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Research Diary Statement 
 
 
 
 
 
 
 
 
Existence is built from the rationalisation of our sense perceptions and this process is 
unreliable and far from authoritative. It is malleable. Exposing these weaknesses in 
the scaffold of reality can lead to a questioning of previously unquestioned 
structures. This questioning could contribute to a de-stabilising and revolutionary 
effect upon the individual and ultimately therefore upon society. In line with this 
thinking  I am interested in the notion of ‘noise’ and how this is perceived, processed 
and designated. By instigating in a viewer a new relationship with and approach to 
encounters with ‘noise’ the artist can successfully achieve a de-stabilisation of 
accepted structures.  
 
Another area of enquiry is regarding the use of ‘the extreme’ such as bright lights, 
very loud sounds and extreme intermittence of exposure to perceptible forces. 
These tactics can be used to disorientate a viewer. In this state of disorientation the 
viewer seeks re-orientation and it is in this process a questioning of what is solid can 
occur. Whether a realignment or new outlook is achieved is perhaps irrelevant, the 
important element to this experience is that through the experience and the 
memory of this questioning process, the viewer becomes less confident in their 
automatic acceptance of these received perceptions. 
 
Another method of creating this ‘questioning’ state in the viewer is through the use 
of dislocation, modification and translation of the forces of perception. This could 
take the form of translating sound waves into light, taking a sound from one context 
and adding it to another, or altering the natural propagation of sound waves in a 
given space. This method can also be applied to objects, concepts, rules or 
situations. Again the effect that is facilitated is one of disorientation or cognitive 
dissonance. The goal being a forced re-evaluation of the way sensory data is 
processed into experience of the world at large. 
 
An ideal context for the exploration of these ideas is contemporary art.  Through 
many years of making art within the live music sphere I have become frustrated at 
the formulaic approach to presentation and the lack of opportunities for originality 
in concept. I feel the contemporary art world offers a conceptually wide open 
context in which to explore my ideas concerning perception and experience. 
Gallery/performance viewers offer themselves up for new works in fresh formats 
and there is an inherent pleasure to be gained from ‘newness’ of the experience. 
This is fertile ground for questioning structures of perception and the perception of 
structure.  
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The facilitation of experiences outside the designated gallery/presentation area is 
also an area I would like to explore. The ‘willing participant’ to the gallery experience 
must surely react and digest these works in a differing manner to she who stumbles 
across (or is accosted by) them as part of their ‘daily life’. How is this different? Is the 
effect/memory stronger or weaker? Is the experience still perceived as a positive 
one? 
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Amy Cunningham 
 
 
 
 
Amy showed an approach to research as a journey toward making work through an 
amalgamation of interests, instinct and technique. 
 
She showed us examples of her own and other artist’ output, and went through the 
stages she takes on her way to work: 
 

1. Identification of interests –  
i. Trailblazing females working in areas of highly skilled technical competence 
ii. Video and photographic representations of these females, and females in 

modern culture, involved with, and in relation to technologically cutting 
edge practises 

iii. The works of other contemporary artists working in fields similar fields 
 

2. Instinct – 
i. Looking at and responding to the photographic record of female 

endeavour 
ii. The singing human voice as carrier of text 
iii. Responding directly to the artworks of other artists 
iv. Enjoyment I the tactile control offered in video editing software 

 
3. Technique- 

i. Using sung texts, appropriated physical poses and video as a final 
medium 

 
Analysis, 
 
Amy offers a form of research that is a balance between her various interests and 
artistic instincts. I would call this method of approaching work a ‘composite’ method 
in that it is not wholly instinctive and not wholly theoretical but a compositing of 
parts into a final whole, which exceeds the sum of those parts. 
 
Conclusions, 
 
This approach seems to lead toward making work that can be subtle in its thrust (the 
examination of female roles, an awareness of deserted industrial spaces), layered in 
its meaning (images as social memories and signifiers of structures), and yet still 
poetic through its retention of instinctive and creative aspects (the human voice, 
intuitive melody and musical composition). 
 
Relevance of this approach to my own practise, 
 
I believe there must be an element of this way of working in most artists’ 
methodology and there is definitely an aspect of this within my own ways toward 
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work. I found the subtlety in which Amy brings her various ingredients in to the mix 
to be interesting when judged in relation to my own more ‘sledgehammer’ type 
approaches. It seems in the subtlety of the layering of elements in the making of the 
work there is therefore an available subtlety and depth to the possible readings of 
them on the part of the viewer. 
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Charlie Hooker 
 
 
 
 
 
Charlie showed his approach to research as finding a starting point within his set of 
interests that he isolates and explore in depth. This continued and focused research 
culminates in the materialisation of a sculptural form or performance (often 
involving sound), which are developed for specific external projects. 
 
Charlie showed us examples of artists and their work that had a formative influence 
on his own burgeoning practise. An interest in avant-guard sculpture work, the 
immersive installation works of Joseph Beuys, a fascination with science through 
childhood visits to the science museum (which have matured in to an adult 
fascination with cosmology) and an interest in the possibilities of sound as a 
medium, have all fed in to Charlie’s current practise. 
 
The main aspect of this presentation was a focus on taking work from the studio out 
in to the world, be it in a gallery context or as public sculpture. 
 
In brief Charlie’s research method could be seen as: 
 
To identify an interesting aspect of the world or the universe 
To research this through the looking at and reconsideration of objects/techniques 
within that realm with the eye of the artist 
To repurpose and present these techniques and objects in order to create a poetic 
and experiential artistic consideration of the ideas 
 
Analysis, 
 
Charlie offers a form of research, and an approach to making work, that involves an 
in-depth consideration of a specific aspect of an element that makes up our 
experience of the world. He explores a connection with science that retains the awe 
and poetry of the idea and doesn’t back down to the cold empiricism often found in 
purely scientific approaches. In doing so he re-inserts the human back into science 
and underlines the integrity of perception and emotion in our consideration of the 
universe. 
 
Conclusions, 
 
 
In looking at the various works Charlie presented I noticed some parallels with my 
own work in that I am also interested in the experiential human reaction to 
perception, especially involving sound. I noticed too that Charlie is unafraid to use 
technical approaches and apparatus in his work, something again that I also have 
incorporated. In looking at the ‘case-studies’ Charlie presented I was able to find a 
correlation between the ‘successes’ of the work (both subjectively, and technically) 
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and the complexity (and amount of layering) of the ideas being explored. I found that 
the wide scope of the work Twins seemed to lead toward many variables within the 
final presentation. This in turn seemed to lead to complications and compromises in 
the presentation (compounded by the public location of the work, and the 
problematic requirement of maintenance within that context). However, if this is 
contrasted with the elegance and relative conceptual minimalism of the work Audio 
Accompaniment you can see that there are perhaps advantages to the latter in terms 
of it all flowing together. Although, with its use of sensors, midi, computers and 
other technical paraphernalia, Audio Accompaniment, in its elegance of idea, 
manages to sidestep many of the possible compromises involved in its presentation, 
and in fact on the contrary, flowing from such a conceptually elegant idea, tough 
decisions on auxiliary elements such as location, framing, maintenance and audience 
engagement all seem come easily, and moreover to positively contribute to the 
highly successful whole. 
 
I find this realisation very useful indeed when applied to my own practise. As I am 
also working with sound and concepts of audience experience I often incorporate 
technical apparatus in to my works, and I often hit stumbling blocks, such as how to 
control sound bleed, how to suspend heavy things from weak ceilings etc… I also 
often have to make tough decisions before making a work in choosing which ideas to 
pursue, often in light of the technical considerations listed here. In noticing the 
correlation between the elegance of the idea (as opposed to the technical 
considerations, which seen in this light are actually almost irrelevant) and the ease of 
installation I have made a breakthrough in my own approach to research decisions 
for future works. When deciding if the technical shenanigans are really worth it, 
rather than asking myself if the idea for the work is strong or important enough, I 
should be asking myself, is it elegant enough? 
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Research Week: Performance/Sculpture 
A presentation and debate on the subject Performance/Sculpture 
 
 
 
 
 
Sean Dower and Amy Cunningham presented their own work in relation to the title 
of the seminar. Sean’s work involved both an actual performance and a separate 
(separated) sculptural element. Amy’s work was much less delineated with sculptural 
frozen body poses (in reaction to sculptural works) presented as performance 
(within a video work). 
 
Through the presentations and subsequent debate, interesting ideas about the 
differences and crossovers between the 2 disciplines were discussed. A very 
interesting line of thought was to explore our value judgements about the ‘live’ 
experience i.e. the thrill of things happening in the now. It seems that this is an area 
fixed sculpture has difficulty presenting, if in fact it ever really wants to. 
 
I forwarded the idea that all sculpture is by definition a document - a document of an 
idea, a document of a performance, a document of an action. Where as live work is 
not, it is present, it is a first hand experience.  
 
Conclusions: 
 
I have done, and do performances. I relish the excitement and freshness of working 
in the moment with an audience to create something there and then. It is a first 
hand, shared experience. Attending this seminar and thinking about these subjects 
certainly brought some of these ideas back to the forefront of my mind. However it 
also reminded me there is a depth and a certain preciseness that the fixed sculpture 
can bring, the revision and decision of what to leave in/out offers the chance to 
refine and pinpoint an idea.  
 
I am interested in real experiences in the gallery space and beyond, but I feel the live 
performance space (theatre / live gig…etc) is too tied to formats and traditions. The 
crowd too well know the drill and the experience and although sometimes 
transcendent it can often be a simulation of an experience (lights down, band on 
stage, lights up, encore, applause… etc.).  Contrary to this live performance in a 
gallery is also encumbered with its own baggage and limitations (acoustic 
environment badly suited, audience so unfamiliar with where they should stand and 
how they should react that the piece becomes a self analytical experience). 
Therefore I feel one answer to this conundrum is this; I am looking at the use of 
setting up sculptures and environments that are real live experiences in themselves, 
and although precise and controlled they contain indeterminate elements that make 
each viewing singular. Basically tring to combine the most powerful aspects of both 
sculpture and performance in to one space/experience, with the ambition of this 
having the strongest possible affect on the viewer (as opposed to being an over 
ambitious and god-like Gestamkunstwerk) 
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This seminar helped hone my thoughts on these pressing issues and encouraged me 
in that I feel I am looking into areas that also seem to be unresolved places of 
interest to other current practitioners. 
 
This area may form the basis of my essay later in the course. 
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Research Week: Autographic/Photographic 
A panel consisting of artists and one critic discussed the above title in relation to 
their own practice/output. 
 
 
 
 
 
 
The presentations were all quite different in their approach to the theme and 
although a thoroughly interesting session, I found it hard to extract relevance’s to my 
own practice. The idea of printing in its widest sense, and the concept of 
reproduction were explored. 
 
The first speaker had some interesting points to make about noise – in this instance 
the noise being the dust found on the lens of a camera or scanner, and how this was 
significant in highlighting a boundary between direct and surface experiences. 
Drawing parallels between this visual approach to noise as a sign of the ‘other’, or 
the ‘extraneous’, but not dismissing it, or working to avoid it, but rather embracing it 
and exploring what it can do in an artwork was supremely close to my ideas about 
aural noise and the wider concepts of exploring the unfelt and unremembered edges 
and boundaries of our perception and experience and helped me to hone my own 
theories on the subject. 
 
Although the actual subject matter of this session was perhaps not on my radar I did 
find myself interested viewing the session in a more ‘zoomed out’ view of current 
artistic/academic and research based particle.  For a fair while and certainly more 
since starting this course, I have been questioning the political aims within my work. 
I have always felt that the strength of art to create change lies in its power to change 
minds and to open perceptions to new ways of seeing/doing. However I have a 
concern that perhaps a more direct approach in subject matter or way of working 
(such as community project work in the vein of Mikhail Kirakis) may be more 
effective. However whilst listening to Alex speak I had what some would term an 
epiphany. Alex mentioned lots of fashionable concepts (fashionable for good positive 
reasons no doubt. The artist comes from Glasgow University and I value his presence 
here in light of the things that artists from that institution are doing/winning at the 
moment) in contempory art practice – Palimpsest, Web 2.0, Relational 
Aesthetics…etc. And then he said something that really struck me, he said: 
 
“If art doesn’t involve culture it is dead” 
 
I wrote this down, and in light of his background and contemporary views which I 
value, I took a few weeks to ruminate on the idea and thought about how my own 
practice maybe doesn’t really directly, always involve cultural issues, (it certainly 
does sometimes – the work Sub Culture presented at my crit session for instance) 
and why it is that I have aspirations for helping with cultural progression in society 
and how should that be achieved. I realised its not that I ignore the direct approach,  
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I just feel a more indirect effect, working on people’s perceptions in a much wider 
sense, is the way I can do this. And then it struck me: 
 
I don’t need to make work about culture. I am culture… 
 
Conclusions: 
 
The panel debate sparked ideas in me in an indirect manner that is, not directly 
relating to the content of the seminar. That uncannily led to a conformation that the 
power of working in an indirect manner can be as strong if not stronger than a direct 
involvement in the issues you want to change. 
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Sean Dower 
 
 
 
 
 
Sean showed us his approach to research through a presentation of many of his past 
works and a description of the motivations and technical considerations that went 
toward completing them. 
 
The main aspect of this presentation was a focus on the inspiration for works and 
how a work can be extrapolated from an idea or an object of interest. 
 
In brief I understood Sean’s research method to involve this process: 
 
To identify an interesting aspect or object in the world  
To consider the object’s use or role and how the human body and mind interacts 
with it. 
To consider a way to present these ideas within a gallery context. 
 
 
 
Sean presented a way of approaching the making of works which seemed reactive 
and instinctive. In contrast to the layered ‘feel’ of the final works, it seems that Sean 
works directly on the final idea rather than focusing on theory and how to define it. 
It certainly seems to work. His general interest in the world and the way the body 
interacts with it feeds into his making process to imbibe his work, almost via a 
method of osmosis, with a depth that can sustain prolonged examination even if the 
idea for the work itself came via simply watching a random found film of a clown. 
 
 
Conclusions,  
 
I found the most interesting part of Sean’s research methodology to be the way he 
instinctively chooses which ideas to pursue to completion. I felt a resonance with my 
own practice in that I have many ideas that can only be realised as a final work due 
to technical practicalities. This seemed evident for Sean too. On this subject I asked 
Sean if he had any method for selection of successful works, and if perhaps there 
were many less successful works which he had made that didn’t make it to the 
gallery (or this presentation). His answer indicated that he has an instinctive feel for 
what will work and what will not and that this happens as early as at the conception 
stage of an idea. This way only viable interesting works are made. Reassuringly he 
did also indicate that he has certain ideas that he feels would work but which get a 
negative reaction when explained to peers. It seems he is sensitive to this and takes 
the necessary precaution of re-thinking these potential works. 
 
Relevance of this approach to my own practise, 
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I found Sean’s presentation to be most reassuring. It seems we approach work in 
similar ways (and often in similar media). I admired the instinct and self trust 
involved in his process.  
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Louisa Buck 
A presentation on the subject of the use of Greek Mythology in Political Cartoons. 
 
 
 
 
 
Louisa showed us how and why she came to doing her PHD. Ultimately her 
motivation seemed borne out of a desire to stay as long as possible in the cerebrally 
challenging and nourishing world of academia. And with the combination of politics, 
Greek mythology and the media, who could think up a PHD subject that could 
possibly have suited that ambition better?  
 
I am a massive fan of Albert Camus’s ultimately positive conclusions in his 
existentialist approach to the Myth of Sisyphus, and it must be said that book and 
the attendant myth do actually make up a fair percentage of the rational behind 
what I am trying to evoke with my art practice (looking at the times the rock is 
bouncing back down the mountain, making solid the cracks in the days, highlighting 
true experience amid the trudging automation…) it’s fair to say the subject matter of 
political cartoons in the presentation is not necessarily an area I am particularly 
concerned with or interested in.  The examination of semiotics, intertextuality and 
reception theory were lucid and interesting. 
 
However I did find the session extremely interesting and informative in looking at 
the process of undertaking a PHD. It isn’t something I had considered in any detail 
before the session. I am now much more inclined to look in to the possibilities of this 
myself. 
 
I would be interested to know more about the details of doing a PHD – How much 
does it cost? How long does it take? What opportunities does it open up for me once 
completed?  
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Nadine Feinson and Samuel Herbert 
 
 
 
 
 
Contemporary Painting Debates. 
 
Nadine presented first. I found her presentation fascinating in its depths and 
contradictions and also in the incredibly sublime and impressive paintings on display. 
 
Opening with an acknowledgment that she ‘did not possess an analytical brain’, and 
that a ‘technical experiment had led to 5 years of work’, Nadine went on to describe 
some of the most interesting concepts and related reading material I have heard so 
far in the module. Things I will be exploring in more detail: 
 
Phase Transition 
Painting subject to natural laws 
Henry Bergson – Time and Freewill 
Brian Massumi – Parrables for the Virtual 
How does movement affect sensation? 
Daniel Wilhelm (check name) - Deformed Discourse 
The Perfect Cannibal 
Heterogeneity 
The Blot as a Quasi-Animal Process 
The Intuitive Hitch 
Extending Painting Into Your Imagination 
 
Nadine concluded here presentation by looking at the reletion between Painting and 
writing and their ways of forming meaning. She explained how she has been writing 
whilst making paintings as a recording of the thought process behind the shapes and 
strokes. Fascinating. 
 
Conclusions: 
 
Nadine showed an absolutely positive combination of theory backing up creation 
and vive versa. I found this an inspiring demonstration on the wider effects of artistic 
endeavour, beyond the work, in the society and the realm of ideas. I will take from 
this presentation the idea that to fuel the mind is to fuel the imagination and the 
creative spirit.  
 
 
 
Samuel Herbert concentrated much more on issues within the art world and 
specifically within the realm of modern painting. He focused on ways that one could 
justify one’s practice in the face of post modernism’s ironic glare. Titling his 
presentation ‘The Empty Gesture’ seemed risky and perhaps a little rude in light of 
his standing next to an artist who had made a career out of abstract gesture based 
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painting. However what followed seemed to me to be a complete vindication of 
Nadine’s way of working and indeed of her works themselves. Samuel looked at 
postmodernism and the fall of the big ‘ego’ painters, showed the problems of 
working in a post-Auerbach world as it were. He showed perhaps a return and 
resolution of this problem in the work of Anselm Kiefer and others. Ultimately if 
seeking a justification of painting and of the justification of the (empty) gesture in 
painting he need look no further than Nadine Feinson who’s gestures are in fact far 
from empty. 
 
Conclusions: 
 
This session cemented my ideas about my own interest in art that transcends its own 
context. I am less interested in an art obsessed with art itself (the artworld, the art 
market, the cannon, the institutions and fashions) and much more about work which 
reaches out to the edges of perception and experience, the universal aspects of 
being alive.  
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Matthew Cornford 
 
 
 
 
 
Cornford explained the format of his joint practice with Cross. It is fairly singular in 
the way that they work almost solely for commissions and do not have a studio 
practice as such. Rather, they approach a work cerebrally and this leads toward an 
often conceptual realisation. 
 
Mathew then gave us an overview of the themes he has worked with and of how the 
works came in to existence. 
 
C&C work with the idea as the artwork and although this can be seen as within the 
paradigm of ‘conceptual art ‘ the realisation of these ideas often involves a final 
object or work which can be installed and viewed in a standard gallery context. 
 
Starting with an idea, which at the outset is treated as a full proposal for a final work, 
C&C actually engage in a process of ‘growing a work’ via the process of turning their 
concept in to an exhibit-able form.  Once this process is complete, by finally placing 
their idea back in the physical space, crucially it gains from cultural refractions and 
ultimately takes its place in the wider discourse of the contemporary world.  
 
Their work is an idea, a seed, grown in the soil of contemporary culture. As the idea 
takes on a physical form, a method of ‘critique from within’ happens in which a 
dialogue between the two members of the practice question and discusses the 
outcomes. This questioning can actually lead to a full revision of the work, yet in 
effect it is this continued revision which is the ‘work’.  
 
I admire this practice. I find it a viable an interesting way of approaching what art can 
do and how it can discuss its concepts. The total grounding of works in an immanent 
theoretical framework makes for inherently strong work when judged from a 
theoretical standpoint. The success is found in the elegance of the initial (and 
revised) idea and this often rings true in the aesthetics of the finally installed work. 
This resonates with my analysis of Charlie Hooker’s work shown earlier in the year. 
 
Although themes can range from political (Whitechapel gallery manhole cover, 
theories of ‘work’) to phenomenological (De La Warr Pavilion – White Bear effect), it 
is the idea that is king. It seems obvious to state that this work is never about self 
expression (and indeed it would have no use within this method of work), but if one 
were to be critical it could be said that this marks out the lack of human touch that 
pervades their output. It could be said that this cold reflection and cerebral 
consideration of human culture misses out on the ‘human’ part of that phrase and in 
doing so these works can become mere comments on contemporary life as opposed 
to any attempt to orchestrate any connection or change.  
To demonstrate a possible aspect of this in one of C&C’s works I would cite the 
Manhole cover work. The general concept was to explore the idea of responding to a 
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request to add to a gallery’s permanent collection by ‘taking something away’. In 
these summarised terms the concept does indeed sound gimmicky and clever and 
perhaps lacking in substance or validation and I should add that the conception of 
the idea was in relation to noting the human response to incident of the theft of the 
Mona Lisa in the early 20th century. The artists were interested in the crowds that 
were drawn to see the empty space left behind in the gallery, and although it could 
be seen as an amusing quirk that predicts minimalism, the main interest was in the 
human curiosity and response to the crime; to go to the scene to witness the 
‘absence’. It is indeed an interesting and somewhat charming demonstration of a 
human feeling and a response to vulnerability. So with these ideas in mind and 
during a site visit to the empty gallery space it was noted how in a bare white space 
the details of a room become more evident. The idea was hit upon to remove one of 
the four substantial iron grills covering the air vents. This would create an ‘absense’ 
and would suitably full fill the concept of ‘adding’ to the Gallery collection by 
‘removing’.   
 
So at this point the process (the process I have outlined above) that the growing of 
the seed of the idea and of the critique from within starts up. For practical reasons it 
seems not possible to just leave the hole (which of course would be the ideal 
resolution of the idea) and the next best idea of a Perspex cover again would not be 
practicable. So a leap of thought (and the actual genius of the work) occurred – they 
remove the original cover but remake an identical cover to place in the void.   
 
Here the concept changes hugely, and is a symptom of the process that the artists 
use, as stated above that while in the process of working out how to carry out the 
overarching idea, that idea itself actually morphs in to a new idea which ultimately 
becomes the work. In this instance the ‘removal as addition’ concept, morphs into an 
idea of ‘action as concept’. No longer examining the themes of absence the work 
instead now examines the concept of truth, work, uselessness and action. As 
interesting an idea as the ‘removal’ concept (I would argue more so), but a 
completely new idea nonetheless. Now the response to the work is not a questioning 
of the human reaction to absence (and the bigger human themes of mortality and 
loss that that line of thought can of course lead to) rather it is now about whether 
the other iron grill actually was made and exists, and whether that is important. The 
human element is lost and the piece turns inward to become about art itself - work 
as manual labour versus ‘work’ as conceptual artistic endeavour. Perhaps 
unfortunately, the realm of ‘conceptual art’ is still not free of this questioning of 
validity. Perhaps it never will be. It seems a shame that this idea once based in 
themes of human experience ultimately ended up as an exercise in the examination 
of contemporary modes of artistic production and reception.  This diversion away 
from the human is the manifestation of the problem I outlined above - when 
producing an art made of a theory, often that art will regress back to theory itself, 
thus losing the aspect of human relation that can give it the power to resonate in the 
minds of others.  
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Jac Catteneo 
 
 
 
 
 
Jac presented the idea of Psycho-Geography and directed chance as a way of 
informing our practice and gaining inspiration for work. Coming from a background 
in literature, sculpture and teaching. She has most recently moved into creative 
writing. 
 
She describes Psycho-geography as ‘the hidden landscape of atmospheres, histories, 
actions and characters which charge environments’. 
 
Jac continued to describe this practice as a way or reading the city as a text, as place 
as palimpsest containing strata of history and feeling. She highlighted the ability of a 
place to effect the emotions. Through the use of the situationist technique of ‘derive’ 
one van let themselves drift through a city going to places normally they would not 
and in turn to have new experiences and emotions. Jac talked of Art as de-
familiarisation. 
 
Jac introduced the idea of chance and indeterminate systems to gain inspiration. An 
example was given of drawing a shape on a map and following the line in person in 
the streets, or using a map of Paris to navigate London...etc. 
 
The second part of the session was dedicated to a workshop on the idea of 
automatic writing. 
 
 
 
Analysis: 
 
I am not a newcomer to the idea of ‘Derive’ and psycho-geography. Some years ago 
after reading about the situationists in the 60’s and of the endeavours of the artist 
Bill Drummond (in his book ‘45’) I myself undertook a series of ‘drifts’ through both 
London and the fields and hills of Somerset. I did find this to be a valuable 
experience. The slowing down and the refreshed (and indeed heightened) sense of 
looking and listening you get from drifting aimlessly through unknown streets is a 
rare and beneficial experience. Rather than highlight the details and characters I 
witnessed that could be perhaps be used as artistic inspiration, the most valuable 
part of this process for me was the effect it had on my own emotions and indeed my 
general ‘headspace’. The act of walking through a city without rushing to an 
appointment or searching for a station produced an incredible sense of being in the 
moment and the place. This idea of a refreshed and heightened experience of the 
world is central to my practice. In some ways walking into an installation 
environment can be in itself an act of psycho geography or derive. This is of course 
literally a reality in the age of super galleries such as Tate modern or Baltic. However 
even in the confines of a small single room gallery the viewer can have the same 
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feeling of purposelessness, not there to meet someone or to traverse the place, but 
rather there in a state of openness and heightened awareness, taking in the sights 
and sounds in a way very similar to the mode when carrying out a drift walk through 
a city. This realisation could simply be applied to psycho-geography to describe these 
walks as ‘turning the city into a gallery’, however I founds it more interesting to 
reverse this and seeing the gallery as a place of derive. 
 
As an artist this ‘framing’ of the space in which to carry out your works (present your 
ideas) (carry out your ideas) as a place of drift, (a place where a viewer can lose 
sense of time and obligation, where she can be alert and open to sensory 
stimulation, not distracted, not a passive player in the artist/viewer relationship, an 
explorer of new unknowns) is an effective way of approaching the final presentation 
of ideas. The gallery as place of drift and heightened senses, as opposed to place of 
cerebral study, not a place of entertainment, not a place of worshiping the beautiful, 
not a place of contemplation, but a place where you are, where you can feel 
yourself, where you can actively sense new horizons experiences and emotions, this 
is, for me a very important realisation. It can in form what I am actually working 
toward, what I am in fact doing. 
 
To go a step forward and to create environments and experiences that don’t just 
cater to this subtle heightened awareness, not just to offer a pleasing and perhaps 
comforting environment for the ‘driftee’, instead to utilise this mode of engagement 
and meet it head on with a barrage of sensory data, of noise, light and dark. To 
create new experiences that go outside the comfort zone (as many psycho-
geographic walks do, and to great effect) within this heightened environment is my 
plan.  
 
I want to create near life experiences, and in treating the gallery as a place of 
‘derive’, I have created a fertile, furtive space in which to do this…. 
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Sam Belinfante  
Curator of the Listening Show 
 
 
 
 
 
For this session I will be presenting my notes in un-edited form. The alternative 
approach to this diary entry came about as I considered my desire to combine this 
appraisal with the in-depth critique and reaction essay that I am in the process of 
producing following my visit to the Listening show at Baltic39 in December.  
 
In looking back at these notes it struck me that in this format there was a parallel 
between the ‘active’ mode of listening and the way you need to actively make sense 
of what I have taken from the session. I propose that it directly engages the very 
notions of listening that Sam Belinfante was exploring in his Listening show.  
 
This approach also offers a chance to closely examine my method of reacting to the 
Tuesday seminars. I think something honest and interesting comes out of the notes 
below. However, there is a possibility that you have to be me to make sense of it... I 
look forward to hearing your reactions to this in the review. 
 
 
 
Am I curator? 
 
A year thinking about listening (in a visual arts background) 
Listening folds into the other senses – not just aural phenomena 
TED talk deaf musician – Body as larger ear drum – listening extends to touch 
 
Relationship between hearing and listening V seeing and looking 
 
Listening as opening up  
 
Thinking about sound from different positions (not alone in a room with headphones 
as a sound artist) 
 
Started MA at Slade – traditional institution but currently opening up boundaries –an 
outward lookingness 
 
John Cage – The score as bridge between sound image live rehearsal and the concert 
hall 
 
69 – Alison Knowles / fluxus – notations project. 
 
SB found The Book and put on a performance of the notations examining notations in 
the 21st century 
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60’s = fluidity across artforms 
2000 = a retreat to tradition? 
 
Curated a festival – A project to pair painters with singers as way to work with 
musicians. 
 

 
Sonic Vs Visual – a hierarchy of senses – in linguistic terms – therefore his arena is 
now in linguistics 
 
Sonic often relegated to auxiliary space – this mirrors the hierarchy of the visual. 
 
SOUND TERRACE v PENUMBRA 
 
Instead of trying to unite the 2 worlds SB separated them to highlight the problem. 
 
Now playing with the overlaps 
 
On a journey towards an equal moment? Penumbra separates – but the ideal is to 
achieve equality? Can that only happen in a single moment? 
 
The peripheral sites can be appropriate due the toe inherent ‘fleeting nature of 
sound? 
 
Indeterminancy as a retation between sonic and visual. Listening show? Opposite? 
 
Relationships between tech and body and the linguistics of them both being close. 
 
Many chambers many mouths 
Voice as fundamental technology 
Derrida said the voice detaches from the body. Travels from you to another. Travels. 
But retains a fingerprint and a connection. So is still attached. 
 
Antiphonal arrangement of 2 choirs! 
 
Voice as language. 
 
Choir – singular sound and within you have the distinct voices.  
Override the individual for a greater good? 
Cultural productions of sounds created through architecture and technology – byrne 
book – in relation to my choir idea… 
 
Orpheous?? Classic bullshit. Dulllll and insular, outmoded frames of reference lack 
relevance and play to the academic and funding elite. Wait there!!  He did this with 
the  Listening show? Ahhh the siren… hmmm interesting, or just ticking a box and 
nodding the head and doffing the hat..? 
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The power of the disembodied voice. No visual to prove legitimacy. Difficult relation 
between sound an image. 
 
Voice and the lens 
Curation in order to connect vocalists with artists to examine relation between the 2.  
 
Curator as interlocutor between sonic and visual. Not a unifier. 
 
Collaboration is not just venue swapping, must be centered between some sort of 
relationship. (It’s a minor detail but I agree with this sentiment.) 
 
The word Practice is problematic. (well only really in a linguistic game of wordplay, 
the concept precedes the etymology really) 
 
Focus 
Asynchrony between sound and video parallels the indeterminacy between the visual 
and sonic worlds. It offers moments of unity between the 2. Not a simple relation, a 
breaking of the hierarchy. Interesting but why? A more honest artform, a new 
artform, a new way of experiencing art? A new way of considering being alive. 
 
Listening 
Engages with shifting layout, deal with sound bleed. 
Not a sound show (it is)  
Demanding show 
Engages the body – a choreography rather than engagement? 
 
Telephone work – sonic breadcrumbs of the story and also a way of coalescing the 
multiple voices of the protest. 
 
Mute image (the ear work) 
Choir of images 
MArclay - Photogravure etching – cutting holes (bit of a reach this) 
 
Glasses – ethical dilemmas? 
 
Prem Sahib – noise as problem/seduction - can’t shut yourself away but you are also 
missing out. 
 
Problem with concerts – confronted with the experience,  
Sound as offence –  
Art audiences are inward looking and closed as opposed to music fans?? (Hmmmm 
that’s interesting…. but only incidentally) 
The Choreography of an exhibition 
Phillip Pareno  + someone price? (bride laid bare show- I remember strongly wanting 
to visit this when it was on - Look It Up!!) 
Currating time periods 
Commissioning new work to respond to this technique 
Provost: 
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Butter + cigarette, magial in terms of the way they transform 
Butter is seductive, melting, on the edge of dissipatin, make luxurious 
Cigarette – magic removal of health problems/ not burming 
She voices them 
 
DIFFERENCES IN DURATION THAT SOUND CAN ENGENDER 
DURATION AND CHOREOGRAPHY 
 
STIDWORTHY 
PLAYING WITH THE TECHNIACL PRESENTATION OF SOUND / VIDEO 
 
KIRAKIS 
Song is like a siren song again, sound disentangled from the women, a mythical 
quality. 
 
PULLED AROUND THE EXHIBITION BY YOUR EARS!! 
 
 
ILLTEMPO PHILLIPE PERANO MANCHESTER OPERA HOUSE 
 
 
NANCY - LISTENING 
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Session 10 
The Light bulb Moment 
 
 
 
 
 
In this session we were each asked to bring an image or artefact that would 
demonstrate the ‘light bulb’ moment we have each had in our practice. This was 
framed as perhaps a good way to begin looking at producing a presentation on our 
practice. 
 
Initially I felt a bit worried that perhaps I hadn’t had one of these moments, or 
moreover that, like veg, I tend to have about 5 a day. These fears were allayed when 
I started to talk about an aspect of my practise through the recollection of a story in 
which I was driving from Bexhill to Brighton, a journey of about 30 miles that takes 
about an hour. Frustrated with the constant barrage of derivative ‘music’ and soul 
destroying and politically suspect ‘news bulletins’, I searched the radio for something 
to listen to. I pressed a preset button for Radio Reverb (a local not for profit radio 
station that often has original music and sound art programming). As I was 30 miles 
away there was no signal, or rather there was a signal – noise. This de-tuned radio 
station had everything I was looking for; interesting original and evolving sound 
tones and a lack of ideology. I listened happily to the rumbling, undulating bass tones 
as I drove over the rolling, undulating hills of the South Downs. At the top of some 
hills I got a wisp of a ghost of the correct Radio Reverb signal, is strange ethereality 
blurring in and out of the drones. As I got closer over about 30 mins the signal 
emerged and enveloped the noise. This auto-composition was genuinely arresting. I 
genuinely enjoyed it for all its originality, its tone world and ultimately its narrative 
as the true signal fought for my ears. 
 
In relaying this ‘light bulb’ moment I managed to solidify many concepts which until 
that moment had floated around my mind like so many de-tuned radio frequencies. 
Comments were positive from the group and ideas on how to recount this as the 
basis of a presentation were forwarded and well received. 
 
I think for me, the concept of the Light bulb Moment was a bit of a light bulb 
moment. 
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Sue Jones and Mikhail Karikis 
 
 
 
 
 
Sue Jones 
 
Sue gave a presentation explaining her history of working in and setting up galleries 
in London in the 90’s and her subsequent move to Whitstable to run the biennale 
there.  
 
Analysis 
 
Sue has worked on some very progressive gallery shows and seems to always have 
had a pioneering outlook when instigating and supporting projects. Her work with 
Artist seems to be very supportive. Trust and support seem to be key to her method. 
 
In an observation that echoed conversation that took place at the Performance / 
Sculpture seminar last year, Sue mentioned how the white cube format can feel 
dead. After weeks putting installing a show she felt that the response and public 
interaction was missing a live and communal element. This has lead her to look at 
live communal works as a place to work and this has informed her decisions at 
Whitstable.  
 
Conclusions: 
 
There is a feeling of putting the human response back in to her activities in the art 
world. Both through a supportive trust based relationship with artists and by 
instigating live and often intimate communal experiences in an art context but often 
outside the gallery. These motivations chime with my own. 
 
In moving from the gallery Sue explained some of the restrictions she has met. But 
highlighted an idea that actually restrictions can make the work stronger as you work 
around them and focus on what is the important concept (elements here of the 
Cornford and Cross process). Development through Restriction - don’t fear 
restriction! 
 
Empty space is space to think, and politics happen in your head. 
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Mikhail Karikis 
 
Mikhail works in a field that could be called relational aesthetics. It could be called 
project work. These are ways in which politicised artists can operate in the world to 
directly affect change in society.  
 
As I have discussed elsewhere in my research diary this idea of affecting social 
change and art’s power to do this is a preoccupation for me. 
 
As I have experienced the end result of Mikhail’s work in a gallery as a 
video/installation piece (Sea Women @ Listening at Baltic39, December 2014) I have 
first considered him as a video artist. One of which I have utmost respect. 
 
To now consider as a main part of his practice he is concerned with direct 
intervention is quite an eye-opener. His work is a symbiosis between research and 
affect. Between ‘means’ and ‘end’.  
 
Mikhail presented these 3 concepts which interested me greatly: 
 
The idea of travelling to another realm to gain wisdom to help with the original 
realm. 
 
How can we create situations where people feel they have the agency to change 
something? 
 
The political power of love - Love is the institution of revolution 
 
The last one really bowled me over and is the first time I have heard such sentiment 
openly voiced in the contemporary art world since the likes of Yoko Ono and here 
peers from the 1960’s. 
 
Conclusions: 
 
By placing the direct responsibility of his art to affect change within its mode of 
production and not it’s final presentation, Karikis offer a way to create works of mind 
changing power through the means of world changing actions. I simply need to think 
about this more. 
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Mark Anstee 
Context and Effect – a reflection on work ‘Encounter’ by Mark Anstee 
 
 
 
 
 
 
The text that follows is an extended engagement with the Tuesday seminar given by 
Mark Anstee. It is not intended to be taken as an attack on his work.  I find his works 
arresting and powerful. Instead the essay that follows uses Anstee’s work to examine 
the way in which artworks are interpreted, and the role of context in this 
interpretation process. 
 
It appears that Mark Anstee wants to talk to you about war. More specifically he 
wants to talk about the men who take part and die in war and to (literally) mark 
them out as individuals, to be remembered as more than just part of the whole.  
 
To do this, at Flanders Fields Museum, Anstee created a large scale drawing 
produced over a number of days in full public view. Anstee’s ‘Drawing Performance’ 
took the form of many small individual line drawings of soldiers made on opposing 
sides of a large constructed surface. Each individual soldier being roughly the size of 
a 1/32 scale toy soldier, they were drawn evenly spaced in horizontal lines over a 
number of days resulting in a large and sublime ‘army’ of figures. Anstee then 
‘destroyed’ the work, firstly by crossing out the line drawings with thick vertical 
strokes of ink (one stroke for each figure, creating the effect of a marking off of 
numbers), then, once all images have been at least partially defaced, the entire 
drawing surface itself and the structure on which it is supported was destroyed. 
 
The direct analogy with the loss of life in the destruction of war is clear, and made 
clearer when the artist himself refers to the works as ‘monuments’. 
 
Ostensibly the reading of this work as overtly anti-war seems fairly cut and dried; 
however there are some problems evident with this conclusion. Let us begin by 
looking at the figures that are drawn; through their scale they are not drawings of 
soldiers but of toy soldiers. Designed and produced to be played with by small boys 
enacting fantasies of battle they remove us one layer from the humanity of war. 
Drawn on either side of a support that has a depth of roughly 12 inches in order to 
appear as if facing each other, the figures each present us with a view of their back 
as they face away from our gaze. Through this method although we are being asked 
to consider the individual as part of the whole, however through the lack of a unique 
face we place a layer here before our conception of the individuality of these army 
members. Already through this close examination of the details of this work it could 
be said that the initial anti-war reading is not explicit, and is in fact open to question.  
 
Now we must consider the context for these works. Anstee prefers to work in public 
‘free-entry’ museums. This preference is based on his belief that here he will find a 
larger audience and also through the lack of an admission fee, a more honest and 
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inclusive context for the dissemination of his works. Another reason Anstee has 
reported for this decision is the problematic context of the contemporary art 
institution. He has negative feelings about these venues, he says “it’s scratchy, it’s 
‘art’”. Although this is a somewhat vague commentary on the galley context it can be 
taken that the artist feels there is a problem with the fickle and judgmental 
(scratchy) and elitist (it’s ”art”) nature of the ‘art world’.  These observations are 
indeed hard to deny, however it may be worth spending some time looking at the 
topology of the museum (and specifically the war museum) which has been chosen 
as a context in order to asses on what criteria this may or may not be correctly 
ascribed as a more beneficial location for the presentation of Anstee’s works (and 
indeed the presentation of any ‘anti-war’ artworks). 
 
On the face of it the contemporary war museum can be seen as a place where 
people go to learn about the history of war. However, due to the nature of any given 
war as inherently grounded in a political conflict, the (often state subsidised) 
funding, subject matter, presentation style and tone of these institutions are highly 
sensitive and necessarily must be very much embedded within, and responsive to, 
the culture of the society in which they are located. It may be interesting here to 
note that Anstee refers to his works as ‘Monuments’. It may be said that in the same 
spirit contemporary war museums are also monumental in their response to the 
presentation of the history of war. Much is made of the need to remember the dead 
and to learn from history, however in practise these museums present us with a view 
of war that verges on the celebratory. On attending the museum we are met with 
large scale photographs in which the heroism of the protagonists of war is overt. We 
are then regaled with the technical prowess of the machinery involved; often we are 
presented with a full scale replica of anti-tank cannon, or perhaps a heavy machine 
gun. 
 
Now we must be clear and say here that of course the war museum acts to remind 
us of the terror and oppressive reality of war. They do this in respect of the soldiers 
who have fought and died, yet in order not to render their deaths futile; this 
institution cannot openly question the validity or justification of sending these men 
off to die. Therefore the war museum must be seen as a monument to the struggle 
and loss of these soldiers and as recognition of the heroic sacrifice involved. The 
museum presents itself as existing simply as a ‘marking’ of an event. This is 
extremely different than a ‘damning’ of these events, or of a renouncement of the 
validity of the loss of human life as a response to political conflict. War museums do 
indeed remind us, as Anstee does, that individual human beings die in wars, however 
they do not, and cannot, take this further into an ‘anti-war’ message. To do so would 
be to engage in and to refute the political motivations that led to such wars and this, 
due to reasons outlined above, is an institutional impossibility.  
 
There is yet a further and much more dangerous aspect to this reading of the 
contemporary war museum and the included artwork as monument and it is this; 
war museums inherently work to legitimise and perpetuate the social consent to 
war.  
 



 31 

The war museum is inherently embedded within the social culture and historical self-
sense of a nation, and cannot outright question the validity of war, and so becomes 
another aspect and function within the ongoing ‘furniture’ of war. We have wars so 
we have war museums. It becomes simply another facet of a wider culture, like the 
natural history museum and the town hall. Through these non-judgemental 
references to history war becomes just another regular, irrefutable and inevitable 
aspect of our culture. As the war museum is within the society, it can never 
comment objectively on the actions of that society, it can merely mark them, or in 
other words make ‘monuments’. 
 
In this context and with this aim Anstee’s works are very successful. In accord with 
the sentiment of the museum these poignant monuments to the individuals lost in 
war offer an affecting tribute and a reminder of the losses incurred in such battles, 
but as we have demonstrated above they cannot go further than this and be seen as 
‘anti-war’ protest or comment.  
 
This may be in line with the artist’s wishes and we could perhaps leave it there, 
however let us look at how these works may function differently in the context of 
the contemporary art institution. 
 
Without entering into an in-depth analysis of what we mean by the context of 
contemporary art let us split this context into 2 main camps; the private ‘salesroom’ 
gallery, and the publicly funded (and often admission free) public gallery, and look at 
the possible effect of Anstee’s work in each.  
 
Firstly, the private gallery; in this context we have a problem in that the work in 
question is inherently un-saleable in that it is destroyed at the culmination of the 
piece. Rather than rule out the viability of showing the work (there are other ways to 
monetize the relation with the artist - limited editions, auxiliary works etc…) this 
context would very much add weight to the notion of ‘negation of the object’ within 
the work. In an artwork concerned with the individual human death in war this 
underlining of the ultimate destruction and therefore objective ‘worthlessness’ of 
the piece would surely strengthen the argument for reading the work as inherently 
anti-war and add gravity to the piece as a whole. Also to place no monetary value on 
the many man-hours put in to the creation of the piece in public within the private 
gallery would surely infer a strong message about the ultimate futility and waste of 
life represented by the subject matter. 
 
In the public contemporary art institution, although the monetary worthlessness of 
the piece would not be underlined as heavily as in the private gallery, we still have a 
strong difference to consider in relation to presentation of these works in the war 
museum. That difference is the place of the gallery in relation to the culture of the 
society. To examine this we need to look at contemporary art more closely as a field. 
In the modern gallery context contemporary art is allowed (and expected) to cover a 
wide range of subjects with a wide range of standpoints. The context although 
arguably fickle, elitist and judgemental is without political allegiance and rarely is an 
overt ‘message’ presented by contemporary artworks. More and more we see a way 
of working in which artists create works which carry their weight through a process 
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of ‘dissensus’ (Ranciere 1997) within the spectators. That is to say that in a context 
devoid of the required political ‘independence’ of the war museum (which is actually 
not independence but an alignment with the general consensus) the gallery can offer 
works a space in which meaning can be debated and henceforth derived via an 
internal appraisal of the work on show. In this way, and in contrary to the war 
museum, the contemporary gallery can be seen as a space that is ‘outside’ a pre-
determined culture, and from this vantage point a viable comment can be made 
upon that culture.  
 
In these conditions, and outside the larger ‘monument’ that is the war museum, it 
may well be assumed by many that Anstee’s work is absolutely anti-war and against 
the huge loss of life involved, regardless of any sensitivities to a justification of the 
wider political conflict on which the war that brought the loss of life was based. 
 
As inferred by the points I made earlier in the essay, the anti-war motivation in this 
artist is debateable. It may well be that Anstee is content to make monuments to the 
deaths of all these individuals and has no wish to effect a change in which they are 
no longer sent to die with society’s consent. If this is the case the war museum is a 
perfect choice in which to carry out these poignant acts. If however this artist (or any 
artist) does have an urge to effectively comment on, and effect change within the 
society in which she lives, then she must do so in a context that can find space for 
debate outside the currently accepted doctrines. Today it is the Art Gallery and not 
the War Museum that offers this space. 
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David Ben White - 10 / 02 / 15 
Temples to the Domestic 
 
 
 
 
 
 
Ben White gave us an overview of his current practice in which he engages with the 
idea of modernism and how we relate to it in a contemporary context. 
 
Analysis: 
 
White’s relationship with modernism is concerned with de-stabilising the self 
imposed rules and restrictions of the modernist project and the formalities of its 
design. I found his exploration and response to modernism confused/confusing, 
problematic and prosaic. The choice of large corporate institutions as a venue for his 
major works did not seem correct for me. White seemed to have chosen these 
locations through a motivation to respond to the dehumanising nature of modernist 
architecture/design; however the implications of working within the wider 
institution which inhabited these buildings seemed problematic. This direct 
juxtaposition of objects is not enough. Can you ever really question the institution 
from within it? It’s a tricky feat and unless you are Santiago Sierra.  
 
The de-humanisation that modernism has engendered is indeed important. The 
difference in the domestic and that of the workplace is interesting. However, I find 
Whites handling of these themes to be uninspiring and frankly a little insipid. His idea 
of the domestic is not one I can relate to, and in his choice of knowingly designer 
domestic items he makes the same error as did the modernism he critiques – a lack 
of humanity. Although I am by no means a proponent of her piece, Emin’s bed with 
all its visceral humanity would have worked better here. 
 
 
Conclusions: 
 
These works could be seen as interventions, architecturally, sculpturally and 
institutionally. At one point White expressed an appreciation of playing pop records 
within his installation, housed within the austere business focussed institution, 
housed within the modernist architectural building. The idea seemed to be rebellious 
at heart; a loss of control by the institution, mirrored by his installation 
forcing/referencing an architectural loss of control by the modernist project. But for 
me this seemed a thin and flippant result. To infiltrate the institution and cock a 
snook seems trivial, especially in the face of the massive implications of these 
institutions; the death of the modernist project and the globalism that followed. 
 
Ben White offers shiny, controlled, elitist interventions representing the domestic, 
within shiny, controlled elitist institutions focused on business. Which actually has 
more potential when written here than in reality. 
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Relevance to my own practice (written after my second 128 crit show): 
Although my observations above may be read as dismissive, White’s attempted 
institutional critique from within does have relevance to my own recent exploration 
of the contemporary art institution and the structures and design implications which 
are inherent in the White Cube format. Through reflecting on the impact (or lack of) 
of White’s attempts I have had to question my own approach, and here I too find 
failings. Although I do maintain that these critiques are essential, the methods 
chosen by both myself and White have similar handicaps. The critique from within 
can be seen as rhetorical and flippant, floored in its own integration and therefore 
lacking in objective power. I now realise I need to go back to my previous focus on a 
much wider critique and exploration of the human response to these institutions 
through the examination of perception and experience. In this way the institutional 
critique gains power from becoming part of the bigger picture. Through examining 
perception and experience itself I can not only critique the institution but also relate 
it to the wider experience of which it is itself contained. Only as part of the wider 
human experience can these notions be fully explored, and only in a more 
essentialist consideration can the details of these institutional rules and restrictions 
be referenced in terms of the self, society and the world perceived as a relational 
construction. 
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17th / 2 / 2015 
Peer Discussion - Chaired by Louisa Buck 
How can art affect social change? 
 
 
 
 
 
 
 
As a student group we were asked for possible questions to be considered for 
debate. I forwarded the question “Should art affect social change?”. Through a 
preliminary group discussion of the merits of this question the proposition was 
altered to “How can art affect social change”. Before talking about the actual 
discussion that subsequently ensued I would like to look at the essential difference 
between these seemingly similar questions. 
 
When we ask if art ‘should’ work to affect social change our focus is on ‘art’ itself, 
what it is and what it does. We are asking a qualitative question on the agency of art. 
By using the word ‘should’ we are putting front and centre the question of an 
immanent quality within the concept of art that works to affect society; art as a force 
regardless of subject or form. This is of course a huge, and perhaps unanswerable, 
proposition. But it is not unrelated to the subsequently worded question in which 
the ‘how’ of social change is considered. For if we answer the ‘should’ question in 
the affirmative we are actually stating that a thing is not actually art unless it does 
indeed affect social change (in the same way that we could say for example ‘should a 
wheel roll down hill’, if it doesn’t, is it actually a wheel?) The positive or negative 
outcomes of that social change are not being discussed here, but rather an 
understanding of the agency of the artist’s endeavour.  
 
This has a direct relation to the question of ‘How’ art can affect social change in that 
it moves the subject and responsibility of the change from that of the artist to that of 
the form. To understand that art itself is an active agent in social relations is to do 
two things: firstly (for better or for worse) it can open up the possibility of absolutely 
anything to the artist in terms of subject matter and form as they will be affecting a 
change automatically by simply entering into artistic production.  Secondly, it places 
upon the artist a responsibility for the social beyond their own expression or focus - 
for if this power of agency is to be wielded, whatever the artwork,  the artist must 
become aware of their potential power. It may well be consciously ignored or 
deemed irrelevant, but this decision becomes a ‘positive’ (political) one and not 
simply a neutrality. 
 
With this in mind if we move on and now consider the ‘How’ of art and social 
change, we can look at this question in two ways; on the one hand if art does indeed 
carry an agency of change regardless of subject or form then perhaps like scientists 
we could make analyses and hope to define exactly ‘how’ this takes place, or on the 
other hand (and this is much more in line with the actual peer debate which 
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happened) we can look at ways in which we can actively utilise artistic endeavour to 
achieve a specifically motivated change socially. 
 
The two approaches are not incompatible. If we say that (as I believe) all art is 
inherently an agent of social change (art ‘should’ affect change), the question of 
how, or in what form that change can occur becomes one of guidance, focus and 
control with the responsibility for this being retained by the producer. So instead of 
our rational scientific approach to ‘uncovering’ how art can affect change we enter 
into a pragmatic project looking at what changes are desired and subsequently how 
we can affect them. The question put in this way becomes “How can THE ARTIST 
affect social change?” and this question is indeed closer to the actual basis of the 
peer debate that ensued. 
 
Although not really touched upon explicitly in the debate, it is worth noting here the 
role of agency on the part of the consumer of the artistic endeavour in the act of 
affecting social change. This is of massive importance and could be discussed in 
terms of the (social, institutional, contemporary) context of the reception of art. 
However as our discussion group consists solely of art producers we must assume 
this consideration of audience and context as inherent within the process of 
production; that all output will be considered via refraction through this context and 
not simply as a passive reception on the part of the consumer. This is not to ignore 
this variable in the process, but rather ‘to define it in’ to the debate amongst art 
producers on art and its agency. 
 
In a reflection on these considerations between the formal agency of art and the 
subjective focus on pragmatic aims, the peer debate mainly consisted of a 
conversation about the ways of approaching the production of socially affective art.  
On one side we have those who believe in the effectiveness of a more abstract 
creation of an art based on a questioning of perceptions/beliefs/structures; an art 
that works to create questions and not answers. On the other side those who believe 
that to be socially affective art should address directly the pertinent social issues, 
using them as subject matter to be explored with a didactic outcome; directly 
making a comment on issues and the way to affect them. This latter category was 
also discussed in terms of those artists currently working in the field of ‘relational 
aesthetics’. For example the artworks of Mikhail Karikis who goes out into the world 
and works directly with social groups in an attempt to pragmatically affect a change 
in their communities. Although these artists often state that their goal is to 
document and use these acts as metaphor for ways to work with larger, more 
general social issues (to paraphrase Karikis’s words during his presentation in our 
earlier R+_M seminar – “to go somewhere else to seek the answers that we can 
bring back to solve problems here”), I believe that in the tying down of the subject 
matter in such a precise way the wider affect of these works can often be nullified. 
We perhaps become the cat on the carpet that is too close to see the bigger picture. 
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Conclusions and relevance to my own practice: 
 
Although the debate was very lively and useful in honing my ideas, my personal 
beliefs remains the same as they did before the debate: In relation to the field of Art, 
the world and its social problems are far too wide, complicated and varied to be 
addressed ‘case by case’ through the subject matter of specific artworks (this mode 
of direct engagement is more suited to a different field of endeavour – namely 
politics). The power of art lies in its own agency and that agency is made possible by 
the way that art lies outside the functional world of ‘means and end’ ideologies. That 
is not to negate having a standpoint, or an agenda, but it is to place the power in 
addressing these issues within the carrier and not the message. Art has autonomy 
through its creativity; it always produces new things (be that a thing or an idea, or 
simply a new way of approaching a thing or an idea), new ways of 
seeing/listening/being that inherently move us on from the position we were in 
before these creations existed. Art’s power lies in its ‘otherness’ to science, social 
engineering and political administration. If too close an attention is forced upon the 
details, this power will collapse.  As a positive example here, and as I made during 
the peer debate, I offer the work of John Lennon and Yoko Ono – War is Over (If you 
want it). Instead of examining (and tying down) the specific details of a specific 
conflict, (i.e. Which war? where? For the benefit of whom? At who’s expense? Etc…) 
we are offered a position that negates all specific details, and more importantly a 
position that until now (and based on a rationalistic perception of the world) has not 
been deemed functionally possible. The artist/art has offered a new thought, a new 
approach, and a new option in our relation to war. Through the agency of art in 
empowering and facilitating this new idea we are suddenly in a position where the 
transfer of the concept from the world of art to the actual must now be considered 
as possible and therefore up for debate. It has the power to exit from the field of art 
and be originated in the world of the social as a revolutionary new contingency. 
 
Toward the close of our debate a discussion on the merits of beauty and its relation 
to agency in art reared up. Although this was perhaps seen by most of those present 
as a distraction from the topic in hand, I feel it got us close to the essence of the 
problem, (of course, the idea that only the ‘beautiful’ in art is valid as art (in who’s 
subjective terms?) and therefore has agency is floored, outdated and restrictive) as 
the idea of beauty existing objectively as a positive and affecting thing in the world is 
interesting. If we apply this idea to all of artistic endeavour (and not just some 
subjectively cordoned off area) we get closer to understanding its power. Art as a 
thing in and of its self that carries agency, that exists outside all other things and 
therefore can act upon them, as a thing that has a unique and delineated function 
and effect within our comprehension and pragmatic existence in the world. If we 
understand art as capable of being this then as artists we are invigorated, freed and 
ultimately we become essential. In these terms affecting social change becomes just 
one aspect within the totality of the possibilities of the production of art and its 
effect upon the individual and upon the individual within the greater society. 
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Mima Chovancova  
Speaking Colour 
 
 
 
 
 
Mima began her presentation by talking about synesthesia. This relates to her use of 
painting to explore an interface between culture, colour and form. Although Mima 
informed us that she was not a sufferer of this condition, the use of it as a concept to 
explore a way of referencing cultural conditions and in relating them to her own 
expressions was original, clear and appropriate.  
 
Mima then went on (in a similarly synesthetic way) to discuss her use of music as 
part of her process of making work. Mima talked about music not simply a 
background noise conducive to the production of an unrelated artefact (her 
paintings), but rather as informing and inspiring what she produced.  
 
Analysis: 
I found the use of a universal condition such as synesthesia as a descriptor of very 
specific cultural themes to be both original and problematic. Original in its approach 
but problematic in using what can be seen as an arbitrary translation of sense data 
into a culturally informed expression. However, I was willing to entertain this 
concept as I felt its utility in demonstrating Mima’s relationship with her cultural 
roots fair outweighed its rational contradictions. 
 
The relation was indirect and not illustrative; these are not figurative paintings of the 
pop acts she likes, or even abstract paintings that record the colours and shapes in 
her head that the listening to of said music creates. The relationship Mima explained 
was much more fluid, intuitive and original.  
 
 
Conclusions: 
Unfortunately the emergence and reference in Mima’s art works of the influences 
taken directly from the same field as which she works (Rothko, Geometric 
abstraction) were less intuitive and fluid. I found troubling the disparity between the 
fluid and original response Mima’s output has to music and the imitative and literal 
response which can be seen in her works in relation to art history. 
 
Conversely it must be said that when working with words (in the titling of her works) 
Mima again shows a great originality and flair, the titles offering fresh and inviting 
ways to read and discover the inspiration and reference within her paintings. 
 
Although very accomplished and well composed, I felt frustrated that Mima’s 
paintings did not live up to the originality of her synesthetic explanations, and to her 
intuitive response to aspects of contemporary culture.  
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In the questioning at the end of the presentation I felt a need to push Mima on a 
possible development of the music/painting connection that she had made, one that 
I found so fresh and inspiring in its description. With Morton Feldman’s Rothko 
Chapel in mind I asked Mima if she had any thoughts on developing a more direct 
response or relationship to music in her work. Unfortunately for me Mima was not 
keen on this at all and responded that she just loved painting, and in a contradiction 
of earlier parts of her presentation, the use of music was just something she used in 
her process and that was not important to her final output.  
 
 
Relevance to my own practice: 
This is absolutely fine and it is absolutely the artist’s prerogative, however Mima’s 
negative response initiated in me a conclusion that goes beyond her work and has 
importance in my own self-understanding. I realised that for me originality is 
massively important. It is important because without originality an artwork can 
recede into imitation and folly. In relation to Mima’s work I cannot help but be 
aware that the artist who she stated as influences from the world of painting were 
all working as pioneers, pushing what had gone before, and this originality instead of 
superseding their own self-expression instead bestowed upon it the air to breathe 
and to be considered in its own right. Rothko may not have given two shits about 
originality, but intuitively and through his own commitment (or primal need) to 
express his own experience he bypassed the trap of being judged as imitation, the 
trap of being judged in terms of someone else’s previous work. I fully believe this 
originality is a huge reason that we are still talking about him today. 
 
Doing something along the lines of Feldmen’s Rothko Chapel would of course not 
have been original either (as Feldman of course has first claim to this territory), 
however, and this is the rub, it would have been MORE original. A furrow much less 
ploughed and therefore with much more air still to breathe and perhaps a path to 
something even more fresh.  
 
Now for Mima to shoe-horn herself into this mode of production based on the sole 
aim of originality would of course be unwise, and for another artist I may not suggest 
it, but for Mima, with her unique understanding of the refractions of culture and 
combined with the massive influence of the sonic within her practice, I genuinely feel 
with this more progressive approach she may have opened up a space for her own 
expression that would be as fresh as her process and conceptual base undoubtedly 
is.  
 
Unfortunately without this originality I am afraid I can only see Mima’s work in 
relation to the artists that she is inspired by and therefore the noise of imitation 
becomes so loud as to mask the remarkable synesthetic sound of Mima’s creative 
force. 
One thing I will take from Mima’s presentation is her ability to title her works so well. 
Mima’s fresh and intriguing and inviting titles really inspired me to aim high and be 
original with my titles. I was really thinking of the way Mima does this when I titled 
my sculptural work for the end of year show, and I am very pleased with the result. 
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Tuesday Seminar – Rosie Allen 
Undone as a knowing subject 
 
 
 
 
 
 
 
Rosie presented an engaging and extensive review of her work and the motivations 
behind it. Her practise is based around an interest in the struggle between the 
conscious and unconscious mind and how these states can be explored with regards 
to the creation of drawings, paintings and 3D work.  
 
Analysis: 
Through listening to Rosie’s presentation I was given the idea that her practice is still 
in a stage of development and she has not yet completely tied down her 
methodology. I found there to a be interesting yet difficult underpinning to Rosie’s 
approach in which she is keen to channel an authentic expression through the letting 
go of control in the creation of works. This produces a dichotomy in that she is 
seeking an almost automatic method but seems reticent to completely let go of her 
authorship in the work. She states that ‘if it becomes too loose it can become 
meaningless’.  
 
Conclusions: 
It seems to be that addressing this struggle with ‘meaning’ is where Rosie needs to 
focus her conceptual energy. For me this idea of ‘meaning’ is getting in the way of 
creating works that can transcend this. When Rosie’s work is successful it is because 
it acts as a document of a process. In her successful drawings the viewer can grasp 
the freedom from meaning and can have a kind of Zen relationship with the work. 
With no need on the part of the viewer to seek recourse in defining any figuration or 
any art history links to abstraction we are left fee to consider the process and to 
perceive the marks made as a record of a transcendent state, and if successful we 
the viewer also get a feeling of this state and the freedom and potential it can allow. 
 
Relation to my own practice: 
I found Rosie least convincing when referring to phenomenology. This is an area I 
devoted time to early in the year. I have also heard it spoken of in a few other 
student presentations. I have had to re-asses the value of this field of study with 
relation to my own practice. The idea of examining experience itself and how this 
comes to make up our relationship and understanding of the world is a very 
appropriate subject for my art, however I have found the now quite outdated ‘classic 
texts’ of phenomenology, although helpful in their ‘ring-fencing’ of this area, offer 
me little new inspiration. I have decided in true phenomenology style to actually 
focus on my own experience in order to gain insight and inspiration and perhaps 
leave the phenomenology textbooks alone for now. 
Bryony Bisset 
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Bryony gave an interesting and reasoned account of her practise and the 
methodology behind it. She led us through the foundational elements she brings to 
her work. Bryony seems very self aware of what she is doing and why she has chosen 
the performance format to explore her creative output. 
 
Starting with Freud and the idea of narcissism (which is admirably honest and 
prescient for a performance artist) Bryony linked this to ideas about gender and the 
relation of feminism to artistic practice and its context. The next stage considered 
the other main tenet of Bryony’s work – humour. Bryony’s argument that the use of 
humour can be powerful in challenging accepted norms was strong, as she put it 
humour can be ‘a form of defence and a tool for change’. She continued to explain 
the evidence for her belief that humour can disarm oppressive powers through its 
ability to be irrefutable. This also absolutely ties into Bryony’s declaration of humour 
as a coping mechanism. 
 
Analysis: 
 
I found the most interesting line of thought to be when considering the relative 
power of Bryony’s work in differing contexts. Bryony explained that she felt the mass 
audience, and contexts that are available in this realm (cabaret/stand up comedy) 
have the greatest reach. I agree that the reach may be the widest here but I would 
argue that the power could be proportionately lessened. When Bryony uses the 
gallery and fine art context her works are empowered through the openness of the 
format. There is a safety inherent in mass audience formats. People are ultimately 
seeking entertainment and in this pursuit they could miss/dismiss the edgier 
elements of her work, or worse be actively antagonistic toward it. If Bryony can 
continue to walk the precarious line between performance art and comedy she will 
retain her power, if she moves towards mass engagement I expect she would be very 
successful, however I fear it would be at the expense of her ability to provoke 
thought and change. 
 
Relevance to my own Practice: 
 
A strong reminder of the importance of understanding the context I have chosen for 
my output and how that effects the agency of my work. 
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Cliff Stevenson – Logic verses imagination 
 
 
 
 
 
 
 
 
Cliff gave an interesting and coherent overview of his practice, its aims and pre-
occupations. Cliff explained the foundations of his practice as lying within the realms 
of phenomenology, pantheism, fluxus and the Beuysian philosophy of Everybody 
Being an Artist. The main topics to emerge from Cliff’s presentation are his belief in 
imagination and the possibility of art to deal with questions that lie outside the 
realm of science and empirical logic, such as – How do we understand and feel about 
The Infinite? However, beyond these pre-occupations, the actual underlying 
concepts Cliff is exploring go much further than these subjective details and have 
much more potential agency… 
 
 
Analysis: 
It has been very interesting witnessing the way in which Cliff’s practice has 
developed over this year. I first encountered Cliff when I came to visit the end of 
year MA shows last summer. Cliff’s installation/performance seemed to me to be 
very interesting indeed, however his focus on the subject of the work – The cube as a 
way to understand the infinite – for me was too heavily based on the subject itself, 
and not enough understanding was paid to the relation to wider notions of the 
possibilities of imagination and the role of artist to facilitate these notions.  
 
It seems to me that in giving himself the freedom to ruminate and experiment with 
these imaginative works Cliff has given himself lots to think about, and in this 
presentation we saw Cliff going beyond cubes and infinity to look at what this all 
could mean in terms of an ongoing artistic dialogue with the viewer, and I find his 
conclusions to be very interesting indeed. Such as the conviction that it is ideas that 
can change a physical location or community through their ability to alter the ideas 
of those who are in relation to that location of community, and not the physical 
interventions known as ‘regeneration’ upon which we currently place our energies. I 
believe this understanding in itself moves forward the understanding of agency 
within the concept of relational aesthetics.  
 
Conclusions: 
By his own admission, Cliff has discovered art later than most. Rather than being a 
hindrance however, the aspect that is most inspiring in Cliff’s work is his energy and 
‘un-jaded’ approach to the world of possibilities that art can offer to both artist and 
viewer. Along with this energy is a fresh and original outlook that displaces the 
traditional focus of the power of art from the location of the object to that of the 
mind of the viewer. This idea that it is the mode of reception within the viewer that 
is important and not the traditionally held view that it is the art object which is of 
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value is incredibly interesting and important. It democratises the art experience and 
places the actual happening of art within the mind of the viewer and not in the 
frame or on the plinth. Even the conceptual artists from Duchamp and later the 
1960’s onward did not take this idea far enough and hence we simply moved the 
adoration of the creator genius who made the object (e.g. Da-Vinci) to the creator 
genius who formed the concept (e.g. Duchamp). With Cliff’s current output (Radical 
Gallery) instead of marvelling at the creator of the ideas we are focused on the 
process of imagination itself and we are made aware of our own changed receptivity. 
This induces in the viewer a sense of freedom and possibility and liberates artistic 
practice from the realm of the gifted few and offers it up for anyone who chooses to 
‘play along’.  The implications of this democratised version of art are wide and could 
be used to empower many, many projects and people. I find what Cliff is doing is 
very, very interesting. 
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Sue Pearson – Death, Life and Healing 
 
 
 
 
 
 
Sue explained her practice and research as a focus on Human resilience and our 
ability to heal. She explained a motivation to “create a space where the audience 
may choose to talk about this”.  Sue wants you to think about death “not as a giant 
shark but an amiable sleeping lady”. 
 
Working from a starting point of her own very personal experience, Sue uses 
performance and group experience to examine these feelings and in doing so forces 
us to examine our own relationship with our own mortality and that of those we 
love. 
 
Analysis: 
Sue has used nudity in her performances. Some have found this to be a cheap and 
simplistic way of challenging taboos. I feel differently about it. I think Sue is using her 
nakedness to express complete openness and honesty; literally bearing all. Others 
have also felt that Sue is focused on her own grieving and that these performances 
are simply a form of catharsis. Again my interpretation is different. I feel that by 
using something so personal to her, Sue allows us to explore our own feelings and 
fear vicariously. This is actually a very charitable and inclusive way to raise this topic. 
Rather than saying “YOU ARE GOING TO DIE”, Sue is saying “my mother has died and 
here are all the things I feel about it”, and therefore we are left to choose to relate 
this to our own experience or not. In this way I feel that Sue is absolutely doing what 
she sets out to do.  
 
 
Conclusions: 
I am glad that there is someone taking this on, and with such a relational aesthetic. I 
felt that Sue’s use of nakedness is was much better in her second crit this year, in 
which used it as part of the larger performance, this way it wasn’t the focus but 
became an aspect of the performance that represented her openness, rather than it 
being perhaps misconstrued as a confrontational device. 
 
Relation to my own Practice: 
Here is another artist attempting to deal with the very biggest questions. I was again 
reminded of the viability of art as a context to look at these issues. I found it 
encouraging in empowering in relation to my own examination of the human 
condition. Although Sue’s method of exploration would not be my own, it is valuable 
to see someone taking it on in their own way so I can see what is effective and what 
may not be in creating art ‘around’ this subject.. 
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Tuesday seminar – Liam Ronan – Silent Spaces 
 
 
 
 
 
 
Analysis: 
 
Let’s get straight to the point. Liam is a natural sculptor. He makes beautiful and 
impressive forms from an ever more minimal set of materials. His finished works are 
successful in raising, in the viewer of the work, notions of ‘man’s hand in nature’, 
ecology, the value of natural versus man-made forms and more. When the work is 
really successful there is a dichotomy in that a negative reaction to the ‘unnatural-
ness’ of the pieces is the most positive reaction. How do we square our appreciation 
of the new form, with the idea of the negative effect of man? The genius of the work 
(one that I feel Liam may not yet actually understand) is that it presents us with our 
problems whilst offering a reason for those problems – to improve on nature is 
seductive, yet destructive. We have an immediate response to the work and there is 
also the inkling to think further, to wonder about the environment and the pros and 
cons of our effect upon it. 
 
So the work is good. The presentation however raised problems. These problems 
have more to say about the current state of producing/presenting art than simply 
being problems within Liam’s theoretical furnishing of his practice. 
 
So the problem for Liam (and us all) is how (and why we are compelled to) we, as 
artists conceptualise and theorise our practice. Liam’s presentation, rather than 
offering a description of his methodology, showed a dichotomy that may well be 
present in many more artists at this time. The problem is this: Liam’s sculptures 
stand up as works in and of themselves. Through his (natural) choice of sticks and 
twigs we are presented with a material that we all have a deep and familiar 
relationship with. His manipulation of materials gives us a refreshed view of their 
qualities and associations, and a refreshed appreciation of the forms inherent to the 
material, all whilst forcing us to consider the artists effect upon it. We then naturally 
apply this questioning of the artists effect on nature to our own pertinent ecological 
anxieties. All well and good.  
 
However when Liam begins to tell us of his motivations to make what he makes we 
are unconvinced. The ‘usual suspects’ such as situationism and ecology seem forced 
and not entirely understood or applied. We feel that this stuff is being shoe-horned 
in because something must be written on the little white gallery text or in the 
catalogue, or handed in to the tutor, or presented to his peers. 
 
It was notable during Liam’s presentation that when showing us works which he 
enjoyed (and there were a lot because he clearly gets a strong natural enjoyment 
from looking at forms) he didn’t describe them via their theoretical basis; rather he 
used terms like “My Reaction… Scale and Awe… Delicacy in Construction” this 
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seemed to be all stemming from his natural affinity with, and excitement for, 
material and form. 
 
I feel what Liam should have been saying was how he was interested in a return to 
the things themselves, in feeling about things and not thinking about them. In the 
value of an artist lost in a naturalistic approach to material and form, with the 
positive outcome that the works that are created are rich in depth, a depth for which 
the motivation is upon the viewer to perceive, enjoy and theorise about, after the 
fact of creation has occurred. 
 
Conclusions: 
 
This anomaly between the affect of the artist’s ‘output’ and the ‘lack’ of theoretical 
input (and subsequently lack of ability to articulate/justify the work) reminds me of a 
recent conversation I have had with an art teacher regarding the current state of art 
in further education. There is a perhaps an effect that the marking process leads to 
the survival of the most articulate in the art world. This brings in a danger of creating 
a ‘technocracy’ where the most successful artists are not necessarily making the best 
work, but are the best at resourcing good work theoretically.  
 
There is a depth to Liam’s work, but let us do the analysis and let him continue to 
make great forms. Or put more simply – Liam Ronan talks with his hands. 
 
Relation to my own practice: 
I was inspired by the simple forms and minimal and natural aesthetic of Liam’s work. 
I was reminded of the value in pure form and of the important fact that a sculpture 
can become so much more than the sum of its parts. I was also reminded that if in 
doubt it is best to stay quiet, or even better to focus harder on what it is I am doing; 
that it is ok to make something for the sake of its form, if that is the point of the 
work, and that it is dangerous to ‘post – rationalise’ any works that I make - its best 
to leave this to the audience. 
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Sue Mc Dougall Fascinates Me 
 
 
 
 
 
 
The same person that produced the incredible floating sculptures at last year’s MA 
show can always be relied upon in her prompt questioning of the artists at the 
Tuesday seminars, with the accuracy of the surgeon’s knife, to cut through all 
interesting ideas, and go directly to the most prosaic of details/conclusions. My 
personal favourite was the one she asked to Mathew Cornford following his 
incredibly interesting description of his long and varied collaboration with David 
Cross – “but is it art?” Amazing. 
 
Analysis: 
 
And at her presentation it must be said she has flummoxed me again. Sue presented 
one of the most interesting foundations for a practice that I have seen all year. The 
presentation was an unnerving look at the inevitability of death and the impossibility 
of ever being anything other than alone. Stunning in its subject matter, candour and 
clarity I was incredibly impressed. Here is a quiet and well spoken person who is 
looking head on at the crushing existential meaninglessness of life, who finds the 
only commonality (perhaps solace would be going to far) in the blood and guts of our 
shared physical make-up (and yes, I did resist waiting until the end and asking “ but is 
it art?”). 
 
Conclusions: 
 
For Sue, within the incredible lightness of being there is some substance. That 
substance is the abject vicerality of a bodily existence. Sue is also aware of the 
ultimate unknowability of others - we will never truly know what is inside their 
minds, we can only know what is physically inside their skins, and it is visceral and 
abject. 
Sues methodology comes through an honest expression of the sheer abjection that is 
life and death. 
In a strange reflection of the barren nature of Sue’s regular questioning technique I 
have little more to say about her presentation, other than it was fascinating and I 
intend to follow Sue’s output with interest. 
 
Relevance of this approach to my own practise: 
I found less relevance in the functional details of Sue’s approach to making art but I 
was reminded of my own ambitions to address the larger questions of life, death and 
the human condition. I was also reminded of the ability of art to be a place where 
this exploration happens.  
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Jenny Edbrooke - A celestial Body of work 
 
 
 
 
 
Jenny Offered an entertaining and interesting account of her artistic history and 
motivations. It’s notable that Jenny has come from a background in performance and 
now has an ambition to re-position herself as a visual artist. She has recently 
embraced science and cosmology. 
 
Analysis: 
 
Jenny’s performance art looked interesting and playful. Her approach via 
performance to contemporary feminist issues was clever and accessible but seemed 
to me to retain an edge. 
 
Jenny’s first forays into a more visual practice involved using her breasts to paint 
pictures. I am confused about the connotations of this in a feminist context. 
Feminine art – Yes. Feminist art - hmmm. 
 
I also have a problem with Jenny’s assertion that in moving from performance to 
visual art that she “wanted to become a proper artist”. I absolutely understand her 
use of humour and Irony here, but in reality it was clear the sentiment is actually 
sincere. I find it hard to square this methodology in relation to the ‘post-discipline’ 
contemporary art world. 
 
I did like Jenny’s scientific turn. I understand the references and connections 
between womanhood and cosmological cycles. Again though, I am not sure if this is 
Feminine art or as Jenny proclaims Feminist art. 
 
Conclusions: 
 
I like the art Jenny is producing. The flower/space/vagina paintings are strong. They 
flirt with decorative art but I feel Jenny is aware of this and even mentioned possible 
tea towel merchandising ideas. However this idea of decorative art carrying any 
feminist agency brings me back to my reservations about the feminist agenda 
purported by Jenny to be contained within her practice. I feel that if you are going to 
work with gender divides you really need to have your ideas straight, otherwise 
there is a real risk of simply endorsing difference and separatism. 
 
Jenny at one point expressed her love of a certain glittery spray paint that she uses 
now. In her work it clearly read as a feminine ‘pretty’ effect. Jenny mentioned the 
spray paint was actually a type of boy racer car paint! I find this fascinating ,and on 
further thought, perhaps a warning  sign. Jenny’s favoured feminine paint is actually 
taken from the super macho culture of young men’s cars modification. Is this not a 
very interesting cultural/gender related avenue to look into? Does it not de-stabilise 
simplistic ideas about flowers and glitter belonging to the female domain?  Using a 
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paint taken from a masculine world – putting it in to a feminised context - does this 
not show the complexity of gender assigning objects, or gender assigning our own 
existence? 
 
Relation to my own Practice: 
 
I was raised by a devout feminist mother who was an active as part of the extended 
protests at Greenham Common. There were copies of Spare Rib on the table at 
home. Rather than rebelling against this culture, I found it fascinating and inspiring. I 
learned a deep insight into hardcore feminism, and the wider culture of 
disobedience and of defiance of the status quo. With this background I struggle with 
the ideology behind Jenny’s practice. Are images of vaginas, and boob paintings 
inherently feminist? Are not female gender and its place in culture about more than 
body parts? 
 
I will take from this a reminder to take very seriously (even whilst using the medium 
of humour) a direct engagement with political issues. As artists unless we know 
exactly what we are saying there will be a risk that you will end up speaking for the 
other side. 
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Research Overview 
 
 
 
 
 
Areas/Methods of Research: 
 

1. Phenomenology, Ontology, Noise, Spectacularisation - ‘The Extreme and 
Sublime’ 

 
Method: 
Primarily these are areas for which reading important and relevant texts will 
be most effective. Multi-media resources with examples will also be 
explored. 
 
Possible Outcomes: 
A greater understanding of the concepts and the current academic relations 
to these concepts. An ability to reference and resource my own work and 
future work informed and inspired by this increased awareness. 
 

2. Historical and current ways in which artists/artworks have explored the 
concepts and themes of ‘The Extreme and Sublime’ 

 
Method: 
Although book and media archives will be valuable in this research I will also 
focus on ‘experiential’ research in to these works. I will endeavour to 
experience first hand artworks which explore these concepts. 
 
Possible Outcomes: 
A wider experience of current and past artistic endeavour in these areas 
allowing me to see how my own ideas relate, to highlight any possible 
crossovers and to avoid any re-treading of old ground. Inspiration to make 
original work and the ability to be self aware about its place in the ongoing 
artistic discourse. 
 

3. Dislocation, modification and translation of the forces of perception 
 

Method: 
Allied to reading and experience of these practises in the world, I will 
undertake studio experimentation in order to explore my own reactions to 
these approaches. I shall also invite others to experience and feedback 
(through verbal questioning) on works created I this area. 
 
Possible Outcomes: 
A honing of my approach. A heightened awareness of what ‘works’ and what 
doesn’t. The creation of a body or works and ‘sketches’ or ‘aspects’ of works 
that I can draw upon in future. 
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4. Application of these ideas within my practice taking into account the positive 
relevance/reinforcement of immanent/accompanying aesthetics (scale, form, 
colour, obscurity/clarity) and viability/sustainability of use in practise 

 
Method: 
I will look at ways of presenting and developing an ongoing and viable artistic 
practise based on these ideas. 
 
Possible Outcomes: 
To define an overarching (consistent) ‘aesthetic’ that can be applied (or at 
least kept in mind) when formulating new works. A style. 
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Theory 
Phenomenology 
 
 
 
 
 
 
In order to further my exploration of Phenomenology and in order to see if this is a 
strategy I could employ in thinking about my works I have looked at these sources 
(amongst many others): 
 
Wikipeadia – Phenomenology 
Radio 4 – In our time with Melvynne Bragg – Phenomenology 
Merleau Ponty – The Phenomenology of perception 
Husserl 
Sartre 
Olafur Eliason 
 
 
I have found this field of philosophy to be interesting and inspiring. I have enjoyed 
the research and have taken a lot from it. I am now feeling a little bit ‘over’ 
phenomenology. I have it under my belt as it were. It is a greatly helpful idea, in that 
it places the consideration of the world and how it is presented back within the eye 
(brain) of the beholder and asks us to focus on our lived experience and the details 
of how it is made. 
 
With the idea of phenomenological approach now understood I have moved on to a 
more focused set of research materials, looking at specific phenomenon and its use 
in art and as praxis. That phenomenon is noise. 
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Theory 
Noise 
 
 
 
 
 
 
 
 
 
On one of the first visits to Brighton University at the beginning of the year I bumped 
into Steven Mallinder (of Cabaret Voltaire fame). Mallinder had been my next door 
neighbour for a few years and I found ou he was at the University in a new role 
working with the international school.  We got talking about my plans for my MA and 
I explained my fascination with experiences with noise and my general ambition to 
bring this concept into the gallery context. An interesting conversation ensued in 
which it turned out that Mallinder had done his PHD thesis on the nature of noise in 
popular music culture. Mallinder subsequently lent me 2 x books: 
 
Reverberations - The Philosophy, Aesthetics and Politics of Noise 
Continuum 2012 
 
And  
 
Resonances – Noise and Contemporary Music 
Bloomsbury 2013 
 
These books acted as a spring-board, sending me on an 8 month voyage into the 
foundational and contemporary writings on Noise, both as a wide philosophical 
subject and in relation to music and culture. Each book offers a wide array of essays 
on the subject of noise. Written by artists, critics and academics it offers a wide 
range of views, examinations and conclusions dealing with the concept of noise, 
what it is and what it does. I have read widely and I have been surprised to find that 
what I thought were my own original ideas have actually been well explored by 
philosopher, critic and musician alike for many years. Alongside my larger 
bibliography at the end of this diary, I provide here a list here of the key texts (with 
comments) I have read on noise: 
 
Resonances – Noise and Contemporary Music: 
 
Sound Barriers: The framing Function of Noise and Silence 
Alexis Paterson 
I found this a really interesting take on institutional critique, and a valuable aide to 
my own ideas regarding live music versus gallery art. Paterson makes clear that as 
we must question the white cube, we must question the silence around a 
performance. He goes on to look at how noise and silence have blurred the 
boundaries between performance and exhibition space.  
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Noise as Mediation: Adorno and the Turntabalism of Phillip Jeck 
Erich Hertz 
I found this a really inspiring text that deals with the (re) use of contemporary 
recorded material and the positive new possibilities this brings. Inspirational for my 
own use of video at the end of year show. 
 
Gossips, Sirens, Hi-Fi Wives: Feminizing the Threat of Noise 
Marie Thompson 
A really interesting look at the role of gender within noise studies. I would normally 
associate noise with machismo, but it seems this only occurs in views of 
(predominantly male) fields were noise is fetishised as a positive. When noise is 
negative, often this gender assignment is the other way. 
 
 
Reverberations – The Philosophy, Aesthetics and Politics of Noise 
 
Introduction 
The introduction to this book gives a succinct and yet wide-ranging overview of the 
current thought on noise today. I go back to this repeatedly. 
 
What Is Noise? An Inquiry in to its formal properties 
Saheed Hydralli 
As every writer and theoretician that approaches the concept of noise makes very 
clear – noise is a tricky idea to pin down. Here Hydralli destroys a lot of the common 
sense and scientific approaches (noise as damaging physically, noise as unwanted) 
and moves things on. 
 
Considering Sound: Reflecting on the language, Meaning and Entailments of Noise 
Kahdijah White 
This is an essential piece of writing for the noise theorist. It covers how we physically 
hear noise, how we talk about it and what it can do. Concluding with the idea that 
‘sound is a bridge’.  
 
Exploding the Atmosphere: Realising the Last Street Song 
Bruce Russell 
A lot of theorist are moving away from the idea of noise as having a revolutionary 
power. This is deemed by many to be simplistic and hackneyed. Bruce Russell makes 
a great case for re-instating this idea with a sincere and forceful call to arms fuelled 
by a soundtrack of noise. 
 
 
 
Noise Matters: Towards on Ontology of Noise, Greg Hainge, Bloomsbury 
This is an ambitious and pioneering new take on noise studies. Moving on from Paul 
Hegarty’s 2006 classic ‘Noise/Music: A History’ in which Hegarty describes noise as ‘a 
judgement’, here Hainge makes a very strong case for noise to actually be a thing in 
itself, albeit a relational thing that exists in the space and communication between 
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other things. Moving on from Spinoza, Nietzsche and Deluze, Hainge makes a case 
that noise is the infinite virtual potential from which the world is made possible. This 
is a massively interesting idea and I have found it to be very interesting when 
synthesizing it with my own ideas on the pleasure of noise. A full account of this is 
made in my eassy ‘On the Positive Power of Extreme Noise’ (see page ***). 
 
 
Other selected books I have read on this subject: 
Jaques Atalli, Noise: A Political Economy of Music 
Paul Hegarty, Noise/Music: A history 
Sound, Documents of Contemporary Art, Edited By Caleb Kelly 
Christain Marclay, On and By, Whitechapel/MIT Press 
 
 
 
 
Conclusions: 
 
I have delved deep into the world of noise. I have also been to some notable noise 
events (Emptyset’ performance at Brighton Pavilion Theatre, November 2014 is a 
standout. I also performed here as a support act). I have hugely engaged with this 
culture and the theory about it. I feel now I am in a good position to make my own 
contribution to the field. I also know enough to be looking at the boundaries and for 
the possibilities to move things on, or to find uncharted ground… 
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Theory 
 
 
 
 
 
 
Certain set texts from the Philosophy of Aesthetics module have been very 
important in organising, formulating and developing the theoretical foundations of 
my practise. 
 
The main readings I would like to reflect on and record in this diary entry are: 
 
Edmund Burke – Ideas of the Sublime and Beautiful 
 
Immanuel Kant – The Critique of Judgement (The Sublime + Beautiful)  
 
Ranciere, J – Dissesnsus: Politics and Aesthetics 
 
I have copies of these texts and I have been referring to them over the year. I intend 
to keep them on the shelf and have them available as a guide when my focus is 
distracted. 
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Art History 
 
 
 
 
 
 
John Stezaker Projection Test - Gallery 2, De La Warr Pavilion, October 2014 
 
 
Within the gallery where I work I attended a test that was organised  in preparation 
for an exhibition of new video works by the artist John Stezaker. The gallery was 
darkened and a large computer projection was thrown on to the wall. The 3 videos 
that were tried out took the form of a sequence of thousands of disparate images 
(belonging to a theme - movie stills/cathedral interiors/horses in fields) played as if 
they were film at 25 frames per second. So we have 25 disparate images flashing 
past every second. 
 
During the test the films were projected in various ways to get an idea of the best 
scale and positioning for each. The test went on to examine possibilities of showing 
more than 1 projected work concurrently in the space and then alternative options 
of cutting between them etc... A notable aspect of the test occurred when a 
projection showing a horse in a field was positioned in such a way that the bottom 
edge of the projection became flush with the floor of the gallery. This created an 
striking visual/perceptual phenomenon; the plane of the gallery floor appeared to 
continue in to the picture and beyond to infinity. When the projection was lifted up 
away from the floor this effect disappeared, but importantly, simultaneously one's 
perception and awareness of the room itself disappeared. It became apparent that 
the effect of aligning the projection with the floor, whilst creating the illusion of a 
continued ground plane, also anchored the viewer in the gallery space by way of 
connection with the floor itself. 
 
The immediate effect was jarring but gave a sublime feeling of awe and wonder. The 
eye tried hard to make sense of the stream of images, catching on details and 
looking for connections, but ultimately the flow of data was just too fast to humanly 
process. 1.Strobing images create a problem for the eye/brain in that it tries to 
process the information but has too little time, this has an uncomfortable effect on 
the viewer, but also creates a catharsis where one has no choice but to let go of the 
idea of trying to process and just has to 'bathe' in it. VERY INTERESTING TO ME. 2. 
Aligning  an image that has a ground plane with the actual ground plane of a room 
connect the image to the room AND more importantly to reality by making a 
connection between the imagined space of the image and the actual space of the 
room. This is heightened in dark rooms with projection. The spill of reflected light no 
doubt plays a role but is not the key. The key is the continuation of the real floor in 
to the image.... Just as important to think about the reverse of this if the motivation 
is to make a viewer forget their surroundings and themselves (a 'suspension of 
disbelief' - which disappears as the connection is made) 
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How could these effects be heightened? How could this effect be used to 
create/support an original artwork/experience?  Define the Liminal zone and explain 
why the Liminal Zone an interesting place? 
 
Follow up research on: 
Ground plane/viewer location. Strobing images (and strobing in general). The Liminal 
Zone 
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Art History 
 
 
 
 
 
Listening @ Baltic 39  
 
A Journey and a Show 
 
I am interested in the idea of visiting an artwork as a pilgrimage and in the states of 
mind that that process can engender. This can greatly affect the spectator’s mode of 
reaction to the work. I felt the best way to examine these ideas was to undertake a 
journey myself and to make a record of the various emotions and feelings of 
anticipation involved. I recount it here in the style of a narrative so the state of mind 
rather than explained, is inferred. 
 
The Journey 
 
On the 11th December 2014 I made my way to Newcastle. I had been waiting for this 
day for some weeks. I had booked the flights with a sense of disbelief. There was 
surely little chance I would escape the orbit of my family life. Something was bound 
to come up that would show this trip as the extravagant and capricious fantasy of a 
man that is evidently not coming to terms with the shackles of his grown-up 
commitments. And so, it was no surprise that a week before I was due to go our son 
became ill and was booked in for an operation that was scheduled for the day before 
I was to leave.  He would be in overnight and there would be no chance of me 
making my flight in the morning. It was a minor miracle that he developed a second 
malady, a chest infection that would delay the operation for a week. And so, I was 
free….. 
 
As stated above the pull of the home was strong. To minimise my time outside the 
nest the trip was to take place over just one day. My flight out at 9am, my return at 
10pm. What the adventure lacked in duration it made up for in distance. The fact 
that you can comfortably get from Brighton to a gallery in the centre of Newcastle, 
spend 8 hours thereabouts and get home to bed at a reasonable time still impresses 
me. And for only £69. Half the price of a train ticket don’t you know. 
 
With my solitary stone I was to be the murderer of two birds. Firstly I was to visit the 
only gallery show I had really wanted to see since Jeremy Deller at the Heyward in 
2012. Secondly I wanted to research the idea of pilgrimage in art and to see how 
travelling a long way to have an experience could affect the reception of the 
experience itself. 
 
The night before the trip I couldn’t sleep and I awoke finally and properly at 3:30am. 
I didn’t need to leave until 6:30am so I took my time packing my bags and 
deliberating over which shoes would do we well in the artic wastelands of the north 
of England. Finally I was on my way, a bike ride to the station, a train to the airport. 
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The excitement of the airport game – find your code, go through the first doors, find 
your gate and wait with your fellow life gamblers. 
 
I look at the plane. Looks a bit old and tatty. It seems like Easyjet are the only 
company not to waste money on washing the planes. It dawns on me that saving 
money on flights could be a false economy, and then its too late to think and we are 
off. At the precise moment the last bit of rubber on the last of the wheels leaves the 
earth, all is calm. No choice now. The worry isn’t the threat of disaster, it’s the worry 
that you could have made a better choice and avoided it. The worry of responsibility. 
Once we are airborne I am cradled in the warm embrace of fate. I celebrate with a 
watery, overpriced tea. 
 
Ironically the first sight on my emergence in to the centre of Newcastle is a 
monument to Earl Grey. As I climb the bleary stairs out of the metro station the 
3:30am wake up starts to shows itself. I squint into the cold bright day and feel a 
little vague and dreamy. Nonetheless I hone in on the destination without really 
thinking and I arrive at the gallery 45 mins before it opens. I pause for a second or 
two outside the fashionable little gallery, a small satellite of its megalithic partner 
gallery. Cool looking people with good hair and statement shoes look at me from 
within. They know I am here for the show. I notice a glance as if to say ‘you’re keen’. 
Suddenly I feel like a trainspotter at the end of the platform in my sensible footwear. 
I feel like telling the people inside that I have flown, yes flown all the way here just to 
see their show, that’s how cool I am. I am not just an over efficient local with nothing 
better to do… 
 
In the café next door to the gallery I have a very nice breakfast involving salmon (well 
it is my special day). The clock strikes twelve, the gallery opens, and I am in… 
 
END OF NARRATIVE STYLE SECTION 
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The Listening Show Reviewed: 
 
 
 
 
 
The exhibition is called ‘Listening’. It is special in 2 ways; it is the Hayward Touring 
Curatorial Open. This means it is the winning entry from an open call for proposals. It 
also features a groundbreaking technique – a theatrical ‘sequencing’ of the gallery 
lighting in tandem with the activation of the power and sound of certain works in the 
show.  
 
I have a special interest as this show features works that are in the same realm as 
the works I make myself. Also the curator Sam Belifante will be coming in to give us a 
talk. I am particularly interested in the works of one of the featured artists too – 
Haroon Mirza. He has two works in the show. So all in all it’s a very important show 
for me to experience. 
 
The works are installed at Baltic 39 with three in the main foyer of the gallery, one in 
a stairwell accessed off the main space, two video works in a large darkened area off 
the main space and the main space itself holding twelve works. 
 
I what follows I will describe selected works from the show in turn. I may mention 
here the relation of the individual works to each other and to the larger exhibition 
however, I will give an overview and analysis of the show as a whole to follow after 
these descriptions in a larger essay bringing in the insights and reactions learned at 
the R+M seminar presentation with Sam Belinfante. 
 
 
JANET CARDIFF AND GEORGE BURES MILLER 
Cabin Fever, 2004 
 
The work consists of a elaborate Victorian looking mahogany box about 6ft deep by 
3ft tall and wide, supported on 3ft legs with an aperture at one end that is roughly at 
head height. Hanging incongruously on hooks just below the opening are some 
modern black headphones. Upon placing the headphones on my head and leaning 
into the dark interior of the box I am met with the sight of a miniature woodland 
scene. It is night time in the box and through the tiny trees I can see the illuminated 
windows of a log cabin. Eerily in glorious binaural sound (a stereo audio 
recording/playback technique that creates a 3d stereo image) I hear the sound of an 
argument coming through the wall. It transpires that I am listening to what an 
eavesdropper lurking in the woods hears as a violent argument ensues within the 
tiny cabin.  
 
The work is as odd and out of place here in the slick white gallery as the wooden box 
of which it is formed. Like a strange dark punch and Judy show the overall effect is 
one of a Victorian curiosity. This is in line with the field of binaural recording, itself a 
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technique that is often used as a gimmick or special effect although perhaps this 
connection is not one the artist intended.   
 
The work although strange and other (olde) worldly in form does act as an 
introduction to some of the main issues of the show as a whole. As an eavesdropper 
to someone else’s argument we are placed in the position of deciding to continue 
listening or not, to what is ultimately a private matter. It shows us that listening is an 
active pursuit. We strain to hear and to make sense. It also shows well that sound is 
hard to contain and can come to us without our own choice, thus complicating 
further the issue of listening or not, this also leads into the questions of the 
responsibility of listening and indeed the risks of making noise. We are explicitly and 
implicitly a voyeur in the work. We don’t simply overhear the argument, the artists 
have included the footsteps and the rustle of trees as we the voyeur move around in 
the woods which makes this very clear; The act of listening (not simply hearing) is a 
human decision.  
 
 
HANNAH RICKARDS 
Thunder, 2005 
 
The basic premise of the work is that Rickards has stretched a clap of thunder to 5 
minutes and has asked musicians to recreate it. Subsequently this musical 
composition has been compressed back to the original fleeting length and this is 
what we hear intermittently in the gallery. 
 
The sound we actually hear is dull and notably lacking the power, force and beauty 
of a real thunderclap (could anything really match this?) The concept however has 
fascinated me. The idea of stretching out a sound event and examining it, and mining 
it for all its precious qualities to be laid bare, this is something that has really 
grabbed me. I have used the same foundational technique as used in this work to 
create my end of year video work ‘Time ‘Stretched’. I have not re-recorded the audio 
or compressed it back to its original length but stopped at the point that perhaps 
Rickards should have, at the elongated sound. It becomes a literal examination of a 
fleeting event. Unfortunately for Rickards by compressing the sound back to the 
original length we miss all this in her work and are rather just left to consider the 
disappointment of sound art in the face of sublime natural sounds. 
 
 
PREM SAHIB 
Taking Turns, 2013 
 
This work actually explores an idea I was first introduced to by one Mr Sean Dower 
when I was working with him on his Gallery 2 show at the De La Warr Pavilion. Sean 
suggested the idea of having a locked gallery with just flashing lights and a dull bass 
throb emanating from under the closed door. Although Sean’s idea for this work was 
never realised the idea has stayed with me. Prem Sahib has done something very 
similar here. Instead of a locked gallery we have a room within the gallery that is 
apparently closed off. With no obvious door into the space we follow the loud music 
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emanating from the bedroom sized wooden cube, and peer round the crack 
between the wall and the side of the ‘room’. Too small to fit our bodies we are 
forced to strain our necks to get a glimpse of what is round this corner, what is 
making the sounds? 
 
As the sounds we hear are those of a party, we feel excluded. We want to be in the 
fun place. Why are we not allowed in to the fun place? I feel the work questions well 
cultural aspects of VIP areas and I personally felt this could act as a metaphor for 
wider societal issues of class, and exclusion. 
 
Sahib’s work also restates the well known assertion that sound goes round corners, 
in doing so it asks interesting questions about the nature of sound itself in relation to 
vision. We can’t see within the room either but it is the sound that bleeds out and 
gives us a taste and a curiosity. For vision and humans there are locked doors, for 
sound there is just varying levels of resistance. 
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HAROON MIRZA 
Siren 2013 / A million cm2 of quiet space ii, 2013/14 
 
 
 
 
 
 
 

 
Haroon Mirza, Siren 2012 
 
I am a huge fan of Haroon Mirza’s sculptural sound compositions. His presence was 
one of the major reasons for me making the journey to Newcastle for this show. He 
presented two works. The smaller of the two, Siren, is a modest assemblage 
sculpture involving a radio, a small cymbal from a drum kit, a disco ball rotator and a 
domestic energy saving light bulb/fitting hanging on its cord from above. The rotator 
turns the cymbal, of which the light bulb cord is attached; this sends the bulb on a 
circular journey past the face of the radio. As the bulb passes the radio, the electro-
magnetic radiation from the bulb causes a droning sound to be emitted from the 
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radio. Apart from the clever assemblage, the details are so spot on it hurts – a small 
scrappy piece of wood that acts as a very modest plinth sits beneath the parts, it 
makes the piece say “ I am a sculpture, but I am fresh and nonchalant and cool and 
not tied up in all that stuffy white crap”. When we look in closer we see some small 
marks of paint on the wood, they are white and very gestural and painterly. Just in 
case the nonchalance was being read as careless these marks nod to art history and 
let us know this has all been well considered. Brilliant. 
 
The title siren is also brilliant as it plainly refers to the repeated police siren sound 
(albeit much, much slower) coming from the radio, but also crucially refers to the 
Homer’s strory of Odysseus and his brush with the singing mermaids in the tale of 
The Odyssey. In making this connection Mirza makes clear the singular and mystical 
power of sound, and in relating what is in Homer supposed to be such a beautiful 
sound that no man can resist, to this small droning radio and light bulb, we are asked 
to re-asses the way we make judgement of all sounds, and through this questioning 
we are asked to seek in the sculpture before us, the beauty in what at first listen is 
inconsequential noise. Brilliant. 
 
 
Incidentally (or perhaps vitally) the light bulb is an ultra violet version. This may seem 
odd and a little ‘showy’ for such a modest (yet brilliant) work. However the 
immediate effect of the blue light is one of fascination as it casts a strange light that 
has an optical ‘effect’ on the eye. Through this effect, on entering the large group 
space we are drawn to this small work first, we want to get closer and get a better 
look. Just as if a siren song was pulling us in. When we get close enough to see the 
light we indeed hear the audio, we have been seduced and now we are a tamed 
listener. Not only brilliant conceptually and phenomenologically, but technically this 
means the sound need not be so loud as to offend the visitors enjoyment of the 
other works in the room. Double brilliant. This small piece of work alone was worth 
the plan fare. 
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Haroon Mirza, A million cm2 of quiet space ii, 2013/14 
 
 
 
This is purported to be an anechoic chamber but this is actually not true at all. The 
anechoic chamber is very important to the accepted narrative of sound art and 
particularly to the well loved creation story in which John Cage visited an anechoic 
chamber to hear true silence and was presented with the sound of his own body, 
therefore ‘discovering’ that silence is impossible. So the use of the term ‘Anechoic 
Chamber’ is a very knowing pull on the part of the exhibition organisers, looking to 
tempt in those sound art fans who have read the Cage anecdote. However this 
designation has clearly not been made by the artist, who is aware that far from being 
a completely soundproofed space with nearly no internal reverberation (for that is 
what an anechoic chamber really is), what is presented here is a ‘quiet space’. The 
aesthetic does indeed reference the anechoic chamber, but also some could say a 
padded cell. With the collaboration with the artist ** who provides Rodin’s rock on 
which to sit whilst inhabiting this cube of peace, this is a playful work that questions 
the distractive nature of noise (in direct contradiction of the Cagean mantra of 
everything being music) by offering a space to think. The insinuation is that without 
silence and a refuge from noise we are unable to think clearly. The work directly 
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references Cage and contradicts him entirely. Not so brilliant, or perhaps that’s the 
intension, in which case perhaps it actually brilliant after all. 
 
 
MIKAIL KIRIKIS 
Sea Women, 2012 
 
A gentle documentary-esque look at the culture of south Korean ‘Sea Women’.  The 
women employ a beautiful and strange breathing technique to help them dive, the 
technique involves emitting a whistling sound and is quite breath taking (sorry). 
 
It’s a great subject and a well made work. It didn’t shake my world but I don’t think 
that’s the aim. 
It was notable in the ‘just-rightness’ of its technical installation. Quadraphonic sound 
getting us closer to actually being in the location of the film, allied with a projection 
screen that was sitting directly on to the floor of the gallery. As I have stated 
elsewhere in my research I have noted this projection technique extends the ground 
plane and makes us really feel as if we are connected to the location of the images 
on show. For seating we have a rug and soft cusions. For another work this could 
have been too much of an ‘installation’, and the slightly ‘hippy’ feel of the room 
could have distracted from the audio visual experience. But here it is just right, it 
feels informal and comfortable. We are not being challenged by the work on show 
but rather we are being asked to relax and enjoy. Which I indeed did. Top stuff. 
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THE LISTENING SHOW AS A WHOLE 
I have not yet mentioned the work of Loure Provost and that is because I don’t think 
you can comment on this without talking about the curation of the show as a whole. 
Belinfante has been very clever and have tackled the problems of presenting a sound 
art show with flair. I want to state for the record that I have had this idea myself. I 
have even employed a version of it in a show of my work at the De La Warr pavilion 
that I believe Belinfante visted!! However he is the one who has realised a full group 
show tih this technique, and well done to him for it was sensationally good and 
inspiring. 
 
The techniques is this: Instead of compromising multiple sound works by letting 
them bleed into each other, or going the other way and isolating and compromising 
the works with small rooms or worse, headphones, Belinfante has pulled a 
masterstroke – he has applied ‘sequencing’. In this way the entire gallery lighting 
system, along with the playback of certain films and sounds, is sequenced using tools 
taken from the theatre. So we walk into a normal white gallery space and begin to 
explore when all of a sudden the lights go out and 2 x coloured circles of light 
appear, a voice (provost) is heard from above, laughingly describing a cigarette and 
some butter, the lights flick around the room and come to rest, like spotlights, on the 
items in question mounted on the wall. Before we really know what is going on the 
lights are back on. Then just as we are starting to normalise the lights are off again. 
This time a film starts up in the centre of the space, its Anra Sala’s, Uncushioned Ride 
(2006). At this point Both Provost’s and Sala’s works become part of and an 
undividable part of the whole show. It works. We are guided by the curation but it is 
benevolent and exiting. We feel like this shouldn’t be allowed, but it is and this feels 
simultaneously rebellious and comforting. We have not been cast alone into the 
white cube to deal with the various objects and concepts within, we are in the hands 
of a playful and controlling curator, and we like it. And it also simply means the 
works don’t clash or need to be compromised. Double Brilliant. 
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How to construct a time Machine 
MK Gallery, Milton Keynes 
 
 
 
 
 
 
Through my ongoing research into the contemporary academic field of noise, I had 
hit upon a number of people writing about the ability of experiences with noise to 
effect our durational perception of time. This chimed with my own experiences 
when engaging with loud visceral noise music gigs or simply listening quietly to 
minimal drone music such as the work of Eliane Radigue. 
 
I found the show generally very interesting but perhaps a little too wide ranging in its 
reach and spread of subjects (this shows the difficulty of dealing with a subject as 
fundamental as time, it can be used for almost anything you want, noise can have 
this problem also). Also I was disappointed to find the work by Nam June Paik (one of 
the main reasons I went all the way to Milton Keynes) was simply a documentary on 
a monitor in a fairly secondary and neglected side room. As an aside - I was 
fascinated by Milton Keynes itself – the architecture and the public Sculpture. I was 
particularly impressed by happening upon a pair of large Bernard Schottlander 
sculptures (an ex Brighton University Student I believe – there is a sculpture of his 
just outside the café entrance) which I have marvelled at in pictures (this is perhaps 
another benefit of the pilgrimage in art; you have to take in a wider context). 
 
There were 2 works that I was most impressed and interested with: The Time 
Machine in Alphabetical Order, 2010, by Thompson and Craighead and Campo del 
Cielo, Field of the Sky (91,800g), 2014, by Katy Paterson. 
The first work was interesting in the way the non-narrative sequencing of this film 
rendered a whole new experience for the viewer ( the original film had been re-
edited to place all the spoken words in alphabetical order). It was interesting in 
terms of time and duration and our perception of it, in that the new rendering of the 
film made the ‘action’ sections feel slow and the spoken sections feel fast. As the 
film was edited using the speech as cut points, the action sections lacking in words 
lingered, however the spoken sections were rapid fire, flicking between words in 
alphabetic succession. The felt response was clear – our perception of time passing is 
malleable and changes in response to the stimuli acting upon our senses. It was a 
clear confirmation of what I have been thinking about and this was a good 
demonstration of using a process based approach to engage with this phenomenon.  
 
I was glad I came to MK and felt satisfied and empowered to forge on with my own 
work in this area. 
 
The other standout work for me was the 5 billion year-old asteroid that Katy 
Paterson had melted down. Here was an engagement with ‘Deep Time’, this opened 
up my mind to thoughts about engagements with human response beyond the 
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immediate. I’m not sure if at this time if that is an area for me to look at making work 
within, but I shall be following this artist’s career with interest. 
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Experimentation 
 
 
 
 
 
Research Diary 22 Dec. 14 
 
Example Studio Experimentation 1 
 
I have set up a ‘boy racer’ style sub woofer with a mirror attached to the cone. I have 
set up a data projector projecting a thin circle outline with the beam bouncing off 
the mirror.  
 
Fig 1  
 
I am looking at ways of directly translating sound waves in to movement of light. I 
have used my hanging steel sheet as a projection surface.  
 
Fig 2 
 
I have tried various sound sources, from simple oscillators to my compositions. I 
have also tried sending the same audio in to the transducer attached to the sheet at 
the same time as to the sub. 
 
I have also Projected the on to the wall next to the sheet.  
 
Outcomes and Analysis. 
 
I have decided the best approach is to use a short looping compositions to run 
through this set up. I have found that projecting on to the sheet only works on a non 
moving sheet. However playing the sound through the sheet so it shakes at the same 
time is satisfying to the ears. I think to have 2 sheets set up – one still as a projection 
surface and the other with no projection but set up to resonate and shake would 
draws an interesting connection between the movement of the light on one side and 
the movement of the steel on the other. 2 different ways of achieving the same 
thing, 2 different forces in the world, 2 different modes.  Another idea is to hang the 
sheet next to the wall and project a rectangle of exactly the same size next to it. The 
difference  and parallels in the shaking steel and the shaking light would be explicitly 
demonstrated. 
 
I also really liked just the pure sub sound with one of my previous process based 
compositions called ‘Wash’.  This works well as a standalone piece. I have lately had 
on my mind the idea of using record players set to auto repeat in stead of computers 
for playback. I like the mechanical reproduction element and also the sculptural 
presence with the associated aesthetic of shape colour and movement which would 
‘resonate’ with the other materials used in the potential work. 
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Technical Revisions: 
 
The mirror proved too unstable. I need to buy a smaller mirror that can be glued 
directly to the bass cone. 
 
I need a specialised way to hold the projector in place over the speaker. I will do 
some research online into possible purchase of an off the shelf ‘adjustable TV stand’ 
type thing, the ones with the fully movable armatures would be good (also I could 
use the word armature in the title of the work to reference a well classic noise track 
by the band Emptyset). Or it may be easier and look best just to attaché a self made 
shelf to the side of the sub. Whatever the method, this does need defining. 
 
In summary there are some nice things happening here. There are a few ways of 
resolving and combining the 3 elements of sub bass, steel shake and projection 
movement. I need to consider which would be the most effective. It’s possible they 
are 3 separate works. But could the clever thing be to achieve this whilst still having 
them linked… Time to consider is needed. 
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Experimentation 
 
 
 
 
 
Example Studio Experimentation 2 
 
I have experimented with a much tighter connection between the mirror and the 
speaker cone. Also by moving the set up away from the wall I have made the 
projection bigger. It has become apparent to me that this seems to be a good way of 
presenting the bass compositions I have been working on. I am bored of the ‘3min 
hit’ method of working with composed sound. By locking the compositions to a 3d 
set up involving light, It moves them into a new sphere of consideration. The 
movement of the light positively reinforces what you can here, making visually 
perceptible parts of the sounds that you knew where there and that made up a large 
part of your enjoyment without being considered consciously. It’s a ‘revealing’ of 
the tacit mechanics that go into the construction of the sound. This absolutely 
works for me as it is allied to the concepts I have set out to explore – that is to reveal 
the otherwise accepted mechanics of perception, and in doing so forcing a re-
orientation with one’s world. * there is also a nice detail happening – The type of 
projector I am using (DLP) is prone to a ‘rainbowing’ effect, this is a problem in that 
the red, green and blue (RGB) elements that go together to make white can 
sometimes be perceived, for instance when the viewers eye moves rapidly from one 
part of the projected screen to another. Although seen as a problem to the 
manufacturers, this effect is in line with my revealing of the nature of our sense data. 
This effect is made clear as the bass shake the projection at certain frequencies, this 
effect becomes a core part of the work and again references the parallel revealing of 
the audio properties. (NOTE TO SELF, ALWAYS SPECIFY DLP PROJECTORS FOR THIS 
WORK). 
 
 
And another thing: 
In the previous studio experimentation I used the sub as a sculptural element but 
had not yet defined a sound source. After experimentation today I have found that 
when set to frequencies that are below the threshold of human hearing the cone 
vibrates in a very visually stimulating way. I will experiment with this in that set up 
next time…. 
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Experimentation 
 
 
 
 
Example Studio Experimentation 3 
 
I placed a prepared (to flicker intermittently) strip light on the floor ahead of the 
steel sheet. I attached a magnetic pick up coil to the light fitting. I plugged this into 
my laptop (to act as a mic preamp). I plugged the audio output in to the amp driving 
the transducer fixed to the steel. 
 
As soon as I fired this up I was in Awe. The room became filled with a sublime 
foreboding. The feelings of risky-ness and un-surety were palpable.  
 
This is the way forward. 
 
I tried a few different positions for the strip light and I found that in front of the steel 
facing it seemed best, it set up a tension between the 2 items, which excluded the 
viewer from their conversation but had strong theatrical and narrative overtones. 
Interesting. 
 
This is nasty and loud and edgy and still not just a spectacle. It is everything I have 
had in mind for the work. The main questions are not how to adapt or advance the 
work but how to exhibit it, how to share such a wild animal of a work in public…. 
 
So good. 
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Experimentation 
An experimental text which has informed my final essay 
 
 
 
 
 
 
The following text is my attempt to begin to explore and explain my own response to 
encounters with extreme noise, be this via attendance at a ‘noise-music’ event, 
proximity to extreme industrial noise (for example during field recording sessions 
within the turbine hall at Fawley Power Station) or in relation to sublime audio visual 
shows by artists such as Ryoji Ikeada or Bartosz Dylewski. 
 
 
 
 
On the Pleasure of Noise 
 
PLEASURE 
Enjoyment gained through the immersion of one’s sense perceptions within a field of 
noise stems from recognition of the possibility of an acceptance of the infinite, a 
communion with obsolescence, a reassurance in dissolution, an end of meaning and 
an end to the quest for understanding. It is an awakening of a buried desire for the 
ultimate sublimation of the self into the vibrating sea of potentiality.  
 
“Thus, in most cultures the theme of noise, its audition and endowment with form, lies 
at the origin of the religious idea. Before the world there was Chaos, the void and 
background noise … Music, then, constitutes communication with this primordial, 
threatening noise – prayer. (Attali, 1985, 27; Attali’s italics) 
 
OBLIVION 
When we focus on the hum around the message we are riding the carrier wave. In 
experiencing the medium and jettisoning meaning we untie the guy ropes of 
rationality. With no object, objective, representation or referent to pin us down, we 
don’t simply engage a change in the mode of our reception, but rather we experience 
the temporary acceptance, and therefore cessation, of all modes.  
 
OVERLOAD 
Through exposure to extreme noise we explore the reverse of sensory depravation. It 
could be said that similarities of effect are experienced when meditating, or 
undertaking a session inside a floatation tank. However, the actual result is not the 
clearing out of the consciousness so that a calm removal from the present can occur, 
but rather an overwhelming cramming in, a jamming of the signal, a white out. This 
can be felt not a false reassurance through the temporary suspension of conscious 
movement, but rather as a presence of all movement, all potential movement and all 
that has passed, the unity of past, present and future, and therefore the negation of 
the possibility of all three. This overload works not to envelope or obliterate the 
consciousness, but rather to absorb it, to assimilate it into the infinite sea from which 
it came:  
 
“Subjectivity is enthralled by an aggregation of energy that, by its very intensity, 
defies explanation, purpose or even perception. But, again by its very intensity, this is 
not simply no meaning: it is ‘any, all and no meaning’ (Slates, 2009, 159), the totality 
of possibility (Roberts, 2013, 119) 
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With all lines jammed we no longer have discrete access to the medium in which to 
transmit our communications. When the overwhelm invades even our own internal 
messages, we encounter a negation of the subjectivity of the subject. This is not an 
abandonment of self, but a reconnection of the self with all others (see Hegarty, 
2007, 125), for in noise we encounter the dissolution of the disparate self.   
 
“Such power – formless, sublime, total – defies preconception or representation. 
Language as a relational media becomes useless and decomposes into glossolalia. 
This desperate failure to correspond is not so much pre-linguistic as extralinguistic: 
above and beyond the capacities of human discourse…Language is the subject’s 
means of representing itself and its relationship to the other, so with linguistic 
deconstruction comes a concomitant dissolution of identity. Self understanding is 
further troubled as noise becomes physical through volume and vibration… the body 
is made aware of itself, as a body but not as a self.” (Roberts, 2013, 118/119) 
 
 
COMFORT 
The result of this communion with noise is feeling of solace. Not only as a reflection, 
post-experience, but inherently as a (the) sensation during; intuition as the only 
possible outcome of the removal of all tuition - a felt response, induced through the 
removal of all rationality.  And this response is not felt as neutral, but is experienced 
as an intuitive feeling of pleasure. Noise is death and the time before you were born, 
but to living beings it is more than this vibrating void, as we perceive noise through 
the lens of life. Through life we obtain the ability to experience, and to experience 
noise is to both remember and foresee the loss of experience. The solace comes in 
the sense that this loss of experience is not actually a loss at all, but rather a gain of 
everything, an again of everything. 
 
 
ADDICTION 
“Loud volume is like hot food, the more you get the more you want” (The Bug, 2007). 
This urge to repeatedly bathe in noise is ultimately rooted in the impossibility of the 
experience to absolutely and completely reach the perfect transcendental (or 
perhaps better described as post-transcendental or even supra-transcendental) state 
described above. Just as the noise of the blood in John Cage’s ears prohibits the 
ultimate possibility of silence, we can never fully jam the signal and achieve the full 
state of anti-silence. Through the immersion of the senses in noise we can taste the 
solace of dissolution, but we know that full dissolution can truly come only in death. 
Through embracing noise experiences we gain the opportunity to come close to 
dissolution, close enough to sense its liberation, we find solace in this promise and 
therefore in the experience we feel pleasure; pleasure in the acceptance and 
reassurance of our inevitable return to the universal plane of immanence. 

 
See my final essay for a formal version of the ideas put down here… 
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Application 
 
 
 
 
 
 
Responses to the Critique of my Work. Crit Show 1 
 
On 22nd Jan I installed 2 works as part of a group show in room 128 at Grand Parade. 
Here I will record and reflect on the process, the way I worked as part of the group 
and the responses I garnered. 
 
The responses were favourable from lecturers and peers alike.  Some peers 
mentioned having a problem with my use of an ‘ugly boy racer speaker’ in the work. 
I felt this was great as this is exactly the sort of preconception I am trying to 
challenge within the elitist white cube environment. I was reassured that the ‘low 
culture’ credentials of the object had not been missed. 
 
The overall ‘sequencing’ borrowed from the Listening show I had recently visited was 
also seen as a success. This is clearly something to keep in my arsenal of techniques 
going forward. 
 
If anything there was a lack of criticism to my show. This was of course really nice not 
to have to defend or explain or question too deeply what I had done, but  I did 
decide at this point I would take more risks in my next crit show. 
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Application 
 
 
 
 
 
 
Responses to the Critique of my Work. Crit Show 2 
 
For this next show early in 2015, I decided to try something ambitious and to get 
feedback on as many of the ideas I had been working on as possible. I presented a 
complicated work primarily focused on the affect of noise in communication. A lot of 
people expressed a positive response to the various elements of the show, but many 
felt confused and overwhelmed at the multiple parts and the way they interacted 
with each other. A particular problem was my attempt to question the plinth ( and 
ehat is on it) by placing a functional part of the installation (a loudspeaker) on a pile 
of white stones. My critique of the white plinth formality was lost as the actual 
object upon them was not really a valuable sculptural item. I had indeed thought to 
far here and had definitely overstepped myself and put a foot wrong. I also placed a 
strobe light in the ceiling cavity which I had opened up to use as part of a larger 
sculptural element. This was seen as Charlie as theatrical and unnecessary. I stand by 
this strobe in the ceiling idea but agree with Charlie that it was lost in this 
presentation. I think if it was allowed to be considered in isolation, (and with the 
sound created by the strobe which didn’t make it into this show due to being vetoed 
by my exhibiting partners) it would still be a good work. 
 
The lessons I learned were valuable: 
 

1. don’t overcrowd a space 
2. 2. don’t compromise the message of one work by linking it to 

another arbitrarily 
3. Don’t over think things 
4. If I want to make a show about the problematic nature of noise in 

a communication, be prepared that the work itself will be viewed 
with this problem within it. 

5. Stick to the essence and elegance of an idea at all times and don’t 
try to be too clever!! 

 
I also presented some film works which were universally well received. I was happy 
with the general technical installation of these films and will be doing something 
very similar in my end of year show… 
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Application 
 
 
 
 
 
 
 
 
SKETCH FOR A WORK #1 
 
Gallery doors locked closed. High powered strobe placed inside. Loud low bass tone 
played through large sub inside. Work to be experienced from anywhere the sound / 
light permeates. 
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Application 
 
 
 
 
 
 
SKETCH FOR A WORK #2 
 
An empty room or gallery space. Windows wide open. Blinds drawn open. No objects 
in room (chairs/ sofas / sun beds/ day beds/ recliners) Loudspeakers to be secreted 
in the locale outside the room (e.g. at grand parade they would be in the trees on 
the green opposite). Speakers to be emitting intermittent noises that are alien to the 
‘normal’ soundscape of the locale. Volume level of speakers to be on a par with, or 
relative to the surrounding soundscape – i.e. not fore-grounded. Mixed and mingling, 
there to be heard but possible to ignore. Installation of the speakers to be as 
‘invisible as possible’ 
Notes and Options: 

1. Sounds could be anything alien to the environment – so should be chosen in 

relation/contrast to that. This is one place where the work can succeed or fail 

and needs more thought. 

2. Sounds could alternatively be located in the corridor or next door room. 

3. This would work best in a gallery located within a fairly rich audio setting. But 

of course the ‘quieter’ the environment, the more subtle the audio 

intervention needed. 
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Appendix 
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DVD Research Project 
 
 
 
 
 
 
 
Over the first half of the year I undertook a considered and extended review of the 
Multi-media archive at St Peters library. I watched many, many documentaries, artist 
profiles and exhibition documents. The aims of this research were to bring myself up 
to date on the important (and/or interesting to me) works in art history that may be 
relevant to my practise. I wanted to make sure I wasn’t repeating what had been 
done and I wanted to make sure I was familiar with names and works that may be 
discussed on the course, in tutorials, seminars and crits..etc.. 
 
It would be impossible to review everything individually here, hover I do feel the 
need to record and reflect on my findings. Some artists have been looking at some 
very similar aspects as I, particularly Bernard Leitner, (resonating steel sheets, 
spatiality of sound), uses of light (James Turell), processed film (Mark Dean) and 
many more in more subtle and indirect ways have had a resonance. I also learned 
more than this though. I started to become aware of the way an artist’s practice can 
stay the same for long periods (Whitread, Gormley) or can change rapidly (Vong 

Phaophanit, Deller), or some that have started out incredibly well and then become 
safe and dull (Craig-Martin - from revolutionary oak tree to decorative wallpaper). 
These observations are very useful in terms of understanding my own development 
and methods of self editing. I have found the constantly interesting artist’s are those 
that have changed media and indeed conceptual; focus, but have done so in a liner 
fashion, with linking concepts running through their work (Elliason, Nauman, Beuys, 
Cornelia Parker, Duchamp). This research is just something that will stay with me for 
the long term and not something on which to act immediately. 
 
I have managed finally to experience classic sound works that I have been meaning 
to get round to for years, for example the full version of ‘I am Sitting In A Room’ by 
Alvin Lucier (Great and much better than I expected from reading about it!!) and 
Zang Tuumb Tummb/Art of noises performances by the futurists (Marrinetti, 
Russolo- These were also amazing, such a shame they flirted with Facism, but then 
again the idea of celebrating the sounds of war is highly questionable in itself. Great 
ideas and works nonetheless ) I have also come across really inspiring approaches 
from artist’s I was unfamiliar with such as - Siobhan Hapaska, Mona Hatoum, Vong 

Phaophanit, Thomas Hirshorn, Mariele Neudecker, Matthew Tickle, Peter Vogel, 
Conrad Shawcross,  Graham Gussin. And I have become less interested in some of 
the big names I used to value more highly - Louise Bourgeois, Ai Wei Wei. 
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In brief, this extended research utilising video footage has let me get close to 
important experiential works from the last century, given me grounding in a way 
simply reading could not, and made me aware of the history of the context I am now 
working in. 
 
The list of titles watched/listened to in full: 
 
Bruce Nauman - bouncing two balls between the floor and ceiling with changing rhythms 
(VHS) 

 
The sculpture 100 [videorecording] : England's public sculpture 1905-2005 
 
Documenta 1-9 [computer file] : ein Focus auf vier Jahrzehnte Ausstellunsges 
 
Thinking in loop [videorecording] : three videos on iconoclasm, ritual and i 
Groys, Boris, 1945- 
 
Fluxus replayed [videorecording] 
 
I am sitting in a room [sound recording] : for voice on tape 
Lucier, Alvin 
 
Musica futurista [sound recording] : the art of noises 
 
The century of the self [videorecording] 
 
Talking liberties [videorecording] 
 
Mariele Neudecker [videorecording] : image, music and text 2002-2005 
 
Peter Vogel : the sound of shadows [videorecording] 
Martin, Jean, 1955- 
 
No such thing as rest : a walk with Brian Massumi 
 
Ai Weiwei - never sorry [videorecording] 
 
What the eye can't see the heart can't grieve for [videorecording] 
Tickle, Matthew, 1964- 
 
 
Conrad Shawcross [videorecording] 
Shawcross, Conrad 
 
Mariele Neudecker [videorecording] : sculptural and video installation works 
 
Vong Phaophanit [videorecording] 
Phaophanit, Vong, 1961- 
 
Kopfräume [sound recording] 
Leitner, Bernhard 
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Thomas Hirschhorn : early video works, 1995-1997 
Hirschhorn, Thomas 
 
Der Lauf der Dinge [videorecording] 
 
David Batchelor [videorecording] 
 
Louise Bourgeois [videorecording] 
 
Michael Craig-Martin [videorecording] 
Craig-Martin, Michael, 1941- 
 
Martin Creed [videorecording] 
Creed, Martin, 1968- 
 
Down over up [videorecording] 
Creed, Martin, 1968- 
 
Recall [videorecording] : selected works1969-2004 
Hiller, Susan 
 
Koyaanisqatsi [videorecording] : life out of balance 
 
The art of noises 
Russolo, Luigi 
 
This not that [videorecording] : the artist John Baldessari 
Baldessari, John 
 
Immersive works [videorecording] 
 
Granular Synthesis, Artists' group 
 
Graham Gussin [videorecording] 
Gussin, Graham 
 
Les sculptures sonores [sound recording] : the first fifty years 
Baschet, Bernard 
 
Joseph Beuys and me [videorecording] 
 
Joseph Beuys [videorecording] 
 
 The Late Show [videorecording] 
 
Talking liberties [videorecording] 
 
Art lives: Olafur Eliasson [videorecording] 
 
Rhythms [videorecording] 
Lye, Len, 1901-1980 
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Chomskian abstract [videorecording ] : Noam Chomsky responding to questions 
Parker, Cornelia, 1956- 
 
Yoko Ono [videorecording] : This is not here 
 
La jeteé ; : Sans soleil [videorecording] 
 
Oskar Fischinger [videorecording] : ten films 
Fischinger, Oskar, 1900-1967 
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Ongoing areas, articles, ideas and themes…. 
 
 
 
 
 
 
 
PHENOMENOLOGY, PERCEPTION AND ‘NOISE’ 
Online interviews with Russell Haswell 
Noise article by Stephen Mallinder 
Pippoloti Rist Review hauser and Wirth – Crack Magazine 
Olafur Eliason PDF’s 
Dower tutorial with David Muchmore – pilgrimage and sculptures with sound, a 
review 
Minimal Composition: 

Eleh / Radigue / Drone / Pierre Henry / Pierre schaeffer Laurie Spiegal / 
Stockhousen / Terry Riley / La Monte Young / Morton subotnik 

Mallinder Conversations 
A Thought on Materials in 3d Work 
A Thought on ‘Context’ 
A Thought on Politics 
Lego Aesthetics Test 
Noise V music V sound 
Burke / Kant 
A thought on the liminal zone between perception and rationalisation (How does the 
subconscious work in all this?) 
Specific questions about support for hanging steel sheets – sculptural layer or 
utilitarian? 
Reverberations – noise – Mallinder article 
Noise aesthetics and politics – quantitve noise articles  
Accelerationism!! (from Alex Pollard) 
 
SPECTACULARIZATION AND THE EXTREME 
Airm / yass / beasly 
Tuesdays: Cunningham/ hooker 
Laure Provost at Listening show 
Stezacker Videos 
Geesin – Blackbird Quadrilogue 
 
THE USE OF THESE IN ART 
Ryoji Ikeada – Supersymmetry 
Dower website 
Cunningham website 
Stezacker Videos 
Cornford conv 
Audio arts – Tower blocks / turner 1985 / Hooker / Chapmans / Beuys interview 



 90 

Supercell Performances – a review 
A thought on Site specifity and the projection problem – elegance and compromise 
in installation work – Dennison/Hooker/Beuys 
Mona Hatoum – current disturbance, a review 
Sonic Warfare book as recommended by S Dower 
 
 


