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THISNESS is an exhibition by a group of artists and designers who are
engaged in the theoretical investigation of spatial practice. The exhibitors
are all associated with the teaching of the Interior Design program at RMIT
University. The program has a long history of fostering an ‘experimental’
and ‘phenomenological’ approach to the potentials of spatial design and the
occupation of the urban environment. The Thisness exhibition celebrates
a new chapter in the programs development and serves as a model for the
integration of academic research within creative practice.
The exhibition invited participants to explore the concept of ‘haecceity’ by
creating works that express the essential quality of their nature through the
fashioning of their materiality/immateriality. The idea of ‘thisness’ can be
applied to a culture, person, object, moment or action. It denotes a thing’s
defining characteristics and alludes to the indivisible synthesis of forces that
shape its identity. For those involved in the production of art and design
it may be thought of as the elusive quality that a practitioner attempts to
imbue within their work. A dimension beyond technical proficiency and
knowledgeable reference. The alchemy of emotive connection, presence and
affect.
The works in the exhibition explore and express the notion of thisness on
many different levels. Their conceptual undertaking traverses issues of
context, site, media and methodology and their production ranges across a
variety of approaches and disciplines, from drawing, photography, object,
sculpture, installation and the manipulation of sensorial environments.
Each of the contributors has produced intimate investigations which possess
a concentrated intent. Through the works they seek to evoke a visceral
encounter and provoke a heightened sensibility in the viewer/experiencer.
The pieces displayed are intended to challenge the audience’s relationship
with the spatial and interrogate the defining properties of our perception.
The exhibition as a whole seeks to highlight compelling approaches toward
the manipulation of our physical environment and in doing so contend the
actions that constitute contemporary spatial art and design.
Ross McLeod
Exhibition Curator

breath clouds

Ever since I was a young child I have enjoyed the act of exhaling into the
cold dry air of wintertime, taking delight in how my breath was made visible
before dissipating into the wider atmosphere. The difference in humidity
and temperature between my breath within me and the surrounding air into
which I exhale causes a fleeting impression, a moment of wonder, which in
turn encourages a physiological response — hyperventilating to the point of
lightheadedness in order to create more and more of these miniature clouds.
Drawing inspiration from this experience, Breath Clouds brings attention to
these flows and exchanges of energy, using breath as a way to understand the
reciprocal relationships present in the making of oneself through and with
the environment. The installation uses environmental data of temperature,
light intensity and changes in humidity to make aural and visual responses
to these shifting energetic exchanges. These responses are transformed by
gradual changes in the gallery’s atmospheric qualities, but more dramatically
by close audience proximity to the work.
The project suggests an ambiguous or indeterminate threshold between
bodily and environmental presence. By setting up feedback loops between
our individual presences and intangible qualities of the gallery space,
Breath Clouds encourages a close engagement with, and attentiveness to,
the otherwise tacit connections between the spaces around and inside our
bodies.

chris cottrell with jeff hannam

89,964 seconds
89,964 seconds [paces] of drawing [walking] 2014
My practice operates within sites in transition, where immediate
[im]material, immersive and inhabitable situations are constructed. In these
spaces preconceived notions of familiarity are ruptured in order to create
new interpretations and understandings of interiorities.
The methodology involves working within a site responsively, allowing
particular qualities and conditions to reveal themselves, which in turn, have
potential for specific outcomes. It is a material, temporal and spatial practice,
and is also deeply connected to the exploratory process of drawing.
During February 2014, I spent two weeks in the decommissioned Mungo
Scott Flour Mill in Summer Hill, Sydney. Whilst there, numerous site
responsive interventions were undertaken and documented through
drawing, film and photography. The site was inhabited through a slow
material engagement, and then reconstructed through occupation,
maintenance, construction and certain recognizable activities.
The work made during this residency was then subsequently shown at
Wellington Street Projects, Sydney, as part of SafARI 2014, a fringe event to
the Sydney Biennale. At this exhibition, artifacts including drawings, dust
paintings, found objects and a collection of dead [killer] bees were shown.
The work shown here at Bus Projects is a reconfiguration and reconstruction
of these artifacts, which include new photographs, drawings, found objects
and the dead [killer] bees. As with the exhibition at Wellington Street
Projects, the dead [killer] bees can be bought for a gold coin donation, and
all proceeds will be donated to the ASRC [Asylum Seeker Resource Centre].

james carey

consuming presence
‘Consuming Presence’ is a series of ten photographs taken in five boutique
shops during a recent trip to Berlin and Lisbon. Two of the five shops are in
Berlin and three are in Lisbon. The ten photographs are mounted as a matrix
of pairs with each pair showing two views of a single shop interior. One view
features the shop retailer framed by their shop interior. It is a portrait shot.
The other view excludes the retailer and frames only the shop.
Taken together each pair is an investigation into the capacity of the
human figure to emanate a concentrated ‘live’ presence or ‘thisness’
when surrounded by the myriad competing auras of, what Marx called,
commodity fetishes. What causes the figure of the retailer to stand out from
their commodified ground? When are they absorbed by it? Do their display
environments cause them to become commodity fetishes themselves? Do
the direct gazes of the portraits provoke visceral encounters in the viewer
that transcend commodification? Are the images that exclude the retailer
made all the more compelling by the very absence of the retailer that was
the focus of their companion image? Do their suggestions of other human
figures - the reflection of a browser in a mirror, the glimpse of a shopper in
the background, the painted figures on the wall, the mannequins – become
figural surrogates for the concentrated presence of the retailer?
The matrix layout of the ten photographs draws on Warhol’s repetition
paintings. Like these paintings, the photographs employ the strategy of
difference within repetition in order to draw the viewer into an active,
comparative examination of the images. In the process, the viewer enters the
spaces of the photographs, peels back their concealing layers, reveals their
comparative meanings, and elicits a visceral encounter with the ‘thisness’ of
the retailers and their commodity worlds.

caroline vains

column
Column is one of a family of ‘philosophical objects’ that contemplate
the archetypal relationship between sound and form. The two vertical
aluminium sentinels, positioned in intimate proximity to each other
are proportioned so as to resonate with mathematical precision to the
frequencies of the sound waves that are channelled through them. The title
of the piece refers to both the metallic section of the uprights, their linear
relationship to one another and the column of air that they hold. It is the
manipulation of this column of air that is at the heart of the works essence.
Within the orchestration of the interplay between material and acoustic
properties the intent was to generate tangible physical fields between the
sculptures minimal composition and the architectural space in which it is
located. In such an undertaking it is important to come to the understanding
that sound is in fact vibrating waves of air and that hearing is a physical
reaction to the pressure of those air waves. In this sense sound can be
considered as the ultimate haptic experience, as it is the result of a physical
medium being felt by the sensitive membrane of our ear drum, which is then
converted into the electrical impulses that are perceived as sound.
Ultimately the pieces affective dimension lies in the shaping of the sound
fields that engulf it. These concentrated sound shapes emanate from the
work at forty five second intervals. While they are tonal in nature, they
avoid any musicality in favour of the manifestation of a perceivable physical
presence. The resonances, harmonies, overtones and standing wave
patterns that are generated are meant to possess and disconcert the listener.
Each individual ‘sound form’ is sculpted into the space and time around
the object, inviting the audience to engage in a meditative moment and
appreciate a complimentary aspect of our corporeal existence.

ross mcleod

constellation
The work is a constellation of around seven hundred micro-models that were
produced through the Bolwell Edge Design Residency at Melbourne Now
in March 2014. These models, developed in collaboration with the public,
investigate potential forms for future technologies and wearable devices. In
their singular they are small, white, sponge-like forms that resemble rocks,
seeds, nuts. However, as a constellation they may be read as an exploded
diagram of detail, suggesting new formal languages.
The process of creating the models was based on the seminal brainstorming
text Applied Imagination, by Alex Osborn, first published in 1953. Osborn’s
“idea finding” is a key stage in generating ideas and through the process
he urges makers to defer judgment and generate many possible solutions
- “quantity breeds quality”. During this stage “be vigilant about deferring
judgment and coming up with wild, outrageous, out-of-the-box ideas. This
is where you explore ideas that are possible solutions and have the most fun.
It’s also where you need to stretch to make connections, take risks, and try
new combinations to find potentially innovative solutions.”
The notion of withholding judgment was critical for the success of the
hands-on material brainstorming approach employed through Leah’s
residency. Providing a safe environment for people to simply play with the
tactile modelling material was critical to engaging them in the process of
making. Participants were purely asked to “sit with me and make something
– an organic form – perhaps a seed, a nut a leaf or a piece of jewellery”.
The outcome is a giant vocabulary of unsorted ideas. Through the
installation within this exhibition the constellation engages the viewer to
contemplate possible orderings and groupings of the models but also to sit
with the work and generate more models to add to the constellation, perhaps
addressing areas of lack or want.

leah heiss

quick/slow transition

This work discusses the city as a medium of space we transition through
and inhabit as part of the everyday, a complex and full urban interior that is
simultaneously a banal and fantastical experience. Far from a fixed condition
this urban interior is constantly in a process of production, assembled and
affected by the built environment, objects, information, media and personal
interactions that we encounter.
This understanding of the urban emerges from a series of built works
including models, film and public interventions that are part of an ongoing
research enquiry into the production of interiors through the use of scenic
strategies. The work examines the production of interiors that is brought
about through an engagement by the occupant with implied narratives and
urban settings. These spatial scenarios are manifest via the layering and
arrangement of scenic devices, including constructed sets, props, and images
located in or drawn from the city.
Suspension of disbelief and an acceptance of the ‘unreal’ is often a necessary
participatory condition in this work. The assembly of fragments, a mise-enscène of objects and actions intentionally seeks to activate the role of the
participant as author of their own performative experience. This interior
simultaneously becomes both real and fictional, a mediator between the self
and others.

anthony fryatt and roger kemp

SE #001

The Interior Is A Selected Exterior.
Gilles Deleuze

My practice is involved with attentiveness to surface. I am aware and drawn
to surface throughout my environment and within the spaces I occupy. I
notice surface because of the occurrences or events that take place on or
through surface. Surface reveals time and presence visually.
These compositional arrangements of existing matter proliferate occasions
and gestures of surface. This piece summons momentary and disregarded
conditions that transpire on surface in the site of the gallery.
Through a process of assembling surface to rouse awareness, questions
regarding our referential relationship to the world are raised; producing
moments of conscious association and awareness or occasional dissonance.
The mirror is a surface condition that together hides and exposes.
The surface of the mirrored image reflects the instantaneous.
The mirrored surface re formulates what is present yet unseen.
The dialogue between the reflective surface and the mirrored surface
produces a third surface image that is neither here or there.

phoebe welman whitman

inflection practise
This is the third arrangement in a series that has worked with inflection to
experiment in the space of the gallery. Each installation has involved the
rearrangement of the same matter: A5 Wattyl white paint samples, paint
(gloss, low sheen, flat), mirror and lights.1
In each, curation and exhibition design are engaged with/as interior design
practice to bring into question concepts of space and the production of
subjectivity; and to consider and develop potentials that are not the product
of phenomenological and Cartesian-centred thinking or the idea of space
as a pre-existing given. Techniques of selection and arrangement are
highlighted – which one? where? when? how?
The philosopher Gilles Deleuze used the phrase ‘any-space-whatever’ to
refer not to the idea of an abstract universal space but to ‘a perfectly singular
space, which has merely lost its homogeneity, […] so that the linkages can
be made in an infinite number of ways. It is a space of virtual conjunction,
grasped as pure locus of the possible’.2 The 108 whites intervene in the
homogeneous space of the white cube3 to expose the concept of neutral
white as a reductive act attached to Platonic ideals and Cartesian natural
light. And the potential of interior design practice finds expression in a shift
from the concept of site specificity to one of making site specific.
Now here, the arrangement – inflection practise – presents a mood board
of ‘affective tone’.4 The variation of whites and other surface samples inflect
the passing present and, as an interior design, this arrangement tries to stay
open to an outside, to contingency and chance – and celebrates the potential
for infinite connections through practise.
1. The other two: INFLECTIONS – West Space, October 2010; inflection. ?interior, practices of
interiorization, interior designs, PhD examination exhibition, RMIT Design Hub, October 2012.
2. Deleuze, G. Cinema 1: The Movement-Image, University of Minnesota Press: Minneapolis, 1986, p. 109.
3. O’Doherty, B. Inside the White Cube: The Ideology of the Gallery Space, Lapis: San Francisco, 1986, p. 87.
4. Whitehead, A.N. Adventures of Ideas, Penguin Books: Great Britain, 1948, p. 205.
Counteractualization of a still from video taken during floor talk, SPACECRAFT 0701,
Monash University Museum of Art, 2001.

suzie attiwill
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