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Five underscores in a line
Astrid Lorange

5

Blank, from the French blanc, signifies whiteness.
Even in its more negative connotations (to be void, empty,
absent), the implication of whiteness as ‘good’ remains:
whiteness is the first state, the beginning, the unmarked.
To assume the primacy of whiteness is to assume a politics predicated on a natural order, in which and from which
a blank state
far from being the absence of meaning
contains within it all possible meaning and is therefore
the locus of meaning itself. This assumption is never more
clear than in the category of the unmarked subject before
the law, of philosophy, in literature, throughout art: white
unless otherwise, where otherness is the literal filling-in
of a blank line.
Aesthetics fetishises blankness, often in the name
of purity. An object that, in its almost-contentlessness
offers itself as its own version of a whole, while somehow
simultaneously indexing the known universe as its possible contents
this kind of vision of purity has, for many
moments, prevailed as the aesthetic per se. Here, meaning
becomes at once a specific and individuated enlightenment
(I see the object and the object speaks to me!) as well as a
general and universalised sentiment (life is large and the
world is an incomprehensible whole!)
Rethinking blankness requires two things: acknowledging that blankness is a fantasy; denying blankness its
purity. When we blank we stutter, uncertain of the right
word. That space
that little fog of obscurity
is one, of many, to begin again.
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		 In 1930, Gertrude Stein wrote a mirror-machine of a
poem
its title and contents, simultaneously: Five words
in a line. Years later Joseph Kosuth would reference Stein
in his Five Words in Blue Neon.
		 Stein wrote her drafts in a small notebook, and
her handwriting was large and forward-leaning. She could
fit, on average, about five words per line. The constraints
of her compositional mode
the materials, labour
determined her work. Linebreaking, for a poem, was in part
informed by this simple logic of fit: about five words in a
line. Notebook length for a longer prose piece, could mean
the difference between ending or not a novel. Sometimes
the best place to finish is on the final line of the last page.
Why not?
		 A poem is an event that shows its own materials.
The poet and critical theorist Veronica Forrest-Thompson
argued that the difference between the language of a poem
and other kinds of language is that the poem emphasises
its artifice: it never claims to be natural, or unadorned. It
shows the emphasis (aesthetic, rhetorical, ideological,
formal) of its compositional becoming. It says: look at what
can be done in a minor gesture made of words. For ForrestThompson, reclaiming the artificiality of poetry was a more
interesting thing to do than claiming the purity of language.
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			 A refusal is an anti-blankness blankness. In
its disavowal (one is reminded, every time, of Herman
Melville’s Bartelby) of the demand to produce value, the
refusal denies an easy passage of blank to filled-in, while
at the same time occupying a space of meaningful nothingness. This is, above all, an ambiguous politics. The difference between refusals can be enormous.
			 Some ‘blank’ art is a refusal to be anything
other than a chance for intimacy. To come into an arrangement, a slice of time or the elbow of an event, is to share
though this is by no means a guarantee
an experience by affiliation. Unsurprisingly, such work can risk
uncritically celebrating its own volunteered labour. More
surprisingly, such work often remains somehow ‘difficult’
despite the dematerialised experience economy it sits
snugly inside.
			 As others have argued before me, the quest for a
blank art is ironic; something is always there, the attempt is
always its own content. Yet this irony is also often genuine:
the artist imagines the striving as a moral success of sorts, a
victory in ‘knowing’ something about the process or practice
of art.
			 Investigating blankness requires attention to
the many ways it can be ambivalently read or ignored. If
a blank art is impossible, then various engagements with
blankness-as-affect, or blankness-as-desire, or blankness-as-invitation, are both possible and interesting.

11

				 The blank line stands in for a missing word.
Reading comprehension depends on context: by looking
alongside, a word can be discerned by its own omission.
(One conclusion: sentences are ambient.) A blank line can
be filled in by a number of alternatives; these alternatives
are loose relations. (Another conclusion: sentences are
ghosted by their own infinite others.)
				 Missing words suggest their own synonyms.
Empty? Redacted? Erased? Forgotten? Lost? Untranslatable? Overwritten?
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					 Five consecutive underscores produce
an undifferentiated line of a certain length.
					 The underscore, as a typographic mark,
is an emphatic gesture. For analogue typing, the underscore stands in for italics, emphasis by intensive angle.
For digital typing, the underscore stands in for a blank
space. Here, the underscore, rather than representing
emphasis, is itself emphatic: it emphasises an otherwise
impermissible blankness by granting a space to its own
character.
					 For Gertrude Stein, there is no true
repetition. A repeated gesture always differs in its emphasis, or what she calls insistence. People’s modes of being
their character, so to speak
are articulated through
the nuance of insistence. We insist differently, through the
repetition of our being.
					 Repeating difference is a good way of
describing the attempt to renew or revalue art in a moment
suspended by the speedy timelessness of global capital.
Efforts to be different in a way that isn’t immediately
recognised as a saleable innovation are doomed
we
know this to be true, time and time again. But the effort
itself (here imagined not as aspiration or ambition but as
the extension of the labour of criticality) is all we have;
the willingness to keep at it, indefinitely.
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Nothing: Before and After
Alex Gawronski		

17

Thinking about art today usually means
thinking about a series of free-floating referents. Regularly
when we recall works we have seen, and especially ones we
haven’t, we conjure them in our minds as if they existed on
their own terms; scattered, dispersed, infinitely reproducible, linked though autonomous. Such thinking de-anchors
art from its physical contexts as it appears in galleries,
museums and other spaces. At the same time, such thinking imagines the gallery or museum container, where art is
most commonly experienced, as largely expendable, a mere
scaffold onto which the content of a work were temporarily
pinned. However, viewed from another perspective, context
is everything; art spaces architecturalise and institutionally frame all art. Conjunctive with our pre-expectations
of art’s ultimate divisibility, is the assumption that the
typically white spaces that house art, exist purely to be
filled to lesser or greater extents.1 Again, such an attitude
denies that as soon as art is exhibited, it becomes an intrinsic component of the physical/ cultural/ political structures where it is shown.2 This then leads to the question,
what of the signifying spaces of art that speak even when
empty? Indeed, the emptiness the artist and curator faces
confronting a gallery about to be filled, is almost always one
of anxiety: how to get the work done, and in time. The same
scenario confronts the writer faced with an empty page.
The major difference perhaps is that the empty page cannot
enfold one as empty space does.3 Then again, the emptiness
of the un-curated gallery can also pre-empt anticipation,
a slightly more positive emotion. Still, this question of the
relationship between what exists already and what is yet to
19

exist in an exhibition context, echoes somewhat Beckett’s
famous line ‘I can’t go on, I’ll go on’ 4 where the temptation to
do nothing interpolates the will to do ‘something’.
Artists of the 20th Century and beyond
have readily embraced notions of blankness and emptiness.
Framed as a concept, nothingness in post-war art appeared
perhaps most forcefully in Le Vide (‘the Void’) a work by
Yves Klein presented at Galerie Iris Clert in Paris in 1958.
For this (anti-) exhibition Klein famously cleared everything
from the gallery and had the walls freshly painted white.
An existing glass vitrine in the corner emptied of all content
but air, multiplied the presence of this apparent nothingness. Yet, in order to present emptiness as a conscious
gesture, Klein heavily promoted his exhibition in advance of
its grand unveiling. The artist also symbolically hung heavy
plush curtains at the entrance of the gallery and hired a
pair of French regimental guards in full dress uniform,
to flank the doorway.5 Enacted through Klein’s ‘charade’
was a somehow ‘neurotic’ doubling of intention: on the
one hand the artist extolled the uplifting Zen-like 6 emptiness of space ‘itself’, and on the other he emphasised the
compromisingly institutionalising dimension of the gallery
as a mode of ‘spiritual’ presentation. Klein’s dualist love
of nothingness persisted throughout his career extending
from his ‘International Klein Blue (IKB)’ 7 monochromes to
his Symphonie Monoton-Silence (‘Monotone Symphony –
Silence’) (1957), from the series of cheque-burning performances, the ritualised transference of Zones de Sensibilité
Picturale Immatérielle (‘Zones of Immaterial Pictorial Sensibility’) (1959-1960) to the late Architecture de l’air
21

(‘Air Architecture’) (1961- ) consisting of different configurations of gas burners that perpetually consumed the oxygen
around them. Needless to say, Klein was not the only artist
to recognise art’s inherent dependence on the nothingness
from which it springs. In fact, Duchamp‘s Air de Paris 50 cc
(‘50 cc of Paris Air’) (1919) was an important progenitor of
Klein’s dematerialising oeuvre. Likewise, Duchamp’s readymades by making the industrial anything-whatever a suitable object for art world ‘appreciation’, fundamentally drew
attention to the invisible contextuality of the very idea of
art as an institution in the institutional sites of its display.
Recognition of the seminal influence of
nothingness and emptiness as concepts continue to exert
influence over an entire generation of other artists. This is
attested by works as diverse as Rauschenberg’s Erased
De-Kooning (1953)8, conceptual artist Robert Barry’s documented release of inert gasses into the desert atmosphere
(1969) 9 or his series During the exhibition the gallery will
be closed (1969-70), Michael Asher’s removal of the partition separating commercial gallerist from visiting members
of the public at Clare Copley Gallery, Los Angeles (1974),
and Art and Language’s Mel Ramsden’s Secret Painting
(1967)10. More recently, in 2005, Danish artist Jeppe Hein
‘constructed’ a space, an ‘Invisible Labyrinth’, mapped
out imperceptibly by motion sensors. Audiences wearing
headphones that registered ‘collisions’ were invited to
negotiate this space, their challenge being not to bump
into any ‘walls’ in an otherwise completely empty institutional space. Elsewhere, German artist Gregor Schneider
has made a career of doubling prosaic urban interiors, most
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famously in his Tottes Haus U r (‘Dead House U r’) (1985- ).
In the ‘dead house’ basic domestic interiors were recreated
and uncannily linked such that it became practically impossible for visitors to tell where they had been or where they
were according to the standard reasoning underlying architectural design. In a related spirit, contemporary Polish
artist Monica Sosnowska has produced vast but otherwise
entirely empty and resolutely unspectacular architectural
spaces in various galleries and museums. These usually
exist as attenuated, semi-accessible domestic corridors
or institutionally denatured tunnels where once again, the
very idea of the gallery as a site for the display of ‘art’ is
implicitly called into question. Nonetheless while there is
usually little to see in these works of Sosnowska’s, there is
everything to feel.
Artists in the exhibition ‘
’
continue this historical trajectory of questioning the givenness of exhibition spaces and the supposed reliability of
language and other representational media. They interrogate both the anxieties and possibilities announced by
blankness, emptiness and anticipation. Dane Mitchell calls
attention to the gallery threshold, a space lying outside
art and therefore habitually neglected and unseen. Other
artists (Iakovos Amperidis, Alex Gawronski, Biljana Jancic)
evoke the inherently dematerialising and ghostly nature
of film and video, either through gestures of erasure or
as attempts to concretise the paradox of such media’s
ephemeral materiality. Related, and again emphasising
the spectral nature of film as a medium, Salvatore Panatteri
presents as part of his contribution, a sheet of photographic
25

paper that has been continuously exposed to ambient light.
In this instance, the artwork literally develops invisibly
before our eyes. Scott Donovan uses photography propositionally to fictionalise past art world events that might
have, but realistically, would never have, actually occurred.
Yet other participants focus on language’s poetically dematerialising aspects as it attempts to locate experience via a
variety of performative means both in the exhibition and in
this catalogue (Boni Cairncross, Astrid Lorange). Christian
Capurro continues his already extensive interrogation of
erasure by presenting evidence of a ‘protest’ performance
he staged in Oporto, Portugal that demonstrably reduces
the, in this case already reduced, reflective capacity of
art to shards and urban detritus. Sean Lowry constructs a
white quasi-monolithic cube that calls to mind Ramsden’s
Secret Painting in drawing attention to its own unseen
emptiness in relation to the empty spaces that exist externally to it. Lastly, Patrick Pound’s archival photographs
point to those unseen physical forces that inflect representation and influence subjective states. In the end though
this exhibition does not seek to celebrate ephemerality as
an art-historical ‘tradition’ but aims to deploy its multiplicitous guises tactically. As a tactic, because ‘nothing’ is never
the same from context to context, it actually defies repetition. Therefore, ‘nothing’s’ vitality is evidenced by its continuing capacity to question how and what we see, especially in
an art institutional context where physical and intellectual
tangibility are automatically pre-empted as a given.
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1

This could be argued to be the

quintessential differentiating dimension of curatorial practice, whether to show more or less.
2

Of course, the same could be said

of the virtual spaces of art, the Internet etc., which
provide a similar, though dematerialised series of
frameworks.
3

Or maybe it can as far as project-

ing into the space of writing constructs imagined
spaces.
4

Samuel Beckett, The Unnamable,

5

He also charged those who did not

1953.
already hold an invitation 1,500 fr entrance fee,
thereby emphasising the value of the ‘nothing’ he
was offering.
6

As is well documented, Klein spent

time in Japan studying Zen and mastering Judo.
7

A particular tone of blue Klein

developed and attempted to patent.
8

This gesture recalled a much

earlier Dada performance, that involved André
Breton chasing Francis Picabia around a sheet of
paper, with Breton automatically erasing whatever
Picabia drew as soon as pencil hit paper. Incidentally, this performance infuriated Cubists like
Georges Braque who were in attendance, Braque
loudly voicing his disapproval on exiting.
9

Inert Gas Series/Helium, Neon,

Argon, Krypton, Xenon. From a Measured Volume to
Indefinite Expansion. As Barry stated more generally at the time ‘Nothing seems to me the most
potent thing in the world’.
10

Secret Painting (1967) consists of

a black monochrome in oils, flanked by a printed
photostat that reads: “The content of this painting
is invisible: the character and dimension of the
content are to be kept permanently secret,
known only to the artist.”
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Sean Lowry, Unaustralia, 2013,

overpainted wall painting, acrylic sign writing
and stock gallery white trade paint, 1800cm x
1990cm. Photograph by David Lawrey
p34

Ilmar Taimre, Label of Felix

Werder – Music for Clarinet, Horn and String Trio
(1959), WG-A-1635, Side One. Image courtesy of
the artist
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p36

Christian Capurro, Respiro

Bianco shat o Quadrado Azul, 2012. Image credit
James Newitt
p37

Christian Capurro, (Destruction

of Respiro Bianco (non ho sonno) 2009 on the doorstep of Galeria Quadrado Azul, Porto, November 24
2012, after a dispute.) Image credit James Newitt
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Patrick Pound, Portrait of the

Wind, 2011 (installation view)
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Iakovos Amperidis, Subtitles

/ Soundtracks, 2015 (stills), projected text and
visuals onto gallery wall with audio
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p42

Scott Donovan, The Mental

Hospital, 2015, exhibition banner, digital print on
fabric
p44

Biljana Jancic, Spill, 2013

(installation detail), aluminium tape, masking tape
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p46

Alex Gawronski, Scenery, 2013,

MDF, timber, acrylic, sand, hinges, fan, sound
[of scratching]. Installation view of Camouflage
Cultures, Sydney College of the Arts (SCA) galleries
p47

Alex Gawronski, The Other Side,

2012, MDF, timber, enamel, acrylic, vinyl, motor,
plastic, rubber, sound [of knocking]. Installation
view at Alaska Projects, Sydney
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p48

Boni Cairncross, Process Notes,

18.03.2015, chalk on blackboard
p50

Dane Mitchell, Refloxology 1, 2015

p51

Dane Mitchell, Invisible Forces,

2015, printed coir mat. Courtesy Hopkinson
Mossman, Auckland
p52

Salvatore Panatteri, Untitled, 2015
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Something else about nothing: blankness as medium1
Sean Lowry
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This exhibition points toward an
aesthetic realm in which conspicuous absence demands
that we look into, beyond or outside formal qualities and
expectations of content. That some of the artists featured
in this exhibition will disagree with most of what follows is
in itself evidence of the varied nature of artistic responses
to blankness and nothingness. Although we might infer the
underlying operation of several divergent strategies for
working at the limits of content and specificity within this
exhibition, some artists will, I suspect, reject that this is
what they are doing. Nevertheless, it is my task here to try
and write something else about nothing.
I will begin with a broad invisible brushstroke. Let us assume that art is an arena for experiencing ideas and that it is meaningfully distinguishable from
other realms of cultural activity. Yet like other sociallyconstructed projections within human culture (such as
nations or corporations), art does not exist in the continuum of physical reality. Being a consensually projected
myth, it only exists – somewhere, but where exactly? – to
the extent that people agree that it does. Perhaps most
importantly, art is a fictional space that enables us to
experientially reflect upon other fictions permeating our
collective cultural existence. Artists routinely claim that
there is something profound about this self-referential
point of difference not easily put into words. Although at
least some attenuated variation of this belief is necessary
in order to maintain the slippery delusion that is art, many
artists nonetheless acknowledge a deep ambivalence.
Perhaps, at best, an idea experienced as art can offer
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insight beyond what can be contained or communicated
in a theoretical proposition alone. Yet such insight often
escapes as soon as attempts are made to pin it down.
Putting requisite media aside for a
moment, I maintain that the philosophical – indeed ontological – condition of art is immaterial. Even when set in
pigment or stone, an artwork invariably requires a supporting mythological apparatus to be even recognised as art.
Strangely, many of us still focus upon the false idol that
is the material object. Although unable to ever completely
escape the material, embodied and sensorial in its idolatrous vehicular pretensions, art is finally just another
fictional and immaterial cultural projection. Sure, we might
have material specificity and embodied experience on the
one hand, and the networked boundlessness of context,
paratext and re-mediation on the other. Yet it all ultimately
congeals to become the fictional immaterial delusion we
call art (a fiction now extending from a kaleidoscopic array
of medium specificities to the antipodean extremities of
intermedial expansion and evacuation).
This exhibition presents works, which
in operating at the limits of evacuated form and content,
seek to illustrate tensions between the vehicular function of materials, and immaterial projections of thought.
Accordingly, this exhibition demonstrates that aesthetic
experience exists both within and beyond direct sense
perception. Most of us did not directly experience the
seminal works of conspicuous absence underpinning this
exhibition. Nor did artists of the 1960s and 1970s directly
experience seminal works of the early twentieth century
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avant-gardes. Yet we still manage to somehow build these
works in our minds via historically substantiated rivers of
documentation, witness accounts and multiple interpretations extending across time and space. Without direct
sense experience of the original objects and events, we still
manage to respond to these historical works aesthetically
– that is, in a manner that seems intangibly yet profoundly
distinct from theoretical or philosophical propositions
alone. Our shared understandings in turn assist these
artifices to spread as memes, leading us to recognize that
wherever the location of a ‘work’ of art might be, it must
extend beyond its material and sensory vehicles.
Aesthetic interpretation, then, is clearly
not restricted to direct sense perception alone. Just as we
may vicariously feel solace in simply knowing that a wilderness exists, or horror in knowing that a remote disaster
has occurred, we can feel that we know something without
directly seeing or touching it. The aesthetic exercise of
orienting, in thought, toward conspicuous absence can also
vicariously provide a sensory experience, perhaps one less
easily attained than those based on presence. Historically,
many artists have employed projections of thought as a
medium. From Terry Atkinson and Michael Baldwin’s nomination of a ‘column’ of air over Oxfordshire; Air Show/Air
Conditioning (1966–7), to the moment of 1:36pm; on June 15
1969 in which Robert Barry nominated All The Things I Know
But Of Which I Am Not At The Moment Thinking, artists have
long demonstrated that we can potentially experience
something aesthetically by simply projecting into imagined
spaces. An important part of this experience is of course
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the paradoxical insight that complete comprehension
remains unattainable.
If we trace a now well historicised
trajectory from Kazimir Malevich’s seminal Black Square
(1915) via Robert Rauschenberg’s Erased de Kooning
Drawing (1953) to Yves Klein’s The Void (1958), it is clear
that absence can used to convey surprisingly varied
‘content’. As Thierry de Duve has put it, a blank canvas
already ‘belongs to the tradition of painting’ well ‘before it
is touched by the painter’s hand’.2 By exhibiting blankness,
an artist can highlight the way in which interpretation often
depends upon an invisible informational backstory. She
can also demonstrate that elements obscured from view
can become an ontological support for extra-perceptual
networks of meaning. Blankness possesses no independent essence. It requires something (if only to nominate
its imagining) to serve as medium. The act of nominating
blankness can simultaneously constitute addition and
subtraction. Experiencing blankness is to recognise something, for as Susan Sontag put it, looking at something that
is ‘empty’ is still an act of looking and therefore ‘seeing
something—if only the ghosts of one’s expectations’.3
The walls in this exhibition space have
been painted white many times. Somewhere inside these
walls are the traces of previous artworks and exhibitions.
Even this simple thought experiment requires uniting the
material properties of paint with invisible functions of
thought. Although these traces of previous exhibitions are
now invisibly locked inside these walls, the media required
for communicating this idea are paint and words. Just as
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artworks assume a doubled ontological existence –
insofar as they are art and at the same time something else
– this text is also made up of semiotic units and the gallery
walls of painted wood. Unless ‘pointed to’, much art is
easily unnoticed. Also, without ‘pointing’ it is also difficult
to meaningfully delineate that which is inside and outside
a work.
The task of nominating something as
art requires at least some bare minimum medial ingredients. As noted by exhibiting artist Ilmar Taimre, a useful
explanation for this necessity is found in the theoretical
framework of philosopher and artist Jeffrey Strayer. In
Taimre’s interpretation 4 of Strayer’s formulation of art at
the ‘limits of abstraction,’5 even art at the outermost limits
of conceptual abstraction requires the existence of at least
one ‘public perceptual object’ through which a subject’s
understanding of the intended identity of the ‘work’
depends.6 This ‘public perceptual object’ might assume the
form of anything from a physical artefact to a performed
gesture, text, site, or an imaginary or virtual object (albeit
even then still dependent on an initial sensory perception).
It is, in the words of philosopher David Davies, simply the
‘vehicular medium’ through which an ‘artistic statement
is articulated.7 As Craig Dworkin has noted, this inescapability of media runs counter to the kind of immateriality
once claimed of conceptualism.8 Once again, although the
philosophical condition of art is fictional and immaterial,
some form of material is required to convey this condition.
Although Malevich pointed toward
blankness as a space for aesthetic speculation over a
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century ago, it was clear from the outset that there is no
such thing as nothing in art. The many and varied evocations of nothingness in this exhibition alone attest to this
impossibility. Instead, the idea of blankness underpinning this exhibition aims to evoke the productive sense of
possibility suggested by an empty sheet of paper, an empty
gallery space, an unpainted canvas, or a digital document
devoid of information. By extension, it also performs the
potential for empty space to foreshadow the irresolvable
tension between doubt and hope underpinning the creative
process itself. Blank space remains provisionally protected
from the impending spectre of judgement. It is not yet
a failure or a success – just a possibility of both. It also
reflects the anxiety of having nothing to say or of corrupting the potential of a proverbial clean slate with the vulgarity of artistic expression. Although paralysing, it invites
us to carry on. And as we carry on, we discover that blankness can also be thought of as the end result of erasure
and removal, no longer a starting point but an unattainable
resting place.
The artists in this exhibition are variously interested in investigating the psychological and formal
properties of blankness though gestures that sit as close
as possible to the unreachable limits of nothingness. Even
identifying blankness is a creative act. Simply contemplating it is a form of production. Blankness focuses both the
anticipation of conception and the possibility of indefinitely deferring it. Historically, blankness has been used
to conjure up everything from metaphysical sensibilities
to haunting historical absences. Today, it still functions as
67

a means of highlighting the way in which aesthetic interpretation requires an informational backstory by drawing
upon content or experience that cannot be literally seen,
felt or heard. Conspicuous absence can serve to remind us
of beauties and dangers enacted by individual and collective imaginations. After all, irresolvable tensions at play
between these contradictory poles of human imagination
drive cultural production to generate fragile mythologies
capable of both driving us to the precipice and provisionally redeeming us.
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I would like to acknowledge that

several of the key ideas presented in this text have
been developed through an ongoing discussion
with exhibiting artist Ilmar Taimre.
2

Thierry de Duve. Kant after

Duchamp (Cambridge: October Books/MIT Press,
1998), 250.
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Susan Sontag, “Aesthetics of

Silence,” A Susan Sontag Reader (New York: Farrar,
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As Taimre has neatly encapsulated

it, an artwork “is none other than the experiential
meaning which emerges, in the mind of perceivers
(artists and audience), as the product of a translation process (or experience) involving at least two
semiotic systems, and the perception of one or
more publicly perceivable objects.” Ilmar Taimre.
Unpublished Working Draft of PhD Dissertation,
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Christian Capurro

Melbourne based

Adelaide, SA, Sure Can! (with Mitchel Cumming)

artist. Recent projects include: 2015 - a man held,

Institute of Contemporary Art Newtown (ICAN)

Centre for Contemporary Photography (CCP),

Sydney; 2012 - Near Earth, Wollongong City Art
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MCA Collection, Museum of Contemporary Art,
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Project) Phatspace @ OZCO, Australia Council for

Contemporary Australian Art, National Gallery
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Capurro, Agatha Gothe-Snape & Debra Phillips,

and writer based in Sydney. Recent work includes:

Breenspace, Sydney, Mouthpiece, Milani Gallery,

2013 - Director’s Cut: Sarah Miller, Past Tense /

Brisbane (solo), Eras ed. (Contemporary Australian

Future Perfect, curated event for You’re History

Drawing), National Art School Gallery, Sydney

Festival, Performance Space, Sydney; Cat and
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Artist and
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Biennale of Sydney, the Sydney International Film
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spatial agency and poetics. Her artistic practice
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co-founder and co-director of the independent
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Alex Gawronski

Artist, writer,
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is currently working as a freelance academic at

porary Art Newtown (ICAN) (Nov 2007 - Jan 2015).
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Currently co-founding director, KNULP, Sydney.
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Plimsoll Gallery, the University of Tasmania,

Astrid Lorange

Writer, poet and

Hobart (solo), the Deconsumptionists, Art as

academic based in Sydney. Publications include;

Archive in Situ, Museum of Contemporary Art
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Detroit (MOCAD), Detroit, USA; 2013 - Ugly Think-
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Keynote Address, Emerging Writers Festival,
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Sean Lowry

Academic, writer,

School of Fine Arts Gallery (SOFA), Christchurch,

curator, musician and artist based in Sydney.
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United Kingdom.

Kibel Gallery, University of Maryland, School of
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Ilmar Taimre

Brisbane-based musician,

multi-media artist and writer. He is currently
working on a PhD in Music at the School of Creative
Arts, University of Newcastle, Australia. Taimre
has extensive experience as a performing and
virtual musician in a variety of styles, currently
as a member of the alternative-pop duo Man from
Atlanta (www.manfromatlanta.com) and the openended post-conceptual art rock project The Ghosts
of Nothing (www.ghostsofnothing.com), founded
in 2014 by Sean Lowry and himself. Taimre’s
research interests include the aesthetics, poetics
and semiotics of multimedia music-based arts,
inter-semiotic translation and mistranslation, and
post-conceptualism in all its forms. Taimre is on
the Advisory Board of Project Anywhere: Art At The
Outermost Limits Of Location-Specificity (www.
projectanywhere.net).
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