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Introduction

This publication collects together material generated through five
collaborative projects, each initiated by an individual member of the
London based artists’ group Five Years.

‘Fragments’ reflects an ethos that is central to Five Years’ organisational
principles, with individual artists exercising creative autonomy in
relation to a communally adopted overall structure. In response to a basic
initial brief, the participants invited artists working in fields beyond the
broad parameters of contemporary ‘fine art’ practice to work with them
in dialogue, using one-to-one conversation as a starting point for the
development of new work.

Accordingly the publication is divided into five main sections, each of
which which have been edited and designed by the artists to reflect the
specific and divergent trajectories their projects have taken, integrating
edited transcripts of conversations between the participants with work and
working material produced in the process of collaboration. These projects
have also been made manifest beyond this publication in forms including
exhibitions, performances and participatory events.

Founded in 1998, Five Years has a long history of engagement in the field
of artistic co-operation and collaboration. Rather than idealising processes
of creative dialogue however, we hope through ‘Fragments’ to reflect on
their structural intricacy, within which rupture and misunderstanding are
interwoven with productive or serendipitous dynamics. The dividing line
between what may be termed a collective yet dissensual form of ‘research’
on the one hand, or the production of individual work on the other, is
necessarily blurred.

In addition, we re-present Francis Summers’ text A Fragment on Fragments,
which addresses the idea of Five Years itself as a ‘collection” of individual
practices organised according to (Romantic) principles of the fragmentary.
Originally written in the context of the group’s participation in JTP09, an
“artist-run’ exhibition organised concurrently with the 2009 Frieze Art Fair,
it is here re-contextualised and re-edited by Edward Dorrian to highlight
its relevance to Five Years in relation to broader contexts of institutional
organisation / establishment and the legacy of Romantic thought.




Our Research: A Fragment on Fragments

So here again is the peculiarity of that turning toward. .. which is detour. Who-
ever would advance must turn aside. This makes for a curious kind of crab’s
progress. Would it also be the movement of seeking?

All research is crisis. What is sought is nothing other than the turn of seeking,
of research that occasions this crisis: the critical turn.

This is hopelessly abstract. :

Since meaning is given by such a placing in common (the continuity of a series
of always discontinuous and even divergent texts, of essentially different forms
and ‘genres’), [...] they belong already to the fragmentary or, more simply, to
fragments, sentences, paragraphs, which, when put into relation with others,
can take on a new meaning or further our research.”

The occasion of this. An introduction arising in part from
a conversation. A verbal correspondence between Edward
Dorrian, Marc Hulson and Francis Summers.

In the darkness of The Hare’s wet concrete garden. A pub on Cambridge
Heath Road. It was about, in some ways, a notion of collection, a notion of
participation. As artists involved in the Five Years collection of practices — a
loose collection, but a collection or a collective body nonetheless — we talked
about the participation of Five Years within an event. JTP09. ° Then forming
the basis of a response to the invitation from Autonomous Or%anization. !
And now the occasion of this. An introduction to Fragments.

This past triadic conversation skirted loosely around what defined the col-
lection of artists that comprises what is known as the collective enterprise
Five Years. This conversation strayed into how this collection of practices
might involve itself in a project that ran parallel to Frieze and Zoo, that dis-
played an “artist-run’ response to the display of expertly managed identities
and free market of commodities that is an Art Fair.

The conversation could easily have strayed thus:

How this collection of practices might involve itself into a project that runs
parallel to an idea of research. An “artist-run’ response to the display of
expertly managed identities and free market of commodities that is Knowl-
edge Transfer Partnership. That is Academic Research? °

The participation? The end result (not of that conversation but of the

action of those in Five Years) is what we now sit in. A marginal space. An
extra-institutional DIY classroom promising programmes of discussion and
debate. Developing through ‘critical reflection’ the requisite documentary
evidence (archive, publication, research, etc) Disseminating the research.
Our research.




The Salon de Refusé of 2009 was put forward albeit briefly — a space remi-
niscent of nineteenth century art-politics, a space that exists alongside the
time of the crushed communes. The salon we find here is of those (perhaps)
refused to the inclusive-exclusive bordered space of Zoo and Frieze. And
the University?

So what kind of refusal might be counter-staged, what kind of marginal
activity might there productively be? The critical turn. A dubious proposi-
tion: Dissemination through publication. Our research as a salon of refused,
a salon of refuse, a salon of refusal. If the members of Five Years were to
engage in this salon (with and against this act and institution of refusal),
what kind of engagement could there be?

Collaboration and resistance. A problem, then. How might an artist-run
organisation, a collection, a collective, a communal project, participate

in an event linked, however tangentially, to this notion of an Art Fair, of
partnership. Of being outside the fair. Apart. But displaying on its margins,
temporally if not spatially. Dissensually.

Such a problem became one of identification. How do we, participants in
Five Years, define ourselves in relation to this display, to this mode of dis-
playing. How do we identify ourselves to be seen in relation to the expert
discourse. The market? The Lesson. [The Great Refusal] To participate in
the mode of the fair. Research Group. Research Associate. One must display
within its protocol, to submit to being named and identified in this process,
to submit (even if marginally) to its form of management.

To digress further. A term used repeatedly in this conversation of three was
that of the Romantic movement. A movement identified from the eighteenth
and nineteenth century. A proposition emerged: Five Years is conceived as a
Romantic project. This is naive. TA consequence of this was the putting into
play of another term: the fragment. As a proposition this has been followed
through. Five Years: Fragments. The mode of participation has been explic-
itly that of the fragment, or of the fragmentary.

Five Years’ participation of display has been by way of the fragment. To
identify Five Years has been to identify a string of fragments arranged
around an empty centre not a coherent synthesis bound by a proper name.
In a more general way, as a collective body, Five Years, we might say, is a
collection of fragments. A body of practices that sometimes converge, at
other times, do not. To make an analogy, one might draw upon readings of
the discourse of Romanticism. Such a discourse is littered with fragments,
from incomplete projects, to ruins, to definitions.

A fragment, like a miniature work of art, has to be entirely isolated from the
surrounding world and be complete in itself like a porcupine. s

A dialogue is a chain of fragments. [...] °

Listen! Another Romantic, Novalis: the literary seed of the fragment is that
which might lead to a plural writing, a writing done in common: The art of
writing jointly is a curious symptom that makes us sense a great progress in liter-
ature. One day, perhaps, we will write, think and act collectively. (His example?

the newspaper as a piece of collective writing:- Newspapers are already books
made in common). *°

Or let’s turn our ears towards Maurice Blanchot who has gathered together
these quotations on the fragment by Schlegel and Novalis. He remarks —

this time thinking on the aphoristic mode of René Char - that with the ar-
rangement of a fragmentary speech we encounter a new kind of arrangement
not entailing harmony, concordance or reconciliation, but that accepts disjunction
or divergence as the infinite center from out of which, through speech, relation is
to be created: an arrangement that does not compose but juxtaposes, that is to say
leaves each of the terms that come into relation outside one another, respecting and
preserving this exteriority and this distance as the principle [...] Juxtaposition and
interruption here assume an extraordinary form of justice.

As a collection of fragments, then, Five Years approaches its own arrange-
ment as a collection that foregrounds the justice of exteriority, a refusal of
synthesis through selection. An arrangement at the level of disarray. ™

An organisation in pieces (a collection of pieces, a collective based on the
fragment), Fragments shows not one distilled collective concern, but a
concern for collective equivocity. Such a term does not call towards ambiv-
alence or ambiguity. Instead it points towards equal voices, towards the
struggle that equality demands. To place voices in equal is to experience not
harmonic synthesis (achieved through the sublime violence of sublation)
but the constancy of struggle, of the discordance of discourse among equals.
The collective whole or work of Five Years, then, is the work of the empty
place around which a garland of fragments operate. As fragments (each
practice a fragment) each practice is that of the ‘complete” individual - the
hedgehog or porcupine principle whereby the fragment individuates com-
pletely — but these complete parts converge as on a garland. The string upon
which these fragments are strung, Five Years, encircles an ‘empty place’

as the site of incompletion, of the refusal of completion through synthesis.
Here the possible activity of dissensus rather than consensus can take place,
if one is brave enough.

Philippe Lacoue-Labarthe and Jean-Luc Nancy, in their analysis of the
Romantic fragment,13 point to this — their understanding of the fragment is
that it points to both completion and incompletion, undermining both para-
digms, pointing towards a notion of the dialectical as “it covers the thinking
of identity through the mediation of non-identity”. As both part and whole,
as thoroughly complete (as a hedgehog) and incomplete the fragment and
the empty space it provokes troubles a logic of identity, that logic which in
part underwrites an organisation, principally a named participation in an
Art Fair/ Academic Research. In a move of covering identity with non-iden-
tity, one might say that the refusal of identity that is Five Years points
towards the status of antagonism defining the social field, a site where the
struggle for identity is never assured.

Such a notion is undoubtably Romantic if one was to return to proper
names. If one were to return to Frederich Schlegel’s notions of the fragment,
one could look at his Critical Fragment no.103 to find a parallel, and find
an analogy for the working principle of Five Years. Refusing the work of
harmony - those works of beautiful coherence - Schlegel sings the praises of the
piece in pieces: the motley heap of sudden ideas * from which some kind of
unity emanates, not from any synthetic principle, but from the free and equal
fellowship that corresponds to its particular form of disarray. Lacoue-Labar-
the and Nancy point to the inherent ideal and organic politics that resides
in this heap of fragments. Without unity but united by a politics of freedom
and equality, one might make a correspondence with the motley heap of
sudden ideas that is, for better or worse, the organisational principle named
Five Years.



A series of fragments are put in play. Not a continuous writing, but a
discontinuous one — not a theory of the fragment, but a practice of the
fragment — a number of practices that constitute the fragmentary nature of
Five Years.

So far, so meta-textual. We have talked about a shared idea of how a roman-
tic fragmentary project might be thought of. We have talked about what
Five Years might be. We talked, that night, about a notion of bureaucracy —
of how a Romantic project finds itself organised. We talked that night about
recent returns to notions of the Terror, of how the actions of Robespierre and
Saint-Just might be seen as a form of instrumentalised Romanticism: frag-
mentation literally put into action, romanticism and order being put into a
bureaucratic formalisation. What might a Romantic Party of the Fragment
look like? How might it identify itself?

[...] to constitute collective or plural speech: a communism of writing.

2. Thus the texts will be fragmentary: precisely to make plurality possible
(a nonunitary plurality), to open a place for it and at the same time never
to arrest the process itself - always already ruptured and as if destined to
be ruptured, in order to find their meaning not in themselves but in their
conjunction-disjunction, their being placed together and in common [mise
en commun], their relations to difference. ®

One might (perhaps) look here to Surrealist history, of the shared terms,
manifest formation, violent expulsions and virulent retorts that occur in the
artistic collective that so fore-grounded the art of fragmentation. What kind
of Part might there be to come?

No Terror here though. No heads are rolling. But perhaps a haunting notion
of the Ideal, of idealism, of the troublesome nature of putting the Idea into
Action. To have fidelity to such a notion, to an equality-event of the frag-
ment, is perhaps what is happening in this show right now.

To have done with instrumentalisation then. A fleeting proposition: Roman-
tic Bureaucracy is put forward, is put on hold. (To think a bureaucracy in
terms of Romanticism put forward by Blanchot would be to think about an
instrumentalisation of a movement that necessarily composes and decom-
poses, that comes together to fall apart. What ways could this format enter
the expert rule of the Art Fair? The expert rule of the University? Perhaps
that a logic still haunting this project, these fleeting events).

So. Not Romantic Bureaucracy, then. That is happening already as an event
form that persistently un-works itself, refuses coherence. To borrow again
from Blanchot, we perhaps have here the work of un-working

To end for now with a question: one might ask, paradoxically, what is lack-
ing in the fragment? Both nothing and everything - it is both irresolutely
complete and incomplete. Instead one might ask how one moves from the
open field of the social to the abrupt violent gesture that fragments, that
causes the fracture of the fragment.

Francis Summers, 2009, Edward Dorrian 2013

Maurice Blanchot, Speaking

Is Not Seeing, The Infinite
Conversation, translated by
Susan Hanson, University of
Minnesota Press, Minnaepolis
and London 1993 p32

The Possible Characteristics,
Comité: The First Issue. Bulletin
Published by the Student-Writer
Action Committee in Service of the
Movement (October 1968) Maurice
Blanchot: Political Writings,
1953-1993, translated by Zakir
Paul (Fordham University
Press, New York 2010) p85

JT Projects is an ongoing
experimental survey of artist-
led initiatives providing a
platform for dialogue and new
collaborations. JTP09 took
place in 2009 to coincide with
Frieze and Zoo Art Fairs)

Project Space Survival
Strategies is a research project
by the artist Elysa Lozano for
Autonomous Organization,
produced in collaboration
with Invisible Venue.

see introduction

Knowledge Transfer Partnerships
(KTP) supports UK businesses
wanting to improve their
competitiveness, productivity
and performance by accessing

the knowledge and expertise
available within UK Universities.
The partnership recruits a recently
qualified graduate (Associate) to
facilitate the transfer of academic
knowledge into the company.

The Associate works within the
company and is jointly supervised
by company personnel and a
senior academic.

http:/ /www.ucl.ac.uk/
advances/support/ktp

We all think, as if it went without
saying, that politics passes through
the literary (or the theoretical).
Romanticism is our naivité.
Philippe Lacoue-Labarthe and
Jean-Luc Nancy The Literary
Absolute: The Theory of Literature
in German Romanticism, Preface.
Translation by Philip Barnard and
Cheryl Lester, State University
of New York Press, 1988 p17
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Fredrich Schlegel Athenaeum
Fragments 206. Philosophical
fragments, translated by

Peter Firchow, University

of Minnesota Press, 1991

Fredrich Schlegel (from)
Athenaeum Fragments 77.
Philosophical fragments, translated
by Peter Firchow, University

of Minnesota Press, 1991

Maurice Blanchot citing
Novalis. The Athenaeum, The
Absence of the Book, The Infinite
Conversation, translated by
Susan Hanson, University of
Minnesota Press, Minnaepolis
and London 1993 p358

Maurice Blanchot The Fragment
Word, The Absence of the Book, The
Infinite Conversation, translated
by Susan Hanson, University of
Minnesota Press, Minnaepolis
and London 1993 p308

Ibid.

Philippe Lacoue-Labarthe and
Jean-Luc Nancy The Literary
Absolute: The Theory of Literature
in German Romanticism, The
Fragment: The Fragmentary
Exigency. Translation by

Philip Barnard and Cheryl
Lester, State University of

New York Press, 1988

Tbid. p50

The Possible Characteristics,
Comité: The First Issue. Bulletin
Published by the Student-Writer
Action Committee in Service of the
Movement (October 1968) Maurice
Blanchot: Political Writings,
1953-1993, translated by Zakir
Paul (Fordham University
Press, New York 2010) p85



With dance and drawing central to our respec-
tive practices, in an earlier, unrecorded meeting
we discussed the improvisatory nature of each.
Sally’s interest in the improvised everyday
gestures that accompany speech as a source

for drawing, combined with Karen's interest

in dance improvisation led us to think about
the potential of gestures made at moments in
conversation when one is unable to speak, or
when one is trying to find a word, or remember
a narrative.

Our intention was to integrate the drawing and
dance elements of the work, aiming to expose
the installation of the drawing in the space

as part of the performance, punctuated by a
dancer or dancers improvising in response to
the developing drawing and, potentially, to the
movement of the drawer.

The drawing would come from lines of move-
ment recorded during a motion capture session
where Karen would perform a choreographed
sequence based on observed improvisatory ges-
ture. The installation of the drawing, likely to
take two days, would be a drawing out in time
of the movement that had been performed in
less than five minutes.

The following fragments are extracted from re-
cordings of three conversations that took place
at different stages in the collaborative process.
The first conversation followed Karen’s initial
observations of gesture and the development of
a movement sequence in response. The second
took place immediately after the motion cap-
ture session and the third following the installa-
tion and performance of Echo.

Sally Morfill and Karen Wood



Sally Morfill and Karen Wood

8.02.13

So I just found myself trying to sort of... to
read... I wondered where those gestures came
from. And the other thing that I was interest-
ed in um... was the way that the gestures...
the repetition of gestures which I think is
something that happens... we observe all the
time; but the way you... you might say ‘No...
I wasn’t doing that'... where I felt there was
this sort of build up of quite a faithful rep-
resentation of a gesture and then it becomes
more exaggerated and I thought... thinking in
terms of drawing and how that might trans-
late I thought that could be really interesting
because it’s this feeling that there is a line that
then has an echo of itself... that's slightly larg-
er... and then another echo of that so it’s like
this rippling of the line outwards. Um... so
think that's what I was doing... trying to read
what you had done both in terms of where
these gestures come from and also how they
might begin to translate through drawing

There’s an interaction going on be-
tween the making of the drawing
in the space and the dance...

Agamben’s ‘Notes on Gesture’
‘echopraxia’.

which is the automatic repetition of
movements made by another person

connected to the process of the la-
bour that I'm engaged in...

movement... so I improvised a little bit
to start with and then it became this...

10.

11.

12.

see that line travel (yeah) and it could

be that it is simply that we define a
number of locations within that space
where different... a different sequence of
movement happens. It's simply the lines of
your hands... the lines of your two hands
that connect to each of those sites...

how that movement is embodied through
the lines and the... the... how the kinaes-
thetic is represented in what you're doing
as well... and I think some of that’s from
you... that bodily connection that you have
with the movement... how you then repre-
sent that within the... the vinyl drawing

14.02.13

but actually what I've been thinking about
is... because the... because of the way they
capture the data and give it to me... once it’s
in the 3D program... I can look at it from face
on or I can look at it from above... and I'm
thinking... maybe what I should do is think
about... doing two sets of lines; one that will

effectively be a projection of you to the wall...

you’re working in a 3-dimensional space;
I'm flattening it into a 2-dimensional plane

if you imagined those lines coming out
and those lines coming up from the floor...
you know... where they met... that would
construct the 3-dimensional space... so

I kind of thought... I don’t know... that
might be quite an interesting way to think
about it for providing a space within
which you might kind of respond again.

13.

14.

15.

16.

17.

18.

19.

20.

and in respect of that... and that sort of
real-time recording that gets delayed
and projected... I was also thinking...

I wonder what... what would happen
if you had... if we had... you know...

a situation like today where we had
two cameras... but if actually you had
a camera that was looking out... as
well as a camera that was looking at
you... what would that produce?

and that animation might be depict-
ing stitching and then unpicking

I suddenly started thinking... well... I
suppose part of my interest in movement
is this... is the fleetingness... fleeting
nature of it... um... it's something that
happens and is very real and then it’s
gone and there’s no trace of what's

taken place... and so I thought... in a
way what I'm trying to do is create a

sort of projection of a trace into that
space and it’s a slowed down version

respond to your... how that material...

is it a case that I forget that material now
and have to look at your... your drawing
and then I have to recreate something

in response to that dont ... so it’s a...
it's leaving that behind there’s a trace of
this movement in the drawing and then
seeing how I might respond to that

so that’s gonna start building and
becoming more complex visually...
so I think that’s going to be interest-
ing... and that also might be why it’s
quite good to think about responding
at different points if it’s possible

then they might start to suggest
completely different things

these could be very kind of
improvised as well

18.03.13

and my instructions to them were that
they needed to respond through their
movement... to the drawing and to

each other... and how we did that, and
in rehearsal when we actually did the
performances... I, I got them to... think
about how we could copy each other in
the space, and how, how that accumulat-
ed and developed into movement...
copying little idiosyncratic movements

21.

22.

23.

24.

25.

26.

movement got bigger and bigger, and
broader and broaderThat was one exer-
cise we did and we, we carried that into
the performance, so I, T had a very loose,
what we call a ‘score’, an improvisation-
al score for the performance. Copying
was the one rule... um, and then in
rehearsal we also worked with dynamics,
because I thought, actually this is going
to be a set of lines that have shape and
form and dynamics... and we need to
think about how we interpret that in our
bodies. So the next exercise that I thought
of doing in rehearsal was um copying
each other’s dynamics, thinking about
lines, thinking about everything being
very linear, but also curves and what the
dynamics were, so quite abstract really

and then another rule for that was also
how we made contact with each other,
because um... there were some lovely
moments of contact work

So we moved away from what we were
getting from the drawing and just did a
little choreographed movement together
and then moved away

it did make them think about interact-
ing more with the, the drawing, which
seemed to work... better... so the closer
they were, the more they interacted with
the, with the drawing

that you find something, you know, a
particular dynamic, from the whole of
the drawing, then, then go with that

and find that within your body and find
your interpretation of that. And how

do you embody that dynamic? So...
although the drawing doesn’t give you
dynamics, and we’ve spoken about this
before, that you don’t know the speed of
how things moved from that drawing...
you can actually um... interpret it from
the drawing and not necessarily at the
same space or place

especially when the lines are very short
together, for some reason you want to go
sh sh sh sh sh fast... to interpret that little
bit, if you start to take that on,

the first time there was a little bit on

the floor and a little bit on the wall; the
second time there was a bigger sweep...
er, on the wall, and so it changed the,
the... it changed the... er... it changed
the drawing actually, so then we have



27.

28.

29.

30.

31.

32.

33.
34.

35.

36.

to come afresh to that... and that’s what

I said to them, you know each time it's
going to change so you need to make sure
you're looking at it differently each time,
don’t think it’s, it's the same

because you have to be spontaneous...
you have to be in the moment, you have
to indulge in that... and you have to rec-
ognise when you're not being like that as
well and just take yourself away to come
back into it again.

you need a stimulus, I suppose, that’s
what it is... you need to, you know, we do
just improvise for improvisation’s sake in
class for

but then, what I found was when we were
assembling the drawing there were a cou-
ple of times where... we put the wrong
end of a line against the line, you know,
against the previous line

it felt as though it didn’t really need to
remain somehow... um... and my activity
needed to be concluded, but my activity
was to remove the drawing; and you
know, maybe I should have removed it,
been removing it during the last perfor-
mance and that would have

of gesture that gets echoed or repeated
as I'm trying to sort of describe how to
do something or we have to actually do
something together

there’s probably, kind of, similar things
going on in our mode of operation to
those kind of interactions between per-
formers

well, we’ve kind of started with this
idea... and we’ve kind of developed
things independently and we’ve kind of
brought them back together again

we’ve diverged to converge

there’s always, sort of in that, there’s that
kind of need to trust I guess

I mean we've had... we started these con-
versations not really knowing perhaps,
what

what it was going to be

Wiping.

These movements came from reflecting
on my own response to remembering. I
was trying to remember some tasks for
the week and realised that, whilst, I do
this, I wipe my face and chin. These
movements developed in to a short
phrase of movement where I repeat them,
accumulating other movements into the
phrase each time I repeat it.

Wringing.

This action was the result of observing
my partner when he was trying to recall
an event from his day to tell me about. I
found it interesting to observe this as an
action and how this can be interpreted
through dance. Moving predominant-
ly with the hands, this can be moved
around the kinesphere of the body

and on different levels.

Swinging.

From observing students that I had
been working with and asking them to
remember a past assessment, a couple
of them that were stood while answer-
ing started to swing their arms around
their body. This movement was quite
symbolic of thinking and recalling.

Pulling sleeves.

This was also a movement observation
from the student group. This gesture
came from a moment of forgetting details
about a past performance. It perhaps
suggests some self-conscious behaviour
when this is performed when details
start to come back to you.

Elbow.

This sequence of movements were a
development of ‘pulling sleeves’ and
‘wiping’. T used the wiping action
down my arm and wanted to repeat
the movement again. A sharp retrac-
tion of the arm meant that the elbow
was jabbed into the space at the left
of me. Iused resistance when wiping
down the arm to feel as if there was
force to retract the arm backwards.
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Sharing an interest in transgressive art, ex-
perimental writing, fictional realities, and
internet communities, Marc Hulson and Paul
Curran discovered each other’s work in 2006
through American author Dennis Cooper’s
blog (‘The Weaklings’). Paul was one of several
writers who contributed a piece to ‘Rallo’, a
collective online project that Marc was illus-
trating. They later met during an exhibition of
Marc’s drawings at Five Years and discussed
the possibility of collaborating in the future.
In 2012 when Marc was thinking about ask-
ing Paul to work with him on Fragments,
Paul emailed Marc to ask him if he would
paint an image for the cover of ‘Left Hand’,
his forthcoming novel. These two questions
formed the basis for their part in Fragments.

Over the next six months, Marc and Paul
recorded several conversations that charted
parallel collaborations bleeding into each other
to create the foundation of the work repre-
sented in the following pages. As the dialogue
developed they began exchanging images and
texts by email. They worked independently
and discussed the gaps and connections they
found. As an extension of the project, they
handed material over to Jonny Liron, Nick
Hudson and E.W. Deraze to use as the basis for
a series of short films. What's emerging from
these fragments is an on-going and depth-

less fictional space where reality and identity
are continually questioned and reabsorbed.

Marc Hulson and Paul Curran



Marc Hulson and Paul Curran

Yeah, so you get these people with a sort
of green body or head.

Is that an apocryphal story.

No, no. I think I've heard that. We should
look it up. Well, actually in relation

to that, maybe it’s another interesting
question... a whole entity being an
illusion or something.

Not just a collection of random images.

Yeah, but also a presence I guess. I wasn't
particularly thinking about this when I
started. Or it seems to... I guess what I
hadn’t really thought about was that it
seems to say something in relation to the
position of the viewer. If you're talking
about any kind of conversation, the only
actual dialogue there can be is with the
viewer.

Right. Putting images and words together
and juxtaposing things and playing
around. Accidents that come out of just
doing text and image and stuff.

Yeah, so they are literally off cuts... bits
that...

(sound of beer being swigged from bottle)

Or... I mean scenes as well though, I
mean, I guess. I don’t think there’s a
difference between a scene and an image.

You know, this is something we’ve
talked about and... and knowing my
work is very open to that interpretation
and knowing that it is... that that’s not
a wrong way of approaching it, I was

wondering what a ‘scene’ is... because
you know... if you walked into a room
and encountered a ‘scene’. Which would
kind of imply, I don’t know, something
that you had to interpret in some way.

Yeah, because of time, in that sense... in
the sense that there’s no such thing as
the present, because it’s always either
becoming the past or becoming the
future... that you can’t freeze time into
a... it’s impossible no matter how much
you divide it.

I guess that’s where you have this weird,
not exactly a paradox, but because you
know, the kinds of representational codes
that I work with kind of work against
that - you know they give the illusion

of a unified sort of frozen moment but
the viewer knows that it’s not like some
magic trick.

It's not necessarily a question that comes
up. And it doesn’t have to come up.

So, it’s a sort of extension of the idea that
these drugs make dysfunctional people
functional and it’s like a use of them to
make functional people super-functional.

More productive. That's the wrong word.
Productive is not the right word.

Well, I think when you talk about
particular elements like the face or the
ass of a character or something, then

on some level if you're working with
representation then you are working on a
level that kind of parallels language.

You put two mirrors together up close

to each other, just off angle, and they’ll
reflect infinitely, and if one of them was
broken, then you would get this broken
reflection and again, that’s going to go

on forever like a software programme
writing an infinite film that you can insert
dialogue into.

I've got two figures in a lot of the
paintings and drawings. You know, even
if one of the figures is a disembodied head
or something.

I knew I was going to have someone
who was going to cut their arm off and
that was the basic kind of “scene’ that
was going to happen, and everything

is leading up to that or following on
from that. So I had basic ideas about this
person trying to cut their arm off, and
then just having the arm there.

Last time we talked we were thinking
maybe we need some overarching theme
or something. And then seeing how

well things are already fitting together

I wonder whether we need that, and
whether it would be truer to the way

we both work simply to pull fragments
together because it also took me back to
thinking about our original conversation
when we were like well, you saying ‘I
don’t want to just come up with writing
that’s like giving a voice to your images’
and me saying ‘it would also be...”

But we could do some of that in a way. I
don’t know. I'm not against doing that.

Well, maybe that could happen at some
point too, you know, that we were
actually trying to do that.

Yeah. And that’s the kind of thing that
also relates to the body as being an
original and the novel as being a body
and the things that come up about
changing the body from its original form
through technology or mutilation or
science or medicine. You know, what is
the body as an original thing?

... it’s particularly interesting, especially
around transsexuality.

Like there’s some acceptable
modifications or nullifications and others
are not.

v

Sure. I was just particularly thinking
about one of the first, I think it’s actually
the first, album... I kind of bought when I
was at school for some reason.

Sorry, so you were saying...

Well, yeah. And this is a bit tangential, but
I was thinking about that and how that
seemed to, you know, kind of be prescient
in a way in relation to the idea of less
fixed body forms, and yeabh, it’s kind of
interesting how ideas about desire...

(sound of beer bottles being opened)

I guess another side of that is a form of
exhibitionism. People showing things or
wanting to reveal things that are shocking
or strange or like you mentioned about
sideshow freaks and things like that.

Yeah, well I think you kind of have this
odd thing at the moment in culture

kind of broadly where there’s a kind

of widespread embrace of the notion

of difference and freakishness... and

on another level the push to a kind of
hyper-normality, which is kind of equally
freakish.

When language is creating the reality

or perception of reality or the reality
becomes pluralised as filtered through
language as the only access to that reality.

Sure. What identity? On the one hand,
we become gradually less, although
science and technology keep marching
on, everything, kind of all sorts of weird
beliefs, everything gets mixed up, there’s
no one kind of overall belief system, but
also in relation to what you were saying,
you know...

Another thing I read was that if you
did have a limb amputated then you no
longer own it...

I don’t know if any of this will go into
the transcript... I started doing another
version of one of my drawings, up there,
with kind of removing the arms... and...
it’s like my kind of pleasure in taking off
the arms is a formal pleasure.

Like in Ancient Rome. All those statues.



Yeah, it was also those thoughts kind of
came around with that image you have
of that kind of amputated female figure...
and I keep thinking that people at some
level are probably kind of freaked by the
content.

They might be. Yeah.

And that kind of relates to what we did
talk about a while back in relation to kind
of ideas about transgression and kind of
wondering whether there’s still anything
you can do with it (lights a cigarette). I
shouldn’t be smoking here because it’s a
studio.

Yeah, well it’s not being recorded, is it
(laughs)?

No, but he’ll smell it in the other studio.
Oh, he’s there?

No, but he will be.

Who?

He’s part of this organisation that isn't
really explained in the exposition but he
keeps changing roles and then he gets
out and participates in scenes with other
people.

That whole thing... into leaving the
human form and going to a higher level.

Are those the Rapture people?

I don’t know... something has spread,
and it isn't isolated, so they are
contaminated by what they’ve read on
the internet. It must be grouped under
something else. They have to differentiate
between a psychotic episode and a non-
psychotic episode.

That comes back to this really kind of
fundamental thing with language, doesn’t
it?

I don’t think I've ever had a psychotic
episode... but if I've taken lots of like
hallucinogens or something it feels kind
of like that. I don’t know if it’s similar...
But that’s not a choice. I don’t think.

To lose it?

Yeah.

M:

But probably perhaps it's not a good idea
to try and pre-think this too much, butI
think like an interesting question would
be how is this conversation gonna be
made present, because there are so many
possibilities, and the other thing I was
thinking about a lot was that the, you
know, because we had this notion of the
whole thing as a fiction. But I wondered
maybe, I don’t know if we did talk about
this last time but, you know... I don't
have a very clear idea, but I was thinking
about something...

I think that’s really interesting because,
and that’s, like you said, that’s one of the
things we're talking about.

That could be something that we also
use.  mean not only... I don’t know.
Actually that kind of opens up some other
possibilities...

Yeah.

Yeah.

So, you gotta send me some image.

I know. That’'s where I was gonna start.

(sound of beer being swigged from bottle)

...OrIdon’t know... make a piece of
music or something...

Hello... is this on?
Sorry?

Is this on?

It seems to be, yeah.
Is that a level there?

What's that?




I guess you're not up for reading a novel right now, 5o I'm
going to keep this short. [ don't know who you ane. or why
vou're resding this. | only know that for the moment, you're
reading i1, and that is good. 1 hope you get o the end, but it
deesn't matier.

I assume you're here because you're fucked up in some
way. Don't worry. I'm not a mind reader. If it were at all
possible, I'd be there with you, fucked up with you, o sit and
talk with you, or look a things, or just do nothing and pass
the time, il doing nothing is even possible and time can
actually move. But let's not get into the delicacies of
grummar. ['ve known a lot of people. Pvie read a lot of books,
I've got soane small ideas about how things really work., And
bahw, 1 hate to say it but it's mosily meaningless parbage.

Do vou know thit the Dance of the Seven Veils onginates
from the myth of a Babylonian fentility goddess? When she
approaches the seven gates of the underworld, the gate-
keeper lets her pass through, opening one gale al a lime,
under one condition. At cach gate, she has 1o shed an article
of clothing. When she finally passes the seventh gaie, she is
of course naked. [ can't remember whist happens next. [0's not
important. 1 know ir's impossible 10 remember everything.
Can you remember being bom? Can you remember talking
for the first time™ Scribbling with a pencil? What about your
own death? Can you remember that?

There's o place in Texas where residents are convinced a
monster called the Desert Squid is anacking their livestock.
I want 1o go there, | don't know why. 1 don’t know why, 1
don't know, 1 don't know. 1 don't. I vou wani to come with
mie, then you cin't el anyone know. IUs pol impossible (0
disappear il you know how 1o put the right words in the rfight
order.

I starfed owl making documentarics aboat sex and
violence. Is there anything else worth documenting? The

sl 1 did got some atiention. [ think it was so simple and

bruial it gol confused for art, This thing vou're reading,
thank you, is a documentary that's impossible 1o Gbm. [0 will
nevier be confused with anything. even though it feels almost
like a caravan thal isn't moving and won't ever move again.
Too Iate 1o get out. Impossible to stay in. Every object
useless, All wiility gone. S6ll some grotesque beauty in
those heavy lumps of flesh amd that high-pitched music,
relentlessly. counter, coming from somewhere else. Blood
across the glory-hole matiress, the pecling laminate, into the
grains of a wood-chip drswer.

I you're fecling sick, please stop reading now. It can only
gel worse, Imagine wel grass under your bare Teet at night,
palm trees, the banks of a swollen river. Everything will be
alright, once you get rid of this body.
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Rochelle Fry with Squares and Triangles
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{pathefie attempls af playirg carsied away by a
mognlight shadew’ on Keyboarad)

[ shakl we play some classics just befare we leave?
uil wanna play sameifng that 15 really lead by

the vocals

B Sure we can play Mooatighl Shadow

{voices nex! dacr)

A are wau hawng a mesting?

o f you were 3 lawyeroowell we're heng aclors w0
Wil AR Be midsstsans

{Laughter)

¢ beeen playing in Lhe circuil(®) since §was 13,
{Laughter)

A cam |t om That chaie

2 yeh

0 yelh Christane F ) circuil

bi: Chrishuane F, whaois 1hat?

O it's a famous German hlm abeui a girl who i3
daing drugs

A wihen you came in here Vo Jush play

0 yeh thal's fhe prahlem

H: you can'l Tatk i hede

boyeh, pusl 1alk

LA: Talk falk talk

o oEay S0 ks gonna be 2 scelpiures That have
nales in theen, in the fudded P Role. inside The
mubddy hole with ebomy(?F) there's gonna be.
A: clay ils clay

D Rechelle 58 apen to The idea Shat there's sarmd
wind of speaker in (he batlem, is thal Lhe idea?
Some xind of speaker thal can be turning out

tracks or turming on faises of whatever we decide
cos fhat™s whal we put. And 50 Lhat's wial we ane

recorcsng here Today and mayoe, maybe not.
fyoutre talkrg Dke an artsl

O: I'm & musician, I'm an artist prefending I'm naf an
armest, BUl rather @ musician pretendog I'm an artist

R: Weah
A akay
|- Bl o Bave firme (o think about that

M bt | dan't really know, o, whal sre we Lalkong
abagt?

[z Well! Were Talking aboul

I: Dustin iy lalking aboul whats gonna bappen in the
Fd (=15

0 Ma i'm just saying
|- ¥eah

0z Lthis relatsEnship.. but i could be anylhing mare
interesting. im just sayirg if we can do WHATEVER we
wani. bul we do have some remil guse they're Trying
for this maoney frem the arls council 50 you have 1o
kind af hil your remit for the arts council frame 5o

alterwards 1hey won'l say you dicn't actually do whal

you said you were ganna do 59 thal's why we have {o
oo,

R: it dopsn't have to. within a cerfain.

I: N5 alsodfifthe reality is they don's actually go
through it with a hoe tooth comb and

R: yeah it would lake forever

0: sometimes they do

|- sometimes they do bul

KA 50 what

|- it we're doing this thing that

0: Simman Martin had a problem with it

|- this fext transcribed and everyane else is daing _|
ol thenk that retroactively

R: Ma mo, this is apen, 1hes is open to any how, this is
just a ErOUp OrsCussina



0: 50 This goes in the publicatan?
R: yek

i i s anyane nferesled 0 Laging anythaing ta this
publication? 'What i% [he publicalaa?

|: hella peblicalion
R: fragrments

0 1% called fragments and 115 done (hrowg bl TRt
SR wWiEh 14 CallEd

Ri s an extended space for us 10 make same arl

|: there's ganna be same pages that we are producing
Lhatl are images?

ROowewe gol 14 pages 1o do whatewer we like, Bl
parl of it

0: Bt it sopacsed o e

R: hold an kald an! Lef me speak, We're collaberating
Sa. its TeReiner, Bul, as Anfheny sad (7] my ides,
you are fhe music

& well we don't wanna be grilled! O the recorg!

R: Well were suppeded 10 be coliaboratang with
somedne oulside the arg world

&: Thats The Thirg

R which s strelching Thegs a Lithe e Buit.

I but alss you were Llalking about some images
Yo wese making, fgnt? Whech mighl work for the
pablicalipn?

R: yeah, .

W dopsn't matter wihether were artists as well or
maf, cod whal we're doing ridhl now as a graup is
MuSic, &0, .

R: yrh

W it really goesnt matier whether we also are artists

I oo Gk Dramscriglice we will subsiilule the word
‘zebra” Tor artists

: | |I| a R ha ha good idea

Al and whal happens o the pu blication? Haw can
MESICiAns ao Stulf? Shosld we pul ower soores?

R:wou can put some lyrics

A Lhe soares

0: SAT scares?

AL yEan

R: yau could put sarmse yrcs

B woe can putl some big pictures of aur faces
B oasd Az yweah

A posing in a derelict factory

AL Yol

& lanking datk gou ko

0: find 3 faciory

M a derelick space hahaha

A its gonna be hard to hing!

I: yeah wnere are we gonna gol?

M Ldon't know it 5 (ust that everything is 5o shined
up herg

Arwell we cando it an the raol _ that Wil wars.
0: A pxe! We're making a joxe’

A We can do it gutside, there's a mural with the
hippie stu’l

0: Ch yeah!

0: is thare spraypaind?

A Yeah, oh yeah

K4 Spraypaint, roof, and cerelict...

|- dand photo, we should do @ Dand photo. We want
samething lixe 2 ruined wall with some ivy coming
down..

0: Yeah! | ke & necaase it's critical of this stupid Mdea
about working with somebady else.



|: On the transcripion, substilute the word "stupid’ for
the word "helplul.

L flaughang) You'Te Like that kawyer on Lhe Simasans:
"¥es, | mean it. 1! you substitate the ward "yes’ for
the word "no’

F: Sizi asked me if I°d De doing anything while you
play...

0: &nd what did you tell her?
|: Gutai...
R: 1 said no...

|: Rochelle's gaing to jump throwgh some shesis of
paper.

|: Ok, 50 it's Taurteen pages or s0. And part will be
this fransc TIpnan.

0 Reatly?

I: And part will be images, which could [45t e one
thing, or could be all of us daing sameihing.

F: I'm thinking of repealing one image at the moment.

|: Mayhe we could @ove yad some Thngs and you oould
te, as the artist, the ultimate arbiter of them..

R: ¥eah,
0: Can we take this banc pholo?
ki What it we're the artist and you're the musician?

I: What if up was down and down was ug? What il
Anthany was a waman?

A This is not my stufl.

D: That's right, you're ASF.

A I’ 2 protessional Grummer.

| Let's do a prafograph on the roaftop
Mz §want 1o leak hetier

0: Mo we have te loak ram.

R Wimat if | sbyle you?

M WY NAIr ook s Dag, I'm gerting a nasrcut soon

|2 Mo ane looks good, excepl Tar Anthany. of course
A | think we all Laok good.

|- ¥ can hide Befing (ke vy a Lt le bit,

O: And i Black and wile,

B Yean, that always nefps,

o ¥eu can kald up a cymbal in frant al waoe face

A We can always Pholasshop a wig or da some
s EUR

R:Well, That takes fame
Y Paneapale bead,

M | feeld like this part af the Sranscript &5 going Lo be
really,. profilematic

0: Can we talk aboui how stupid this whole idea is?
R: Yeah, talx about it
A 0% too late, you're imil.

|- Qut in anather way, it's naot stupid, because we've
worked with Bocheile on a tot of things before.

M Bul, 50, WETE D0INE & g at Suzits..
0: Does Su know we're doing 3 fig?
R: She does, bul we can talx g0 her maore, | ERink.

0: 'We migh: be able t0 play in that place across 1he
streat.

I The burger place?

A Mo, the Moer. Great Mix, wnat's it called?

M The Good Mixer,

0: Mo, no, no, | was talking aboul the record shop.
M Well why not in Suzis Nouse, it's so Dig in there?

R: Yeah, them it's together with the sculptures,
Othersise its going to Teel separate.

O: Bui the sculpiures are E:Ihg o have [hesr oan



Lound,

R: Yeah, buel your 2i9 15 gang 1a be for a certan
asraunt of Tirke, Al (7

A What are we cong af the gig of there 65 =aund ir
the speakers?

R: Sa rmaybe of dacen'l wark, yeah.

[ We could caver yaur Ehings up with sheels. Then
they're nal there

|: Surely the poont & Thal we're collabaraling wilh the
ial] s

A Can S0MmeQne Baur waler.,,

W Firsl we gour water in The SREEKETS..

|' Thien we throw Thess aul The windaw, Then we play
[ Wi Ll thern witl some condreie,

I | theught the poind was we were inleracling with
LR,

D: While we play? Realiy?
i Yeah
a: Can | say something? The water's boilirg.

[ But the sculptures are already making sound, We're
making sarmeihung s, for That

R Busl witile you're playing, you could interact a5 the
sund 1% going on

A Black bea?

I 1% it possible 1hat the sculptures have sound during
the Sk, Bul then during the gig we can play Live
tRrGegh them?

[: Whoah, that would be heavy, 'We could slick the
amps e e atlam, You're goirg o hawe a big bos,
you can stick the amp in there. Just don'l get any clay
ar [Rem

fi: That would te fun, | think,

I Iy e ODustin was Lalking abtosl building sur own
Leslic.

0 1'm stil working on it

I: 1t's Like the vocals or @ guitar ga througn it, and i
tatally saounds difTerent pecause I"s @oang [hrougn the
thing.

R Mayne we should tes] what e sound i going [0
feel L&e, | have na ofea what 11 gaing 10 sound ke

thraugh the sculpiure

0: You're gomg (o have fa fnd owl, 17 may sound
Terricie,

| That's sy samelfong e a guitar woudd woark
Becawse i 17 sounded muddy and crary, i wauld be
¢

e

O Waocals...

|- | thinlg Lhis thing we did in Lurich, where the
perfeffmance was crisp and king of focused, There
was spmelhing very good aboul That. The vocalisl is
2 [Fing which is kKind of carrying everybody along
Sioyou dan't want to ran the sacals through that

Or you couid rer a weyboard through it and use & Lo
punciuate.. | think aiso for Arcade, | mean we've been
Talking about pushing how we make sound. | think
it would beneht from being very spare. haybe even
migre spare than {he thing in durich was.

®: Yeah,

|- &nd maybe rat s0 much like we were doing today
which is more of a rock and rolf sert of atlack, What
i really lixed in durich is you could mage sense of akl
the parts thal were happening

|- What is this?

Az It's Tale sdadern merchandising sLulf.

005 it Picasso drawing Matissa?

A Yeah, It's a present from an ex-girkfrend.

|- | saw Privank on the train, by the way.

0: Heally, caming hare?

I- Mo, yeslerday.

0: Do wau think ne's lallawing you?

I- Mo, but | thirk he thought | was fallowing nim,

K Who was thaty



I 1Tran inta the guy Tram he Pholo Centre on 1he
Tube, He kind of Treaked aul when he saw me,

O: “Hello? Hello, Weere's your friend, is he here too?
‘Cauge if he s, I'm rerning,”

0: Are wie gonna bave any el 5o the lexd is goag
ta be transeripl of Iea? Are you sure?

I We lranscribe the whole (kg and then we edil il,
past like wi da the recardings, We doat pal out every
firglo Thing s fecard, We recard everything, thea we
cdit it

H: 5o we have 1o arcange when 19 oo hat, will you do
that. [asan?

£ VU trn the recordings into mpds and maybe we can
all do part of i,

-

U 1sn's fhere a transcriplicn program, lise my phone
far example? | talk inta it and it transcribes every
word,

@ It will come oul really wrong.

0 Yeah, for this kind of taiking. You have to talk
roally cleariy.

i What | Like about this is, that us silking argund
Bulishitting is Kind ol gari of making the music.

LA Let’s not sit arcund and bulishil, Led's ast talk
I Ok,

[ You're fust splitling hairs

A Whal do you want us to say now?

i Yeah.

b; Have you had any tea?

[ It°s right here.

&: There's one herz,

[ There it is, wou betier get it

Al Hey, Dustin, you've got a black one somewhere?
Il eealiy think wilh the rest ol our Lima, (hat wa
should play some a! the older songs, and play in

this wery spare way like in 2urich. That thread is
samething we poulc explore with the shows we're

dring,

O: 0 agree, Wnat 15, | Like thal ‘empty space’ sang that
woau sang, The ‘emply space” song, do you have That
ong?

AL IS here

|- P'rov il adeaid of & pank wall...

A TRat ane, yean,

|o ' i in [Re Boak?

0: You sang fhee blank wall,

AL the same one,

0: 1 forgel how it goes

L Fusiling, music slarts, )

B dan't hawe ot fece, | can’t remesmber i

|- | can remember it

M s something like.,

=

D{singirg)d “I'm oeol afraid of an empty wall., I'm nog
alraid of a blank space. A Eig while wall doesn't scare
me_ I'm not afraid of an empty place”

K (speaking) “An emply page, thal doesn’l scare me
A blank wall, i'm nat alraic of Lthat.”

0 {singirg) "&n emply page, it doesn't scare me..”
M (speaking) “%o don't come to me with your argst.”
0: (singirg) “5@ don’t come to me with your angst.”
M You've done it

|- Maria, you wanl to do saome 8lack Holes, or Right
Angles?

M: What right naw?

|- ¥ou're losing steam, aren’t you?

M Yean.

0: {singirg) "Black holes...” | remembar the misic,

R Hawe your fea



I: Maria's gane off Ehe reservatsan. fouve gal & bikle
le Crpusel teacup, Maria, what's there (0 be upsel
about?

MC s Loo hol.

I Is that teo cute, that kKeybaard? is it oo sot of
sweet-sounding?

R 1T sauncs ke & merry-go-round.

M- Galy reght now because Oustin's playing like he's in
2 variaty shiw.

L “And up nexi s ANTHONY FAROUX M Bonpour mes
amis, Anthoewy Fargux, here. D9d yau hear the one
about George Osbourne? What a piece of shit. | wish
that giece of shit would die Raating down the canal.
Ha Ha Ha

(sound of rim shatl

I shauld we get to wark?

M Youre like the teacher's pet in school.

|: | was the teacher's pel in schoal,

R: That's not surarising

M: B There sametning.. | don't knaw, is it becadse the
space is dilferant? There's sometring differant today
fram now 1 usually is.

[0: We have sunlight

F: We have tea.

0: Rochelles pultong the pressure on us

| It's always Like this the first time...

K- ' less focesed, we're less lacusec,

A Maybe we'ne thinking abaut this project.

0: Our focws is ax panded.

I | mean, Clapham was always good for that, because
2l of the slulf was just there. When we play in other
spaces, it always [akes us some tme fa gel vsed to
it

0. And we dan't nave that whale-shaped Ehiﬁg ar
that sell partrait that we love 50 much

| But | thowgnt tRat's winy we could do same things
fnal are wocal.

O Gan, bet™s da . Black Mele, Black Hale

Al Hawe soe ivenen owr Conwersaliaon?

O: 0t gaesn’'t reatter becawss 1T all wwarscnhed
A Sa we're daing hne,

W Yeah, for the publication we'll be fine

O: Well, we Pave 1o Take thal giclere, should we da 1]
foww, while [Re sun's cul?

| ‘What fime 5017

0: Four thirty, Three thirty,

B Doowe have 3 camera?

0 Wes, wr've all gof cameras o mer packels

|- | think we should record ane song, 'We should record
Black Hale, And we shaipld g0 [ake a polure on Lhe
raaf,

M Lel's do it guickly

Al ho everything we did was shit?

I- Ma

A We can't play mere is thal whal you're saying?

0: We can play more. We've decided thal the spiger
plants, youwr artwerk, Yhe sunlight, and the Lack of the

sell porirait are bothering us.

A 10 bad. | mean, these are flal surfaces, | don'l
know what you guys are on abaout.

0:I'm not afraid of a blank wall.

|- 1 just think we need to play reasonabiy frequentiy.
0: Thanks. How do you say thanks?

M Tak.

0: Tak?

M Yean.

0: Like "attack’, like attacking somepne?



W Tak

[ Tak. Ha?

[ Like “aftack'?r

kA, Mo, Like ‘shock’,

[F Shack? Tak, Whatl's a “shock?

b Shark

[: Shark? 5 | sfauld say ‘tark'?

WA MO, T you were English

& YWau're saying yeu need J self parirail

0; We Like Che sell portrail.

A Uve gol something for you

[ Ah geod. Somethicg @ inspire us Ok, Tak
bA: Tak!

0 1°m Trom Mew Yoark. with my nasal voice,
Al Ladk ot this, This is exactiy whal you want,

0: 15 0% up my alley? Yau're net hangseg the piciusn
[hat yau tosk of my aliey?

P S8, Madia, whal o you Thetk Guf Tacusd shoutd bhe lar
these concerisy

kA1 atell dan't understand whal conserls we're
playing...

| Twndt conderls, We're playing al Suze's and we're
playing at Arcade

b OF yeah, Arcade, Bal 1hat's a delterent thing, wie
shauld talk about that oo 2 differenl accasion.

I Well, they're relaled, gwven thal we'ri mol
refizarsing every day

W Ok, the show al Arcade is called “Politics’, anc

it"s works by me and Cecitie Gravesen. Buth Hofich,
Lieger, and Sara Knowland, And | wanted us to da a
gig in fronl of my coilages, which are going o lage up
a whole wail. Yery colourful shapes and colaurs, 5o
wanfed us to play wilh that backdrop, but play with
thatl idea ¢f polilics

0: You wanna barrew that pont 1 ayve of Ceritn IFII"!'I-I
Evans, fnom the BOS? U5 & VEry niprest g wWork. |
wand Ta sell b, 0" glow o the dark, 50 you don'D see
anything except for yellow. When the lights go olf, 12"
i French BE paster of 1nese Twd Fuys, ang TS T
cowbays and one says: “5a, what do you da?™, And 5o
the ather ane $ays: “I'monto redheabion”™. 5o thie first
guy saya: “That must invalve Lats of paperaark”, and
the ather guy says: “Mo, mastly, [ust drfl®,

faaund of rem shal)

0: That's it

b 0k,

0:is padetical. welh & cafital ‘P

AW could rell a big split], and Take pictures of us..,
|- You've got a splift?

R: ¥ou sound excited,

B You shauld do a salo alburm

|- {whide drumming) f would sound lixe this,

M I would be @ big his

I: 1 we're not going 1o play, let's go take 3 pcture,

AL Ok, Let's do somelhing, Whal are we ganna oo, are
we going toplay or bake a picture?

|: Two chaices,

A Whalewer you feel Lige. You're saying fngs lxe il's
not warking, he's naf concentrated,

|- Ma that's not what he mean:

0: ‘We're waorking.

M1 ERimk 175 just because | feed a Little ofl, right now
|- Should this 1ast exchange gointa the transcrigl?

0: Mo, | think we should play more. 8lack Holes?

M Yeah.



Drama and Identity:

(A post-structuralist essay dedicated to the
memory of Eugenio Trias Sagnier)

This piece is about the ethos and the philosophy
of the nature of collaboration between artists.
It's about structures that can facilitate relations
or that make them almost impossible or unbear-
able. The piece also uses its own context as a
subject to be called to examination and de-con-
struction: Five Years, the show Fragments, the
aim of the show and its expanded nature, its
positive and complex sides and ultimately how
in my own case I have turned my own dramatic
figure (what's more dramatic than an artist get-
ting let down by another artist in the midst of a
project about collaboration?), the figure of the
one individual that once confronted with her
own failure, reaches out and travels a long way
to find answers and maybe redemption too. In
the far lands of the Art World, I have found a
few collaborative voices and new ways of re-
lating. They have given their feedback on what
has been put on Trial: the relation between two
possible collaborators, male and female, and
how it’s dismantled by the forensic re-reading
of the emails between them, the meaning, the
archetypes at play, the politics and the ethics of
a relation that we can say it failed as a conse-
quence of having been called to produce an off-
spring for Fragments and Five Years as context.
And how by accusing such a context and by the
way the male collaborator figure behaved, he
has been placed on to a stage where he is being
studied along with the rest of the actors. Float-
ing in the atmosphere, there is a feeling of a
paradigm that has been lost . The methodology
used for this situation as the dramatic journey
is under such spell too. In these times, in which
not to achieve collaborative relations means
strictly a failure in neoliberal terms, as much
any one wants to cover up their discourse with
political aesthetics, soon or later it comes: the
money talk, the value talk, the self-fetishisation.

Esther Planas with Tuesday-029




Esther Planas with Tuesday-029

During the journey in the dark lands of
unknown discourses and real meanings, I
met David Blacker, Professor of Philoso-
phy of Education and Director of Legal
Studies, University of Delaware (USA)
and started a chat long distance as if he
was a kind of instant Sybil... here is a
fragment of the very long thread that our
conversation has produced.

(Note: the following text has been tran-
scribed directly from its original context,
an online chat, leaving misspellings &
grammatical errors etc unchanged.)

David Blacker (D), Esther Planas (E)

okay. so please help me with a question.
welcome

So... you do NOT have any relation to
him outside of this exchange? I'm asking
because it might form part of the context,
the un-said.

I knew him... exact
from Barcelona?

10 years ago... Yes!

The project was about artist reaching
out to other people involved in art but
not been considered or worrying about
dialoguing with Visual Contemporary
Arts Scene

okay. And where does R fit in? Sorry for
asking these basic questions.

R is a Theatre Director (a sort of hype kid
from Barcelona)

aha

I reached out to him because I knew him
and was interested in his supposed line
of work he and I where supposed to
collaborate... Collaboration was the core
ethos... this is why it’s weird

oh a collaboration. where you both raised
money together, created it together

the idea that Arts Council like was
Collaboration

okay.

no... we raised a proposal (feasible and
realistic) with a low budget...

and the proposal is for London. So one
thing I'm wondering is if your personal
relationship with R - your history with
him, whatever that may be - is playing a
role in his odd behaviour?

I had gone to his workshops well .. maybe
Machismo hidden?? maybe because

he does not respect me? this is what is
making this painful actually

So is there possibly a personal-emotional
aspect to his behaviour with you that is
underneath the artistic collaboration?

maybe yes ..maybe had not been tested
yet ..but then ..now.. the mysterious
profile of Five Years .. the fact that we are
poor and etc etc ..

okay... On to the next question then.

In your past dealings with him have
you known him to be fickle? haha...
yes, blood blow to the brain is reduced
dramatically... haha... flow... by fickle
I mean does he change his mind a lot?
about committing to projects?

Ha haaaa !!! No with Roger all had been
fine so far and this is why I had reach out
him... as I said our relation was not tested
first time on this terms

So I wonder if this could be just a general
example of him not wanting to commit to
something rather than his attitude toward
your particular project and this particular
collaboration?

yes I think this is what I mean.. it all
seems a pattern but that he dresses up as
a personal accusation etc etc

Also, is he especially stressed about
money at this moment in his life? That can
do strange things to peoples emotions.

no !! he say in his email the last , is not
because of money is because he does not
want !!! brutal !!

maybe dressing it up as a personal
accusation is his defensive mechanism
so that he can tell himself that it’s not his
own problem

absolutely !

So it’s not love or money! haha what else
is there something emotional... Okay let
me explore another angle

For me the question was if it was possible
to trace back to his text (I know id not
enough well traduced ) to track the
patterns of that actually he is a Capitalist
mother fucker !!

Let’s put R in the best possible light for a
minute. An exercise in thought.

aha..lets ..

well, we all are to some extent... So for
the sake of argument. Is it possible he
simply lost interest in the project from a
PURELY artistic point of view?

and has complicated things by
communicating with you poorly?

of course is possible ! but the funny thing
is that it was his idea !!

yeah that makes it confusing... does he
have a dislike for his own idea?

and that he came up with a structure of
relation that was my fault to accept about
he been the one stuck up to his role the
Director...

like when we dislike seeing ourselves on
video or the sound of our own voices?
But he’s in theatre! haha that would be
difficult to have that affliction

and I should just be the passive actor...
exact! This is why there is a closet
skeleton !

I'm beginning to think it’s like the
Hegelian master slave dialectic

some thing
where you are the slave
yes!! I was thinking yes totally !

but the problem is that even if you are
the slave it ends up in dissatisfaction
for the master... because he still can’t
get what he wants from you even if you
are the slave... It's a section in Hegel’s
Phenomenology of Spirit

yes!! a great one ! aha... should read him !
keep always missing poor Hegel!

Alexandre Kojeve is a nice interpreter of
that--French philosopher from the 30s
(Russian emigre)

mmmmmmmmm exciting !

Sartre and all of them got their Hegel via
Kojeve... he highlights the master slave
struggle

I thought of it with you and Roger
because of the dead end frustration it
involves.

hee he... hopefully

The problem is that the master wants
recognition from the slave. but the slave’s
recognition doesn’t count because SHE

is a slave and a slave’s recognition isn’t
freely given so what the master wants
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ultimately is freely given but coerced
recognition! but that is a contradiction! So
the master fails.

WWWOOOWWW !! also in the case of
Roger...what he was trying to do ? why
he pull out ? because he could not rule ?
what signs he saw ?? or detected??

we could see this from the point of view
of an artist who wants a world in which
everyone MUST recognise his work.

but exact, then, he going on and on
about community etc etc.. and in his own
politics he fails as a communard! I mean
... the least solidarity... and him boasting
about Community is the only thing that
matters !!!

On this analysis, he pulls out because
he wants his work and creativity
recognised by YOU. But since it is to be
a collaborative setting he cannot FORCE
that recognition.

precise : teaching me about ..on his latest
text... wow that is enlightening!! really
7??

in short he cannot actually collaborate
exact

because that dissolves the possibility of
personal recognition... which ironically

isn’t possible anyway

so all his text from the beginning to the
end are a pose !

in a way. It's a form of vanity... but multi-
layered

aha 7?

and ultimately tragic and self-defeating
how do you trace that ?

what?

the attitude of R... the multilayered
vanity etc

I'm piecing together what you are saying
and applying the lesson from the master
slave dialectic... which I think is a
common human dynamic

wow awesomeeee! absolute!

the existentialists like Sartre thought we
are ALL trapped in it to various degrees.
Like his play HELL IS OTHER PEOPLE...
for Hegel it is the foundation of all politics
and all political struggle

wow ! I should then go straight to Sartre
and the play ! and do a representation
even if a fragment! yes !! this is why I
suffer so so much and I escaped school at
14!

why not? it’s good stuff. Sartre became
unpopular but he’s still very valuable in
my view

like him! I feel the Nausea!

well that may have saved you from some
suffering! yes actually you describe that
nicely in the texts you sent me... what
Nietzsche called a ‘pathos of distance’
(from others) which you need as an artist.
you are supposed to suffer haha

yes ! this is what I believe .. I am seeing
this interview with Hannah Arendt and
she says she need it to understand.. and
this what moved her in to Philo yes but I
am sick ! and about to suicide!

but that is too boring
suicide ! heehh !!

yes... why do that?

btw as you know that was their basic
problem. Sartre, Camus, etc. Why NOT
suicide? All philosophy flows from this
question

mmmmmmmm... yes ...instead I want to
study Philosophy and left ART !! exact !!
this is also what Hannah A said !!

a mistake! haha philosophy leads literally
nowhere

yeah love it there !!

but that is also its strength... it's not
always productive for artists or activists

loved the country side philo and
nowhere... only LOVE !! T can’t be an artist

Hegel said that the Owl of Minerva only
spreads her wings at DUSK.

to be an artist you have to be rich !

9

32

g ® g m gy

=3

U w9 o

U m g o

ONLY at dusk! or is that when you stop
being an artist?

aha ... and she is spreading what ?
her wings... WINGS... haha
aha ...

don’t make me think perverse thoughts
about owls please

but ... you do not realise that ART is
fucked up big big time ??

of course it is because everything is
hahaa.. perverse !

what is NOT fucked up?

exact !!! what is not ??

like you said in an age of cognitive
capitalism everything is colonised.
including all creative effort.

yes it is claustrophobic !! asphyxiating

in fact that’s what they want more than
anything right now. creativity to be taken
up and instrumentalised into commodity
production, capital accumulation etc...
certainly. But let me give you two images.
Tell me what you think.

yes !l this is why to keep sane I have gone
underground... okay ! two images

1) Nietzsche said he admired the
composer Handel because he represented
‘freedom under the law’

aha... for his structure ate composing no?
2) the small mammalian type creature
running around underneath the feet of the
dinosaurs during the Triassic period.
wow!

yes

is that a choreography? a way of moving?

in both cases we have what could be
taken as an oppressive structure. a
tradition. There is fear and the possibility
of extinction.

yes totally!

g = O =

for Handel he could have been
extinguished by simply copying existing
formal structures

aha

and the little mammals could obviously
be crushed by being physically eliminated

too

But...if we agree with Nietzsche, Handel
found a way to create a niche of freedom
amidst the oppressive structure

ahaaa..

And the little mammals survived until

- SURPRISE! - a giant asteroid destroyed
the dinosaurs. And they were the ones
left.

hahaaaaaa!! ufff dangerous theory!
Survive. Scatter. Multiply. We're in
‘survive’ phase now. Soon will be scatter.

but the timelines are very uncertain

wow ! yes ! for me is underground .. it
always was... but now more than ever...

I think you, Esther, are a little rodent
underneath the feet of the dinosaurs. They
are crushing you. but you are still running
around and they haven’t stomped on you
all the way yet!

hehee!! absolut!

partially because you are too insignificant
for them to care about not a good meal!
not even a good snack!

exact !

what is a mouse to a Tyrannosaurus Rex!

and this is my aim to be invisible! hahaha!

but being beneath notice is a survival
strategy a good one!

END



Drama and Idenlity:

(A post-structuralist essay dedicated to the memory of
Eugenio Trias Sagnier)

This plece is about the athos and philesophy of collaboration
batweon artists, thelr hlerarchies, their power games and valuas.
It"s about structures that can facilitate relations or that make them
almost impossible or unbearable. The plece also uses its own
context a5 a subject to be calbed to examination and de-
construction: Five Years, the show Fragments, the aim of the show
and its axpanded nature, its positive and complex sides and
ultimately how in my own case | have lurned my own tragic figure
{what’s mare tragic than an artist getting let down by anather artist
im the midst of a project about eollaboration?), the figure of the one
individual that once confronted with her own faillure, reaches out
and travels a long way to find answers and maybe redemplion too.
In the far lands of the Art World, | have found a few collsborative
voices and new ways of relating. They have given their feedback on
what has baen put on Trial: the relation between two possible
collabaratars, make and female, and how it's diamaniled by re-
reéading the emails between them, the meaning, the archetypas at
play, the politics and the ethics of a relatlon that we can say falled
a8 & consequence of having bean called lo produce an offspring fof
Fragments and Five Years as contaxt. And how by accusing such a
context and by acting the way the failed male collaborator figura
bahaved, he has brought his own self to & stage where he is baing
studied along with the rest of the actors, including the one that is
making the plece now. Floating in the atmosphere, there is a
specire, It is Red and it is Marx, his legacy, his critical theory. his
ramanticism. The methodology used for this situation as the tragic
Jeurnay Is under such spell oo, In thesa timas, in which not to
achieve collabarative relations means strictly a failure in neoliberal
terms, as much any one wants (o covir up thelr discourse with
palitical assthatics, soon or later it comes: the money talk, the
valua talk, the self-fetishisation. Who am |7 Sald Nadja, 50 do |

Acl 1
Seens 1

Enters Esther Planas as Hamiet

The first part for the post-struciuralisi exercise (History so far)

It has placed re-search at its core

S that | have colscted a saries of texts, maat fom onlie Sourcas
Basically Wikipedia

The meaning of:

Theatrs Director, Perfarmancs Art and Actor

Which is prinied as i a Thea'tre Script

It has been an mprovised sikmation besed on my performance actions

Like ganerated in specific mea/space based public interactons

The texi abaul The Direcior, The Performance Art and The Achor was
ghean o any one who wanied lo read it aloud with me

So we All went and we Al read Firs! as a mass congregation of united
icommunity ) churchgoars

Bul eoon volcas stared 1o ake off on thelr own terms

So that the Chorus (The Tragic Chorus of Eugenio Trias® Essay: Drama
and Idantity and Meizsche toa) was dissanant, polyphonic, mullipla,
fragmentad

it happened naturally: pardformances are nod nehearsed

it happened through its own developing nature, is componants decisinn
miaking at every $econd thal was passing, their nolions of compasition
and harmany.

Thers was once a Text, 8 texd writtan by one member of our fragmented
So=op Five Years

The text was usad for 8 project, and was the result of a conversation (|
would rather call it philosophy Gresk-style made & bar) batasan the
few fragments = only 3 - of that association,

So the text goes and talks o me aboul Eswes, issues that now when |
read il back, reflact the truth about how my post-airucturalist intentions
arg getting almost to the poind of auto-conversion back info Structuralism
and maybe asking Levi-Strauss io the lable too.

How come, we ane 3o connecled even withoul talking ?

What this member, who | will now call The bost Wiier, describes,
articulates, suggests, associates frealy, and of cowrse re-talls what the
othiers had said too: he creates a kind of theatre stage with all thess
characters present

The characters are various, bul mostly are all fragmented romantics

it is impartart fo go fo the starting poind, as the one member (fragment
character) that generated this project was in thad conversation
(syrmpasium) and already his ideas whese patent n the text: = this why
he has chosen lo base Fragmenis, ihe project of 2013, around the bexi
‘& Fragmaent on Fragments’ from 20087

So thal the Title already has & Hislory

W cueston s row —

Did | follcw the thread of signs and patierns indicated n swch a text?

So that when, after being let down by The Theatre Director, | decided to
improvise, 10 make a collective réading - i would transform inte a chorus
of unequal voices a8 a kind of hypnotised, mental phenomana® Or

tedepathic wavas?
How come, otherwiss, can this Text condain such descripbons as:

‘Instead § points lowards equal vaices, towards the siruggie that equaliy
demands. To plree voices in equal i fo sxparmnce Aol harmonic
syrthesis (achisved hrodgh the silblime volence of sullalion) bl the
constancy of shnspgle, of the discomance of dlscowrse among equals.”
F.5



As parl of my plece-situation a single cell has to re-create 8 diabague -
someons bo talk with, somecne with whom to collaborate.

The Spait of & pre-existing enfity had awakensd

This is Tuesday 029 - it appeared in my mind &nd the mind of a partnar
in 2006 i Barlin.

An enlily that contained membars, a collectivity thal had failed somehow,
& community. and the spectre of that which we have been accused of

not being

Scene 2

So hare and now:
Emers Tuesday 029

Jolning the Tussday 028 is an exparence somewhere between induction
mio @ secrel society and participation in an intenskee workshop
environmen] where nesw mambers arg summoned o month =long
“inftiaticn ceremonies” which combire slements of accull rtual, hypnosis
sansory bombarding and Intense. collaborative creative activity,

Following initiation, membars return parodically to repest and develop
the more edvanced stagas of the process. The point of the work
produced i this gsacrel environment is not his sesthetic value, it is not
indead for sxhibition. The purpose of making this collaborative work is
that it should infeence each member's individual practice, which through
ihe public exposure hen serves as an unconscious vehicke for the
furtherance of Tussday 028's aims as an crganisation. Our decision to
inciuda this work in the exhibition is complex. Since the furn of the
millennium, factional conBicts have become rife, apparently for the first
time in the history of Tuasday 025 (the precise length of thal hstory is
unknawn b any but & few seniar membars), These disputes have spraad
ke @ vinus throughaout the membership, and have centred on & growing
sanse of unease ower possible cormuption and distortion of the
ofgansaticn’'s massage. Thens have also basn ralabed siggesibons of
exploitative and unethical employment of certain of the “eaching”
metheds usad during the initistion of the new members . The implication
is that some person or persons in the small but potentially very powerful
administrative lyer are both abusing their positions and even attempling
io sabotage the organisation .As rumcurs and alegations have
pro&ferated, factions have formed and tempers have frayed: there have
even been death thieatls -something previously unthinkable in an
crganisation 5o vehemantly epposed to viclence in any form, and a
measura of the gravity of the gravity of the crisks,

E.P and MH, Bedin 2006
Tuesday 029

scenes [

Enters Esther Planas as Tuesday 029

Al the present time, and T years later, It is an even more
ethereal, aural and unpredictable entity that is calling
somehow to be a kind of reflection of what the core of
Fragmenis as ethos can become if materialised as a

community.

This is what | can call a repetition of patterns and ideas that
are all sell-contained in a kind of matrix idea:

The noun Fragment:

frag-mant (frgmnt)

n

1. A small past broken off or detached,

2 An incomplate or lsolated portion; & bit, everheard fragrmenis of their
conversation: extant fragreents of an old manuscripl

3. Grammar & sentence fragmant.

. [=mad) frag-ment-ed, frag-mend-ing, frag mants
wir,

To break or soeparats (something) into fragments.
w.inir.

T became broken inte fragments: Ater the elecbion, the coalition
fragmaniad.

[Middia English, fram Latin fragmentuem, from frangare, frag-, to break;
SRR Hll'lﬂ'-* in Indo-Europaan nools.|

fragmant

n [reegm!ind] 1. a peece broken off or detached fragmeants of rock 2. an
incomplele piece; portion fragments of a novel 3. a scrap; morsel, bit

vb [freeg!m nt] also US fragmentize [Hreegmin#tatz) to break or cause lo
break info fragments [from Labn fragmentum, from frangers to break]
Entertainment

Talavision and film

"Fragments” (Torchwood), an episods rom the BBC TV senss
“Fragmenis®, an episode from the Canadian TV soades Sancluary
Fragments (Mm] (a.k.a. Winged Creatures), a 2009 film

Fragments: Chranicle of & Vanshing, a 1991 Craatian file

Music

“Fragments®, a song from Endiess Wire {The Who album)
Fragments {album), a 1987 album by jazz pianist Paul Bley
Fragmenis, an album by the Danish singer Jakob Sweistrup

Other

Fragmenis, a play by Edward Albee

Fragments: Mamories of & Wastime Chiidhood 1939—1948, a fictional
el of Holscaus! survival by Bindamin Wilkaminskl



hackiffragment. an anling and offline RPG from the hack vides game
SEes

Fragmant (compubar graphics), all the data nacessany o gensrals & plioal
In the frarme butfar

Fragment identifiar. the segmant of a URL following the “#° that identifies
a portion of a largar decument

Literary fragmenl. a brief or unfinished work of prose Sentence fragment,
a santence not containing & subject or a predicate Sae alse
Fragmentaton {disarmbiguation) Far (disamblguathan) Splintes
(disambiguation) All pages beginning with "Fragment” All pages wih
tiles confaining “Fragment”

Seeing the definitions of Fragments, | wonder if it means too
many things, foo many possible fakes on the fakes that have
been already a conscious colfective of meanings. For me
mow that | am alone, | can only do what [ am better at - fo
communicate with the spirits, lef them talk through Tuesday
029, let Tuesday 023 be the Spirit of what it really means

Us versus I, or The Symplom
Act 2
Scene 1

The Collective of Fragments by The Lost Wriler Francis
Summers

Enters the voica of absance present as echo:

From Commitment io Withdrawal, or, What Kind of Communésts Are We,
Feally? At Five Years, Saturday 04.12.10, 16.00-18.00

Talk / Discussion: Frantes Summers a3 pan of the exhibition 'So Much
For Frea School, etc: & Dralt Publication’ at Five Years

Sat f04.12.10/ 16.00-18.00

This talk will bring up issues of what it means 1o work in aulonomous an
arganizations ai this historical junciure. in pasicular wanting lo provoke
discuzsion in thess tvo ey Bress:

- working towands recognibion, what doss it mean 10 prefer nod 10 Be
recognized?

Tivis sasaion will ask what kinds of commitment these might be to
withdrawal = to prefémng not to engage in work bound o the sefvice of
the good = and what the consequences of thes might be: the dissipation
of all possible activity or the re-imagining of what possible art forms (-of-
life) fhere might be in the fulure? i political thought is necessary within
any aflsmpt o think a new temporality o duration, of to consbnest & mew
(fantasy of the) future, what kinds of sirategies are needed for this
curmint situation and what modes of commitment ane possiblaT

Please come and discuss the problem.
*_..communism is itsalf the name of a problem.” Slawve) [Mak
“Communism is possitle at every moment.” Tigqun

“For almost three canhunies we have concelved of demotracy as the
adrminisiration of the public good, the instinfionalisation of the state
approgriation of the common. If we seek demacracy loday, we need to
radizally rethink if as the common management of the commaon. Thea
manasgemeani antalls a redefiniton of (cosmopolitan) space and
(constitvent) lemporaty. [..] The firs three slements of a communis
athics are: revolt against tha State, common militance, and producticn of
instifutions.” Antanie Megri

Act 3 =

Scane
Enters Esther Planas:

My pasition i fragments a5 o fragmeant = my fragmanted baing heshed;
Then the dixlogue requested by fragrments for Fragmenis whare | reach
aurl avvd fook around, Thare = oo one fo talk fo; ane summer day | ek |
find someone = its presence i an ided mateciised in the identily of
somaome wihe may want o ek, o coleborale or fo dialogue, | know Row
wfsal Lacan would say fo mia,., Agam, youw oid of sgain | ses hum, will s
foufard and while hair that day of La Sorbonne, tnlkimg and falifng abouf
Je, Ma, is the other so the other is me, =0 Other iz never here. The
proyact ix aboul alf that is Fragmented. Arg my Fragmenis” mens
deconstruciion exercises? | don’t think so. Fragments here are real real
peces of Othemness, they are characlers with idenlities, wilh vovces and

specific physical welghi,

Each of us, presaning their fragrmend, but then at the same fime
pnrseniing their relations, thedr affecls, their accompiices,

Burt, v ? This is my frngment and I starf fo question agam - T alveady
wsed o lalk fo the dead, 50 here is Lacan, the Sympiom and Mary oo -
and g voice appears from bhe other side. The legacy of ldeas, so
imTuantiol and semvinael, of he phigsopher Evgenio Trias Segrier. thail
had indicated o me that | was nod alone when fesling Simizter. Drama
and identity, Heng is thal enlighiening essay and (s nof my stuaion, my
s, @ Dranra? A Draned becoming a Tragedy ¥ And s i nol related do
my identify? Whoe am | when not chosan? Who am | when refecled?
Whao am I? Asked Nadja foo

Scene 2

Enters Esther Planas and talks with Ana Maria Millan about
the emails, and the emails are analysed by both.

The human refations and the accidents of possible
collaborations under a capitalist regime that mediates our
values, priorities and affects at the moment of choosing or
rejecting “fo who™ we will be giving our time, inspiration and
creativity, and ultimately, our solidarity and love.

The Unrealised Project



Titde: “Theatre — a Medium' On a theatre stage, a Performer - Esther Planas
= will engage in a Q5A dialogue with an audience. She will read her
answers from an autocue that is placed at the pit. The audiance’s
questions will not be spontaneous either: another autocue on the
proscenivm will instruct them what say. Meither public or performor
however will know what the ather s golng (o 2ay: they will only be able to
so@ the script on thelr own autocues. They won't follow the evolution of
the conversation either, as sach question or will fill one screen at a time.
The Perormer will have a remote control linking her to a computer placed
betwesn stage and plt this will make it possible for her to control the
pace or rhythm of the conversation. If this "conversation™ gets stuck or
interrupbed, Performer and audience will be able lo go to the computer and
type in further questions, which will then appear on the autocues.

At 4
Scene 1
Enters Ana Maria Millan

ARM: Al comes from a problem about undersianding or
misunderstanding callactive practice of collaborative processes.

i obviously as Martha Rosier says if there is nol a group there is no
indiwidual, but at the sama tims codectivity must not be the issus, ii's the
miethadalogy mare than a goal or an Esue Collectvdy and collaborabion
are now wsed as excuse for unpaid bour, exploitation. to establish new
power relations, afc. | can't collabarate with anyons. Or if | collaborate
with sameans and there are differences | have bo accepl there i3 a
conflict. Collaboration and collectivity are new commodities. Also through
commoditisation of collectitity poverty is also commoditised. n Spanish
you say “El Camimg al mfierno esta hechd de buenas inlenciones”. 43 a
wary fast sclution, not to locse the tolal faith | would say if thare ware no
friendehip (and similadly in gender, age. class), collabosratian will mo
wark. Frendship can be a solution, whens art can be preduced

So behind collecthvity. publc sphera and collaboration thera ane lots of
problams. (He says system and indivedual Sysiam continuas ba inberest
mié moare ;) Mancy Frasar in her text speaks about Some problems Bhad
hawve Habarmass and his concapd of pubdic sphara. The maén problam |
S8 coltaboration between a man and a woman (of vanous rmen and
warkaus womien) s the guy af the fop. To survive in a third world country
because wamean from the sysiem must always work with or for a guy. Oy
awven when |1 is nol visible thase s always a guy a1 the 1op, Golng further
thers is 3 more complex theory by Sévia Fedenc. She speaks about the
World Bank ksans, which are anly foer women who represent groups.
Bacause of how the Sy SIEM Works, Mosi of 1he cases ne boan chnng be
paid. There comes humilialion and persecution from men 1o women, B
in el lires. For exampls in Film women ans the acirass, the produces
or even worsl [he scriptwriter, while the man is the Denectod,

{For Esther Planas: 1o just do what he knows bast “to dinect™ har and
that ahe ahoukd taks the nsle of “aciresa”) and the problematics of (ha
aciress of & Him in which the “sorpt woler s now a woman and in which
the diréctor is not a man, aven in this kind of film, the woman is not
abways the victim?

Scene 2 s

Ana Maria Miltdn and Esther Planas in conversalion around
the email exchange and text. Ana Maria Millan titles the
conversational analysis: The NO amail.

Ona of the amails fram the Theaire Direcior (o the Actress, analysed by
Ana Maria Millan and commanied on furthar by Esther Planas

Yourr iwded from Rome, 's bean for & week in one of the fabs on frefox,
wailimg for me fo play fo see your in that red-flurshc scenama, §'s clear
thal wivie it may seem thal your colour is biack, witich really s the rrrogio
avound your. Red awa Bl badwoon the now produciion we are
pranading and my patermsl duties, this play is postponed again and
Egant,

Publication: | do nof thvink our amail lextd relationship is of any mteresd,
amd | do nol trave any irdares! i what couid be my answers. Yoo should
wrile sovneling faboul whel @ pain i the ass § s been ting fo do
somathing with me?). The project wes cool iff we cowld find each offrer on
iha siage. In cur mads we succeaded, And I his nol evan been a
rrasey i sl naing (Rhaiklully), but aif disagreanend is also @ farm of
ancouniar. Batwean us Mhere has nof bean fave. | have the fealfmg thai
everything has been prewvious explanations; fngdng fo explan fo esch
adfair withaw! achnally moving faveards a third place. Having reached his
paini, if iz belter thal one of the lwo is “explained” in the absence of the
albar. And & s case | think s wp to you,

Even one post fron semeond daimieg vour presence ol a0 exhilifion
was 8 doubde pours! Another ghosily prozence. Wilh thal you shouwld do

samedhing. | do st dhink | can do srything (vel),
Theatre Director:

1} Your wideo from Rome. [t's been for @ week in one of the fabs an
firefox, waiting for me fo play (0 see you in that red-fufuristic
scanario. it's clear that while it may seem that youwr colour is black,
which realy is the rrrafijo arownd you.

Ana Mara Millan:

-This sgunds as (pootic) makeuep for something he doesn't want o
say diractly,

ro:

But batwean the new produciton we are preparing and my paternal
duties, thiz play is postpored agaln and agalm.

A M AN
He dogsn't wanl to continue because he doosn't have the lime
Esther Planas :

I wonder if he actually does nat have the time or whether in his
hlararchy of “the uses of the other®, and his vertical mind, |, Esther
Planas (whalever that moans for him) do not have the “value” of
such time to be spent, | am aclually alming, in a guite
Sadomasochist way, to really find out from his behaviour and his
bext how litlle he valued what, through me, he could get fram Fiva
Years and me,

To do sa, gives me the opporunity to exercise crtigue and to
activate philesophical questions and thinking around a relation
betwesn what Suely Rolnick would call a Zomble Capitalist from the
Culture Making Apparatus and an artist that, like me, now embodies
some kind of double hidden meaning in my professional profile, but
one that |s parcelved by the Zomble Capitalist as the archetype of



the Loser (age 50 something, not yot recognised by the art-worid
establishment, low key, abc)

TD:

Publication: | do not think our email text’ relationship is of any
Imterest, and [ do nof have any interest in what could be my
BRSWErs.

A NM:

AsS far as he 5 8 public parson he doasn'l wanl hase emalls o be
publishad.

EF:

I think he does show a very weird attibude about this, because
initially he was asked, as all the collaborators on the Fragmenis
projects were, that he should have a conversation with me, with the
other parson. His answer to that was: | don't think there can be
anything really interesting coming out of a conversation batween
us. Which is even worse as whal this really means?

B VU

Mo | think = what i 5. He 5 only afraid o be published as long as
the behind the scones of overy work must be orased

T:

You showd write somedhing.

A MM

A5 lo ng as hd livies in & Yary macho culfture he wants the woman 1o
be his coardinalor and Scripbwriter.

Curator and producer, because everything initially had to be
provided by me, apart from being the “directed Performer =,

ANM
So many wonds to say only that he will not continue

EP: | am amazed by his capacity for baing charming while ketting
me dowm.

The fact is one, the reality is that he has kept me balieving he would
be doing some work with me in Collaboration and that
disrespectiully and kmesponsibly has let me down in the total shit!

A MM

Nothing to be surprised! His capacity for being charming whila
Imtting you dawn is the capacity of the intelleciual uppar class,

TD:
And in this case I think it's up to you,
AMM :

The woman wil be alone again.,

EP: Infaed The Woman will ba Alone Again, Could you please lat
me know what kind of theories inspire you on that subject?

Mora than a thoory it's the history of the wearkd,

The final email, the rejection and the accusation, used for forensics
i the film essay:

Hi Esthir, Yau're right, | was motivated too with the project but with
1000 pounds is not enough. | thought the gallery would have the
mzans of production {(room, projector or TV, computer, etc.) or at
least be a Collective as motivated as we are to support getting the
project done, then the 1000 pounds could be devoted to (under) pay
authors: N, you and me. But ILis cleary not the case and that the
project cannot be done without unnecessary pain. |'|-I'H‘|I'|!H to rant a
paca is nonsensa and to find the technical stulf in a city that is not
mibne is beyond me. Right now | have a lot more work than | can
develop and | don't feel like working solo or duo. Mot because |
nead the money but because | coma from the theatre and my work
is meaningless if not done as a team and enrolled in a community. 1
thought Five Years was that community, however small and
marginal it might be, but Pve come to understand In recent weaks
that it i a group of individual artizis forging thelr carsers whene ths
gnly thing that is shared i$ the annihilating struggle for Triumph. 1
do mot share that logkc and do not want to spend time and affort In
that direction. | hope you understand and that, in any case, you can
build the project withaut my help. Or, what would be paradoxical
but groovy, cover my absence felt in your presence. Kiss you from
Barcelona since this could well be rainy London.

Scena 5
A volos in a Secred Ganden

Hane is 8 fragmentary conclusion of an unfinished puzzia. There s a
wiohs world out there whene these voloes canlinue, We command you to
ioak for them: A film and a website - Oracles and Premanitions, the
tragic voices of Cassandras. Tha last and final email thal has bean
analysed and is commentad on in the film online:
hitp:iiwasns tues day028.com

With:
Ana Marfa M#in | Teesday 029 [ David Blacker / Kit Hammons



Edward Dorrian and Amy Todman




Amy Todman and Edward Dorrian

18 June 2012 15:26
Doing fine...
> What can I do?

>
>

>> Help!

>>

>>

>>> Ah, yes. It is all a return

>>> going back in

>>> always aware of what is left out

>>> remembering / harvesting for a viewer /reader in mind. that is known
>>> Not sure if this helps. Does this help?

>>>

>>

>>>> [ just wonder about the returning... poking around... return... all
>>>> that stuff... Caught between the constant agitated return... in

>>>> suspension?

>>>>

>>>>

>>>>> [ used to hide in cupboards in motels.

>>>>> that is a continuing ruin.

>>>>>

>>>>>

>>>>>>If you like... not ruined... Perhaps... to look was the ruin... still
>>>>>> there where you hid... as a child... when was that? That time you went
>>>>>> back... that time to look... was the ruin still there where you hid as
>>>>>> a child?

>>>>>>

>>>>>> Image fades. Up.

>>>>>>

>>>>>>

>>>>>>> Reader? Text?

>>>>>>> or image?

S>>>>>>
>S>>>>>>

>>>>>>>> Not ruined. Part of us?

S>>>>>>>

S>>>>>>>

>>>>>>>>> writing... drawing...

S>>>>>>>>

S>>>>>>>>

>>>>>>>>>> Evidently. Panning.

>>>>>>>>>> Reader comes... like us. Us. In a state of agitation. Reading.
>>>>>>>>>> Listening. Speaking.

>>>>>>>>>> The wonder of its constant genesis... and the swell of its

>>>>>>>>>> unfurling... the work... ruined... by us...

S>SS>S>>>>

SSSS>>>>>>

S>SS>>>>>>

SSS>>>>>>>

>>>>>>>>>>> Yes. Shaky.

SSSS>S>>>>>

>>>>>>>>>>> Meant to be?

SSSS>>>>>>>

>>>>>>>>>>> Between the document and the work is the stage? Or too much maybe?
SSSS>>>>>>>

SSSSSS>>>>>

SSSS>S>>>>>

>>>>>>>>>>>> unsettled... agitated... snow globe?

SSSSSSS>>>>>

SSSS>SS>>>>>

SS>>>>>>>>>>> yes

SSSSSSSSSSS>>

>>>>>>>>>>>>> what is the work?

SSSSSSSSS>>>>

SSSSSSS>S>>>>

>>>>>>>>>>>>>> A fragmented work. Between... Precipitate. Solution. Suspension.
>>>>>>>>>>>>>> Supernate. Precipitate. Suspended. Pigment. An evaporated conversation
>>>>>>>>>>>>>> over time captured failed to capture wished to lose all that...
>>>>>>>>>>>>>> everything... touched... touches... turns to evidence... of document.
>>>>>>>>>>>>>> The Work. History. Communicated. Intimacy. Incarnated in the reader.
>>>>>>>>>>>>>> To be grasped. To be asked to document. And then there is the gap.
>>>>>>>>>>>>>> Torn. I'm not sure.

SSSS>SS>S>>>>>

>>>>>>>>>>>>>> The work is not a work when it is only an interesting object of study,
>>>>>>>>>>>>>> a product among other products. In this sense it has no history. The
>>>>>>>>>>>>>> work is not history’s business; rather, history makes it the business
>>>>>>>>>>>>>> of professionals. And yet the work is history; it is an event, the
>>>>>>>>>>>>>> event of history itself, and this is because its most steadfast claim
>>>>>>>>>>>>>> is to give to the word beginning all its force..* I'm not sure...
>>>>>>>>>>>>>> remember... being allowed to remember... etc...

SSSS>SSSS>>>>>



SSSSSSSSSSS>>>
SSSSSSSSSSS>>>

SSSSSSSS>SS>>>

>>>>>>>>>>>>>>> Between one thing and another. History and what? What is art in
>>>>>>>>>>>>>>> relation to history?

>>>>>>>>>>>>>>> Between though.

>>>>>>>>>>>>>>> a document

SS>S>>>>>>>>>>> ary

>>>>>>>>>>>>>>> something about documents?

>>>>>>>>>>>>>>> and the ary bit?

>>>>>>>>>>>>>>> Fragments though. Yes, from last year.

>>>>>>>>>>>>>>> What is captured and what is lost. That compels me a bit.
>>>>>>>>>>>>>>> Being allowed to remember. Being asked to document.
SSSSSSSS>SS>>>>

>>>>>>>>>>>>>>> 'm ok

SSSSSSSSSSSS>>>

SSSSSSSSSS>>>>>

SSSSSSSSSSSS>>>

SSSSSSSSSSS>>>

>>>>>>>>>>>>>>>> Amy... did you ever have any thoughts about the project? About how we
>>>>>>>>>>>>>>>> could figure out what we’d do? Just carry on from last year’s
>>>>>>>>>>>>>>>> conversation into something?

>>>>>>>>>>>>>>>> You ok?

SSSSSSSSSSSSS>>>

SSSSSSSSSSSS>>>>

SSSSSSSSSSSS>>>>

SSSSSSSSSSSS>S>>

>>>>>>>>>>>>>>>>> Brilliant! Ok, I'll have a think tomorrow if poss and write you my thoughts.
SSSSSSSSSS>SSSS>>

SSSSESSSSSSSS>>>

SSSSSSSSSSSSSSS>>

SSSSSSSSSSSS>SS>>

SSSSSSSSSSSSSSS>

SSSSS>>>>>>>>>>>>>> Amy!

SSSSSSSSSSSSSSSS>>

SSSSSSSSSSSSSSSS>>

SSSSSSSSSSSSSSS>>>

>>>>>>>>>>>>>>>>>> Every so often I come across Memo in iTunes... I love the way you say
>>>>>>>>>>>>>>>>>> cake... and Eight-beat route...

>>>>>>>>>>>>>>>>>> We need to make plans... I need to be able to begin to say... or talk
>>>>>>>>>>>>>>>>>> about what? Between one thing and another.
>>>>>>>>>>>>>>>>>> [s this something becoming history... something becoming art? I'm
>>>>>>>>>>>>>>>>>> quite interested in the... I'm... I find myself drawn... compelled?
>>>>>>>>>>>>>>>>>> Lost, obsessed, caught, trapped, captive, locked, unable to escape.
>>>>>>>>>>>>>>>>>> Not to look. Turning things to stone. Is this hopelessly weak?
>>>>>>>>>>>>>>>>>> Documentary. Documental material. Talking. Speaking. Listening. You're
>>>>>>>>>>>>>>>>>> an Historian?

SS>>>>>>>>>>>>>>>>> 7 June 2012 22:50










13 May 2013 19:14
It’s a process of give and take.

The boundaries of work and life?
Or is it?

This is a project that should have
no boundaries - or perhaps the
boundary negotiation is the project.

As I reflected on the project, I became
unsure. It had shifted, along with

my own feelings, into a territory

that felt unclear, perhaps unsafe.

13 May 2013 19:29

It was about positioning, and I no
longer knew what to say my position is
so much between. Perhaps it is not all
about positioning that point where I no
longer know, and where it is no longer
safe to not know an incredible tension
in my stomach anger, undirected

13 May 2013 19:33

My position was no longer historian
but person, whole. In part this was to
do with my own recovery. Perhaps

I could no longer easily separate

one face from another. Or perhaps it
seemed too dangerous to do so.

13 May 2013 19:34

As friends, I felt I could be honest. As
a historian and part of ‘fragments’,
perhaps I should not. Again, to hide
felt wrong, perhaps dangerous.

13 May 2013 19:53

To hide behind history felt dangerous,
and in fact, on the day we met, felt
impossible. The public conversations
we’d scheduled fell before and after my
eating disorder support group. It was
all somehow impossible. I'm not proud
of that, but it was true for that day.

13 May 2013 19:58

He asked if I was wasting his time. I felt
it was the wrong question, but I could see
why he asked. My whole body radiated
irritation. I wasn’t irritated, but full of
anxiety and uncertainty. Later, anger.

13 May 2013 19:59

I might stop now. We should discuss
these. At the moment they are not
part of the project, but they could
be, if we decide that’s right.




Research.

Process. Give. Take. Between one thing
and another. Is this thing becoming
history? Becoming work.

Projects not works?

The boundaries of work and life.

Is this something everything or nothing.
He is thinking naively.

Should. This is a project that should
have no boundaries. Perhaps. Boundary
negotiation is the project.

Or. They're unsure. It seems always
shifting. Refuse. Along with their own
feelings. Into a territory (landscape). The
brief. Unclear, perhaps unsafe.

Insubordination.

It was about positioning, and she no
longer knew what to say. Her position is
so much between. Suspended. Perhaps
it is not all about positioning that point

where she no longer knows, and where
it is no longer safe to not know. An
incredible tension in her stomach.
Anger, later directed.

In Fragmentation.

Her position was no longer as a historian.
What then? A whole other person. What
was his? Ignomious wank. Inexpert.

In part. The whole is the false. Between.
This was to do with her own recovery.
Reflections. Recovery. Damaged.
Recovery-oriented practice. Life. Hope.
Etc. Is this now the proper place to
position boundary negotiations? He
thinks. Naively. Perhaps she could no
longer easily separate one face from
another. Or perhaps it seemed too
dangerous to do so. The whole becomes
something which must be deciphered but
whose code is unknown.

He looks on. He doesn’t know.

Between.

As friends, she felt she could be honest.
As a historian and part of ‘fragments’,
perhaps she should not. Again, to hide felt
wrong, perhaps dangerous. ‘Disorder *.
What did he mean when he said ‘Hidden
in plain view’? Why would he say such a
thing? Recovering something discarded -
lost as worthless?

Natural History.

Legoland. To hide behind history felt
dangerous, and in fact, on the day they
met, for her, it felt impossible. The
public conversations they’d scheduled
fell before and after her eating disorder
support group. It was all somehow
impossible. When she’d agreed to meet
in the shopping centre to record their
conversation, she had said that the two
meetings that day would be too much

due to her struggling to finish her thesis.
There was, she said, other money things.
Perhaps he should have cancelled. He
didn’t. He should have.

For Friendship.

He asked if he was wasting her time.
She felt it was the wrong question, but
could see why he asked. He himself,
immediately thought it was a wrong
question. Why did he say waste? Did

he think he was irritating her? Both said
nothing. They carried on trying to talk.
Struggling. Her whole body radiated
irritation. She wasn’t irritated, but full of
anxiety and uncertainty. Later, anger.

Conclusion.

I might stop now. We should discuss
these. At the moment they are not part of
the project, but they could be, if we decide
that’s right.
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find it too... difficult?
Yes? It is not easy...

Because it feels as though I'd
have to start a theory from
first principles in order to do
that... and I don’t think I have
the capacity to do that...

And that’s why you don’t do it?

Yes! [laughs] I don’t think I can!
Maybe I've just never found
one that is close enough...

and maybe... actually there is

one... maybe you get closer... Lin
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this... that I'm just not..
1 that fits... maybe this is'lee i
what I'm trying to do... 714. TIlikeit...

15 i 1% v e el

710. |, Those are all the things...
. that seem necessary to,.- as,
precursors. .. or premise... - 716. Glad.
“Faims... all those things that...
a critical... thinking. .. I!ﬁght... S H717:  This whole thing.
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Image credits and notes

Rochelle Fry Conversation of the Eye, 2013

Sally Morfill and Karen Wood

Page from notebook: 8/9 March 2013
Collaborative record of the installation

of 88 white vinyl lines on the floor

and 50 grey vinyl lines on the wall

during Echo at Axis Arts Centre, MMU
Cheshire.Sophie Brown, Sally Morfill,

Joy Morris and Bridget Schilizzi

Wiping, Wringing, Swinging, Pulling Sleeves
and Elbow

Composite drawing of movement

trails made by Karen’s left hand during

a choreographed sequence. Each

drawn element relates to a particular
observed gesture. Sally Morfill

The artist trapped in virtual space

Digital photograph of monitor

screen, May 2013

Echo

improvisatory dance performance at Axis
Arts Centre, 9 March 2013

1 to r: Karen Wood, Jessica Gibson, Gervase
Gregory, Frances Reekie and Jordan
Williams. Photograph overlaid with Karen’s
left hand... (see information below)

Karen Wood'’s left hand on February 14th 2013
between 15:45:28 and 15:50:47 (front and top
views)

Illustrator line drawing translated from
movement data, Sally Morfill

Karen writing her reflections

100 metre line drawing

reconfigured for the page

Ilustrator drawing, Sally Morfill

Detail from 100 metre line drawing

(vinyl). Performed by Karen Wood

at Five Years, 26 May 2013

Marc Hulson and Paul Curran

Paul Curran & Marc Hulson

‘Do I have interest in the publication
history of this novel?” 2013 (detail)

Marc Hulson

Paul Curran

Marc Hulson

Paul Curran

Marc Hulson

Nick Hudson / Jonny Liron — production

stills from a series of short films based on
the work of Paul Curran & Marc Hulson;
E.W. Deraze — notes / score for soundtrack
Paul Curran

Marc Hulson

Rochelle Fry with Squares and Triangles

Rochelle Fry with Squares and Triangles
at 43 Inverness Street, London
Conversation of the Eye I, Rochelle Fry
Conversation of the Eye I and Il repeated,
Rochelle Fry, all other images

copyright Squares and Triangles

Esther Planas with Tuesday-029

Performance with Tuesday 029 at Five Years
for Fragments 3 May 2013, Esther Planas

Edward Dorrian and Amy Todman

Doing Fine What Can I Do? (History)
video still taken from a two-hour
conversation filmed at Glasgow University-
College of Arts 02.12.12 between Amy
Todman and Edward Dorrian.
Installation view (detail). Five Years.
ibid

Doing Fine What Can I Do? (History)
video still

Amy Todman and Edward Dorrian.
Installation view (detail). Five Years.
Untitled Photograph, IMG_1698.jpg
(created 22.08.2011 15:16)

Amy Todman

Photograph of Amy Todman, Buchanan
Galleries Shopping Centre, Glasgow
15.05.13 by Edward Dorrian
Photograph of Edward Dorrian,
Buchanan Galleries Shopping Centre,
Glasgow 15.05.13 by Amy Todman
Photograph of Amy Todman, Buchanan
Galleries Shopping Centre, Glasgow
15.05.13 by Edward Dorrian
Photograph of Edward Dorrian,
Buchanan Galleries Shopping Centre,
Glasgow 15.05.13 by Amy Todman
Doing Fine What Can I Do? (History)
Amy Todman and Edward Dorrian




Exhibitions, online projects, performances and participatory events

Five Years: Fragments has also been made
manifest beyond this publication in forms
including exhibitions, online projects,
performances and participatory events:

Rochelle Fry with Squares and Triangles
staged an exhibition of sculpture and music
at 43 Inverness Street including a live
performance by the band at the opening in
May 2013.
www.43inverness-street.com/exhibitions /
rochelle-fry-with-squares-and-triangles /

Marc Hulson produced a cover painting for
Paul Curran’s novel ‘Left Hand’, published
by Civil Coping Mechanisms in April 2014.
Paul Curran wrote a text for Marc Hulson’s
solo show “The Yellow Sleep’ at Kunstvere-
in Heppenheim, which was performed as a
reading at the exhibition opening in March
2014.

http:/ / copingmechanisms.net/lefthand
http:/ /kvhp.wordpress.com/

Sally Morfill and Karen Wood: Echo was in-
stalled / performed over a two-day period in
Open Space at the Axis Arts Centre, MMU
Cheshire 8-9 March 2013.

The project was further disseminated
through a presentation at Creative Arts

and Creative Industries: Collaboration in
Practice. This was a two-day symposium
held on 21-22 June 2013 at Manchester
School of Art and hosted by: Practice Re-
search Unit (Kingston University) MIRIAD
(Manchester Metropolitan University),

in association with PARCNorthWest,
Institute for Performance Research (MMU
Cheshire), Centre for Music Performance
Research, Royal Northern College of Music.

Esther Planas with Tuesday029 held a series
of participatory events titled ‘The Secret
Garden’ at Donlon Books during July / Au-
gust 2013, with guests Marc Hulson, Alas-
dair Duncan, Brer Ruthven, Laura Monso,
Alba Colomo, Nathaniel Robin Mann, Mar-
co Godoy, Jonathan Trayner, CMC, Dave
Beech, Ben Fittons & Paul McGee.

The Tuesday029 website for archive and re-
search with Ana Marfa Milldn (Colombia/
Berlin) was produced during 2013 /2014
and is at http:/ /www.tuesday029.com

Edward Dorrian and Amy Todman:

The Place of Study: Friday 10 May 2013,
1lam - 12am Buchanan Galleries, Glasgow,
1st Floor (next to Accessorize)

3pm - 4pm Botanical Gardens, Glasgow
(next to the herb garden) Free and
public conversation prompted from

the Fragments Project. All welcome.
The event occurred freely. The venues
are recognised areas where the public
should be able to meet openly. (eg foyer
spaces of public institutions, parks,etc)

Fragments, a group presentation of work by
all participants was held at Five Years in
May 2013.
www.fiveyears.org.uk/archive2 /
pages/169/169_00.html



Biographies

Five Years consists of a membership of twelve
contributors, each of whom may present

two exhibition projects in the gallery every
18 months. Each contributor can choose to
include their own work in one of these slots
if they wish, but the other show must be
purely invitational. Aside from these basic
rules, each member acts autonomously of the
others in deciding the nature and content of
their contributions to Five Years’ exhibition
programme. The creative freedom that this
structure allows operates like an engine,
generating a continuous, rapid succession

of new projects and continuously branching
out into unpredictable territory, beyond the
control of any individual directorship.

Rochelle Fry lives and works in London. She
studied at Royal Academy Schools.

Solo exhibitions include: The Idiot, James
Hockey Gallery, UCA, Farnham (2012);
Bronzed, Five Years, London (2009); ZNZNZ,
Five Years, London (2007)

Group Exhibitions: Young London 2012;

V22, London (2012); What's in a Band? Eyes
Ears Mouth & Nose, Corner College, Zurich
(2012); Desk Space (Two person show with
Jason Dungan), Five Years, London (2011);

Hex Colony Manual (Rehearsal), Chisenhale
Gallery (2010); Hex Colony, Residency in
Sweden (2010); Cash Gas or Ass Nobody Rides
for Free, Bender Space (2010); Interrupted
Correspondence: Five Years Fragments, JTP
Gallery, London (2010); Free Association, Area
53, Vienna (2010); Sons & Lovers, 52 Meters,
London (2010); A4 Editions, Five Years, London
(2008); Paper, Five Years, Dustin Ericksen, Giles
Round and Vanessa Billy, concept by Rochelle
Fry (2008); Final Exhibition, Flaca, London,
Group show with Rochelle Fry, Michail Hakimi,
Sophie Von Hellermann, Alex Heim, Kalin
Lindena, Nora Schultz. (2007); ArtFutures 2007,
Bloomberg Space, London (2007); Goo Goo
Muck, Five Years, London (2007); Every Debris,
St Paul’s Gallery, Bow, London (2006); Frenzy-
L' Art Decoratif D’ Aujourd hui, Metropole
Gallery, Folkstone (2006); Baroquerocks,
Brocage Express, Paris (2005); Black Bile, 3 Colts
Gallery, London (2005); Premiums, Sackler
Gallery, Royal Academy of Art, London (2005);
Tinker Tailor Soldier Sailor, 17, London (2005)

Squares and Triangles has recorded music since
2007, formed by Jason Dungan, Dustin Ericksen,
Anthony Faroux, Sam Porritt, and Maria Zahle.
Other contributors have included Rochelle Frye,
Peter Busk, Polly de Blank, Vanessa Billy, Seo
Reuss, and Nora Sdun.

The group works through a process of
song-focused improvisation, with members
trading instruments and lead vocals. They

have recorded in London, rural Sweden,

and Zurich, Switzerland. They have recently
performed at Corner College, Zurich; V22,
London; and Farnham College of Art, UK.

Amy Todman is an artist and researcher who
completed her PhD in Art History at the
University of Glasgow in 2013. Her academic
interests address aspects of drawing in Britain
over the early modern period with a particular
focus on records of place. Complementary
research interests explore approaches to
drawing and fieldwork in contemporary artistic
practice and include writing, film, performance
and sculpture. She is currently working on
several collaborative projects including an
artists book titled [cover] with the small press
imprint Brae Editions.

See http:/ /amytodman.blogspot.co.uk

Edward Dorrian is an artist and member of Five
Years. He has (co)organised at Five Years: Five
Years Publications: School Book Projects. (Im)
Possible School Book: As Found. Tate Modern.
Tanks Project (2012); This Is Not a School.
(2011); So Much For Free School. Etc: A Draft
Publication (2011); Lecture Hall. Free School.
Bethnal Green Library, London (2010); Field
Recordings( 2010); Interrupted Correspondence,
James Taylor Gallery, London (2009); Yes. Yes.
I Know. Free School. I Know. (with Ana Cavic,
Renée O’Drobinak and Claire Nichols (2009);
Free Show (2008); Peer Esteem (2008); Art For
Everyone (2007)

Amy Todman and Edward Dorrian first

met when they answered an invitation to
contribute to a practice based speculative
symposium (Back to Freeschool: Drawing out
the Archive) that took place from the 9th to the
17th of April 2011 at Kilquhanity, one of the
original free schools established in Galloway,
Scotland by John Aitkenhead in the 1940’s.

Marc Hulson is a visual artist working primarily
with the media of painting and drawing. He
studied Fine Art at North Staffordshire Polytech-
nic and at Goldsmiths College, London. His work
has been exhibited in numerous public, private
and independent galleries internationally: recent
projects include the solo exhibition The Yellow
Sleep at Kunstverein Heppenheim, Germany

and 3am: wonder, paranoia and the restless night, a
national touring exhibition commissioned by The
Bluecoat, Liverpool and curated by Angela Kings-
ton, which included 13 works from his ongoing
series of drawings “Cast’.

He is currently a Visiting Lecturer in Fine Art at
Winchester School of Art and is a member of Five
Years. He lives and works in London.

Paul Curran is a writer based in Tokyo. Since
2005 his work has been primarily situated
within the emerging networks and literary
communities associated with the internet
publishing scene. His first full length fiction
in a physical edition is the novel ‘Left Hand”
(Civil Coping Mechanisms Press 2014).

Esther Planas, Barcelona, 1960, independent art-
ist, studied at The London Contemporary Dance
School (The Place) London and at Area, Spai de
Dansa, Barcelona.

Published V.O. magazine, 1984 /5 Spain.
Member of Five Years, London 1998/2014

“My work is based on the production of collective
situations and events. It is intensively research
based and takes form as performative workshops
and the creation of collective actions with small,
improvised, ephemeral groups of people and
facilitates the channeling of thought through
conversation and walks, questioning urban space
and its political implications. It has re-taken its
solo performance experimentation/investiga-
tion on urban spaces that include my physical
presence, with sound and field recording and
editing of films and photography around each of
these actions. Coming from the starting point of
Dance studies, my work evolves around notions
of the figure, the body and the gesture concerning
performance, space, architecture and sculpture. It
is informed by social politics, from the personal
and the use of my own body with latent feminist
questions to more general concerns with social
relations and the ritualistic.”

She has received the BCNProduccié/10 Grant and
been selected by Helena Producciones, Cali, Co-
lombia for the 8 Performance Festival of Cali 2012

Sally Morfill lives and works in both London and
Manchester.

Exhibitions include: One And One And One
Group show organised by Outside Architecture,
Café Gallery (CGP London), London z-depth
buffer, 2 person show with Maxine Bristow,

Five Years, London 2011; Pairings, Nationally
touring group show exploring the potential of
cross-disciplinary collaboration. Venues included
MMU Special Collections, the Otter Gallery at
the University of Chichester and Farfield Mill,
Cumbria 2010-12; by day my limbs, by night my
mind, 2-person collaboration with Sylvie Van-
denhoucke, Five Years, London 2010; JTP09 Inter-
rupted Correspondence: Vice Versa/ Five Years
Fragments James Taylor Gallery, London 2009

Karen Wood lives and works in Manchester.
Projects include: Sound Moves — ACE funded,
music and dance improvisation project with
Band On The Wall and Contact Theatre as dance
artist; Manchester Dance Consortium — ACE
funded, project set up to nuture dance ecology in
Manchester. Strategy group member; The Stream
Project — Received Cornerhouse Microcommision,
Artistic Director. Working with neuroscientist
Tony Steffert and dancer, Genevieve Say.
Education Programmer for Moves International
Film Festival, Liverpool and on selection panel
for Moves.

Professional development and performance
work include: Dance Intensives Programme with
Merseyside Dance Initiative for professional
artists to receive professional development in the
form of workshops with established artists - 2010;
Perform in Tap Jams organized by Tap Rhythm
Project; Performed at events for Band on the
Wall in Manchester with Tap Rhythm Project;
Performed at charity events in Manchester with
Tap Rhythm Project

She is currently undertaking a PhD at

University of Manchester entitled ‘Kinesthetic
Empathy and the Screendance Audience’.
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