, as we know It is
embedded.” Evén |f vou don't make work with & market in mind: (8s
a force at the foreground, structuring the:-declsions you maka), that
doasn't mean that the residues (the objects, documents, texls sl
that restll from your activity can ultimately resist the market, the market
appropriates everything and-amything, whether it be an object or not.

My approach towards art ks (o take it as a kind of large-scale and
ongaing action that enables experimentalion with 1he ways we might
make, do, think, say. be logethen, parcalve and bacome, This has bean
infoemed by Holmes and by Ranciére, who, In paricular, discuss art
as possessing the potential for redistibuting 'the |andscape of the
vislble, a recomposition of the ralationship: between dolng, making,
beirng, sseing, and saying'® The crucial factor in this approach is
tha notion of exparimeantation, because an expanment’ is contingent
upon unpredictability, where the unknowable and the unforesesabla
rmight occur | think that at jis best art Is & practice that allows for the
possibility of opening up experimental forme of thinking and practising
‘alongsida’ that which is already. known and practised. Howavar this
nation iz nat used with the matonic of oppoaition, which begins to situate
process against product; artist against instifuition, independent against
commercial, nside against out. That's why the idea of working from the
‘miclcile’ (ciscussed previously) becomes useful, because it relates to a
strategy that avoids asimplified critique, but which still works fo develop
a ‘critioal’ kind of relationship 1o what 5. given. | think tha process of
negotiating this (s endless; and for me thal s the point

The expansiveness, incompleteness or progass-driven amphasis of
the sculplural elements is not based In & strategy that is oppositional,
Instead, this strategy Is structured by an absolute affirmation of the
contingency: of relations between oblects, space, time and conlexts
of presantation and encounier (the situated and the localissd), Its
about working with sculpture as 'fluid rather than fixed and made up
of a series of provisional relations in constant re-organisation with
one another.®




t's hera that the approach of arists sbch as Gordon. Matta-Clark
becoms really powarful ag & strategy to be appropriated and made
useful within a cument climata. Matta-Clark asserled an engagement
with farm that was oriented (hrough activity, cperation and process,
rathar than dealing with form as static. This has many implications from
production to presentation, consumption and distribution. Sothe issue
is nat abaut oppaosing of abandoning form, but about grappling with it
In'ways thal open It up to profiferation.and indeterminacy. The potential
of this is iterally endless
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THIS CONVERSATION
Terri Bird & Tom Nicholsan

This conversation starned some time ago. prompted in part by the
peporative use of the term formalist’ to describe arfworks that seem
concamed with It more than the detailing of materal, colour, suriace,
formate.!

Tom Nicholson, Whenaver wa're in a public lenim we seem to end
up tatking aboutit | try to resist using the word “formalist’ in a simpls,
pejorative sense. There are clearly different kinds: of farmalism not: just
the sort that Clement Greenberg advanced. Bt a cranky anti-formalist
[urks within. .. '

Terri Blrd: My objection to pejorative characlensations of fommalism
stems from obsarvationg by kaminist philesophers, who draw attention
fo the uncanseiously repressed procedures inhesdt in assumptions that
matter |s inef. simply-a vehicle for form, content-or ideas, Luce Irigaray,
for example, emphasises the way philosophy forgels the madiems
hrough which its representations take place, She argues thera can
be. no change 1o the social order that fortifies discriminatony social
practices: without soclalising - differently - cur reialionships o matter,
and by extension the body, desine, nature and languaga. The same
arglment needs 1o be made for reconsidering the work of matter In
relation fo-the work of art. which acknowledges its activity and how
this activity connects to social practices. This requires an account of
the conditions that produce signitying practices, which ackriowledge
the activity of matter, itz forming potential. Greanberg’s focus on a
medium's specificity, the often-guoted: flatness o non-ilusionistic
surface of painting, for example, s problematic because it's predicated
on‘an understanding of malter as merely d means io a transcencien
truth; theimare transparent the better, The challange ks o arliculate tha
work of matter autside these well-wom tracks of oppositional thinking,

TN: | would start with Manet. | have bean guite obsessed with his
Execution of Maximilizn pictures, that extraordinary set of paintings and
prints; which depict Emparor Maximillian being executed by firlng scguad
in Mexico, in 1867 Manet is also an arist with a special place in the
formalist canan, For Greenberg, Manet Is the painter who begins the
seli-reflexivie historical process, which wolld eliminate all except what
is unique and proper to painting — & process that ands with colour
fiedd painting, The frank use of paint as a material is cetainly something
very present in‘the Execition paintings, It is part of how Manst stages
his struggle with the painting's subject in successive-versions of thal
contemporany event, the execution of a puppet leader of a falled and
legal'zolonial invasion, Manet's lrag. But it is nat the formal Invention of
the painting in its twn right that compels us in the Execution paintings,
but rather the sanes’ relation to a whole sat of problems: how we narats
through images the facts of our contemporary dife: How we Imagine an
eventthat is psychetogically close but physically remote; how the 'speed’
af real time events and the ‘time’ ol & painting address one another:
how regarding end understanding suffering do not alweys caincide:
how Images evolve, swinging batween the nacessity to resolve: tham
internally and an incessant reaching beyond, to other [mages; to other
paintings; to chaing of imaginary. presences; how our rage at political
injustice and the coolness of.an image wrestle-one ancther. A formalist

reading.of Manet cannot allow these rich (and very curent) dimensions
of the Executios pictures, What is e’ In Manet — fhe very things that
ha could not resclve and that become the subject of the incompletensss
of those pichures — |5 also where Gresnberg's accoumt no longer
functions; Hes formalist account collapses at first base, It is autistio,

T8: The Exscution of Maximilian Is an interesting example. and | guess
my - point would be that it's interesting not simply. becatise of what it
narrates, but how, This ‘How' concems the force of what appears, how it
ls produced thraugh and n relatiohships with the materiality of painting,
as an effect of the operations of various procedures or technigues. This
relatas 1o the decisions of what 5 detalled, or renderad clearly, and
whal & not — in conjunation with the considered composition of the
filng squad, the detached precccupations. of the soldier preparing to
deliver the coup de grice, even the white ol the belts and spats on
the apparently imented unlform, In addition there is the divisian of the
picture plane, thraugh the positioning of the grey wall, which separates
the wiltnessas from the site of execution. This ks thi work of the palnting,
a relationship of matter, technigue and appearance, which produces s
unresolved singularity, in tum Inviting speculation or what it stages. |
is through this materialiny that it negotiates a relationship betwean the
internal warld It depicts and one bayond, where its effects engaga with
other events, their politics and social practices

In‘a similar manner Bianca Hestar's installation stages ils relatonship to
an exteriornity, albeit through markedly different operations. For example,
there is also a grey wall, constructed from cemant blocks positioned
towards the far end of the gallery at-an odd angle, which together
with the: lew pedmeter wall, formied with the same biocks, produces
an arena, This arena s activated by an amay of objects, materials and
animate beings — animals and people instructed 1o carmy out actions or
simpty positionetd in the space. Then thera s the viewer, who unscriptad,
spontanecusly engages. Its this spontansous engagement that triggers
a whole series of questions about the hospisality of the siiuation, interms
of the' degree 1o which it neads o be controlled to e hosted. As host,
Bianca exsrcises her atthorship, choosing when to alter inferventions
or restore the work in order to allow others to engage. This ‘exercising
of agancy’, the scripted and unscripted participants’ agency as well as
the artist’s, ts & process of constant negatiation

TN! The grey wall at the end of the space |s an odd, inadvertant fink
between Manst's Execution and Blanca's work -1t & critical form In har
installation, and | found mysel! walking around it repeatedly. One of the
acute passages In the installation s the wall's refationship to the Blua line
of unbroken masking tape that runs the length of the space, continues
around & comer and ends whare a small hole has bean punched into
the end wall of the space. That biue line is very beautifully ‘of the body,
attached lo the wall at the reach of Bianca's body (it sways and dips
as it runs along the. wall with the imegularity of the body's work, and
tran dips down at the comer, whera she clearly couldn't stand as close
lo the wall as she-reached up to It), That tape registers the presence
of the body through ite rhythm, but also draws out this presence into
what must be a 40-metre Unbroken line, a kind of massivaly extended or
distilled body, & form that conflates registering the gesture of the body
and charting that gesture's duration. The gray wall breaks that: line. it
maans that there is no place in the gallery where we tan stand and see
the biue linefrom beginning to end — which introduces the Idea that
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we need to cfimb the wall and stand on top of it, as this is the only place
wheare the bius line would be fully visible. | fotnd mysell moving around
the space, mobilised by the relationship batween these twa farms with
such radically different material gualities: one compact and massively
heawy, the other so physically light but enormously long. In art historical
{erms, (heir relationship suggests the encounter’ batween two ways 10
figure the body In a:sculptural famm, a face-off batwesn Carl Andre and
Eva Hesse. || aiso makes me mfiact upon the way Bianca's installalion
swings betwean an extrame opennass and changeability — spaces
I which anything might occur — and definitive momants where the
artist’s declsions cannol be changed but mist simply be reckonad with.
The grey wall is ana of the work's unchangeabla forms; It is one of the
{ew forms that has been made and which' cannot easiy ba unmade
(unilke the bricks around the perimeter of the space, which ara anly
jolned together by gravity). The grey wall breaks the blue line, but.akso
the possibility of evendhing in that space being refermed andissshy: I
pearforms a refusal,

TB: | wonder what that rafusal 187 What it refuses, and wnat affects that
refusal produces?

The wall does obstruct an unhindered view ot the thin blue line of tape,
together with an all-encompassing view of the gallery from & single
vantage point. But in doing so it also enables. Like all the elements of
tha installation, its function s multiple; it participates in the formation of
numerous assamblages. In one instance, the wall works as' & surface
against which to kick ar throw a ball. As & wall/ball/sound assemblage |t
retlims the energy with which it is struck, activaling a different dynamic
than It does as a verical element or & bult form, As & bulll form it
pomhbines with other constructed elements, such as the nearby, 058
wall; blocking access to a neighbouring gallery; the tall, leaning, timbsr
frame on which a stilched patchwork fabric hangs; the two limber
|attice-dike screans with diagonal slats painted pink and beige; and the
buitt farm of the gallery itsalf, revealed by the small hala you mantion at
the tape’s lerminus, high up on the back wall. The patential of all tha
installation’s elemants produces an operational mobility that elaborates
he attects of the work, the relationships It tarms, along with the sense
o meaning that these provoke,

Tha wall also mobilises any angagement, as you note; 1o view the wark
you have fo move around it 'or more precisely move around (7 it The
way the waork situates s audience, unseifconsciously as yet another
alament; B85 a part of the work, s particularly Interesting. IU's one of tha
ways the installation creates an ambigulty between what is inside and
oltside the work of arl. This siuating of the audence also connecls
toowhat the work refuses: a privileging of an ecular-centric relationship
that perpetuates a dissmbodied theatre of knowiedge. This refusal is
gvident in the installation's emphasts on corporsality and matenality, the
way it re-imagines matier and bodies as othar than an idea of the mind
I favour of an active undecidakbility,

TH: | ke the moments in Blanca's installation where her decisions
assert themselves in this way — ke the wall — and | agree that thase
paradoxdcally enable an open-ended process of forming: to: ocour
around them, with them or against them. The possibiiity. of the waork
changing during its life is constrained. and it Is interesting because it
s constrained, ag the work:invites our inMersention but also resists it
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or guides it This is part of the problem of how traces of actions beget
further actions (an existential probiem entical to art but also beyond ar,
which | fhink is part of what the work is ultimately getting at), Traces of
Bianca's activity create the terms for our ownactivily In that space. The
two wrestle one: another i different ways at different moments in the
installation, and with different degrees of eamastness and levity.

At the rsk of labouring the curious: link: 1o the Execufion pictures,
Manet's grey wall i also a refusal, a refusal of lusianism, |t screens
the landscape behind the scene, and, through- the wisual rhyme
between the wall and the palnting's physica! surface, forces the sceane
of the Execution inta our own space, deflacting the expectation of an
lusionistic and distant space back to the viewer who stands before the
palnting, & kind of invasion of lhe work's meaning info our own time.
This Is part of the complex way iha work's fomal qualities articulate a
characterstic infemal 1o/the work but they also contintally Implicate the
work and its narative in the world outside itself. | think Blanca's wall is
imvotvad In the same questions, 1 is part of the way the work shifts subitly
betwesn complex relationships intemal to fhe work and implicit links 1o
the world outside the iInstallation, As | spent tima with the installation
| found myselt meditating on these shifis, and the way that the grey
wall — and alsa the pile of dirt and the {almaost} immoveabls rock at the
antrance — animate this shifing:

TB: This inadvertent connection of grey walls keeps-reluming, but |
think it's prodictive: As already mentioned, one of the llusicns Bianca's
installation danles is fhe possibility ofa singulan, masterful comprehension
ol the work. This refusal operates through vanous procedures, like the
way the installation moves you arcund, and by activating the potential of
sach element to padicipate In multiple assemblages within the work: For
exampie, the blue stesl gantries, which act as camera doflles, connact
with other blues linear elements in the installation to form one assamblage

A the same time they link with ofher provisionalty placed devices o form
arjother assemblage, devioes such as the timber lattice ke screens
and the propped timber frame. The refusal of a singular comprehension
also takes place through the shifts you mention, in and out of tha frame

I'm Interested in the connections this shifing stages, As Manat's wall
soreens the landscape and also forms a stage. 50100 Bianca's wall is
part of her wark's staging one on which we are enlisted,

In ane sense it's a staging of relations; Intermal and external, the hinging
of worlds as an effect of maferial pperations. The mudstane rock and pilte
of dift perform this funation, around which the work pheots, In braaking
with the warld they participate in the formation of mulliple assemblages
within and between the elemants In the installation —what Yol suggest
could be understood in classlc formalist terms: as salaly an intermal
dialogue. But this would be to miss or misunderstand ihe work they
perfarm. Within the installation thay have a presence as objects as well
as acting as props. The mudstone sits on a blua disk to which chains
are conneciad, indicating its potential to ba repositioned. The pile of din
[s another prop an and araund which actions take place. 15 also [na
state of fiux as its contours are continually rearranged, The surface of the
mudstone hias bean replicated through casting processes, connecting
with other cast replicas of seamingly ‘'natural’ oblscts, such as a small
tree trunk and rock, and what become, by way of contrast, "unnatural’
ohjecis, stch as rolls of tape. But the mudstone and the pile of dirt
also retain associations with the world beyond the frame of the gallary.




Both have associations with bullding Industry or urban environmenl, the
parsistant reforming of tha world through construction. The temparaliy
af this sconony conirasts, on e one hand, with the scale of geotogical
tirme evicent in the mudstone; and on the other with the Weeds sprouting
Irv thee pifecof dirt. The hinging operation thesa two slamanis parform isn't
a blurring of the boundaries batween ‘art and lile’, but-a confrantation
that aeciliates across this threshold.

TN: Mot many of the objects in Blanca's installation display a histony
that precedes the show, The mudstone rock and the pile of dit (which
is distinctly non-pristing and, 1o me, suggests someathing excavated for
an Inner city constiuction] are exceptional. In the case of the mudstone
rock, this exceptional status is extreme, it notonly intmduces 1o the show
a fima outside the space of the show, but also & massive stratch of tma,
a geologically-sealed process of auto-formation. Of course everything
In the ‘ehow has 4 ‘history'. The masking tope was ariginally. unformned
matter, was manufactuned by workers somewhera, shipped bere. sold
somewhere, ete. But the materal in the instaliation — like a product we
might blry ab our |ocal hardwars stom — mostly does nol arficulate this
history but rather presents itself as new, as yet-to-ba acted upon, The
roncrete blocks arcund the parmeter of the space don't seem recycled.
They ook like they havir bean bought new., 1L is the nature:of masking
tapa that it can only be Lsed new. You don't wind the tape up again after
yeus have used it This guality in the instaliation — material aniculating
[teeif as new — s part of the important distingtion betwean Bianca's work
and the'environmants of Joseph Beuys: It iz also part of the instaliation's
very consjstent resistance to baing read allegorically, One thing does pat
stand for another, faran idea. It insists Lpon iself and upan our refation
to it as matter. The sirong sense that, for the most part, the matenial in
the installation does not have & history before or outside the work s
also Important because it privileges the histories the work acquires in tha
galfery space. The instaliation has our disjointed [sometimas even solitary)
accumulative collective experlence of the exhibition as its - histony, a5 is
duratian, | think this is why the miidstons rock near fhe antrance is an
Impartant fom, 1tlinks the whole enterprise of the installafion to ancther
fime, and ancther fime scale. It figures aur refationshio to this other ime
— and {o the werld we mherit and bequeath — as the form in fhe show
wiiich, by virtus of its weight, watld most resist our intervention, our re-
forming. As you say, the sat-up with the diskand the:ohain invites Ls o
rmiove [t and specifically seems o Imvite a groupofwilling participents
to heava it somewtere alsa in the space. Il invites a collective sculptural
activity, but its weight sxpresses a different invitation: to move ouwrseies
around it to ook at i, to think.

TB:lt's hard to getr past this idea that at some point matteris 'onfomad’,
ite indicatve of the oppositional thinking | mentionad at the outset. My
refersnca to the boundarios of “ar and fife’ fall into the samea problamatic
of finding a language to:descrbe the operations of matiar m a way that
't predatermined by & dualistic hisrarchy: As you say, evenyhing in
the installation has a histary, and | think this can be exanded to an
uncerstanding of matter as never ‘unformed!. [t's atways in some form,
just not yet fomed or purposafully depioyed by us.

Allhough t's of a ditferent register to the mudstone end pile of: din,
perhiaps the ather exampla that has the sxceptional status you comment
on fg the home, which has entered the Installation: several times as
one.of the scrpted intermittent actions. While it Has the potential to ba

read allsgorically, It g also oddly disruptive. The unpredictability of an
animal cut of its milleu has an unsetting stillness that plunciures the
predominate staging of the installation It also explolis the confrontation
of differing temporalities mate eviden! through the mudstone and plle
ol i, This brings Into play sormething simitar to what you remarked on
in Manet's paintings: & confrontation betwean the-'speed’ of real lime
andthe muttiple temporaditles of Blanca's installation,

TN: The duration of Manet's Execution piciires as & body. of work;
registered as an overt Incompleteness in the first two versions, s
Impartant. It indicates’ that giving form 1o somathing takes place -
a duration, The chapges that' cccured to the maga's composilion
reflected both the' flow of Information fram Mexico o France {the
painlings evolved as:the facts siowly became apparent) as well &g the
compiicated ancountar behween Manet's ideas for the pamiing and
the matter of painting sell In the case of these paintings, fhis vary
pronotnced duration is sat against the viclent speed of kiling someone
by firing squad.

In-a related way, | agies that Hme bécomes central jo Bianca's
instaliation and what [ means. Her work figures facts &8 grocesses snd
asserts an important paralial between parcaiving and forming &s always
baing In-a dumation, a5 never finalised. This linking of perceiving and
forming as angoing proecasses seis upa very mobile encountar with tha
installation. The work tigoars a constant back and forthy betwean seaing
and acting; This back and forth | sometimes. funny, somstimes highly
sarious, but it always takes place through our facolties of imagination,
This, | think, fs the most profound sensadin which tha work aclivales o
complex and impartant relationghip between the world Inside the work
and the world outsidea #, that relationship which Gregnberg's version of
formalism eannol aliow. The work sugiests — or powers — the'idea
that we might bring to bear these feculties of imagination on the warkd
bayond ihe work, an ongeing process of inventing and re-inventing the
forms of sur everyday (vng.
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STALLING -
NOTES ON THE WORK OF BIANCA HESTER

Andrew Benjamin

Star,

Staiing.
And, fo sial?

Mot meraly 1o install, but stalling as an event— a stall — that combines
bath place and activity. Delaying while acting, acting white, delaying,
delimiting areas of activity, housing the elemenis that are constiiutive of
the event [tself. Stalling, therefore as & form of continuity, Stalling as the
creating of spaces, stalls — further stalling, furtharing ‘stalling — and
theretare creafion as the continuity of activity, Stalling as the forestalling
of ends. Stalling exists theretore as cantiniity, as the opening, asthe
discipsing that takes plice within. Stailing as an ntermuption that does
ot abandan the nead-and possibiity for direction.’

Stalling 1

On entaring, to the nght of the exhibition, & sign is attached tothe wall, it
forms part of the exhibition withio, of courss, foming or detammining in
agvance the exhibition as a whole, The sign makes a simple deciaration;
ACTIONS WILL OCCUR INTERMITTENTLY. Tha words are capitalised.
Theta can be no sense of dotibt Within the space created by the
exfibition and hera at ACCA the space, the stall, 5 crasted rather than

filled; thera will be oiher events,'actions" that form part of the exhitstion
but which anly ever ocour Intermittently’. The contant of the sign s
twolold: In the first knstance It announces further occurrances, which
while stricthy delimited — occurring only on ona day orat ane time during
the day, for example — will nonetheless fomm an integral part of fhe
exhibition. Thay have been scripted and participate in the exhibition’s
nigorous logic. Onee it is possible to atiribute a logic to the exhibition,
then the exhibition 25 a whole poses questions of relationality, Including
its constitufion as the work of art and as an aotivity, rethar than as the

term ‘werk! designating alreadty completed abjects, The presence ol a

‘soript and an ordered Jogic undenwrites the exhibition as-a whole: The

thallenge |s the recovery, thus the continuat covering, of that script. To
recover a scrpt is 1o insist there &5 an organisational logic that informs
the extiibitior. However, and to note the second element of the sign's
cortent, the script does not'yield a description. To fnvoke & script, as
has been suggested. & 1o evoke complax modes ol relationality,

The relation betwean constitutive alements s one question posed iy
this-axhibition, Equn]ly demanding, are questions raised by the relations
between the components constructing ihose alements. In other words,
thes traditicrial post-Duchampian question of the object, whils retalned,
15 mediated furthar by the question of relaicnality, These guestions are
a prerequisiio to any Understanding of what is taking place. Indesd.
while it s impassible o forago the use of the word 'ohjeat’, it should
notbe thought that thesa objects are simply, given; what ls present are
sets of relations within and between what are prosaically understood
a5 tbjects. Each element Is & set'of relations formed and informed by
other sets of relations (objects). Objects exdst and 'they are internally
and extemally relational. The sign cantaining the words ACTIONS
WILL GCCUR INTERMITTENTLY i& attachad ta the wall. Tha blue taps
thal positions: [t cannot be dissoclated from the ‘same’ biue occuming
within other sets of relations, Complex modes of ralationality encure. (A
return will ba mada to the presance of biue; a presanca that cannot be
assumead to exst, thus forming and informing the wark, othear than in the
complex of refations in which it is located.)

The shgn introduces & sense ol expectation. Thera is, within the:
meaztired time of any exhibition viewing, the possibiiity of actions that
can only ‘oocur intermidantly’. ln othar words, within tha ime of viewing
— traging, noting, sensing, obsenving etc. — the complex interplay: of
elamants and ohjects, Unannounced but scripted, |s ihe possibiiity of a
feem ol Interruption already Incorporated. What [s there becomes, as a
consaquance, an awaiting stall, These actions are forms- of immaterial
presence — actions o be realised, dafined by potentiality — that
become material. Another form of relation ks establishad,

Stalling 2

The sign is read. A body will ke standing before a wall In order io read the
sign. Walis are-a fundamental part of the exhibition, firstly announcing
the presence of a space created by the buliding's architecture, The
imtersection of the Intemal walls and the fioor creales @ fine, a fing that
would have disciosad the place of activity. [t is essential to note that
Ihis lihe ‘would have disclosed activity, as a strategy inharein! to the
exhitition 15 to defer the Ine while noting It. The process of noting and
deferming occlrs by the presance of ‘an ordered line of grey concrete
blocks, thres blocks in haight Initiathy it runs alongside the intermal wall,
and then, beginning to ditferantiale itsall, it oreates anather fine. Thare (s




a moment of separation, introducing a lineof difference. In that moment
of saparation the Dlocks: esiablish & distance from the wall, which is
integral to creating the ‘space as the odibition. As the ling of blocks
bagins to saparate from the wall, what had been possible, nemely
tor st on the blocks and lean against the wall, is no longer. possible

A body that could once have lent now must parch. A diferont sensa
of sitting s intreduced, the shilft minor and yet fundamental, Leaning
against he wall, It is transformed and takes on & doukde quality; In this
first instance the wall is no mare than & prop, helding up the Body and
othar alements of the axbibition that alss lean against i Here art’s work
works to subordinate the wall (and the bullding's architectura) to its own
project. As the'other fine ememges — as the blocks begin to part from
the line created by the relationahip batwesn wall and floor—not only s
Ihe body necassarily: repasitionsd; the wall is refntroduced, Thisis the
sectnd aspect, for pow there is a further sensa n Wwhich the wall is part
af the work rather than thare hatsing it

Towards the end of the'exhibition, an end that is equally & beglnning. thera
I8 enatherwall. Constricted of cement blocks It cuts the space; creating
further spaces orslalls. Walls recall sach othar, This wall has, at the vary
least, i doublod presence; it spaces. |t cannot be dissoclated from a
mare generalised Understanding of what can be called the 'wall-effect’
[space creation), which takes place in relation to the body. Equally, the
wall annot be differentiated from ts matenal gualities. These becorme
the site of relationality, The wallls concrate; equally the wall s grey, it s
the site of production in terms of both the concrata Blocks having bean

Bs

produced and the wall tself haying bean bullt, It should be added that a
concern with prodiction and eschewing the etemantal are fundamental
to the exhibition. Even the large pie of earth that i so central tothe
work hos to be understood as mecontextuallsing that which has been
produced.; Earth is the rasull of specific and identifinble activities, Earth
has [is own rigorous: oglc of production. Thome is, however, another
quality to-the wall: abstraction, From the chains pied:on the floor to
the cords hanging frorm the celling, the presence of ohiects |s insistent,
their force king i their matenal presence, which allows lor both extemal
and infemal relations, However, force 16 a guality of objects. When
the objects are defined by ssts-of relations mther than a concem with
contant, then the work of force is by definition ebistract

Stalling 3

With any artwork, aven with the complex modes of presence that
define and dalimit insfalled spaces, it would be possitle to identity its
constiiutive elsments Yet hera the guestions of constitution and what
countsas a disarete object ara reposed by tha work's own activity. Work
5 activity. Hather than being simply abandoned — as if the matarial
presence eschewed questions of ihe abject — stch guestions have
to be rethought in-a significantly different way. The blue of 1he taps that
saouUres the sign to'the wall s repeated, iterally, It forms a line. Fixed to
the wall, approximately 2.5 metres above the ground, [ runs almost the
antire length of ona side of the space. Varous objects contaln elements
of the same blue colour, A metal rod, for example, is attached at ona
paint to the biooks; a blue plastic tub contains scll and wieeds: a seres
of blue meal rods ae joinaed together to construct a'unit that, amaong
other things, supparts a projector casting images on the wall, This
att of projection has, the dual function of further incorporating the-wall
intex the: project whils integrating the project's documentation into the
project itself, Tha wall s, in parl, reworked as a stall; the wall stalling
images. There i & Blue metal boop placed on the blocks and which
leans oh the wall. A large rock is placed on a blus mat. The blue works
bath to individuate and fo establish relations: It is always Bothl [ndeed;
ofize At works beyand the retained necessity of the named object, a
necessity. thal will always aliow the objact to have bean retained, this
instadled without stalling, through the reiteration ol its being named, then
ekentification and refationality Becaome more complax. Artworks cannat
b jLeat described wark ts-an activity,

While it remalins possible to establish relations by noting the presance of
blus, it is'possible to construct a set of connactions affirming relationality
within the overall work by starting with concrete, ar wood or surfaces.
(Cther possibliities also exist) Not only are relations between alemants
constructed, but elamants ara’ themsealves Indhviduated, as any one
object will always be more than the reiterated presance of one guality,

Stalling 4

There exgis a generalised cenogrphical desire, in part explicabla in
termns of the confluence of information.and: mastery, The cartograghis
impliss drives-ha dasira o map as much as [t does the desite 1o list,
But'itis a desire too easily: satisfied) Satafaction might occir with the
production of a plan, Such a respanse isinharently unsatisfactony; the
desire would remajn, The plan does not provide an and. Within cne
specifiic understanding, the conterts of & map or a list ame determinod
Inadvaned by the presence of dalimited and named ohjscts, But {hare
are other modes of mapping. Mapping as a form of discovery and of
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NOTES

THURSDAY 5th AUGUST

OPENING CELEBRATIONS: An opanmg ocourd o mark the beginning of the
axtibitian.

BIKE STACK: Using Facebook the night before the opening, & general
itvvitation = oxtarded to thase planning to ride fo ACCA. | i requeated that
they. push ar Hdie thesr Sk theaugh e adiBition hall and stack them behing
the bessgr-biock wall aiiusted atthe far end of the Instailation

image notes pages 10 - 11

01 filrmeatill faken from mobile camers dolly 55 ons of the recording delices

& @witched on i, 02: tuming of the camess Behind the bosser-biooek wall whia
opening bogins o the floar below /) 03: & parson fides their e thmugh hie
exchipation fall /Y 04, 05, 06: n person rides har biko theough the spece during (he
opaning /67, 08: Maie Shoenmeker and Halan Johnson push thelr bicyses
through the crowd fowards tha bosser-block wall situated af the far and of tha
instaliation f 08, 10; pecple ataciing thelr bikes sgairat the back wall | 11, 12,
13, 14, 15, 16: video-atill sequence taken fram over-heed camena of paopla
parking their baes

Image notes pages 12 - 13

01: Bath Amold and Emil Toonen vieving & collection of objocts (ping wooden
strusturn; auminiumn chaln, plaster cast rock, polyunathane: coste of masking
tope, pohyursthans casts of wooden ength femponmly positioned atop the
basser-biock pier i 02: Jethno Harooust viewing thetog of a matal chain joimed
to & matal atructurs (hat = painted: Bloe and sttached to the wal four miters
above head-height f 03: a person lasling out the tension of the cord connecting
the painted concrate objects id & pully in the cailing /. 04; visines viewing 1he
opening from the perspoective ansbisd by the armnn ol beeser-biocks | 06!
Juthro Hareourt viewing & coliection of chjects f 06: peopls using the bedses
block ring s & saat fwith biue metal hoop] [ OF, 08; imigSatons using camera
doliys 1o recold (Hhe evening's events [/ 08, 10, 11: towards the ond of tha
ppning, peckis begin ta ride helr bikes i circles in font of the wall, whie
oifars kick balls around /12 Dan Bell bavirg thi opening with his bilke (13,
14, 16, 16, 17; Vicec-ulill seqgisnte'of peoplé riding and kicking

FRIDAY &th ALIGUST

LAY DOWN: Benjemin YWooos

KPCK: Veronica Cust, Makiko Yamarnotn, Saijiro Nishioka
TAKE PHOTOS: Natala Holloway

general nota:-a monih prior to e project opening, numarous peogls were
invited 1o carry' ot & set of simple actions. An oxtract of this emall fromes
thieas actions: Dot 00000 | arm wiiling fo.irrife yolin become inaived I my
clmant profedc!, presenled &t ACCA, through physical aotion, [ cormstricting
At instatagon involving archifectursll scalid forms, sequences of chjecs,
sLtaces, schons Wi video (see footnotes below. for cetalis), Farts of ihis wonk
e poing 1o be used a5 hackomos for the seging of 8 Senes of simpla Fofons
Videa foolape of these actions Wil be mads and adils profected back irtg Hhe
sttt fthese wil be cerrlial o fagrnemtecl), The deq for these aktans

i that they wil infsyrupl or punciure e profect They wil ingvitaley became
peffanmatie, Bu they will ool be pbliciend as | am hoping that they Docie as
unprediciabialunexpected svents thal ke place In Bursts, withou! becoming
spacianilar Aegards, Banca

1-architectural forms Include: a inrge bessos-block wad ot the end of the space,
‘wonden streena and an areni’ of basser-Diocks thit will encicla the pesimeter
ofthe epate

2 sequences of objects Include: a boulder a pile of aanm, Dult pnd cast
objects; wooden strwdures, & patch of wesos ralocsted {rom a disused sitg in
Flesmmngion

3 surlaces: floo-based iape drawing, fabnos.

4 actions: wil inciude & ball being Kicked, people squatling, peopie laying down
in'tre apace; pushing & cax @ horss will anter

5 video: thera will be video footage-taken of the work in process aver time-- odita
of thiz wit be prosected back into The work in'a fragmented way

list af scripted actions for Invited performers (in no specific arder);

FIND & SPOT ANYWHERE . AND LAY DOWN, STAY IN THAT POSITION FOR AS
LONG AS YOUL LIKE YOLICAN DO THIS ODNCE OF MULTIPLE TIMES /Y FOCK
ONE OF THE BALLS AGATNST THE WALL FDR INDEFINITE PERICDS OF TIME
MIFYOLU ARE RIDING TO THE OPENING BRING YOLUT BIKE THROUGH THE
SFACE AND PARK T BEHIND THE BESSER-BLOGK WALL {f RUN ARCHING,
RANDOMLY, DUTSIDE ON THE GRAMITIC SAND, COME INSIDE AND ASCEND
THE DIRT PILE SITUATED IN THE MIDDLE OF THE SPACE AND STAY THERE.
AS STILL ASYOU CAN - FOR UP TD.TEN MINUTES. MOVE OFF THE QIRT AND
APFROACH THE WALL. STAND N FRONT OF THE WALL FOR TEN MINUTES
MEVE BEHIND THE WALL AND STAY THERE FOH AS LONG AS POSSIBLE
BEFORE LEAVING /f LAY BENEATH ONE DF THE GOLDER FABRICS FOR AN
INDEFINITE PERIOD OF TIME & PLEEH THE BLLIE METAL CIRCLE BACK AND
FORTHALONG THE TOP OF THEBESSER BLOCK RING THAT ENCIRCLES
THE SPACE'S PERIMETER /f WALK SLOWLY ARCLINDG THE PERIMETER OF
THE SPACE IN AN ANTI-CLOCKWISE DIRECTHON. REPEAT THIS CYCLE
NDEFINITELY {f PUSH A CAR INTO THE SPAGE /f RUN AROUND THE SPACE
FOR AN HOUR & WRARNYOLIRSELF [N THE COLOURFUL FABRIC AND LAY
DOV SOMEWHERE ON OR NEAR THE BLOCK PERIMETER /¥ WALK ARCILIND
RANDOMLY: CLAPPING YOUR HANDS AS YOLU WANT T0 [REYTHMICALLY.
FIREGULAALY GR A& MIXTLIRE OF BOTH) /) UNPACK THE FILE OF LOOSE
CHAIN. STRETCH IT OUT AS LONG AS TWILL GO THEN PACH T BACE INTO
AFILE DO THIS AS MANY TIMES AS YOU CHOOSE |f BEAT THE SNARE DRLIM
CINCE N AWHILE BN-AN AD-HOC WAY S0 THAT T BECEMES A PLINCTUATION,
BATHER THAN A RHYTHM | CYCLE THROUGHECUT THE SPACE FORAS LONG
A5 YOUFEEL LIKE J WALK ARDLIND THE PERIMETER OF THE SPACE WITH
ASTICK. DRAGGING IT ACROSS THE HOLES S0 T MAKES A SOUND THAT
GOES: "BRARFAA", DO THIS FOA A MINIMUM OF 10 CYCLES | STANDING UP
ON THE BLOCK PERIMETER 'RLUN A RING ©F BLUE TAPE ACHOSS THE WALL
SOTHAT T ENCIRGLES THE ENTIRE ROGCM



list of scripted actions for Invigliators (In no specific order):

WEAR CE OF THE TEXTILES PRESENT IN THE INSTALLATION | TURN THE
LIGHTS GN AND OFF FOR SHORT PERIODS OF TIME ) ROLL A SPOOL OF
TAPE ACROSS THE FLOOH / SITWITHIN THE WORK /f BLOW THE WHISTLE
AT INDEFINITE MOMENTS [ ACTIVATE THE VIDEOD DEVIGES. PLSH THEM
THROUGH THE SPACE. TURNING THEM ON ANDOFF AS EVENTS OCCUR

list of participants invotved in the project [hllpi'nhllfm_.l ordar):

Erniar Althafl, Androw Atthison, Nick Batty, Ofvia Barrest, Mite Bamatt, Dan
Beill, Eva Birch, Lochio Bratfield, Julie Burslgh, Deanne Bittenworh, Mark
Cioge, Hanna Chatwin, Sarah Crowes!, Venonica Cust, Matthiw Dinvdes, James
Dentshar. Jack Dowell, Zoa Drysdale, Tim Garmiin, Alex Gibson, Gearging
Glarniile, Nathan Gray, Ardi Gunawan, Jothra Harcourt, Blanca Hestar, lan
Hestar, Chnstopher Hill, Natalle Hollowsy, Helen Hughes, Gregory Humblie,
Hatan dohnson, Kiam Keby, Chuet Lim, Al Mann, Nigk Mangan, “Moosa®,
Spijrn Mahiokn, Spirog Panigiabls, Joshua Petherck, Lachlan Pefrus, Geolf
Fobinson, Phoebe Robinson, Saskla Schul, Nick Selentsch, Maithew Shanman,
Utake Shindo, Charfie Salo, sadora Vaughan, Danas Valenm, Marcn Waojclk,
Benjaman Woods, Jason Workman, Makiko Yamamolc

Image notes pages 14 - 15

01, 02, 03: Benjomin Waods lnying down behind a pier of besser-blocka which
sUpponts & colachon of pbjects 7 04, 05, DB Veronlea Ciest kioking a socoe ball
I O Detall of Banjamin Woods |Eying down /08, 08, 10: video-stils of Maldo
Yamerreho and Selifo Neshioka kicking the soccar ball togethes in frant of the
basged-bicck wall

SATURDAY 7th AUGLST
:senﬁ OF SCRIFTED, OVERLAPFING ACTIONS OCCUR BETWEEN
prm -
RUN ARDUIND, RANDOMLY, DUTSIDE ONTHE GRANITIC BAND jf ENTER THE
SPACE: ASCENT THE DIRT PILE. STAY THERE FOR 15 MINUTES. APPROACH
THE WALL STANT [N FRONT OF THE WALL, AS STILL AS POSSIBLE, FOR 15
MINUITES: MOVE BERIND THE WALL. STAY BEHIND THE WALL FOR 10 MINUTES
BEFORE LEAVING THE SPACE (Jack Dowell and his horse hooss) f WALK
SLOWLY AROUND THE BLDGK PERIMETER IN AN ANTI CLOGKWISE DIRECTION
{i FEFEAT THS CYCLE INDEFINITELY (Saskia Schus) 4 WRAP YOURSELE [N
THE COLOURFLIL FABRIC AND LAY DOWN SOMEWHERE ON 0F NEAR THE
BLOCK PERIMETER [Savah Crowest) /1 LAY DOWN, COVERING YOURSELF WiTH
THE LARGE GOLDEN FABRIC FOR AN INDEEINITE PERICD DE TIME [Spiros
Peanigicatiis) {f WALK ARCILING RANDOMLY, CLAPPING YOUR HANDS AS YOU
WIANT TE [FHYTHMICALLY OF [FREGLLARLY OR BOTH) (Lochle Bradfield) // KICK
A BALL ACAINST THE WALL. REPETITIVELY, FOR A MINIMLIM OF 20 MINUTES
[Arci Gurswan snd Klars Kaby) | UNPACK THE PLE OF CHAIN - CREATING A
STRETCHED QLT LENGTH, THEN PACK IT BACK INTO A PILE {Hoien Jobnaon)
{{ BEAT THE SNARE DIRUM N AN AD-HOG WY SO THAT IT BECOMES A
PLINCTLIATION, RATHER THAN A BHYTHM [Sacit Robirson) f FIND A S20T,
ANYWHERE, AND LAY DOWN // STAY IN THAT POSITION FOR AS LONG AS YOL!
LIKE (Deanne Buttorworth] Jf WALK ARCIUND THE PERIMETER OF THE SPACE
WITH A STICK, DRAGGING IT ACROSS THE HOLES S0 IT MAKES A SOUND THAT
GOES; ‘BRARAAR". DO THIS FOR A MINMUIM OF 10 CYCLES (Charte Soio) /f
STANDING LIF ON THE BRICK PERIMETER ALV A AING OF BLUE TAPE ADROSS
THE WALL SO THAT IT ENCIRCLES THE ENTIRE HOOM (Bitnca Hester)

Image notes pages 16 - 17
01, 02,03, 04, 06: Moona, the honsts. eners with Jack Dowell and they ascend the did
piie i 08, OF, 08: Jack and Mooss descend the dint péa-and move Dehind he bossar
ook wall {09 Mocse walches from bebind the wal [/ 10, 11, 12: Vi of B

avert watch 1ha horsa Dahind tha wal /{13, 14: Moose and dack mturm 1o the dirt ple

image notes pages 18- 19

01, 02, 03, 04,05, 06, 07: Den Beall kays down for an hour, He s framed by a
cofiaction of ob@pets rangrg from & we-ionne mudstons rock to @ section of
chain. Ha falks on hia’ mobé phone throughout the process J 08: detall of Spims
Panigirakis laying on the foor beneath a goiden fabc for thiy minutes, whila Sarah
Crowost |ms bensath i otioumd feé-calion fabnc in the background f 09: Spics
Prnigiraks laye on th floor bensath a golden fatds while a vistor spproaches i 10:
Sarah Crowest Eaying Lpen the besser-Bock ring, beneath o colourful fabeic i 11:
detall of Spircs Panigiakis kaéng beneath a poiden fabiic 112, 13,14, 15, 16, 17,
18, 19, 20 videc-glils {aken Fom vidoeo made during the dy's evers

image notes pages 20 - 21

01, D2, 03, 04, 05, 08, 07, 08, 08, 10,11, 12,13, 14, 15 vidac-silfs taken from video
rnade donng the day's eventa i 16, 17: oetails of Cruvle St walking around the
spann with & biue sfick (sea soript notes above) /f 17: detall of Halan Jofreson wit
cham {sen sorpt noses ancval i 18: Datnl of Geoff Aotirson with snare dim (56
acript notes shove] [ 19: datall of Halen Johnson (20, 21: Bianc Hester acthating
té pivoting camera dolly and the mobile video doly [ 22, 28: Banca Heafir adhoring
8 e tixpo fing o tha galiery wall {at masdmonm extent determined by smm's reach)
wiile Saskia Sorud walka around ihe permetar arficulnted by this fing of bessar-biocks

Image notes pages 22 - 23
07 Samh Crowest wenpped in 8 cofouful lait-calico fanns /02, 03, 04, 08, 05,
O, 08: Klata Keby and Ard Gunawan kicking @ bal againad e wall (weh Sasida
Schint and Hesan Johnaon camyng oot their scripted actons) (/09 bios plastic dum
[recycied from & wark By Nicholas Mengan) cortainng earth and weeds relocaiied
from & 'dis-usad 586 in Remmingion 410, 11, 12: detnis of Al Gonawan and
Kinm Ky ff 13, 14; [binck and wiits images) e biue plasto dnum was flod
with earh dug with Ardl Gunawan) kot o pateh of land adiacoht i the Feeway n
Flermmingtin and instalied on she for thioe mongha (alowing fime for tha iocal weeds
1t s thermmeatves and grow) Jf 15, 16 Loohe Badfeld walking end diapping /7 17:
Liochie Bradfield listoning with oyes ciosad

ar



MONDAY Bih AUGUST
PHOTOS OF INSTALLATION MADE BY ANDREW CURTIS

image noles pages 24 - 25

01: concrote object keaning one Lpon the ot (concrete octagon paintad s,
ponombe angle. besserblock, congrate frangle, Back mylon ropa)  02: mourd
of dirt comprised of ten cubic metars of edrth mdistibuted on recont pemnEtions
in Malbatirme /f 03 collection of obiects inatalled. upon the-growund and sftached
1t walll; (GROIUND: socoar ball on loan from Sarmuel Karmers: thty mators af
chain bn 8 pila, g sanes of cast concrotn nbyects f WALL g blup metad siructum
attachiad o he witll four meters above tha grounc, suppoding a ten meterlangih
afehaln) | 04: {dotal) woodan suppart sruchune edomed with aluminitim ehain,
cast tape cirects and & plaster-cast of a biusstonn rodk < empomiily siunded

on bessar-block e 1106; Hoaxirounsd) dirt pile, (backirolnd) wooden supoor
sirlictur with objects /[ 08: colaction of mohiiy chjects inciuding: bite banmm|
acoommadating weeds telocatet! from a disused Urban sin, soocer ball, bl
mietal camera dolly, vertical bie rhetal camen sfruchioe afnched ton bessor-
hinck, siiicong rubber ptied cast from a secton ol the mudstons fock sfusted al
1he sntrance of tha exhibition spasce. bive metal s2eal fing, section of bive masking
tipe running along the gateny's rght-Hand wall, section of the basser-block renn
07 detnil of cast conanale octagen paired pink, connectad 10 8 nylon rope
i threlgh the cailing /08! detall of vartical biue metal Gamars Struciinm
end cast siboane nehbar ohijoat s3laed upan the sncond bossen-biock pler
08: detal of pheoting carmenn dolly and groy wooden 'H atricts. [which was
sometimes ueed o & seppor for the colourful tabna)

THURSDAY 18th, FRIDAY 20th
KLARA KELVY RUNS AROUND
DAN BELL AND DEANNE BUTTERWORTH LAY DOWN

image notes pages 26 - 27

01,02, 03: Klara Kehay' nuns laps atound the parsmastar of the space for 30
rrenutes /f 04, 05, 08, 07: videc-stis of Dan Ball laying oo the return wall- during
fhes vt 20 invigilator tums the lights on and aft /Y 08: soema ViSTors reamngs
{he polden febric. moving it from one of tho bessar-biock piar, to the grey
wioacan 'H' strestens .09, 10,111, 12, 13: vidoo-stils of Deanna Butterwarth
tayirng on the floor /7 14, 16, 16, 17; 18: a vietor to'the space eete out (Ha
mitility of the Boe metal hoop

SATURDAY 215t AUGUST
MARCIN WOJCIK AND GREGORY HUMBLE CYCLE ARQOUND THE
PERIMETER OF THE SPACE FOR TWO HOURS

image notes pages 28 - 25

01, 02, 03, 04, 05,06, 07, 08, 09, 10: Marcn Wotclk and Gregary Humishs
cyeling Eound the perimeter of the gpace whils invgliator Jessio Bullvant tends
to the pivating casmira doly in ofder 1o necord the prooass 115 Mangin Wojoik
and Grogony Himbie oyeing in front of the wall while Ben Lichtensiein and
friand play down-ball ' 122 Marcin Wojolkowith camara, affed fo head-stem of
hioytie (asssted by Soott Mitohed] [ 13, 14, 15; 18, 17, 18; 195 Marain Wijoik
and Grogoty Huftible syt mround this spece while Lachian Petrug kicks the bal|
Bgang the walt

image notes pages 30 - 31

01, 02, 03, 04: video-atiils taken from cerhesd camers dolly. (D52 Gragony
Hismibie about to enciie the 'wall /¥ 08,07, 08; videc-atifts tawen from fixed
camara struclize of Marcin Wojdlk and Gregery Humble eytSng arcund he
bessar-biock wall i 09: detod of Gregory Humble & 10; datail of Margin Wojclk.ff
11, 12, 13, 14, 15; details of the space during the esant /18, 17,18 tyrd fraces
felt upcan thi floor

DATE UNRECORDED

INVIGILATOR LALRA CASHMAN PLAYS WITH THE BASKET BALL AS
ANOTHER INVIGILATOR FILMS THE PROCESS

Image noles pages 32 - 33

01, 02, 03, 04, 05, 06, 07, 08, 08, 10,11, 12, 13, 14, 15 video-siia with bask
ball, wall ard Solouted sormen




SATURDAY 4th SEPTEMBER

GEOFF ROBINSON DEVELORS A TWELVE-POINT PERFORMANCE' WHILE
ISADORA VAUGHAN RUNS, AND SASKIA SCHUT WALKS, AROUND THE
PERIMETER OF THE SPACE FOR AN HOUR

Ganeral note: Gaoff Robinson devesops a pedormative avent [hal expands upon
the exprriancs of worldng with the enare drum rom Saturday, Tih Abglst. He
umes wooden stekes to articulsle 12 points from which lo make recordings: Upon
this-Geott Writes i anamal; i moaeds 0 your sugaistion of contrbuting Lither
fo the show | have been thinking of idoas, particirarky evolsang fom the bad and
cirrn soinds | was Crealing iowands the end of the day fon August Tifi). Fyou ae
sfill hapyoy dor rme o cohtribota to the show | wouid be kiven 1o go in for T hour and
perira sourd penemting Hrme-wovk, Prartly ieapied By the Max Neohais plece
@l BUA Baacon, | wil Use the permeter of the roam and the diopnaiig ol the yalow
bl anto the scare on the prodind fo mark he e within g bocr, | will oo the
plnmee into 12 pats of & rnlngtes, Withirt ihe'5 minigtes the ball will ceop atan
BV T LBing | ciok o time the e, As | move o sach poin the ball wal drop
At an ncreasad me La the Sall wilf oron once i e 5 minutes S pant 1 and evary
iUt in pan 2 el Whst will start 8= fnfesrmihant sonic event wal Becoma mons
sistained feading up i the hode | waukd aiso be'resr (0 sound recoed the resiis”

image notes pages 34 - 35
01, 02,03, 04, 05, 06,07, 08, 09, 10, 11, 12: stakes postioned at various
locations: throughout thn Instafation

image notes pages 36 - 37

01; Blanca Haster adheres a filty-two metar strip of blue masking tapa akang

the fioor |/ 02: dotall of recording dnveces amployed by Geoff Bobinson ) 03,
04: detnll of G2aft Robinsen making recordEngs while tsator Vaughan runs 1
pormetar of the space for ohe how [f 05z detail of Geoff Robirson ond Bianca
Hostar /08, 0T, 08, 09: videa-stifis ol evant 410, 11, 12,93, 14, 15, 16: datalls
of pvarlapping cyclas

image notes pages 36 - 39

01, 2, 03, 04: dintail of Geolt Rchinsan al the kst of the 12-pots, droppirg the
ubbor Baill on the anare drum, white lsactans Visghan runs through the space and
I fom, past Geolf @ intenvals ' 05, 06, 07, 08: video-stils of Saakio Schut reading
whila iying on & golden fabrig {taken from overhead camers dolly] /7 08: deted of
gosden tabric i 08 dedall of Saskis Schut

SATURDAY 11th, TUESDAY 14th SEPTEMBER
DOMENICO DE CLAHID MARK CLOSE AND SOME (UNKNOWN) VISITORS
KICK THE BALL

image notes pages 40 - 41

01,02, 03, 04, 05, 06, 07,08, 09, 10, 11, 12, 13, 14, 15; video-atilis. taken from
vatious camara engles, of Domenico de Clana kicking the socoer bal agang the
wall [ 18, 17 Mark Closo kicking the balfl againgt the'wall ff 182 a group of visors
jecking the ball f 17; = visior spencs some fime in the exdition and manipuates
the location of a few ot the obiects, at trsa instance he drags the alurminiem chain
{hrough the spdce and towerds the Back of thi wall

WEDNESDAY 15th SEFTEMBER, THURSDAY 16th SEFTEMBER
SPONTANEOUS EVENTS AND SOME SCRIPTED ACTIONS

Image notes pages 42 - 43

01 dintail] of \esitor dnsgging the o chiain Birough the spaca and botindg the
wail /02 & visllor attempts 1o scale tho wall /) 03: 8 group of visiors bulld a set of
poais wih some heseerblocks and play 2 game of soccer /043 Moose and Jack
Diewvedl posty on fop ol the dint mound /) 062 viced-still of the wid space siiuated
taeshintd 1he beases-block wall ff 06, 07: Zoa Dryacnde hsacks i (roup ofschonl
children beterxd the back of ihe besserbiock wall if 08, 09, 10, 11, 12, 13,14, 15!
wden-stills of sohbol kds playing with tho bed &t the back ol the bassortsack wall

Image noles pages 44 - 45

01, 02:-school kids sxnlana the work and play infoont of the camars /) 63, 04,
05, 08: Luka Pither and Nichcles Mahgan assist Bianca Hester to push a car into
the gpacs /i OF, 08, 09: Sarah Crawes! wiaps hersalf in the colouriuf Iabnc-and
feys Lipon 1ha bassnrblock padmator | 10 Nichalis Sesenitash Brings a8 rackot
Info the space and ploys 3 aolo game of tennis against the wal 1 11, 12: Jathro
Haroourt lays down bihind o wall fof an hour

Image notes pages 46 - 47

01, 02, 03, 04, 05, 06, 07, 08, 08, 10, 11, 12: datalls of Jattro Harooud layving
botind he bassarbiock wall bt relatonship to thiy othor obiscts comitaing tha
Iratnllation

FRIDAY 17th SEFTEMBER

EENJAMIN WOODS AND DEANNE BUTTERWOHRTH LAY DOWN

MARCIN WOJCIK AND SEIJIRO NISHIOKA KICK THE BALL WHILE
VERONICA CUST LAYS DOWN AND NATALIE HOLLOWAY TAKE PHOTOS
THE HORSE ENTERS

image notes pages 48 - 49

01, 02: Bonlamin Woods lays down botwesn the decorative screon and the
rmudstona () 03, 04, 06: Benjamin Woods lays down in ihe space whare the ring
of besses-Eocks departs frorm the wall /f D6, 07, 08: Banizmin Woads jaye down
In'front af the besserblock wall (with scccer ball and triangulis cast concrate
forrm) 1089, 10, 171: varicus detiilts of Benjamin Woods ianng down benaath the
puiden falei

Image notes pages 30 - 51

01: Bengamin Woods layve-gown adgcant o the decorative screen and mudsions
rock [ 02: Varonica Cust layve down on i ring of bessar-olocks that merk oud
fhe spaon's porimeter | 03,04, 06 Marcin Wojoik and Seifira Nighiosa kick tha
ball fogether in frontof the wall /7 06, 07: Deans Buterworth lays down betwean
the: prvoting comara colly-an the nng of besserbiocks [ 08: Mot and Jack
Dowell enter-the spacea 7 09, 10: Mocse and Jack Dowall eiter the axhibificn
space and ascend the o plle



SATURDAY 18th SEFTEMBER

HORSE ENTERS

CHRISTOPHER HILL AND JO5HUA PETHERICK PERFORM FROM THE
CABIN OF THE CAR WHILE NATHAN GRAY AND BIANCA HESTER ROAM
THE SPACE SOUNDING A TRUMPET AND A WHISTLE

image notes pages 52 - 53

01, 02 the horse aacends the ot pea, apitated, All of-a suddon he sinsches out
hig legs and proceeds lo uinale so heavify that that i cascades in tw dinecbions
and pools on tha fioor! \Winesses 1o the ocoumenca semam in dofight // 03: a
greup of ant studants Is prasent during 1he evant and they draw pictunes of ihe
spectacie (mage of horsa by Corfena Ludics) (f 04: 'detall of txine podling o the
floar /f 05, 08, 0T, 08, 08: Christaphoer Hill and Joshia Petherck perform frem
within the cabin of the oar. They ftocess music throlgh' e computed prograrm
that slows sach 'song down bevond recogrition. Inftially they' play wilh 2 goofs
ciosed, The solnd s Heavy, Thoy ooan the carand the sound fioods mto the
space f 10: Nafhan Gray and Blanca Hester performing tnushpet and whishe
Intesmittently, in & call-and-responss fashion ff 11: Bianca Hester standing on the
ririg of besser-hiooks - biowing he whistio /125 Mathan Gray playing trompét i
responsa i theamplied sound emiiied from the car sound syatam

DATE UNRECORDED
SHIFTS AND ALTERATIONS

general noles; ovor tha Hutalion of the exhibition meny of the obiects pocunled
muiiini posdtiona, throlgh baing Leed and redstributed during pedormonces, or
by the imagilatons, or by Visfors 1o the space. Balow are some of those obiects
poationed at dfferent momeants dunng 1he exhibition s ime frame

image notes pages 54 - 55 :

01 caut polyuraitane obiject of o ane meter lepgth of ping posflicnad on top
ofa'goiden fabro /f 02 & 'tangle of chains end elastc// 03; sections of chalns
and cast conoratn objects streiched tatght aoross the tioor i 04 saction of
bessarbocks relensed from thoir positian within the block-nng and mstackes
by @ st ([ 05, D62 detri| of another section of restacked blocks /f O oatnd of
biack plastor oast made fram & reading faken off a face of the mudstons rock,
pasiionad in front of tha sarme rock 08 fanghe of chains/f 08: pine suppo
sinecture accommodating a/length ol Blue dowl Jf 10: sengih of pine- poaitioned
o bop of tvo cast conorste obiaots [f 112 seclicn of the lange mudstohe rock
east in siiconn rubbar, pasitiannd an fop of a gelden fabrde 7122 back comer of
Ihe-spaco, framed By a cunve of bessorDlocks Jf 13, 14: section of bossor-block
ting with mabile camera dolly and blue metal rfing

FRIDAY 24th SEPTEMBER

UTAKC SHINDO AND AN HESTER LAY DOWN

INVIGILATORS HAMMA CHETWIN, EVA BIRCH, GEORGINA GLANVILLE
AND DAMAE VALENZA PERFORM A SERIES OF RE-ENACTMENTS, OF
EVENTS WITNESSED THROUGHOUT THE PROJECT'S DURATION

‘note regarding invigilator ‘re-enacimant’ performance: While talking to Hanna

Chatwin one wees, | realized that the mvigiatom had withBsssed many svents
perfarmed by visitors to the space 'wrofe an emall asking the-imigilators 1o
consider Usng these observations as mededal for a parformance. Faliowing is
an exirngt of this emaif "PERFORMING OBSERVATIONS - Last Friday | visiled

the space witile Haringll was svigiafing, and during ‘o discussion she naraled
soime inbresting avends penerafed by acdnos musmibes which She winoessed
that gaid It ot me thimking that you have all seen pecile sngams with the wovk

T verying Weys — énd 50 you eaeh hold & padictiEn memany. and adpenence, |
thotght It would b Fevresting fo position your hssrations s & s of starting
palnts for & groue parformance. This ioen @ it we scheole g two Hour Window
of time winere-sdrre af e imiglats rmeal ingather i the Soace to perfarm oul
spime of the achonsleverssimovameits thal yall have witnessed owe the st s
weeks. [ think the mas! penerative way o oo s i3 i you each wiite ciown @ st or
sorpd of what you heve oheaned ang beng i in ACCA and give this sonpf o ons
of your co-warkers i padmn, i he procass of frarseafing thess remoges dnd
than performing tham-oul, an inferssting shit wil ool DGn't worny ahoul Ty
re-anecling what has poctmed— [ mane imtarested in ihe penemtive potential of
this procusst i you s infevesied in baing imoked can pou wite a sonpd of aciions
st Lol wihit o feeae obsened? Pivd s outand Beimg & mlohg, or el
i e before hand, Aomee at ACCA al 3o on Fridey! 241 September 1o hamd your
SO0 8 Co-Warker and in fur 1o perianT somecns el 's sorot”

actions scripted by Danas Valenza:

ACTION ONE: Pick upmicrophone. sing & song that undulates through diffesan
fumes and keya, Using & makimum of & words as rios. These words must
inciuda *family™: and “enjoyment™

ACTION TWE Piace batskottall on top cormer of Iirpe Dessar-block wall al the
rear af the gallary space. The ball must balance perfactly'on the right hand
camat of tha wall fwhan facing toward the rear of the gallary spaca),

ACTION THREE: Usa the shiny goid materal as a cape, Run thnough gallény
space, impersonaling & supar haro. Jump on top of large tock near entrance,
and assume a viotorous' pose.

ACTION FOLUR: Navigule ihrough tho space, whigst rolling the biue metal hooo
miong the ground, Pesdoam this action for epproxmatedy 4 fleps’ of the spaca
Finalty, drop the hoop suoddnty, and stand close-by, manitoting the movemanis
and sounds that ocolr ag |t crazhes

ACTON FIVE: Collect afl-lanmss balls in the gasery, and place them m your Eap,
yout lege may not be crossed,

ACTION S0 Toake the bianket to 1howall, B down with your head restng oo fhe
witd find put-the Biankot over you.

actions scripted by Eva Birch:
ACTION ONE: taka'the Bianket to the wall, e down with your head resting on the
wa and pat fhe blanke! over you.

actions scripted by Geongina Glanville:

ACTION ONE: Pick up the goiden cast object, hold #in your hands for
approsimately 10 seconda, thon (whenit eels righl) pass 1t slowly amund your
body 5 fimas, When you have don this, take a stroll arolnd the gallory space
whisa nursing tho soulpttie, Do (his-as many tmes as feels nght, Repeat the
wile acton 3 fimes.

ACTION TWCE Taka hold of the skipping repe by ane- handle, and gemly drag &
thmugh th space (roughly In a figune B shapa), Yol may repeat this action ns
many fimes as you lika



actions scripted by Hanna Chetwin

ACTION ONE: ko tha patohwork Blanket dndd throw [t ovar thi rock, 0 8 covers
the iop suriBce complataly

ACTION TWC Hang the whistie over the Iower end of the concrate block wall at
the-far end of the gallary

ACTION THREE: Balsnce the dark rectangular pole uf on one of fis ends 5o i can
shand without sumpo. Arangs the chains srodnd 110 & oincie, with the boncrete
biocks that am attnched 1o the chains standing Lp a3 well.

ACTION FOLR: Hang the goiden blanket over tha adver chaln which s hanging on
thi bleck woodan 'H* structure resting on tha right hand wall (when booking into the
galiery Bpaca]

ACTION FIVE. Tales off your shoes and in your socks, wolk srolnd the periphesn!
wall Lumél you cannot go any further without fouching the ground.

ACTION Sk (N8 recuires 2 ofber participants). Play the three-pemon veraion

ol skippng tope fwith & person 1 either end swinging e rope, and tha third
Jming)]), Take intums o e, with each person jumping untd they ip or touch
the rope with ks foat.

Image notes 56 - 57

01, 02, 03; 04, 05, 06, 0T, 08, 08, 10, 111 cotiie of (itaka Shindo aying down
ot various sieges dusing hor action 4012, 13, 14, 15, 18: datnlls of lan Hestor
kaying down at various stages during his-action /' 17: invigilators Hanna Chetwin,
Eva Bich, Gecgina Glamvlle and Danae Valanza meading their scripts prior tome-
pnaching a seleclion of actions that hod bean pbsared duning the exdhEbition

image notes pages 58 - 59

01 Invigilors swapeing scripts with Chaiin Solo ooking-on [/ 02, 03,04, 05,08,

07, 08, 09,10, 11, 12,13, 14,1516, 17, 18, 18,20,21, 22, 23, 24, 250 virkeo and
phalocraphic siils of imdaiatons perfoming thelr actions (sea deatails in notes abova)

SATURDAY 25th SEFTEMBER

PHOESBE ROBINSON LAYS DOWHN

THE HORSE ENTERS ) :

ANOTHER ‘TWELVE POINT' PERFORMANCE IS ORGANISED - extract from an
email from Geofl Robinson extending an invitation to be involved: "Cher tha
past B weeks | havs bean engaping wih Bianca Hester's axhitvbon st ACCA Please
Iaave the windiows GRen oveyright i enashis the fang i dreyin cool air o the
saryy hours of e maming, Bianca inflaly imdled me fo mdks souncds with a.snam
akrarm thitt wiis &0 object presant in e exhibition, This infial imadon opensd ug o
& perfamance | dig seversl weeka an were | used the dmopping of & ball onto the
SOERD i 6 mank e e ovey the dursian of an hous Within itvs pedarmance |
ke e space wilh 12 stakes fagped with sunos e, [ moved fom poin o
point every & minutes and ncreased ihe mfe of e aneamming at each point, BEnca
and [ are cipaniing & pentmmeincd uiising these 12 paitfs when by 12 ppopis
PEToTT SouTs il a cesigreitec ot bt maln paleny at ADCA The perormince
will e 6t Som on Batumiey 25 Sepfember | would ks fo imvile you fo parfinipats ag
poe ol e 12 pedarmers. AU 12 parfernens watl maal at ACCA at 3o, thid 12 Sinkas
will b at the antance of fie exhibiion specs. Everrona wil ke i ske and posiion
i arpwhens i ihe exhibiion soace (18, leening agaits! wallibbient, wedgped in Bk
pacend in ot eto.] This will be the point af whinh esch pedorner wil st upand
begin pararming, Eacy pardormar can phy for o doalion of fer choice, with e
Bom closing time beng Hﬁh@aﬂfarmmnmhm Pﬁrtu'mﬂmw move fer
HHakm i difvent postions within e porformance durrion

people involved;

Litnsn Shindo: sound meaking with body, chiects and afchitaciurs

Chunn Liny: sounds gonamipd fram intiodiiced found chjpcts

Matthew Dis: sustained oyl

Geaff Rotinson; (eedback | mintroduced reccidings of space

Mick Mangan: physicaly playing the car - siamming doors, bonnet, hood
Josn Pefherick: parforming sound/misic fiom within the cor using e steee
Mathan Griyy: improvsed umpal

dulier Burlaigh improvisad recorder

Bianca Hester- manipulating the rmetal haop overground, assisting @t ol and
then drop

Emie Althafi: apa measUres and intmduced ohiects

image notes pages &0 - 61

01,02, 03, 04, 05: Proebe Robinscn lays oown earty in the day, betwean the grisy
H'frarme and the afera of bessar biocks [ D8, 07, 08, 08, 10, 11, 12: the homsa
oriters and cirnbs the dirt e 1o stind beside tha car for 10 mindtes &7 13, 14, 15
the"12-point performance” commences and Geoll Robinson baging recording

the process (16: Emie Althalf with percussion sebup /17, 18, 19: Litaka Shinda
mprenvisangg Wittt cirt and tha wa|

image notes 62 - 63

01, 02, 03, 04, 05 Vickao-sts made whila cverhead camars |5 switchad an /f DB,
07: Bianca Hester manipuiafing metnl hoop so that i irmvess an ollipboal pathary
befoee falling 1o the ground, with Mathan Gray in backgreund (ihis prooess was
agpropiated and edanded from ana of the obsanations mats by Danas: Vislors,
of mvisior engaging with tho hoop a fiv wooks oarfier — sea ADTION FOLE by
Cianee Yalenza in nofes on page 80) [ 08, 08: working with metal noop i 10, 11:
Nicholas Mangan shuiting the bonnet in response to the spatialaunl cyolas of the
rrettal hoto [he maetal Hhaop macks an oredible sound when treeving across th
Hoor - the steol ampsied overy Bt of Giit that i possed over, Whan in motion, the
waight of the stesl ceemed 1o assiet the hoop's resistance fo grandly, With minor
ampstanoe to sal i ol tho hoop would Sontires foll, with B2 twn wesht asising
this Icomation. Thesn whien this hoop wis keft 10 spirn on 85 own, i would rotmb
down towands the gound ina mesmernzing pattem; before crasteng Ioudhy ooiba
toncrate, Somonna commamiad that witnessing the spinhing of tha hoop halped
them boftir uncemstand how pianets ot in Bpace = in oS of their mass in
relationship to the eliptical patways performed by heir trsjectonies A 124 Nathan
Graty rmanipeting chain whils Lochis Brafisld obsenves the pioosss ( 13: Chuan
Lim Inérocsces a matd Bin found oltside this space ' 14: Juls Bursigh on
recarder /i 16, 16, 17, 18: video-shills of Nick Mangan siamming car boat sottly

a1



image notes 64 - BS

01, 02, 03: Nick Mangan and Joshia Potharick working with and within the car ff
D4: Lochie Bradfield elapping sparadically and in oall-and-respongs 16 The othet
aounds odourteg ding 1hoevor? 4 05: Nathah Grisy o 1ha car roaf paying
trumnpet [ D6: Liaka Shinca with aluminsirm chain /f 0F: Matthew Davies working
with sistained cymbals /) 08, 08: detalls of Nicholas Mangan working with 1he
cardf 10z Chasan Lim /7115 Locha Bradfiald [/ 12 dotall of thocarf 13: Lochio
Bracfieia [/ 14, 15, 18; Nake Shindo o the retum wall Jf 17,18, 19 Lioko
Shanda In relafionsp o/ Chiuen Lim

image noles 66 - 67

012 Chueen Lim working with ic of rubbésh bin f Gedlf Robingon and; Nethan
Gray ff Blanca Haster bouncing ball agaims wall 7 02, 03, 04; details of Chuan
Lier nnd Geoff Hobinson | 0&; datalls of Nathan Gray and Chien Lim .06, 07:
Utako Shindo Using the snare driem to fcochet stones thrown by Chuan Lim
from the ciharsido of the room /i D8: dotall of samecne’s body in moticn //.09:
Wazhah Gray on tumpet /f 10: Lochss Braciiaid produting percussiis saunds

with the rubbigh Bin Jf 11: Thusan Lim woeking with the snata drum (122 Bianca

Hestar bouncing ball fof ds lond as potsibla withn 1he space peovded by the
matal boop /13: delai of activity taking plnce bahlrsd the widl [f'14,15.-18:
Chaan Lim, Utake Shindo, Nathan Gray in action i 17, 18: Nathan Gray Hhrows
the riibblsh bin over the wall (the padormance reaches 8 orescandal) /18, 29,
21,222 video-aiils of Ovin Barredt snd Bianca Heater manipulating the ball grd
{he oop i 23,-24: vidao-silils of Cheriotie Dey wistching the hoop in process

SUNDAY 26th SEFTEMBER

MATTHEW SHANNON PROPOSES THAT HE BRING SOME FRIENDS TO
SKATE IN THE WORK _

JAMES DEUTSHER VISITS THE SPACE DURING THE LAST TEN MINUTES
TO PERFCAM AN ACTION

note: bogathar with Chanatte Dy ana Matthisy Shanmon, we docida o gh the ket
day of the projec over to tha skators fo doowhat they want with the space

Imvobving; Matthess Shannon, Alex Gibson, Al Manh, Tirn Ghtriin and Nick Batly

image noles pages 68 - 69
01, 02, 03, 04, 05, 06, 07, 08, 09, 10, 11, 12,13, 14, 15, 16, 17, 18, 19. 20, 21, 22,
23: parts of tha work ang apgropdabed o8 series ol mmps and jumps

‘Image notes pages 70 - 71

01, 02: biocks from i pecmdar e Used i evalop o oo fump 1 03,04, 05,
06, 07: delails of ofe of tha rarmps. using biocks &nd piy from the Slode-room /f 08:
Jarmes Deutsher disils the prosect ten minutes before ciosing time to padoer /09,
10, 11, 12,13 Mdeo-slils of rtating hoop with James Dattshar runiing arolsd
frenaticaly’ [ 14, 15: James Dewtsher skipping on op of the Tnudstane rock
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Elermmnta of [Mis work wonn devalooed and bull with ot Thase alernents Eciudn:

Besser block parimeater

Conicd with mssintancs from Sasiin Schut, Gragory Husntin, Ar Dybel, Chiristte Dy, Datren
Miria, Cotaly Shob. Blalta Kody, Abcil Abcuish, Jaften Harcoor. Ben Tatortn, nadion
YaLgnan, Wil Hiithoobe, Lacm Whitark, Anna Milee Wamar

Besser block wall
Beilt by Anthoiyy Cribby s Darmien Crinh

Tape flacks on fioor
Lt with messassnnon froom Sakkia Somat i leaciann Vgt

Blue metal structures
Fut by erpdy ol
Mlacts Wit assstarcs o Challe Sohy

Weed bucket
g int Al 200 with el Diunasan on i discmod st i Ferrngion acfocmi oo sy wal

Technical assistance
Wonil-ruking apsistanca! Bath Amoid - Seoft Maches and Abdul Abdluf

Pemmbruction msstincs! Nick Manigen. Bl Sealen. [Use Pithor, Charmen Mune.
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