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Editorial 
JAKI MIDDLETON 

Over the last year or so, I have found myself in a number of 
conversations with fellow artists about the conundrum of the 
overused term 'emerging' in the Australian art world, and the 
fear of falling into the void that lies beyond it. For an artist in the 
early stages of their career, the term 'emerging' is linked directly 
to opportunity. So many prizes, exhibitions, festivals and travel 
scholarships are exclusively focused on benefiting 'emerging' 
artists and appear to promise a level playing field. 

The meaning of the term 'emerging' (often paired with words like 
'fresh', 'new' and 'exciting') is somewhat fluid: parameters are 
varied and can include age limits (ranging anywhere between 25 
and 35), the condition that the artist is unrepresented, or that they 
graduated from art school less than a set number of years ago. 

Almost universal in the definition of'emerging', however, is the 
stipulation that the artist has been practising professionally for 
no more than five years. As a result, this definition carries the 
problematic expectation that every 'emerging' artist automatically 
'emerges' to become a successfully established artist at the 5-year 
mark. This obvious fallacy regularly leads many early-career 
artists—yet to achieve recognition or success in broad terms—to 
revise the details of their practice in order to remain acceptably 
'emerging' and as such eligible for those opportunities. 

I personally have been guilty of carrying out this deception: editing 
my CV to remove earlier exhibitions to create a lie about when my 
'professional' practice began. Perhaps an excusably ambiguous 
point (When did my work become professional? Is it even now?), 
this exercise nonetheless creates a pre-history, whereby early 
works and exhibitions are shifted into an undocumented past in 
order to sustain the illusion. 

Yet, there comes a point when the lie can go no further, and 
entering the abyss is unavoidable. At this point, none of the 
prevailing categorisations—'emerging', 'established', 'mid-
career'—apply. In the editorial of our very first issue, runway 
made a specific commitment to focusing on 'emerging' practice. 
Over the last seven years we have evolved and embraced a 
broader philosophy, centring on practices and projects that are 
experimental, conceptually driven and community based rather 
than produced by a specific subset of the art community. While 
runway is committed to supporting early-career artists, we have 
also come to recognise that there is a broader range of Australian 
artists whose work is undervalued elsewhere, yet equally 
deserving of support and critical response. We hope you enjoy 
exploring the diversity of work in our latest issue. 
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Agatha Gothe-Snape: I Trusted You 
ELIZABETH STANTON 

The most powerful statements are succinct ones. 

I TRUSTED YOU. 

Responding to this issue's theme of 'lies', Sydney artist Agatha 
Gothe-Snape wraps runway with this single damning statement. 
It graces the cover like a bold public decree, without context 
but laden with connotations. The decoratively framed, hand-
drawn lettering recalls early 20th Century billposters intended to 
capture our attention and draw us in. Once inside, the statement 
dissipates into a repeat pattern, a continuous rumination on 
broken trust and betrayal. 

Is this a very public act of revenge and self-empowerment 
following the end of an intimate relationship (a la French artist 
Sophie Calle's Take Care of Yourself, 2007)?1 

There is more at work here than meets the eye. Gothe-Snape's 
/ TRUSTED YOU (2009) is not directly autobiographical. There is 
no personal vendetta or cathartic process on display. The context 

is the artist's investigation into reconciling disparate sources and 
influences —personal versus universal experience; local versus 
international influence. 

'I trusted you' came to Gothe-Snape via YouTube.2 The words 
are the lyrics (in their entirety) of a song by the late American 
comedian Andy Kaufman. In 1977, Kaufman took to the stage of 
NBC's The Midnight Show and for over 3 minutes belted out'I 
trusted you, I trusted you /1 trusted you, I trusted you', in the style 
of a cliche, repetitive pop song. The live studio audience went wild 
for him, cheering him on as the words—repeated over and over-
became more poignant and his expression more sincere. Watching 
the performance online you see Kaufman fully embody the words, 
reaching a near primal scream in the chorus. Returning for an 
encore, he points an accusational finger at individual audience 
members and even his band. 

In Kaufman's performance and Gothe-Snape's interpretative 
transcription, the subject—'YOU' —remains anonymous and is not 
necessarily singular. Everyone has been trusted. And everyone has 

Above: Agatha Gothe-Snape, / TRUSTED YOU (studio detail), 2009. Photo: the artist. 
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been lied to. Whether the experience is between friends, lovers or 
an individual and their super fund manager, broken trust—based 
on lies —is everywhere, all the time. 

Gothe-Snape's use of the subtly political poster format—a format 
she favours as the most direct means of communicating—reminds 
us of this mass shared experience. The clever use of this format 
also recalls a multitude of 'personal' addresses that have come 
before in propaganda, advertising and the visual arts, from James 
Montgomery Flagg's 'I WANTYOU' recruitment poster of 1917 to 
Barbara Kruger's Why are you here? (2000). But there is no call 
to action or rhetorical response implied in / TRUSTED YOU. Only 
self-reflective meditation on a theme that reveals melancholy and 
strength in equal.measure. 

In considering the theme, Gothe-Snape has given form to her own 
personal experience of 'lies' through reference to Kaufman. She 
states: 

In my experience it is the lies, half-truths and concealments 
that have the potential to destroy the trust that constitutes the 
foundation of a relationship. In the repetition of the statement 
'I trusted you', I hope this work will operate in a similar way 
to Kaufman's, ebbing between cliche, banality, accusation and 

Above: Agatha Gothe-Snape, Every Artist Remembered, 2009, collated performance stills, 
with Richard Goodwin, with Justin Trendall, with Mike Parr). Photos: Kelly Doley and Mitch 
Facing page: Agatha Gothe-Snape, Every Artist Remembered (with Elizabeth Pulie), posca 

declaration ... [capturing] the universal human experience of 
what it is to be lied to.3 

She also succeeds in creating an homage to the Kaufman 
performance, the cover acting as a kind of transcription as she 
consolidates Kaufman's work into her own visual style. 

In her practice, Gothe-Snape exemplifies the cross-disciplinary 
artist, drawing on often-disparate influences and source 
material. She chooses the most direct medium or combination 
of mediums—from performance to print making, painting and 
installation—to realise an ongoing exploration into personal and 
historical artistic practice. Her work strikes the delicate balance of 
being simultaneously self-referential and outward-looking to the 
world at large. In her words: 

My work is concerned with attempting to understand what it is 
to make art and be an artist in Australia today. Unlike previous 
generations of Australian artists who have appropriated images 
from art history in order to renegotiate their relationships to 
those histories, my work is literally about a dialogue between 
art making in the past and present, as well as between the 
spheres of [the] local and international. The fundamental 
question my work asks is: How do I, as an Australian artist, 

Firstdraft Gallery (clockwise from top left: Agatha Gothe-Snape , with Anne Kay, 
Cairns. 
pen on Archers paper, 2009. Photo: Pete Volich. 
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allow both the ghosts of the past and present, and the local and 
international, to 'speak' in my practice? What strategies can I 
employ to conjure these ghosts, and what forms do these works 
take? And finally, how can I invoke histories, without being 
swallowed up, or possessed by them?'1 

These questions are answered in two recent series of works. 

Firstly, an ongoing series of small-scale, untitled gauche 'posters', 
each of which features the name of a cultural practitioner who 
has registered on her radar. The group of names is broad—from 
art historical heavy-weight Kasimir Malevich to the YBA icon 
Tracey Emin; from local art identity Robert Lake to personal 
acquaintances and peers like artist Shane Haseman, and actress 
Alison Bell. Gothe-Snape meditates on each name and then, 
using a restricted colour pallet, forms a graphic to accompany 
the lettering. The illustrations that result are a combination of 
the abstract and the figurative. Often a 'target' motif reoccurs, 
as it does in the '0 ' of / TRUSTED YOU. This could be read as part 
mandala, part Jasper Johns pop target,5 or simply as the artist 
centring herself and finding her mark. 

This collection of unique, intimate posters does not glorify 
but quietly and respectfully celebrates the 'presence' of these 
individuals in the world at large, and more specifically, in Gothe-
Snape's compounded knowledge of both those who have come 
before her and those working contemporaneously to her own 
art making. By meditating on these names she is considering 
her own position as an artist and responding to the influences 
that surround her. These works also invite the viewer (or reader) 
to recall their own associations with the artists, or respond to 
an unknown name through the form and tone of the graphic 
signifiers. 

The second work that responds to Gothe-Snape's core questions 
is an ongoing project entitled Every Artist Remembered (EAR). 
Initiated in 2008, EAR combines performance and drawing with a 
strong conceptual premise. Two performers must engage in a two-
hour dialogue consisting solely of the names of artists that come 
to mind. Accordingly, each performance results in 'every artist 
remembered' is an act of commemoration and an exploration of 
relationships and multiple histories. 

The EAR project has seen three renditions, the most recent of 
which took place at Firstdraft, Sydney, in June 2009. There Gothe-
Snape made appointments with nine Australian artists, diverse 
in their ages, disciplines and career stages.6 Each was invited 
to undertake the EAR dialogue with Gothe-Snape while sitting 
in a homely installation reminiscent of the 1970s conceptual 
era (wooden arm chair, coffee table, pot plant, crochet throw). 
Together they were surrounded by large, uniform sheets of white 
paper that were transformed—over the course of the show—from 
minimal voids to written testaments of the proceedings. Gothe-
Snape began each performance by saying the first artist name; 
the collaborator then responded with another name. Gothe-Snape 
recorded the names on the paper as they went, creating name 
'drawings'. Importantly, the names were not recorded in the order 
of their recollection, instead they were intuitively placed on the 
page. 

Gothe-Snape kept her instructions to her co-performers minimal, 
reminding them in the introduction text, exhibited at the entrance 
to the gallery, that 'THERE IS NO VIRTUOSITY'. Consequently the 
performers (even those who entered the space with an idea of the 

artists they wanted to contribute) embarked on a Jungian-style 
word association 'game' that lead into unknown territory. The 
names often followed one trajectory (associated, for example, by 
art movement or style) but then turned to evoke associations that 
surprised even the performers themselves. 

What was left at the end of these performances was nine written 
records of this oral process—with some names repeated, some 
misspelt, embracing the imperfect nature of the exercise. Some of 
the most interesting moments occurred when an artist was known 
by one performer but not the other, or when a name (even a well-
known one) simply drew a complete blank. 

The sense of commemoration left in the records is democratic-
local artists find themselves alongside international figures of 
art history; colleagues are placed in relation to names learnt in 
high school. We find groups of artists who have had a personal 
influence on the performers, some whose names simply share a 
phonetic similarity. 

What is sadly erased in the drawings is the relationships between 
the names as they are vocalised. These are revealed in the 
anecdotes told by the performers, pieces of information adding 
to the historical significance of who is remembered by whom, and 
why. The audio recordings are all that retain these connections and 
these become interesting documents in themselves. They record 
not only the names, but also the moments between Gothe-Snape 
and her co-performers as they carve out their own relationship 
over the course of the 2 hours. The level of trust (achieved in 
varying degrees in these performances) facilitates the process of 
remembering as the performers feed into one another. 

Trusting in one's own memory is also centre stage in EAR, serving 
to remind us that histories are not definitive and chronological, 
but constantly evolving, repeating and branching off in new 
directions. In this post-post-whatever moment, we find ourselves 
living in a time where trusted sources of knowledge can be human 
beings acting as individual search engines. 

Gothe-Snape finds herself floating among established and 
evolving histories, where a single artist's name can ricochet in 
the mind of the artist and audience, sparking memories and 
associations yet to be recorded. Language is most poignant when 
it is simple and direct—Gothe-Snape shows us that a repeated 
phrase or a collection of nouns can create non-mimetic triggers for 
deeper associations. The trust, in the end, is placed in the artist— 
to scrutinise and give voice to their epoch with both curiosity and 
sincerity. 

1. Calle received a 'break up' email containing the parting words: 'Take care 
of yourself. She did this by publicly exhibiting the email and asking 107 
women to interpret and analyse the letter for her. 
2. YouTube, http://www.youtube.com/watch?v=TSYV-nEE30o. 
3. Email from Agatha Gothe-Snape to runway board, 10 August 2009. 
4. Email from Agatha Gothe-Snape to runway board, 10 August 2009. 
5. For example, Jasper Johns's Target with Four Faces (1955). 
6. Debra Dawes, Mike Parr, Noel McKenna, Daniel Mudie Cunningham, 
Richard Goodwin, Anne Kay, Rachel Scott, Justin Trendall and 
Elizabeth Pulie. 

Facing page: Agatha Gothe-Snape, Untitled Poster Collection (Stage 1), gouache on Archers paper, 2009. 

http://www.youtube.com/watch?v=TSYV-nEE30o
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Sarah Goffman: 
Forgery and Uttering in Blue and White 
BEC DEAN 

While discussing her new work, Sarah Goffman told me the story of the English forger who died in the process of immaculately drawing a 
five-pound note. 'No-one knows how many he made. They were such identical copies, they just disappeared into the flow of currency. But 
the beauty is that he wasn't too greedy. He just supplemented his pension with a fiver every now and then'.1 

Forgery and imitation for profit, on the other hand, is the life-story of Chinese blue and white porcelain, now almost ubiquitous across 
European and Asian cultures after five hundred years of diversification through large-scale export and local design modification.2 For the 
past twelve months Sydney-based Goffman —known for her relational, atmospheric and playful installation environments utilising recycled 
plastic, discarded objects, light and ephemera —has been turning a controlled hand and indelible blue felt-tips towards white painted tubs 
and containers, creating semblances and assemblages of these familiar blue and white wares. 

Her new work, Plastic Arts (2009) presents a conundrum of material concerns and economies, and a challenge to the presumption of linear 
design evolution. These vessels and ornaments in blue and white do not merely juxtapose traditional aesthetics against contemporary 
forms, they also force a consideration of the familiar within a complex matrix of values. Last September I saw a retrospective exhibition 
According to What? by Chinese artist Ai Weiwei at the Mori Art Museum in Tokyo. There, his Neolithic earthenware vases dipped in house-
paint that dried in dribbles over ancient red clay, were clustered on a low plinth adjacent to three famous large-scale photographs of the 
artist dropping a Han Dynasty vase on the ground. Where Ai Weiwei questions the status and meaning of objects of enormous cultural value 
by inserting, modifying and sometimes destroying them within a contemporary moment, Goffman's far more materially humble practice 
reflects and abstracts these same concerns with trademark humour and gentle, formal arrangements. 

Above and facing page: Sarah Goffman, Plastic Arts, PET plastics, enamel paint, permanent marker, 2009. Photo: Michael Myers. 



Considering, on the one hand, ancient vases and on the other, plastic utilitarian vessels, I began thinking about the everyday oriental 
'Willow-pattern' plates that are displayed in many British and Australian homes. The versions my mother owned were made in the pottery 
factory in Stoke-on-Trent where her relatives worked. Indeed, while the love-story it depicts is (supposedly) Chinese in origin, the pattern 
was designed in Europe and mass-produced for a middle-class market.3 So, Goffman's practice of alteration and modification of decorative 
blue and white on unlikely, yet quotidian objects, engages with an extended and fragmented design evolution. 

The introduction of underglaze painting in cobalt blue on white porcelain was perfected by Chinese artisans of the 14th Century. Historians 
have suggested, however, that by the 17th Century, when China was exporting large quantities of pottery and other luxury goods, a 
surprisingly mechanised blue and white production line was already in operation: 

One workman does nothing but draw the first colour line beneath the rims of the pieces; another traces flowers while a third one 
paints... The men who sketch the outlines learn sketching, but not painting; those who paint [i.e. apply the colour] study only 
painting but not sketching.4 

Decorating the surface of her juice-bottle vases, paper plates and yoghurt pots, Goffman restores a kind of individual artistry and care to 
the pre-industrial copy, marrying it with post-industrial waste. 

Walking into an installation environment by Goffman is like walking into a cave filled with surrogate treasure. The threshold of her solo 
exhibition Paradise Found atTm Sheds Gallery, University of Sydney (2008), bathed visitors in a warm red light radiating through a draped 
plastic sheet, softening the edges of the hard space and introducing a physiological, sensual relationship to colour that was punctuated 
in high-chroma arrangements throughout the two rooms. Goffman's plastic practice makes use of problematic commercial by-products; 
colourful wrappings and containers that are engineered to last, yet meant to be discarded. In one corner an awning made from bright, 
pictorially-printed plastic bags created a cloud-form that was both a celebration and a lament, and amid the exhilarating light and colour 
display of this installation was the pathos of small objects rescued and placed into new formal groupings and relationships with others. 

Plastic Arts has focused Goffman's attention (at least for a while) on these small things, marking a divergence from minimalist intervention 

Above and facing page: Sarah Goffman, Plastic Arts, PET plastics, enamel paint, permanent marker, 2009. Photo: Michael Myers. 
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in the form and structural integrity of objects —her installations often seem to effect a transformation on found things through relational 
and spatial associations—to a practice that approaches the working methodologies of craft (without surrendering to a traditional provision 
for utility or ornament). Her blue and white vases and vessels which repurpose drinking bottles, polystyrene plates, vitamin bottles and 
plastic trays are the product of long hours of detailed drawing, and have been displayed as a group of objects on gallery-standard shelves, 
vivid against white walls. In talking about this new strand of her work, Goffman has identified herself as one of several contemporary 
Australian artists participating in a kind of revival, revisioning or reiteration of the (original) ceramic forms: Chinese/Australian artist 
Ah Xian being the most famous, producing his well-known China Series in the late-nineties, and Perth-based Andrew Nicholls with his 
ongoing exploration of Australiana and colonialism through blue and white porcelain.5 Historically, this pottery, with its global appeal 
and potential for mass-production and variation is like the Coca-Cola bottle of its age, reflected by Goffman's gaudy line-up of household 
vessels. 

In Plastic Arts, Sarah Goffman works with high-tech stuff and packaging, engineered in the knowledge that the atomic half-lives of these 
forms could extend to hundreds of years. They are anything but precious, yet they are still desired. In some ways her Plastic Arts are durable 
artifacts of the future, embodying simultaneously the zenith and nadir of a design and technological evolution, combined with evidence of 
the individual author, working away with a fine blue pen. While there is no chance that Goffman's blue and white ware could be mistaken 
for the real thing (and slip into currency like the five pound note other English forger) we realise that among centuries of fakes, they at least 
stand as equals. 

1. Email from Sarah Goffman to the author, 5 October 2009. 
2. William Watson, The Genius of China (Kent: Westerham Press, 1973) 155. 
3. George Bernard Hughes, English and Scottish Earthenware, 1660-1860 (London: Lutterworth Press, i960) 153. 
4. A description sent in letters by French Jesuit Pere d'Entrecolles, who was in China from 1698-1741 in: Michael Sullivan, The Arts of China (Los Angeles: 
University of California Press, 1984) 264. 
5. From a conversation between Sarah Goffman and the author, 14 September 2009. 
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Penelope Cain: Urban Ecologies 
ANNEKE JASPERS 

Not so long ago, the proportion of the world's population living in cities edged past fifty percent, making the urban lifestyle the 
dominant cultural experience of mankind. While every city represents a different and evolving permutation of population, cultures, 
structures, geography, services, and information, the phenomenon of the contemporary city is universally a function of capitalist 
logic. The urban condition is defined by the activities of production and consumption, and this is reflected in the spatial and 
temporal orders that govern its inhabitants. 

The patterns, rituals and rhythms that emerge from within the city's ecology are the focus of Penelope Cain's cross-media practice, which 
incorporates installation, video and drawing. For Cain, this has entailed an observational approach to research and to collecting material 
that oscillates between the leisurely, situated engagement of Baudelaire's flaneur, and the more systematic, detached scrutiny of the 
cultural anthropologist. Significantly, Cain's aesthetic and its conceptual underpinning have also been guided by her initial training in the 
field of animal science and she frequently draws into dialogue human and animal behavioural traits. 

This particular tendency was relatively subtle in her recent exhibition Meshing on the grid at MOP Projects, Sydney, in which Cain presented 
a major new installation, On Thursdays we run clockwise around the park (2009). Stretching across an entire wall—floor to ceiling, from 
the gallery's front entrance to back door—On Thursdays... comprised hundreds of miniature figures pinned to the wall in a symmetrical 
geometric pattern. The figures are cut-outs from photographs taken by Cain in Martin Place during its daily peak hours, where the artist 
trained her lens on people who were moving purposefully, 'going somewhere with intent' through this arterial urban thoroughfare. 
Unsurprisingly, there are many suited men and women of the business world; but alongside them are dozens of lunchtime joggers, the 
occasional courier, and the monotone symbol representing a person in the vernacular style of a street sign. In fact, on close inspection it 
becomes clear that the sequence of figures repeats several times across the wall, such that the already anonymous individuals become 
more like generic representations of the CBD's native inhabitants. On the stage that is the city, these characters obediently play out their bit 
parts in the grand narrative of the capitalist urban machine. 

The context of the city is in fact not visible in the work's final form; each of the figures has been meticulously extracted from their surrounds. 
They float, looking variously decisive and harried, against the void of the gallery's white wall. Cain has painstakingly duplicated each 
of them, pairing an opaque print with a transparent one, and then securing these on top of one another into the gyprock with long, fine 
entomological pins—the type used in the taxonomic display of insect specimens. The effect is an evocation of frantic movement, produced 
by the shadows of varying qualities that gather around each form. Although the figures have been removed from the literal streetscape, the 
architectural framework of the city is nevertheless a pervasive presence, signalled in part by the abstracted grid-like pattern in which the 
figures are arranged. Cain's adherence to the physical limits of the exhibition space also alludes to the regulating force of architecture on 
movement and the body. 

As the title suggests, On Thursdays... is an exploration of how the physical superstructure of the city produces regulated flows of movement, 
but also of how certain temporal and social values are implicated within this. The work responds to the way in which the urban lifestyle is 
organised around the treatment of time as a commodity or, as Guy Debord observed decades ago on the cusp of postmodernity, time as: 

... an infinite accumulation of equivalent intervals ...[that] typifies the consumption of modern economic survival — of that augmented 
survival in which daily lived experience embodies no free choices and is subject, no longer to the natural order, but to a pseudo-nature 
constructed by means of alienated labour.1 

Facing page: Penelope Cain, Cubicle Farmers from the series Hypothetical, 2009, digital image. 
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And so On Thursdays... captures the spirit of a lifestyle organised according to cycles of productivity (conditioned work hours, weekdays 
and weekends, annual leave allowances, and so on) whereby'free time' is forever subsumed into a higher order of consumption that self-
perpetuates the hegemony of work. 

Cain's practice hones in on the time of productivity and those adjacent periods that are in its service, like transit time and the lunch hour, to 
reflect on questions around a greater human agency. In another recent installation, Infestation (2009), she articulates this by more explicitly 
characterising a cluster of office workers as insects. Again a series of tiny, generic suited figures are pinned to the walls, but this time they 
are crawling, and their arrangement mimics the industrious march of ants between their nest and prized scraps of nourishment. Where the 
rigid composition of On Thursdays... speaks primarily to the choreography of urban flows, Infestation is more suggestive of the ideological 
forces that drive the momentum of urban flows: social aspiration guided by measures of success complicit, by and large, with capitalist 
values. 

Using the example of the ubiquitous office worker, Infestation draws a neat correlation between the meritocracy of corporate culture and 
natural evolutionary processes exemplified by Darwin's 'survival of the fittest'maxim. It parallels aspects of human and animal behaviour 

Above: Penelope Cain, On Thursdays we run clockwise around the park, 2009, installation view (detail), MOP Projects. Photo: the artist. 
Facing page (above): Penelope Cain, On Thursdays we run clockwise around the park, 2009, installation view, MOP Projects. Photo: the artist. 
Facing page (below left): Penelope Cain, Survival Skills #1, 2008, video stilt. 
Facing page (below right): Penelope Cain, Camouflage, 2005, video still. 



that reflect the authority of social hierarchies, collective models of industry, and normative ambitions over individual autonomy. By 
extension, Cain characterises the city as an environment that does not simply constrain its subjects, but simultaneously produces them. 
Rather than frame the urban condition as an oblivious capitulation to the endless cycle of production and consumption, however, earlier 
works of Cain's suggest that she sees the dynamic between city and citizen as more of a conscious co-dependency. In her video Camouflage 
(2005), surveillance-style footage captures a lone, suited man as he strides along the side of an office tower's exterior before coming to a 
halt, placing his briefcase purposefully on the pavement, and withdrawing a folder. He then proceeds to take out sheets of paper that are 
colour-matched to the tiles behind him and tape these to his body one by one until only his head remains uncovered. He presses himself 
back against the wall and as the papers flap in the breeze like the feeble armour of an oversized beetle, breathes deeply and closes his eyes 
with an understated resolve, as though willing himself to disappear. The absurdity of the gesture is both genuinely comical and yet quietly 
unsettling, encapsulating a sense of utter despair. 

In a similar vein, Cain's subsequent video Survival Skills #1 (2008) charts the narrative of a female administrator who becomes so 
overwhelmed by her workload that she psychologically withdraws herself from the reality of her office cubicle in complete resignation. 
Using her piles of paperwork in the service of an alternative kind of labour, she sets about stacking them into an igloo-like shelter inside 
which she then furtively takes refuge. Whereas Cain's more recent installations call to mind the dispassionate gaze of the sociological 
researcher, Camouflage and Survival Skills #1 reveal a more humanised facet of her practice. These works probe the effects on the psyche 
of banal and repetitive urban work patterns: desperation, anxiety, denial, disillusionment and dissatisfaction. But while they entertain the 
notion of escape, or even a momentary reprieve, ultimately they also suggest this is a fruitless endeavour. 
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While escape may be implausible, other recent works by Cain suggest change is not. Alongside her intricate, large-scale wall installations, 
Cain has been developing a series of images titled Hypotheticals, which are essentially propositions for unrealised actions in public 
space. Aesthetically, these images refer to tactics Cain has utilised in the past for inserting her work into the fabric of the city, such as 
pasting up human-scaled photocopies in civic thoroughfares, or projecting videos onto buildings. Narratively, they describe modest acts 
of urban regeneration. Cubicle Farmers (2009), for instance, imagines the collective energy of a team of office workers being channelled 
into the seeding and tending of plants in an otherwise redundant slice of roadside terrain. Conflating the Utopian ideal of urbanism with 
the dystopian daily routine of labour described by Debord, Cain's Hypotheticals seem to reflect a new direction in her practice that is more 
speculative in nature, and that returns a sense of personal agency to the urban landscape. 

1. Guy Debord, The Society of the Spectacle, trans. Donald Nicholson-Smith, (New York: Zone Books, 1995), 110-11. 

Above: Penelope Cain, Infestation, 2009, installation view (detail), Australian Centre for Photography, Sydney. Photo: the artist. 
Facing page: Penelope Cain, Cubicle Farmers from the series Hypotheticals, digital image, 2009. 
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From Places Paved by Painters 
JAKI MIDDLETON in conversation with WILL FRENCH 

Jaki Middleton: Your recent performance-installation work Frank-
o-phile / Velo-style, was exhibited and undertaken simultaneous 
to the 2009 Tour de France. Can you discuss the relationship 
between the Tour de France and the work? 

Will French: It was lucky that the exhibition dates coincided with 
the 2009 Tour de France. The coincidence gave me the opportunity 
to adapt an idea I had been kicking around for a while and adapt 
it to address the 'Tour' more directly. The Tour de France is one 
of the most interesting and gruelling sporting events. It has an 
international following as well as a history that is well recognised. 
I watch it every year. This year I watched and—in a small way-
participated, via performing in the window of GrantPirrie. 

The exhibition started a week before the Tour and lasted the 
full three weeks of racing. Every Saturday I would get into the 
window and ride the bike, which made the rolling panorama I had 
built move. During these performances I drew a new background 
on the large roll of paper, one that captured elements of the 

French scenery I had been watching during the week. It was a 
conversation with the real Tour, happening from afar. I have always 
felt there are similarities between artists and professional sports 
people. Frank-o-phile /Velo-style is a work that is very much about 
this idea of similarities in practice and performance. 

JM: The work references your name both in the flag and in 
the title of the work, and you are also the protagonist of the 
performance. To what extent is the work a self-portrait? 

WF: It is a self-portrait, one that could be broken down into two 
portraits, one inside the other. The flag is a self-portrait in its own 
right; my first name sewn into the French flag and the mechanical 
element is a means of representing the 'Tour de France', which is 
powered by the performer (me). The Tour de France is dependent 
on two things: bikes and France. Franc-o-phile /Velo-style depends 
on two elements also; it needs a bike to work, and a rider to make 
it active. The rider happens to be me, someone who is 'French' in 
name alone. 

Above: Will French, Frank-o-phile /Velo-Style, 2009, (performance documentation) steel, wood, cogs, gears, paper, bike. Photo: Lauren Brincat. 
Facing page: Will French, Self Portrait (Flag), 2007. Linen Flag, 1.5m x 3m (Merton Ancona Installation) Photo: Cait French. 
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Self-portraiture is a genre that appears throughout art history 
crossing mediums, methods and movements. Frank-o-phile / 
Velo-style gets stretched into this genre. It is a kind of checkpoint, 
it reflects all that I was thinking about and focusing on in terms 
of interest, physical practice, art,.life and otherwise at the time: 
a portrait of myself, loaded up with a name association and an 
iconic bike race. 

JM: You have made a number of works that involve or incorporate 
flags of some kind. Can you explain your interest in flags and 
how the flag works relate to other facets of your practice? 

WF: I consider flags to be the ultimate readymade. They are 
such loaded objects, filled with symbolism, identity, history and 
significance. It is hard to find one that means nothing. I initially 
found flags interesting when looking at the similarities between 
Nautical Flags or Signal Flags and hard edge geometric abstract 
painting. The physical attributes of the two are incredibly similar in 
composition, colour and structure. My growing interest led me to 
look at flags of all kinds. They are really beautiful tactile objects; 
they have traditions and protocols, and these are protected legally. 
The emotions they can evoke are powerful. 

Though flags have reoccurred in my work, i am not interested in 
repeatingthe same type of thing over and over. Ideas tend to be 
the basis for my works and the best vehicle for that idea could 
be anything. Sometimes, like with the work Blackjack (2008) a 

flag is the obvious choice. I like the simplicity of a flag in contrast 
to some of my more technically challenging kinetic works. They 
conform to a tradition of works of art that can be hung; they're 
accessible. 

JM: Are there any influences or art world idols that you feel have 
particularly shaped your development as an artist? 

WF: Yes, hundreds. One of my most significant art influences was 
experienced when I was seventeen. 1 was very lucky to see the 
Sensation exhibition at the Royal Academy of Art in London. That 
show totally changed the preconceptions I had of what art could 
be and what it could do. Thinking back on it, it probably set me on 
this path. 

Artists are amazing, they are easy to be inspired by. Chris Burden 
always comes to mind as someone that I wanted to emulate, 
but never could. I have been really fortunate to have had the 
opportunity to work with some really great artists who have been 
incredibly generous with their advice and encouragement, most 
directly Mike Parr, who has been a mentor and friend to me for 
sometime. 

JM: You've said that it's important to you that you incorporate the 
development of new skills into each work that you undertake. Is 
the main motivation for this related to the challenge, or is it more 
about process ... or both? 
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WF: I would say it's both. For a long time I've been making works 
that I didn't know exactly how to produce initially. I never wanted a 
work to be limited by my ability, or technical know-how. That's not 
to say that I want each and every work I undertake to impart me 
with a new skill; that's not a prerequisite to beginning a project. 
I do however, enjoy the challenges and the weird and wonderful 
people and experiences I encounter as 1 try and overcome them. If 
I was to maintain a practice in my comfort zone it wouldn't lead me 
to find these people and places and experiences that inevitably 
enrich and inform my art making. I also really need to maintain 
interest, I want to be consumed by the process and this is partially 
about a desire to be able to 'make' the work myself: the learning 
to make is a big part of it. It is really great to produce a work that 
leaves me with an artwork and a skill; I'm always building, even 
if only in my mind. I might part ways with the work, but the skills 
stick around. 

JM: Let's talk about your motorcycle-powered sewing machine 
Check Out My Stitches (2008). When first viewing this work, 
my instinctive reading was in terms of gender, this traditionally 
feminine machine reclaimed into the male domain via an 
excessive display of power... 

WF: Yeah, that's in there. How can you look at a hotrod sewing 
machine and not think of the stereotyping of gender? I suppose 

society says sewing is a feminine activity, and fixing motorcycles 
up to be choppers is a masculine one. The work acknowledges 
this, however it is more a personal shrugging off of these 
antiquated associations. The gender thing is reinventing itself, just 
like this sewing machine has. 

I wanted to create a fantasy object of my own, however, the 
ridiculousness of the object does point towards an inversion in 
gendered objects, or for that matter gender roles. This is because 1 
don't think of gender in that way: absolute indifference is absolute 
acceptance. 

It looks at the collision of a sweat shop and a chop shop, of 
dornestic and industrial and of male and female. The work is a 
combination of all this, parcelled into the form of a Juki industrial 
sewing machine powered by the engine of a Honda motorcycle. 
Although references to gender exist in the work, it is also intended 
to convey a broader message of 'do what you want: make yourself 
happy, no one else can'. 

JM: My first memory of your work is of your Cold Painting (2002) 
that was installed as part of a group show, Children of the 
Lego Generation, at Firstdraft in 2002.1 really loved this work, 
particularly when the summer heat got too much and it rebelled 
against its title, dripping down the wall and creating a large 

Above: Will French, Check Out My Stitches, 2008. (performing object) steel, wood, Honda 250RS Motorcycle, Juki Sewing Machine, cotton. Photo: the artist. 
Facing page: Will French, Cold Painting, 2002. glycol antifreeze, freezer, stainless steel, frozen atmosphere. Photo: the artist. 
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puddle on the floor. Although I'm fairly certain this wasn't an 
intended outcome, for me this unexpected performance on the 
part of the work made it all the more engaging and meaningful. 
As an artist who works with machines and devices that can be 
unpredictable, what is your philosophy when things don't result 
exactly as you intend? 

WF: That work intended to be the end of painting. It was 
attempting to be a painting that created its own surface, freezing 
the atmosphere in the gallery, negating the need for the 'artist's 
touch'. I didn't manage to stop painting. There is always failure, it's 
part of the process. What is that old adage? —'A person who never 
makes mistakes never makes anything'. You have to embrace 
the failure, it forces you to lose control, control that can blind 
you from the essence of the work by holding you to the intention 
of the piece. When the mechanics fail, it is always a surprise I 
expected. More often than not it's for the best, it brings with it new 
unexpected aspects to the work, sometimes better than the parts I 
anticipated. Failure is the work talking back to you, sometimes it's 
just saying 'take a step back', 'get some perspective'... sometimes 
it says more sinister things. 

JM: Can you describe the relationship between your solo practice 
and your collaborative practice with Lauren Brincat? Do you 
consciously set out to conceive of collaborative projects separate 

from solo endeavours, or is it a more organic process that evolves 
over time? 

WF: When Lauren and I collaborate it's a very intuitive, organic 
thing. Part of living together and making work is that you're always 
workshopping ideas or talking about something you want to do 
artistically. It's only natural that there are a lot of shared interests 
and common ground. Sometimes the idea just manifests itself as 
something to be done together, collaboratively. It's a completely 
different process once it has been established as a collaboration. 
The stakes are higher and your mistakes are not your own, but the 
rewards always outweigh the tricky bits. Each of us brings our best 
to the project; for me it is an extension of my solo practice. 

The last collaboration we did was Pushme /Pullyou (2008) at 
Peloton, Chippendale. That work was, at the very core, about our 
relationship. It was a really simple performance that took place 
in a canoe we built together. The boat was totally symmetrical. 
After a month of building it together in a hot tin shed over summer, 
we performed in it. Paddling either towards each other or away 
from one another the work was really an arm wrestle in a different 
manifestation. Each one trying to gain control, although paddling 
against one another in a canoe just makes it spin on the spot... it's 
a perfect metaphor to explain the dynamic. 

Above: Will French & Lauren Brincat, Pushme / Pullyou, 2009, performance documentation. Photo: Ted Brincat. 
Facing page: Will French, Wheel of Misfortune, 2008. (interactive) steel, wood, bmx cogs, motorcycle gears, acrylic paint, leather. Photo: the artist. 



JM: Has your involvement working with Firstdraft influenced you 
as an artist? 

WF: Firstdraft has been an eye-opening experience, which has 
particularly influenced me via the.saturation: I wasn't really in the 
thick of anything before I joined Firstdraft. Consequently I am now 
busier than I ever realised I would be, there always seems to be 
something needing to be done. Fortunately this has flowed on into 
the way I am making work too, maintaining projects year round. 
The interaction with great people that are associated with the 
gallery, particularly the directors, is fantastic and things like the 
artist talks are really great. I have learnt a great deal, and feel the 
significance of the place most definitely. 

JM: In Wheel of Misfortune (2008) you created two co-dependent 
wheels, which visitors could interact with in order to match a 
famous musician with their famous demise. This work seems to 
have so many possible interpretations, for instance, it could be 
talking about our inability to interfere with fate, or maybe the 
mutability of history in popular memory. What is your approach 
to the work? 

WF: Wheel of Misfortune looks specifically at rock and roll and 
pop music icons. The people on the wheel all lived lives in the 
public eye and died exactly the same way. To me the work is about 
immortality. These people have earned a place in a kind of folkloric 
rock history that allows them to never die. Some are remembered 

for their genius, some their influence, some for their indulgence 
and some the strange way in which they died; the thing is they are 
all remembered. 

The wheels are an overdose themselves, there is too much 
death to digest. It was a way for me to examine my own feelings 
towards death, using this piece to settle some personal demons. 
The extensive research ultimately desensitised me through 
overexposure. The anecdotes about these people become 
legends, and the stories become myths that get exaggerated until 
there is little left that is recognisable. 

JM: At art school you trained in painting, but your practice is 
most often described as multi-disciplinary. Do you still consider 
yourself a painter at heart? 

WF: I think the places my works have come from have all been 
paved by painters. I am informed by painting's history. It has 
typically been a painter's problem to have to reinvent things, new 
ways of seeing. This element exists in my own practice: reinvention 
to keep things interesting and new. I love painting, however I don't 
think about paintings I want to make, but perhaps I will return to 
it. For the moment, I think I am not a painter anymore. 
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I rgetting is Not an Option 
LEGN GOH in conversation with STEPHEN GILCHRIST 

In this post-apology landscape, are there cultural, social and 
artistic spaces where reconciliation can occur? OCTOPUS9: 
I FORGET TO FORGETwas the latest in the annual Octopus 
exhibitions at Gertrude Contemporary Art Spaces, Melbourne. 
Curated by Stephen Gilchrist, Curator of Indigenous Art at the 
National Gallery of Victoria (NGV), it examined responses to, and 
reflections on, Aboriginality that are both historical and of this 
time. Featuring the artists Tony Albert, Daniel Boyd, Andrea Fisher, 
Helen Johnson, Jonathon Jones, and Reko Rennie, the exhibition 
sought to actualise feelings of loss and trauma, while providing 
a conceptual space for the forging of new Aboriginal identities. 
Exploring past and present experiences of what it means to be 
an Aboriginal person, this exhibition became a conduit for the 
artists to remember and re-document as a form of cathartic 
healing. It also provided a space that allowed the artists to subvert 
established representations of the 'other', imbuing the exhibition 
with a critical edge. I recently sat down with Stephen to discuss 
this exhibition. 

Leon Goh: Stephen, you recently curated OCTOPUS 9:1 FORGET 
TO FORGET, which explored contemporary responses to 
Aboriginality and the ongoing cultural and racial problems that 
we face in Australia. Can you tell me a little bit more about the 
exhibition? 

Stephen Gilchrist: The exhibition explores, in an activist key, 
what we choose to remember and what we are forced to forget 
as a nation. I chose to look at it very much from an Indigenous 
Australian perspective—though not from a kind of mythological 
contact between Europeans and Aboriginal people —but from the 
perspective of the trans-generational trauma that's passed onto 
younger people. Four of the six artists that I chose were thirty and 
under, so I was really looking at it from a youthful contemporary 
viewpoint. 

LG: There were definitely some key themes that flowed through 
the show, for example the reclamation of identity and the 
subversion of historical representations of indigeneity. Both 

jumped out at me as I walked through the space. As curator, 
did you seek to achieve a thematic consistency or an overall 
conceptual approach? 

SG: The main idea for the show at the beginning was really to 
look at the theme of recovery. So this was looking at linguistic, 
historical, iconographic and even psychological recovery. When 
I was invited to curate the show, Prime Minister Rudd had just 
given the national apology and consequently there was lots of 
talk about reconciliation, post-apology Australia and healing. So 
obviously these are very important emotions and states of being, 
but I was also interested in the flipside. For example, exploring 
psychological loss and trans-generational trauma. And I think 
that while they are oppositional emotions, they are also quite 
interconnected. 

Also, one of the conceptual approaches that I took was to choose 
artists that were working through things in a process-driven way. 
Therefore, there is a lot of repetition in the exhibition which is 
obviously deliberate in.a 'if we all say the same thing at the same 
time, something might happen or something might change' kind 
of way. I guess you could almost view it as the pathological idea of 
repetition, of working through and toward certain outcomes. 

LG: With regards to this idea of repetition, I also felt that it was 
about generating discourse around certain issues as a form of 
catharsis, perhaps in an attempt to find new ways of being... 

SG: That's good, as that was what I really wanted. For example, 
when you have a space that has that kind of critical edge, you 
want to say something meaningful and something useful. You 
can use it as a platform to address certain issues that really 
affect everyone —Indigenous issues don't just affect Indigenous 
people —so I think that's why the inclusion of Helen Johnson was 
so vital. As the token non-Indigenous artist she was very willing to 
go there, which is important I think. She was complicit in her own 
representation and in the beginning I guess it could have been 
viewed as a curatorial contrivance to have this non-Indigenous 

Facing page: lonathon lones, untitled [heads or tails], 2009, fluorescent tubes, powdercoated metal, electrical wiring. Photo: Andrew Curtis. 
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the space. And when you are in that space, for example, you are 
literally made the spectacle. So those two works, I feel, are about 
Aboriginal people and Aboriginal culture being made a spectacle 
for colonial and post-colonial consumption. 

LG: I felt that this was also the case with Reko Rennie's work 
that mobilised a contemporary visual language, yet referenced 
Aboriginal motifs. Lined up against the wall, Rennie's repetitive 
stencils of spray cans sat directly opposite Helen Johnson's work 
El Grande (2007), which could be viewed as a lament for the 
fauna lost as a result of Western occupation. Can you talk a little 
more about this juxtaposition? 

SG: Reko's work displayed spray cans in-filled with a design 
sourced from Aboriginal shields, and they have a kind of 
'Warholian Campbell's soup can' visual reference to them as well. 
They are not hung on the wall but are placed against it and look 
like they are poised for action in a kind of defensive and offensive 
position. Originally these shields were used for defence and to 
dazzle young initiates in tribal ceremonies. So they have this really 
amazing visual effect, which I think is also the case with Helen 
Johnson's work with all its different patchwork sections all stitched 
together. I felt that this provided both works with a beautiful 
formal relationship. When we were installing the show, Reko and I 
experimented with putting the canvases all together in a block and 
then separating them apart, but because we had the sheer volume 
of Helen's work, the space felt almost too solid. 

Above: OCTOPUS9:1FORGETTO FORGET, installation view, (works from left to right): Reko Rennie, Message Sticks, 2009, spray paint and acrylic on canvas; Helen Johnson, 
El Grande, 2007, woolen rugs and yarn; Daniel Boyd, No Ordinary Love, 2008, oil on canvas. Photo: Andrew Curtis. 

artist in the show. But the more I thought about the exhibition, the 
more I thought about the state of contemporary art in Australia. 
For example, Australian Idol is multicultural without even trying— 
that's just the state of Australia—and that's my experience and 
that's my circle of friends. So while Johnson's inclusion can be 
viewed as being political, I didn't want it to become politicised. 

LG: I am interested to know why you placed Jonathan Jones's 
work untitled (heads or tails) (2009) with Tony Albert's work 
exotic OTHER (2009). Jones's work washed the entire front 
space of Gertrude with a wall of light, foregrounding Albert's 
subversion of kitsch representations of Aboriginality and 
providing an interesting juxtaposition in terms of mediums and 
artistic practices... 

SG: I really wanted to use the beautiful shop front windows of 
Gertrude to give a kind of museological edge to the space. First of 
all, I felt that Tony's work—with its images of kitsch Aboriginalia — 
explored representations that really should be relegated to 
museums. Consequently, it displayed a strong synergy with 
Jonathan's work, which was about this really important grove 
of scar trees that were de-stumped and housed in museum 
collections. I felt that Jonathan's glowing fluro-tubed stumps 
of light were, about metaphorically shining light on episodes 
of history that we would rather not remember. I really wanted 
people to experience that from both the inside and the outside of 
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Also, originally Reko wanted to paint directly onto the wall itself 
but then we decided that repeating the motifs on canvases would 
have a more direct relationship to the shields, which I really liked. 
I also felt that the spray can motif can be read as a reference to 
substance abuse in young people in Aboriginal communities, so 
it's quite a powerful work and is really about forging new ways 
of being an Aboriginal person in contemporary society. Reko's 
practice, I feel, really extends these ideas. 

LG: I also felt that the sheer scale of Helen's work was quite 
powerful in offsetting the more aesthetically subdued works in 
the gallery. 

SG: I think that Helen's work really pulled the space together. We 
had to unstitch entire sections of the work to stitch it around the 
column, as there was no other place that it could fit. You could 
also walk on the rug and you could sit on it, and from that vantage 
point you could look at almost every other work in the exhibition. 
I thought that this work was a great bridge in creating a dialogue 
between Indigenous and non-Indigenous issues. Such issues are 
far too polarised and we cannot continue to think in that way. 

LG: Taking up this notion of separation, in your catalogue essay 
you talk about the 'inelasticity of art institutions... to deal 
with challenges presented by artists who do not fit into neat 
categories'.11 guess Helen Johnson's practice is a case in point. 
Her practice often explores the notion of the everyday within 

a social context and her work Sovereignty (50-70,000 years 
versus 221 years simply put) (2009) could be read as a visual 
representation of the history of black and white Australians. Do 
you think that this need to categorise will be an ongoing issue? 

SG: You'd hope that it would be less and less important. I mean we 
can return to Tony's work about the exotic other, where Aboriginal 
artists are always being rendered as 'other' and their inclusion 
in various exhibitions is purely tokenistic. Labels are as helpful 
as they are unhelpful and it depends on who is prescribing or 
putting these labels onto people. For example, I am the Curator of 
Indigenous Art at the NGV but I can talk about non-Indigenous art 
practice as well, and I think that artists can also straddle different 
positions. We just need space to allow for that to happen. 

I also think that spaces are racially divided in Australia. For 
instance, I work with Indigenous people and my collection at the 
NGV is about Indigenous people, so this show was also really 
about extending my curatorial practice as well as being included 
in a wider dialogue of not-just Indigenous artists. I think that this 
is a way in which the different art histories can be brought closer 
together. 

LG: The notion of representation and the appropriation of 
Aboriginal imagery can be a problematic one as evidenced by 
the debate surrounding Helen Johnson and Michelle Ussher's 
work at the Gertrude Contemporary Art Spaces' Project Room at 

Above: Andrea Fisher, Worn (from the Breastplate series), 2009, etched brass, coloured pencil. Photo: Andrew Curtis. 
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the 2006 Melbourne Art Fair.? Do you think that these issues will 
continue to emerge? And if so, what can be learned from such a 
debate? 

LG: On a much broader note, in this post-apology social and 
cultural landscape, do you think that real reconciliation will ever 
occur? 

SG: It's an issue that keeps coming up, and my belief is that we 

can't keep running away from images of Aboriginal people. If we 

censor all bad images we then make those images disappear, 

and in this regard lots of Aboriginal people, for a long time, have 

been edited out of history. I think it's very brave of non-Indigenous 

Australian artists to reproduce images of Aboriginal people but I 

also think that when done in the right way, and in consultation, it 

can be entirely a non-issue. 

SG: I guess the first thing is that you just want to will it to succeed 

and not fail, so you have to believe that it can happen. And I do 

believe that it happens on a micro-level everyday in Australia. 

The more that this happens, the more it breeds its own forms of 

reconciliation and therefore, guarantees its success. We are not all 

going to come down on the same side, but thinking about these 

issues and talking about them is how things are actually going to 

change. 

LG: Do you see a common thread that links these works 
together—maybe a sense of agency? Perhaps it's about the 
artist's sense of agency in their attempts to remember history? 

I think that the national apology was a great statement as it 

brought long-stagnant issues to the surface and I'm all for that. 

SG: I think it's really important to revisit history and pose 

questions about the past. These questions really help us to 

explain our present and think about how we can better address 

the future. I certainly don't, and the artists don't, have the keys to 

the kingdom. But at least they are giving the gates a good rattle 

and I think that's really important. When you have an opportunity 

to say something, you need to use that opportunity really well and 

say something that is meaningful and that is your own truth. 

1. Stephen Gilchrist, OCTOPUS 9:1 FORGET TO FORGET, exhibition catalogue 
(Melbourne: Gertrude Contemporary Art Spaces, 2009), 15. 
2. This debate refers to a work by Michelle Ussher and Helen Johnson that 
was withdrawn from the Gertrude Contemporary Art Spaces project room 
space at the Melbourne Art Fair in 2006. It was claimed by another artist 
that the installation The only thing you taught me was the only thing you 
know (2006) had contravened protocols with regard to the representation 
of Aboriginal people. The subsequent debate that ensued brought to light 
important questions regarding the use of imagery, the representation of 
Aboriginal people, appropriation and censorship by both white and black 
Australian artists. 

Above: Tony Albert, exotic OTHER, 2009, vintage ephemera and vinyl (with lonathon Jones, untitled [heads or tails], 2009 in foreground). Photo: Andrew Curtis. 
Facing page: Daniel Boyd, Wo Ordinary Love, 2008, oil on canvas. Photo: Andrew Curtis. 
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The Lie of the Land, 
Material for a work about golf, landscape and myth. 

Sean Rafferty 

• 

J 

n 
~~— Jh ffi ——J -*_______ 

Section of our brick-veneer house in Port Macauarie. 

My father standing in front of Slieve Foy as a young man, club in hand. The mountain 
appears in the famous Irish myth The Cattle Raid ofCooleu. The main character, Cuchulainn, 
is said to possess superhuman powers, his features distorting in grotesque ways prior to 
battle. The myth gained strength in Ireland when William Butler Yeats referred to it in some 
of his poems. James Joyce, incensed by the myth's romanticised tales of violence and war, 
created the passive Leopold Bloom as the antihero of the epic Ulysses. The story tracks 
Bloom in his walking Journey over the course of a day. 

He harboured a curious theory about h o w to develop a 
sense of beauty in the minds of his children. Every time 
my mother became pregnant, he would wait until the last 
three months of her pregnancy and then he would announce 

m to her that 'the glorious walks' must begin. These glorious 
Jjf walks consisted of him taking her to places o f great beauty 
D in the countryside and walking with her for about an hour 
n each day so that she could absorb the splendour of the 
& 

Mum standing in front of a mountain in Spain as a young golfer. 

Papa and Mama 

surroundings. His theory was that if the eye o f a preg 
woman was constantly observing the beauty of nature, 
beauty would somehow become transmitted to the r 
o f the unborn baby within her w o m b and that baby w 
grow up to be a lover of beautiful things. This wa< 
treatment that all o f his children received before they ' 
born. 
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Irish Open 1980 

„. Spectators 

— Rough (Bad Lie) 

— Fairway (Good Lie) 

fi dnrn 

W M 

Ronan Rafferty competing in the 
rish Open at age 17. 

^•Jtt AM > } 
fessional Golfers mid stride at the tournament. Walking and thinking. Thinking and walking. Golf is a psychological game Mum used to say, Its all in the head. 

Dad on a 'Links' 
course before I 
was born. A links 
course is one 
located by the sea 
with no trees and 
no water traps. 
Little alteration 
to the natural 
landscape occurs 
to create them. 
They were the 
first golf courses. 

wit row, I. to r. Ann Dillon; Margaret Clarke, Lady Captain; Joan Rafferty; Olivia 
Mary Mo!loy. Back row: Sheiia McGovern; Breege Kenny; Kathleen Stewart May Conroy; 

Harmon: Nuala Lannon; Helen Martin; Valerie Rowley. 

"v*" of Mum's prize for winning a tournament in Ireland shown here in a news article 
to m c being photographed with one of my earliest attempts at an artwork in Australia. 



The house that dad built from the plan below. 

Ann, my aunty. My sister is named after 
and was in mum's belly here, a month be}. 
being born. 

This is the house that my mother grew up in which is 
accross the road from a golf course. A good Irish-

Catholic family, Mum was the youngest of nine 
children. They all played golf and taught their dog to — 

find golf balls which they sold for pocket-money. 
W USETHE VB 

Part of the plan for my uncle Sean's 
house, plans which my Dad used to 
build a house of his own. 

I was named 
after my uncle 
Sean, my 
mother's late 
brother, a cham
pion golfer. 

APPROACH 
GOLF INSTRUCTION 

PHelJIarag 
MEL FLANAGAN, who as.tomsb.ed everyone some 
years ago by givfag up a teaching profession to folk 
uncertain and sometimes unrewarding career as 
fessional golfer, has landed one of the top profe 
jobs in WSh golf as dub professional m Newlands 
cession to George Brown, who has retired. 

a. „~+ *fli« irt>i in. M. Mvwhy (BaMnglass), S. 
Hanagan has got « ie JOB in „ Tynan, p . McKeown. p. 

•tfu- face of keen competit ion (s,. Anne's). N. Rowfe 
from fellow professionals and M o m , P . McKeever. 
1 ,iA jta w p l l i n this club who 2.0 — R. Browne (Becws 
should d o well in ™is.*- u " „ , d Coone, P. Murphy, T. O-Cc 
have bought out * e i r g rauna O'Connor (->, \». Byrne, J. 
g w t built a magnificent OnlD- , Savage; I, Owens <—) I. 
house all in t he space of six t . Mc&nneU, P. Meade. 

, ~ Ar,d all done through 2.30 — E. lones (Roysl C. 
years. And ail ovue u> s , Matony, D. StoHS, I. 
once-off payments 01 t w w per H l m t e r , (portadown). c . c 
mf»mh(*r. Sadler, D . Brady; H . JacJ:' 
memoer. jm-flh-r abate). G. Leonard. I. Dc 

The new man is a brother M c B vrassatt. 
of the Connaoht mtepprovinoial 3 „ _ t Robinson (Bun. 
Sean Flanagn (Co. SllgO) Who MoNally, T. Tyrell, L. 

!f,?»,l £ r S n n a d h t from 19«6 N. Lynch (Sutton). i(. She 
played lor Connaoni i i inu j * Bannon. I. B-Hgh; I. uWars 
t o 1978 and won an Irish hen- ]<yv0_ A ' C o n £„- •T_ M a 
,ior Cup medal wi th Malaxude wy«r. 
in 1965. He was apprenttcedto 3.30 — p. McGuirk (Cc 
Paddy Skerritt a t St. Anne ' s A. Kayanaga. K. Crootes, 
and also taught in Glare Manor T E N T H T E E 
driving range before taking up 8.M - J. McGuMc m 
til poVt in Hedfort three ; years Benen^ M < i * S g V fe. % 

ago. Mel Hanagan »s t he second' Reynolds. P. O'Brien; I. 
Sligo man to take u p a posit ion (Rush), B. ReiHy, r. o ' 
in * Dublin club in the past GerasMy. 
few months for Tommy Murphy ^ - & , , * • » £ 1 came from Bundoran t o - r a r e s t walby (Bray), I, o-Nefii. Little at *he begannmg OI tne ayne. G. Breen; K. Da-Ity , - » ; « « . Fr. Bra?,i], A . CRo t i rkc , 

http://as.tomsb.ed


,rs supplied 
• trophies 

n Port Ma. lL- were won by P. Dohorty 
aUo from i'on o f T a r e e i n A ; A Holster 

of Camden Haven in B; 
.,. C Fa<ie nJ?ir C. Savage of Port Mac-

% { t o h W l 3 2 ) ' 9 ^ r i e in C and S. 
.. . ; . . . i : ' ' Rafferty in the coast di-

Xeuflkel ly (28). v i s i o n . 
Mncquane 76; 

A tTProberts (36), 

bfft MorB retL 

Among the girls C. 
Beresford won the long 
drive and A. Rafferty 

,h. rirls division g t h e ^^ o f t h e ca_ 
• - " i m « d dets. 

The cadets played a 
nine-hole competition 
and here the best score 
returned was by M. 
Madden of Sawtell with 
50 from T. Bruen of Port 
Macquarie with 58. 

Best nett score went 
to J. Miles of Port Mac-
quarie with 31 followed 
by L. Fletcher with 37, 
and third went to G. 

Hvan in B and was B r e a r i y o n 4 L 

claimed m _ _ ^ u n t g e a n Rafferty was 
i with the Ted 

annua) Achievers 
2Jg drive trophies Award. 

.from Scheie EHi* 
' from Casino with 

, trophy wa» °-

B7 ® f£T L a h nctt 81 on a 
ntb*ck fn»m L" 
Sfcrd (34'' 
(•txwt the 

£ y in A_B»de M 

ffSta trophy at ' Sean R, 

Tfct? CDUC7- o/fln o/d copy o/ffte Port Macquarie Golf Club newsletter. It shows the practice 
green in the foreground and the first hole on the right. The first is a par 5 with a bunker on '• 

the left in of the fairway that comes into play off a pull or a draw from the tee. The hole is \ 
fairly forgiving if you have a slice as a clear shot is offered from the 9th fairway. More 

bunkers are further up on the right (just visible through the branches of the Norfolk Pine). I 
The hole plays slightly uphill and the green, which is large and undulating and surrounded \ 
by bunkers, is reachable in two good shots but it is advisable to lay-up & chip on. I won the f 

longest drive in the junior golf championship on this hole - my only achievement in competi-
tive golf (besides encouragement awards). , 

THE PORT MACQUAHIE GOLF CLUB 

NEWSLETTER 
Keeping Members and Associates in touch 

with the news and events'Hn their club. 

COMPETITION: 

DATE: Tir.'.E: ENTRY NO: 

Player A: 

Player B: 

HOLE 

1 

2 

3 

4 

5 

6 

7 

8 

9 

Mark*** 

Scon 

OUT 

METRES 

475 

365 

340 

378 

135 

308 

168 

338 

804 

3010 

PAR 

6 

4 

4 

4 

3 

4 

3 

4 

5 

36 

INDEX 

13 

1 

7 

3 

18 

16 

6 

12 

9 

Score 

A B Points 

SOok«s 

INDICATE TEE 

PAR 71 

PAR 71 

» » J ! l t l 

K E T i l 
•TcSHl 

INDEX 

10 

3 

7 

14 

18 

13 

8 

S 

1 

PLEASE REPLACE DIVOTS. REPASR PITCH MARKS, RAKE BUNKERS 

Port Macquarie Golf Course and score card. 

10 

11 

12 

13 

14 

15 

16 

17 

18 

IN 

OUT 
TOTAL 

328 

331 

506 

168 

366 

338 

166 

314 

358 

2874 

3010 
5884 

Stabteford 

Points or 

Par result 

4 

4 

S 

3 

4 

4 

3 

4 

4 

35 

3 6 j 
71 

14 

5 

11 

10 

2 

8 

15 

17 

4 

HANDICAP 

NETT 

• t ' t t l 

6 

4 

11 

15 

2 

9 

17 

12 

16 

Holes Won 

Holes Lost 

Result 

Markers Signature _ Players Signature^ 

"What is a man," said Athos, "who has no landscape? 
Nothing but mirrors and tides." 

<-=^> Anne Michaels, Fugitive Pieces pg 86. 
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On Mars 
ADAM NORTON 
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Holloway Road: The Alleged Visitation by LM 
FITTS & HOLDERNESS 
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Fitts & Holderness is pleased to make public a series of documentary photographs, ten screen tests, and three new 
interviews concerning Holloway Road: The Alleged Visitation byLM. Local interest in the case remains strong and the 
site is still the subject of many interpretations and stories. LM disappeared without trace in 1999. She was last seen in 
the Waimipihi Reserve, which is situated at the end of Holloway Road in the Aro Valley. There was also a host of eccentric 
witnesses, whose bizarre profiles and mysterious back-stories became media fodder, perpetuating the saga even further. 
The disappearance of LM continues to generate myth, cultural references and dramas. 

Down at the end of Holloway Road is a reserve. Their blue car shines red. They meet a woman who prunes the bushes. She 
tells them that at night a group of teenagers play a game. Part orientation, part hostage, part fantasy. She knows they use 
the lodge at night, she has seen their torches light up the windows. Carry a nominated hostage through the bush to where 
the houses start. (Prevent the cargo getting there. It must be carried with no shoes.) 

Divide in two. Retreat to opposite sides. Know the terrain. Leave little props on the ground and in the lodge. Swap your 
clothes to confuse the others. Or wear specialised clothes for a determined time period. The 'victim' must be barefoot. 

A Japanese tourist lost her toddler son. She called hysterically: Haru kun. Haw kun. Haru kun. Haruto had painted acorns 
in his pockets when they found him. 

To relive. We want it to be bigger than life. But real things happen every day; they have no preference. There is comic 
humour and everyday clothing, wigs which don't fit or sit right. There is an orange on her bottom; so she has cellulite? But 
she is fashion conscious, exchanging her orange felt for a picnic basket hat. 

How had she managed to lose him?He was in a carrier on her back. The path which cuts back to Aro Street is a pleasant 
walk, but don't run, you may surprise the man who urinates at the edge of the track. Walk briskly and always with others. 

On the day there was a man, a man with dogs. There were white cotton gloves, which he had first and they have now. 
Knowing that one leads to two and three follows. And still the order shifts. I don't know which comes first, second or 
third. I don't know who anyone is or what the comfort is in the grass. One is looking but the other looks away. The hands 
connect, a gloved caress. The grass is long and dewy. 

Fitts & Holderness have been investigating unsolved disappearances since 2001. 
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From the interview with Gemma Freeman: 

Can you please describe what you felt and what you saw as you first walked down Holloway Road and as you entered 
the reserve? 

As I first walked down Holloway Road, there is lots to look at... all the houses and people are quite interesting and it 
gets even more so as you walk further down. As I got closer, I started to notice things, that... and this sort of carried on 
throughout the day, things that I thought might have been part of what we're doing but also might have just been regular 
Holloway Road occurrences, sort of strange things ... There was a woman standing on the side of the street, waving and 
I sort of got the sense that I should be aware of her... and try to remember what she looked like because maybe I would 
have to use this information, later on. And so then this man walked through, um, wearing like kind of jogging gear—just 
shorts and a t-shirt and he had a couple of dogs on leashes. But he was wearing these white gloves which was quite weird. 
Because they were ... I mean I just don't know why you would be wearing them ... They were like white cotton gloves that... 
I don't know, you would wear if you didn't want to leave fingerprints, but he was just walking his dogs in a park. No, I don't 
know who he was and I was scared. 

Did you know what to expect? 

I sort of had a vague sense. Like I knew there was going to be photography, I knew that we were doing sort of test shots. 
But I didn't know who was going to fake these photos, I didn't know that I would be taking some of these photographs as 
well as some other people. The test shots that we were doing... were for, I think, a film about LM. 

Do you know who LM is? 

It's a person. A female. I picked up bits and pieces on the day but I certainly don't have a full picture. 
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From the interview with Nic Gorman: 

What I knew about LM? ... Other than the fact that she had disappeared around there, I knew that LM was dead. And that's 
all I know. 

And how do you know that? 

We were told that. 

Can you describe the man from the Council? 

The man from the Council, who asked us to leave, came right at the point where we were finishing up, we were trying to 
revive a tramper who had fallen. The man from the Council had a bright orange vest, outdoorsy shorts and very clean boots 
and he asked us for a permit. He looked very genuine. 

What do you think happened to LM? 

Maybe she had something that she wanted to leave behind. Maybe she ran away and moved somewhere else. The two 
women who were lying in the cutty grass were comforting each other because they were upset about LM's disappearance. 

Did they know LM? 

They knew that she had children. 



From the interview with Gareth Jenkins: 

What is your name? 
Gareth Jenkins. 

And what is your occupation? 
I work for the City Council. The Wellington City Council. 

Can you describe what you saw that day? 

I saw a large group milling outside the base of the hut, 'round the back. There was a man lying on the ground. I think he 
had a pack on his back. It's quite a large sort of cut-off area. There's a hut there with a sort of lawn in the front and a small 
lawn at the back which a tracks runs through, it leads up to the Brooklyn Hills. 

How did the group react when they saw you? 

They got a surprise. They didn't actually know that this was an area that was patrolled by the Council so they got a bit of a 
shock when I asked them for a permit. I cleared them out pretty quickly. 



Mutton Dressed as Lamb 
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Wolf Dressed in Sheep's Clothin; 
MICHELLE HANLIN 
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Gome Hither Noise 
LIA MCKNIGHT 

There is no doubt that ours is a visual culture. The 'image' attracts 
and distracts us to such an extent that other sensory realms are 
often overlooked. What is most astounding about this condition 
is not that it exists—we rely heavily on sight for our physical and 
social survival—but rather, the experience that opens up to us 
when we allow auditory, olfactory or tactile perceptions to shift 
into the foreground. This experience can be like an awakening, 
leaving the door open for complex responses to come into play 
such as nostalgia, anxiety or inspiration, rather than linear 
processes of cognition and categorisation. With an aim to broaden 
sensorial engagement with contemporary artworks and the spaces 
that surround them, Come Hither Noise at the Fremantle Arts 
Centre (FAC) was an exhibition of works that included sound as an 
important element. 

The FAC's main hallway featured two kinetic installations by 
Ross Manning. Manning's installations were playfully makeshift: 
electrical cables, gaffer tape and crappy household fans were left 
in plain view rather than disguised. The result was that we could 
actually see how these strangely elegant contraptions functioned. 
Both works used motion-activated sensors to trigger moving parts 
that in turn created sound. In Dissonant Rhythm (2008), a length 
of rope, attached at either end to fan motors, spun in rhythmic 
waves, forcing it to randomly tap tuned metal bars. Far above the 
line of sight, the bars reverberated in the bell-like tones of a wind 

chime. Looking like a frenetic mechanical scribble, Alpha Waves 
(2009) was far more chaotic in both movement and appearance, 
with sound produced by whirring fans and flapping cardboard.1 

While both works demonstrated an enjoyable clumsiness, 
impressive technical skill was also evident, and its odd articulation 
created awe without an accompanying sense of techno-alienation. 

In the main gallery Mark Brown continued his investigation into 
the phenomenology of abandoned spaces. Providing a welcome 
local reference,2 Brown turned his attention to the South Fremantle 
Power Station (SFPS), which has been closed since 1985. In 
Detritical SFPS (2009), a mobile fire extinguisher once used at the 
station was installed on a low plinth, into which a speaker and 
monitor were imbedded. Fragments of graffiti paint taken from 
the SFPS had been placed in the cone of the speaker, so that the 
speaker's intensely loud and layered noise caused the fragments 
to dance and jump.3 This physical manifestation of sound was 
an intriguing aspect of the work, and brought to the exhibition 
an exciting understanding of sound's multidimensionality. Other 
elements of Brown's work were, forme, less successful. His video 
footage of the station floor (an image of rubble overlaid with a 
curiously floating number '1'), failed to provide a sense of place. 
And while the plinth served a functional purpose, it had the 
effect of killing any dynamic relationship that may have emerged 
between the objects in the installation (a surprising approach 
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Above: Mark Brown, Detritical SFPS, 2009, digital video, twin cylinder Are extinguisher, audio speaker, LCD screen, fragments of detritus, dimensions variable, additional 

footage:Erin Coates, voice: Ian Randall. Photo: Justin Spiers. 



for an artist so accomplished in working with space). Sound is 
certainly the strongest aspect of Brown's work and its intensity 
produced interesting effects: I found it difficult to focus on any one 
thought. Somewhat problematically, however, it overpowered the 
quiet, contemplative work of Sriwhana Spong placed at the far end 
of the gallery. 

Also on the ground floor, John Conomos's video installation Lake 
George (After Mark Rothko) (2007) was inspired by childhood trips 
through Lake George. Conomos's camera panned the waterless 
lake and its surrounding hills. Blurred in slow motion, the image 
appeared milky and textured, as though viewed through muslin 
or rain-drenched glass. In contrast to the peaceful image, the 
sound was ominous, deep and vibrational (I could feel it coming 
up through my feet). As the terrain became more recognisable, 
with hills and trees shifting through the circular pan, the footage 
began to feel more like a search for something, or someone. The 
immersive quality of sound, image and vibration (supported by 
the excellent installation) was like being inside the bubble of a 
car. It vividly brought back my own journeys through Lake George 
and the way that long car trips can distill or intensify emotions, I 
recalled also the mirage-like quality of Lake George; when it first 
comes into view, you feel your journey is almost over, yet the lake, 
most often dry, seems vast and endless. It indeed resembles a 
slowly shifting Rothko, and most inspiringly, it is an absorbing and 
experiential exploration of place; it is 'Landscape as lifescape, 
soundscape, tastescape, and memoryscape'.4 

Upstairs, Thomas Meadowcroft's Monaro-inspired sound 
installation—complete with interactive foot pedals—was one for 

the techno-fetishists. Perhaps revealing my musical deficiencies, 
I found this work difficult to get excited about. My six-year-old 
daughter, however, was absorbed listening intently to the subtle 
variations of sound she produced from the different pedals. 
Nearby, Elvis Richardson's hand-drawn animation of television 
test patterns used anagrams made from the title of the work— 
TELEVISUALS: SALUTEELVIS-to cleverly critique this most 
pervasive of media. Phrases such as 'it valueless', 'steal us live' 
and 'visual sleet' suggested a familiar disparaging sentiment 
towards television. I reflected on this brain-numbing killer of 
creative thought, and our own complicity in it, as I tapped along 
to the soundtrack: a chirpy march overlaid with various sounds 
including TV static, commercial news broadcasts, ads and what 
sounded like snippets of a midday movie. People really will watch 
anything. This depressing thought was accompanied by another, 
TV remains a friend to the lonely, stressed, or dysfunctional, yet 
what could we achieve if we eradicated it from our lives? The test 
pattern is an interesting object to consider, the fact that it's now 
obsolete makes it a nostalgic icon of childhood boredom. We must 
also consider what has since replaced it: material that perhaps 
offers even less in terms of entertainment or content. Richardson's 
work cleverly hints at all this and more. 

Back on the ground floor, Richard Crow's Imaginary Hospital Radio 
(2006-08) was represented by an archival image of a nurse and 
patients at London's Moorfields Eye Hospital. The photograph 
was mounted alongside text which directed the viewer to the web 
location of Crow's audio work. Initially broadcast on ABC FM's 
New Music Up Late, the online archive is, for those who missed 
it, the only way of accessing this composition.5 Crow has been an 

Above: Thomas Meadowcroft, Monaro Eden, 2008, Four-channel sound installation, 60 minutes, with six foot pedals. Photo: Justin Spiers. 
Facing page: Elvis Richardson, Still from TELEVISUALS: SALUTE ELVIS, 2008, digital video, 4:3, 6:15 minutes, sound design: Simon Gorman. Photo: Justin Spiers. 
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outpatient at Moorfields since childhood and his work plays on 
the convention of in-house broadcasts, presumably used to both 
amuse the patients and distract them from the abject noises of the 
hospital. Subverting this convention, Crow's broadcast material 
was in fact sourced from these unwanted sounds. This uncanny, 
atmospheric work was little served by its presentation. Trawling 
through 2 hours of material, broken up with blithe commentary, 
was frustrating, and listening to it in front of a computer was far 
from ideal. For the visually impaired, restricted to the confines of a 
hospital ward, the experience of the hospital broadcast must be an 
intensely heightened one. The possibility of producing a similarly 
heightened experience for audiences—through an alternative 
presentation of Crow's work—can only be imagined. 

Close by was Sam Smith's video work Twist (2007). I suppressed 
my initial 'what's this?' reaction to the tins of paint composited 
onto vacant scenes, and gave it some time. Realisation slowly 
crept in and I started to laugh at the work's enjoyable absurdity. 
The cinematic references of cheesy lifeless backdrops and green 
paint were augmented by the slowly turning tins with their silver 
reflective surfaces, hovering in space like B-grade 1950s UFOs.6 

It felt like artificiality had taken over, destroying all life. In stark 
contrast to this impersonal world was the ambient meandering 
soundtrack. Though it initially made the work seem more 
ridiculous, it also brought with it an element of pathos. The work 
represents an interesting continuation of Smith's interrogation of 
real and virtual processes of perception. 

While sound featured in each of the eight artists' works, colour 
and movement were also strong elements of most. This was not 
sound art for the purists, but an exploration of aural, visual and 
spatial relationships.7 Artworks such as these present some of 

the greatest challenges for curators and galleries, and while I 
was at times frustrated by the presentation of some works, this 
frustration was tempered by an understanding of the difficulties of 
working with limited space and resources. Clearly, there were also 
great rewards; it was a privilege to see such a high calibre of work. 

Come Hither Noise, curated by Jasmin Stephens, was held at the Fremantle Arts 
Centre from 10 to 20 September, 2009. The exhibition featured Mark Brown, John 
Conomos, Richard Crow, Ross Manning, Thomas Meadowcroft, Elvis Richardson, 
Sam Smith and Sriwhana Spong. 

1. Manning's reference to Alpha waves (visual in one work, textually in the 
other), inspired me to ponder further about creativity in relation to sensory 
and perceptual processes. For more information see: http://www.brainsync. 
com/brainlab_alpha.asp 
2. None of the featured artists were Western Australian. 
3. The audio included recordings taken by the artist of the original operator 
giving instructions for operating the fire extinguishers, as well as sounds 
designed to utilize the extinguisher's resonant frequency. 
4. Accessed 14/09/2009 from http://www.roslynoxley9.com.au/artists/10/ 
John_Conomos/io87. Conomos also refers to this mysteriously vanishing 
lake as having 'a talismanic value for me as a metaphor for creativity'. 
5. The intention of FAC was to both tie into the radio theme and reach a 
national audience. The work was broadcast from 10.30pm - 12.30am on 
August 20, 2009. The archive can be found at http://www.abc.net.au/ 
classic/newmusic. 
6. The green paint in this work references that used in cinema to produce 
simulated 'green-screen' effects. 
7. Undoubtedly this was an acknowledgement of the potential for some 
sound art to be less accessible to audiences than other art forms, and the 
importance of the visual to attract and engage the general public. 
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Alternative Utopias 
KELLY FUEDNER 

When one man, for whatever reason, has an opportunity to lead an extraordinary life, he has no right to keep it to himself. 
-Jacques Yves Cousteau 

Safari Team Dig to China Part III was the conclusion (of sorts) to an epic journey—an adventure of grand proportions with one hell of an 
unattainable goal. Safari Team's trio, Lillian O'Neil, Blaine Cooper and Jon Oldmeadow—under the alter egos Pipe, Wings & Violet—had 
been planning their journey since taking part in The Group Group Show in 2008 at VCA Margaret Lawrence Gallery. There they displayed 
cross-sections of the earth, diagrams and maps of an alternative world, machines for digging and plaster effigies of their new personalities. 
Safari Team Dig to China Part II, exhibited at Seventh Gallery in 2009, documented their explorations through a series of large-scale 
collages depicting 'the underworld', its cavernous hollow filled with massive subterranean lakes and giant monsters. These large posters 
became banners championing Safari Team and savoured mementos of their tour deep down. In an attempt to further their camaraderie, 
they set out once again, using these collages as blueprints for a video reconnaissance of the underworld —and so Safari Team Dig to China 
Part III began. 

The video and installation at West Space took form as a large black plastic structure depicting the mouth of a volcano. Erupting with red 
pleather at its side, this inlet invited the audience within: a request to likewise venture into the unknown. Once inside, the audience was 
taken on an adventure where a lack of imagination was the only obstacle. Just as Jules Verne's three protagonists in his A Journey to the 
Centre of the Earth (1864) departed on their adventure through volcanic tubes, so too Pipe, Wings and Violet set out to reach the centre of 
the earth and hopefully find their way to China. 

The imperfection of Safari Team's volcano-like structure—its poorly crafted nature, cheap materials and the need to bend down and half 
crawl into its heart—added a childlike aesthetic that aroused memories of homemade cubbies with sheets thrown over bed posts. It was 
effortless to fall into the ridiculousness of the story and easy to laugh at the immediately likeable characters, sporting an array of bizarre 
head wear, looking devices and in one case a wooden leg, as if they had just raided an old aunt's dress-up box. It's this amazing childlike 
imagination that the Safari Team thrives on. 

The experience created by Safari Team's video installation weaves a rich collage of appropriated memories and stories that long ago entered 
the cultural consciousness of children and adults everywhere. If anyone is a worthy candidate for Safari Team's creative homage, Jules 
Verne is one such person. His science fiction stories detailed adventures with space, air and underwater travel far before chartered aircraft 
and submarines were invented, and well before space travel had even been dreamt of. Verne, like fellow sci-fi legend H.G. Wells, sought to 
minimise the role of individual heroes and instead created sympathetic protagonists who were often powerless in the face of natural forces, 
venturing into alternative realities with the impossible expectations of the Industrial Age. Indeed it's impossible to separate a discussion 
of adventure and 19th Century science fiction without evoking the context of these authors'own worlds; worlds they satirised and parodied 
continuously, creating inspired commentary on evolutionary theory, European Imperialism, and the nature versus culture debate. 

Likewise, in Gulliver's Travels (1726), Jonathan Swift satirised the social order of the day by using fictional republics to make political 
statements about the role of the individual in society. This is the perfect context in which to consider the practice of Safari Team —a 
dedicated collective evoking ideas of nostalgia through the exploration of imaginary alternative worlds. They create their own versions of 
Utopia in order to interrogate our expectations of entertainment, narrative and contemporary art. 

Ever since Thomas More's 1516 novel, Utopia, the word 'utopia' has denoted any version of a perfect society. Obviously though, the ideal 
state in society has no real basis—the term Utopia literally translates as 'no place land'. This suggests that while Utopia might be some sort 
of perfected society, it is ultimately unreachable. In Safari Team Dig to China Part III, the artists present their own Utopia that, in a way, finds 
perfection via its imperfection, revelling in its own faults and offering an alternative world where childhood adventures take over. Since 
there is no pretension on behalf of the artists that what they have made is either well crafted or 'real' in any way, the audience cannot help 
but laugh at the absurdity of a giant squid attack or bizarrely choreographed robot dance scene. 

What is best about Safari Team is that it won't be beaten by the completely unattainable—the physical impossibility of digging to the centre 
of the earth only spurs on a narrative driven solely by wonder, escapism and companionship, rather than any conclusion or result. One of 
the most memorable scenes in the video, borrowed from F.W. Murnau's film Sunrise (1927) is the picture of a lone character rowing silently 
across the lakes of hell and guided into a state of limbo. Of course, Safari Team never makes it to China and so the narrative of its journey is 
also left in limbo, with no solid decision or resolution offered to the audience. 

Like More's socialist Utopia—which forgets to concern itself with how to get there, presuming that the power of its own vision is sufficient-
Safari Team lets the narrative of its journey dissipate. Burning the effigies of their alter egos in an unorthodox underground offering to the 
artistic gods, the artists continue with the real aim of the journey: to entertain the audience and have some fun. We can only hope that just 
like Verne's adventurers, after a successful escapade of discovering prehistoric animals and natural hazards underground, Safari Team's 
members eventually made their way to the surface. 

Safari Team's Dig to China Part III was exhibited at West Space, Melbourne from the 20 August to 12 September, 2009. 

Facing page top: Safari Team, Safari Team Dig to China - Part III, 2009, installation view, West Space, Melbourne. Photo: John O'Neil. 
Facing page bottom: Safari Team, Safari Team Dig to China - Part III, 2009, video still. 
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Regulators 
MONTE MASI 

Above: Bridget Currie, Regulators, 2009, olive tree, fragrance, plywood, installation view, Experimental Art Foundation, Adelaide. Photo: Sam Roberts. 
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Bridget Currie's installation Regulators, at the Experiment Art Foundation in Adelaide, feels like the culmination of several themes evident 
within the artist's recent practice. There was a sparse, considered aesthetic and a poetic representation of the everyday. Most significantly 
though, Regulators was a continuation of Currie's investigation into gravity (or perhaps more correctly, weight) and things being held up/ 
supported by others.1 

Experienced as a whole, Regulators was a large and significant work, simple in its construction but delicate and deliberate enough to hold 
its own. The installation contained an olive tree—rootless but intact—and three fragrances made specifically for the exhibition. Currie 
collaborated with a fragrance design studio to make the scents, which emanated from small containers mounted to the walls of the gallery.2 

One scent had an almost mouldy smell, like rich dirt or manure, while another smelt more like cut grass. The third was like a kind of citrus 
fruit, but woody as well. It was a subtle effect—you had to go over to the containers to get a good whiff—but there were certainly times that 
I thought I could smell the fragrance as I was examining other parts of the installation. 

Currie's main intervention in the gallery, however, was to place the olive tree on its side and carefully balance it on thin vertical strips of 
processed plywood. The wooden structure seemed to fluctuate between feeling almost functional, as though it might be a demonstration 
of a secret arboreal technique, and something more elusive: a kind of peculiar palliative care or magical wooden memorial. The stark white 
space of the gallery emphasised the wildness of the tree, as well as its finer details. Colourful moss and lichen grew on the tree trunk, and 
the occasional green bud was visible on its branches. It reached almost from floor to ceiling, but importantly, didn't feel monumental. Its 
size, coupled with the plywood crutches that'propped up'the tree, purposefully and successfully framed the tree as an object of empathy. 

Despite appearing unadorned and unaffected at first glance, there were indicators that the tree had been carefully treated by the artist, and 
'prettied up'for the presentation. Currie polished both the stump of the tree and another small section further up the trunk—revealing the 
age of the timber and softening the violence of the tree-cutting act. It was also clear that some branches had been recently removed. Here, 
there was a deliberate tension between wild untamed plants and the process of gardening as a domestication of nature. 

In this regard.it is significant that Currie used an olive tree in Regulators, as this species is viewed as a pest in parts of South Australia, 
and is notorious for overwhelming native vegetation. The tree was 'rescued' by the artist for the exhibition: a weed about to be culled 
by a property owner. It was as though Currie might have been trying gently, with the fragrance and plywood supports, to resuscitate and 
rejuvenate the olive tree. And yet at the same time, these aspects also pointed towards the artificiality of the installation. 

As an installation of elements that presented themselves as neither real nor artificial, neither properly living nor properly dead, Regulators 
was a somewhat opaque exhibition, and yet one that offered a great deal of possible readings. Perhaps, though, the most powerful of these 
possibilities is that the work functioned as a commemoration of resistance, weight and exertion, and the real or imagined need for support 
structures—both literal and metaphorical—to hold up all sorts of things. This 'heavy'theme was already evident in Currie's work Portable 
ends (things underpressure), a 2007 installation that was researched and produced during the artist's residency at the Contemporary 
Centre for Art in Kitakyushu, Japan. This pickle-making sculpture consisted of horizontal and vertical plywood boards that applied pressure 
to jars of pickling vegetables (importantly, of course, the jars also supported the structure). This work would seem to be a significant 
precursor to Regulators in both concept and execution. 

The themes present in Regulators also recall the works that Currie exhibited earlier this year in two separate projects at the Contemporary 
Art Centre of South Australia (CACSA). As part of the large group exhibition Road Movies, Currie produced a video entitled A List of Heavy 
Things (2009), in which the artist held a loosely woven black bag full of vegetables. Later in the year, as part of a special commissioned 
project, Currie presented Heavy Shit (knock knock) (2009) in the gardens of the CACSA. This two-part site-specific work consisted of an 
aluminum doorknocker (a cast of the artist's hand clasping a spherical object) installed near the gallery's office door, and a cast aluminum 
bell (with rope and tenpin bowling ball as clapper) lying on the CACSA brickwork. 

These works all pointed—some directly, some obliquely—to the idea of downward pressure, of weight as either a positive or negative force, 
weight as a certain kind of resistance. And it is this idea that seems to be key to Regulators. A resistance that seems to oscillate between 
something necessary (for cultivation and sustainability) and something that is more disconcerting (a rigid stubbornness, an overpowering 
strength). Regulators was a conceptually dense, but delicate and efficient artwork that was also incredibly atmospheric. 

Bridget Currie's exhibition Regulators was held at the Experimental Art Foundation in Adelaide, from 7 August to 5 September, 2009. 

1. Currie's artist notes, in Teri Hoskin's catalogue essay for Regulators, mention the 'manmade holding up the natural... also the dead holding up the living'. 
2. The fragrance design studio that Currie worked with was J.H. Lever & Associates. 

http://regard.it


There There Anxious Future 
AMELIA GROOM 

Compared to other fundamental concepts in modern physics, 
we know little about time. What is it anyway? Does it exist 
independently of space? Does it exist independently of the mind? 
Can it only ever move forward? Can it stop? Are there any times 
other than the present moment? Why does it fly for those having 
fun but drag on and on for the bored, the infantile and the stoned? 

I've never been big on the term 'time-based art'. Used vaguely to 
refer to any art that makes use of duration, doesn't it overlook the 
fact that everything is based in time and subject to duration? It 
does, however, seem an appropriate term for the multi-media work 
of Ms. & Mr. (aka Richard and Stephanie nova Milne), given that 
time is not only the medium at hand, but also the message. 

In their recent solo show There There Anxious Future at Kaliman 
Gallery in Sydney, the matrimonial art entity presented the 
latest manifestations of their ongoing practice of'Retroactive 
Collaboration'. Using home movies and childhood drawings from 
their personal archives and layering them with new images and 
meanings, they create non-linear timelines where things can exist 
in places they previously could not. Time becomes more flexible 
and less unidirectional as their younger selves are granted entirely 
new contexts and experiences, and new relationships between 
their past and future selves are explored. 

My wife, Carolee Winstein, and one mouth of a wormhole are in 
a spaceship far from Earth, and I am in our home in Pasadena 
near the other mouth. The distance through the wormhole 
is very short, so Carolee and I can hold hands through it, 
romantically, as she sails around in interstellar space. If we 
want to do more than hold hands, then I can crawl through the 
wormhole into her spaceship ... In my home in Pasadena, the 
flow of time is slowed a bit by Earth's mass, while in Carolee's 
spaceship in interstellar space, with no massive bodies nearby, 
time flows at its normal, faster pace. After a while this difference 
of flow rate transforms the wormhole into a time machine: 
Carolee can travel backward in time by crawling through the 
wormhole, and can then climb into another spaceship and fly 
out into interstellar space and meet her younger self.1 

By including this quote on their exhibition room sheet, the artists 
paid tribute to the controversial American theoretical physicist Kip 
Stephen Thome, whose work they've been interested in for some 
time. Thorne was one of the first to conduct scientific research into 
whether the laws of physics could permit space and time to be 
connected in multiple ways (i.e. whether time travel could ever be 
possible). He has also worked as an advisor on several Hollywood 
film scripts and treatments that deal with the concept of time 
travel. 

Above: There There Anxious Future (works from left to right): Ms. & Mr, First House (The Optimist), 1984/2009, (restored drawing) acrylic, ink and pencil on school issued 
paper; Ms. & Mr, Retroactive Walk, 2009, video still (found educational footage from CERN Science Facility at the Large Hadron Collider) composited with HDV and 
animation, installation view, Kaliman Gallery, Sydney. Photo: the artists. 
Facing page: Ms. & Mr, Frame Drag, 1988/2009, video still - archived VHS, HDV and animation. 
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Referring to their own work as 'domestic sci-fi', Ms. & Mr. like 
the way Thome cuts through his speculative scientific theory 
with allusions to romance. In the passage above, he explains 
the concept of a wormhole with the example of being able 
to romantically hold hands with his wife as she sails around 
interstellar space—as if this sort of gesture would be the ultimate 
feat of space-time travel. 

Mobilising a wormhole between an 11-year-old Richard and an 
adult Stephanie, Framedrag (1988/2009) —one of the three video 
works in the show—proposed a similarly romantic application 
of the idea of time travel. Seldom seen separately, Ms. & Mr. are 
self-diagnosed with 'chronic co-dependency'. So like much of 
their past work, Framedrag came from an impulse to create a new, 
shared history by retrospectively inserting themselves into the 
other's documented memories, proposing a parallel world where 
they have always existed side-by-side. 

Though it remains a relationship that can only exist on the screen, 
Stephanie's (re)union with her lover as a child is a triumph over 
the predicament that Richard had once lived his life without her, 
without even knowing she existed. It is the pre-pubescent Mr. 
who seemingly has the knowingness and wisdom in this intimate 
scene, as he gently strokes his future Ms. while puffing on a 
cigarette. The title of the exhibition further emphasises the notion 
that, by giving their former selves new narratives, they are letting 
their pasts console and comfort the troubled present/future. 

The original footage of the 11-year-old Richard was taken when 
he was filmed unawares by his older brother who was waiting 
to catch him on camera picking his nose in his sleep. By using it 
in a setting of their own making, the artists defy the exploitative 
motivation behind the raw material and it instead becomes the 
source of a new memory, one that they are in control of. It's a 
reminder that with the ease and accessibility of home editing 

software, each of us is now empowered with the capacity to alter 
the past by altering the images that document it. If memories 
are painful or unattractive, anyone can make like Ms. & Mr. and 
change them to their liking. 

While there is nostalgia here, it is also an optimistic liberation 
of memories from the stasis of the past into living narratives 
that exist in the present, and continue into the time ahead. 
Accommodating the future, Ms. & Mr.'s exhibition also included 
an 'unfinished' video work titled 2024, Preparation for space-time 
dilation and Her, (2009/2024). Here they provide an entry point to 
a 'wormhole' taking us to 2024 (the year of Ms. & Mr.'s actual 25th 

wedding anniversary), which will see the arrival/digital insertion 
of Stephanie (Her) into the work. Meanwhile Richard remains 
suspended in the video's parallel world of disembodiment and 
incompletion. 

There There Anxious Future didn't mark any major new 
developments for the duo, who have been practicing this sort of 
'Retroactive Collaboration' for over four years. What it did confirm 
was that their art of adaptation and restoration is entwined with 
open-ended questions about matrimony, time, cinema, authorship 
and memory, which are far from being exhausted. Exploring 
where materiality ends and fantasy begins, they continue to 
ask how memory is constructed in the digital age and what the 
philosophical implications might be of colliding past, present and 
future. Time-based art indeed. 

Ms. & Mr.'s There There Anxious Future was exhibited at Kaliman Gallery, Sydney 
from 24 July to 15 August, 2009. 

1. Kip S. Thome, 'Spacetime Warps and the Quantum World: Speculations 
About the Future' in Stephen W. Hawking et al. The Future of Spacetime 
(New York, NY: W. W. Norton & Company, Inc, 2002) 146-49. 



Veneer 
CHLOEWOLIFSON 

Upon entering James Harney's exhibition Veneer, the visitor could be forgiven for suspecting that the television screen in the installation 
was showing some kind of monochromatic test pattern. Held at Firstdraft in Sydney, Veneer featured a viewable library of video artworks, 
with each tape named after—and encased in—a different variety of plastic 'wood' veneer. These stood to attention like a small geometric 
forest, positioned on a shelf next to the television. The TV, along with the VCR and a wall of the gallery itself, was also clad in wood veneer. 
By interacting with the work—ejecting one video and playing another—it became clear that each tape contained footage of a different type 
of wood grain pattern. Each video corresponded with the particular veneer of its VHS cover, and the room sheet read like a catalogue of 
botanical specimens, with exotic names such as 'Milano walnut', 'Rock maple', 'Tauny limewood' and 'Palisander'. However, the allusion to 
nature in these titles was not reflected in the electronic graininess of the wood-grain imagery on the screen, nor in the shiny plastic veneer 
of each video cover. 

The inspiration for the exhibition was the op-shop discovery of a VHS tape that was oddly encased in a wood veneer sleeve. This led Harney 
to imagine what video might have been originally contained within this sleeve. By taking a discarded object and inventing an alternative 
future for it, Harney's process calls to mind the exploration of the 'butterfly effect' in the 1998 film Run Lola Run (1998) —in particular, the 
director's use of 'fast forwards' through the lives of auxiliary characters. Harney's similarly close observation of everyday detritus provided 
some surprising insights. 

Veneer brought to light ideas about whether technology and its buzzing dynamism comes at the expense of the preservation of nature. 
This is of course a universal question now, as humankind grapples with the way that its advances have impacted upon the natural world. 
Technology has provided the capacity to reproduce the appearance of nature on a superficial level (the veneer) and even variances within it 

Above and facing page: James Harney, Veneer, 2009, installation view, Firstdraft gallery, Sydney. Photo: the artist. 

78 runway 



(the different'species'of veneer). However, by emphasising the plasticity of the veneer and static of the video, ultimately Harney suggests 
that such representations are a poor imitation of nature. This is reflected in screen culture itself: what is shown on television is mostly a 
manufactured imitation of reality, which does not engage the senses the way reality does. In this way, the different veneers have never lived 
the way their namesakes have. The 'Noble Cherry' has never held the form of an imposing and dignified tree. The 'Natural Zebrand' simply 
isn't. Further, the fact that each of Harney's videos were presented as individual works, called to mind the novelty videos designed to turn 
a television into a fireplace or aquarium. The exhibition therefore provided the opportunity to apply veneer to the television screen itself, 
papering over the medium in response to its own superficiality. 

Just as a video provides a less intense experience than film, and a film is not as vivid as reality, there were many acts of translation running 
through Veneer. The stylised image of the wood veneer was visibly removed from the appearance of the original tree or wood. The found 
video sleeve was removed from its context (the junk shop), and subject to reinterpretation. The videos themselves were removed from their 
cases in order to be played, and the final image on the screen was so far removed from its organic cousin that it was sometimes difficult 
to discern its origin. Meaning became altered as the wood grain pattern was translated from one context to the next. Even the clunky and 
outmoded media format of VHS spoke of a distant time. Whereas today's digital technologies strive to create an image that is as close to 
'reality' as possible, plastic wood veneer and VHS tapes nod towards the philosophy of 'near enough is good enough'. The quality of a VHS 
is simply not acceptable in the current heyday of DVD, just as a kitchen bench decked out in wood veneer would pale (or rather peel) in 
comparison to a granite bench top. What was once an acceptable contribution to the domestic interior has fallen into the category of kitsch. 

Nevertheless, superficiality has become something to embrace. It is now fashionable to focus on one's veneer. First impressions are very 
important, and these days no one has time to look below the surface anyway. In this exhibition, viewers who delved beyond the wood 
veneer of the video covers were rewarded with yet another—slightly fuzzier—veneer. Harney's work was deceptively simple: it ultimately 
revealed a great deal. 

James Harney's Veneerwas held at Firstdraft Gallery, Sydney from 10 to 27 June, 2009. 
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Primavera 2009 
TALIALINZ 

Pinpointing an exhibition's thematic thread can be both a pleasure and a burden, but one that can help us further appreciate a curator's 
intentions and outcomes. With Primavera this task gets even trickier given that this annual group'exhibition is usually unthemed; the only 
official commonality between the included artists is their status as 'young' and 'Australian'. So too, this year's guest curator Jeff Khan 
has collated a group of artists that practically and theoretically have very little else in common.1 Perhaps we could seize upon this as an 
advocation by the Museum of Contemporary Art (MCA) to throw the spotlight back on the artists. 

What best linked the disparity of the nine artists in Primavera 2009 was their unabashed sense of exploration. Whether the totality of their 
work here was more or less successful, each addressed their installation space/s with creativity and self-faith. The (mostly) earnest work 
was a refreshing change from the wave of distancing techniques and the obsession with irony that, particularly of late, seems to have had a 
stronghold on the work of emerging artists in this country. The result was a varied and dynamic showcase. 

Christopher LG Hill's Clique (2009) provided the entrance point for the show: a circle of empty chairs, each personified by leftover remnants 
belonging to a phantom inhabitant. It read like the opening stage directions of a play. Or as though some mysterious emergency had 
caused a massive exodus and the viewer was the only one left to make sense of the debris. Hill's artistic metaphor suggested endless 
manifestations around the notions of authorship, collectivity and presence/absence within an artistic realm. But ripples of political 
commentary also attached themselves to the deserted chaos. 

On the subject of chaos, Wade Marynowsky's Autonomous Improvisation v.i (2007) strung together a discordant melange of video 
sequences described by Khan as 'nineteenth-century gothic-horror imagery and humour'.2 From a devil-worshipping electric guitarist to 
a Leigh Bowery-esque character with sequins and a hula-hoop to boot, Khan's description is apt for the odd sort of sound art spectacle 
that results. For me personally, 'three-channel audio and visual projection' is becoming less of an aphrodisiac, but this work was strangely 
addictive. Perhaps in the same semi-shameful way that watching the outtakes of a talent-based reality show can be. Who are these friendly 

Above: Wade Marynowsky, Autonomous improvisation vi, 2007, video and pianola installation, [pictured contributing artists: IVlilica Stefanovic (left and right), Dallas Delia 
Force (centre)] installation view, Primavera 09, MCA, Sydney. Photo: Jenni Carter. 
Facing page: Andy Best, Oom, 2009, mixed media installation, installation view, Primavera 09, MCA, Sydney. Photo: Jenni Carter. 
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freaks and who or what are they performing for? There was also a spooky sense of automated control—Kubrick's Space Odyssey gone goth. 
The mechanical pianola complete with computer-generated candelabra was Marynowsky's cheeky cherry on top. 

Christine Eid's work operated in a more quotidian sphere. The artist spent years researching the stories of Lebanese migrants who came to 
Australia in the fifties and sixties and mostly out of necessity, became taxi drivers once they moved to Melbourne. At times overtly didactic, 
the most powerful work in Eid's suite was her flock of taxi roof lights. Displayed like glowing headstones, each light glared the name of 
its owner—names that oscillate between English and Arabic, from John and Ray to Nadim and Youssef. The strength of the work lay in its 
exploration of the nebulous notion of where cultural identity begins and ends. Names are central to our individual sense of identity but are 
necessarily malleable for these men that live in both cultures, or between them, awaiting rebirth as something, or someone, else. 

The personal and universal were again at play in the work of Roderick Sprigg, an artist with a very different background. Again a 
conglomerate of different media, Sprigg's installation Mechanical Nuisance (2008-09) was an exploration of his Western Australian farming 
heritage and, in particular, the notion of masculinity within it. Constructed from protective equipment typically employed by farmers, 
Sprigg's dining table stood as a steel monument to the slippage between the ideal and the real. It seemed to call into question the ideal of 
the brave lone male tilling the field, returning at night to a loving wife, doting children and a nutritious feed. Framed in a domestic setting, 
these protective guards were also suggestive of an emotional guardedness, raising questions about familial dynamics and the personal 
costs of this rural lifestyle. The notion of masculinity is perhaps one not dealt with frequently enough in art, especially considering the 
complex masculine paradigms innate to Australian culture. The spatial realisation of the installation did not do the piece any favours; it felt 
more like a passage between works than a destination in itself, and Sprigg could have gone much further with his chosen subject. 

Ross Manning's kinetic installations transform everyday objects such as electric fans and pieces of plywood into breathing artworks, 
shimmering and shivering as they whir and rotate. Around these smartly engineered feedback systems there are, of course, themes of 
human and technological interaction and a critique of the embarrassing excess left in the wake of our consumerist society. So too, there 
are important ecological —not to mention social—questions about our future and the ever-expanding role of machines within it. Manning's 
Sad Majick (2009) was a highlight of Primavera. Alone in a darkened room, a tiny, central prism created fans of coloured light as it rotated 
around its axis. The work was simultaneously simple and complex, magical, beautiful and yes, as the title suggests, somehow sad. 

Michaela Gleave's offering was another stunning work, both in its visual aesthetic and in a 'how did she do that?' kind of way. Typical of 
her large architectural installations, Raining Room (Seeing Stars) (2009) was a private viewing of the natural phenomena of precipitation; 
within the walls of the MCA, within a constructed timber box, a steady rain fell. Gleave's work blurs inside and outside environments, 
creating a microcosm of interdependence. She purposely exposes the inner mechanics of her intricate nature-mimicking pieces, and in 
doing so challenges ideas of ownership and creation. 

Dealing with similar themes in a vastly different manner was The Oom (2009-present), a perplexing installation and ongoing project by 
Adelaide-based artist Andy Best and his collaborators. The range of work exhibited included photographs, an online portal and mobile living 
quarters, and offered a sneak-peak into an artist colony with members both real and imaginary. It conjured the history of 1960s exploratory 
communities like Esalen in the United States—a favourite of transcendental seekers and artists such as Aldous Huxley, Joseph Campbell 
and Jack Kerouac. Whether proposing or critiquing a radical hermetic collective existence, Best's brave new world was indeed, as Khan 
notes, a 'slippery entity'.3 Collectively The Oom looked more akin to the pages of Vice Magazine than a hopeful alternative to an artless or 
spiritless existence. A little too slippery perhaps. 

If this seems to be getting too esoteric, Spat + Loogie's work Pie (2009) brings us backdown to earth. Outside the MCA, members of the 
general public could book an allocated time to converse with an artist. At the conclusion of this appointment they could choose to either 
enjoy a cream pie with the artist or appropriate the old pie-in-the-face slapstick gag. Through the comedic appeal of this humiliating public 
spectacle, the duo endeavoured to engage non-art-goers in artistic debate. In the process, the viewer-come-performer-come-critic is armed 
with ideas, or with cream, and the act of pieing (or not) becomes political. My issue with the piece is the insufficient documentation of these 
live actions included in the body of the exhibition itself—a problematic aspect of much performance work. Sometimes photos just don't 
cut it. And I find it interesting that engagement with the general public often entails seeking a sense of validation for art's importance and 
revelatory capabilities. Why do the business or sports sectors never stop to ask us what we think of them? 

Primavera 2009, curated by Jeff Khan, was held at the Museum of Contemporary Art, Sydney from 9 September to 22 November, 2009. The exhibition featured Andy Best, 
Christine Eid, Michaela Gleave, Christopher LG Hill, Ross Manning, Wade Marynowsky, Roderick Sprigg and spat + loogie. 

1. Jeff Khan is also the current Artistic Director of Melbourne's Next Wave Festival. 
2. Exhibition wall text, Primavera 09: Exhibition by Young Australian Artists, Museum of Contemporary Art. 
3. Jeff Khan, Primavera 09: Exhibition by Young Australian Artists (exhibition catalogue, Museum of Contemporary Art, Sydney, 2009) 12. 

Facing page (above left): Ross Manning, Neo-Luddite Pyjama Party, 2009, mixed media installation, installation view, Primavera 09, MCA, Sydney. Photo: Jenni Carter. 
Facing page (above right): Michaela Gleave, Raining Room (Seeing Stars), 2009, mixed media installation, installation view, Primavera 09, MCA, Sydney. Photo: Jenni Carter. 
Facing page (below): Christine Eid, Your place, 2006, mixed media installation, installation view, Primavera 09, MCA, Sydney. Photo: ienni Carter. 



Time Trap 
EMMA WHITE 

In the atheist household of my childhood, my personal concept of 
the afterlife was this: everything I missed or wished to experience 
again, I would somehow see again after I died. My deity-free vision 
of the hereafter exemplified the desire to be eternally present 
and effortlessly simultaneous, rather than stuck with the limited 
perspective of one body in one lifetime, oppressed by linearity and 
the laws of physics. It's this desire that is exploited by narrative 
cinema, which offers not only a temporary suspension of one's 
own physical particularity, but the illusion that time is not passing 
in one's own body. 

David Lawrey and Jaki Middleton's exhibition Time Trap, at 
Firstdraft, bundled up some of these fantasies of immersion and 
transcendence in its exploration of the cinematic tropes of time 
travel and the supernatural. The artists' collaborative practice 
incorporates low-tech analogue mechanics, pre-cinematic visual 
devices, DIY aesthetics, an evident love of popular culture and an 
interest in illusion within historical discourse. Time Trap brought 
together iconography of the cinematically fantastical (aliens, 
ghosts, travelling in time) with a large kinetic sculpture and a 
series of smaller, wall-mounted works relying on reconstruction 
and optics to work their magic. 

The artists manipulated the cavernous space of Gallery 2 well; it 
was completely darkened, and was blocked to both light and the 
eye at the entrance by an additional wall. Mounted on that wall 
was Not so high, not so high(20oc>) a light box recreating in felt 
relief a key image from the movie E.T. The Extra-Terrestrial (1982). 

This instantly recognisable image of Elliott and ET flying on a BMX, 
silhouetted by the moon is also the logo of Steven Spielberg's 
production company Amblin; the artists used it with a knowing 
wink on this opening wall as a kind of production card for the show 
itself. 

Further into the space, viewers were drawn towards a large 
diorama mounted to the wall at eye-height. Inside was a grey-
felted landscape covered in dead grey trees, cartoonishly 
desolate. Lit internally from above, the tableau has the feel 
of a dark, dead aquarium. Periodically, the transparent image 
of a steam locomotive emerges from the dark hillside, pelts 
towards the gallery wall, and then disappears into it. This is a 
'ghost' train (you can see through it), but its auditory resonance 
creates an echoing presence in the gallery space. You can hear 
the train (presumably real, somewhere behind the scenes) 
circumnavigating its tracks, click-clacking aurally from left to 
right, its real-time surround sound momentarily transforming the 
diorama into widescreen. This confusion of auditory and visual 
cues inverts the illusion of the train; you're seeing a chimera that 
somehow makes 'real' noises. 

The work is monochromatic, invoking black and white as a signifier 
of times past; like an old photo of something that's necessarily 
already dead by virtue of the picture's age, as though what we've 
learnt from movies and photography is that in the past, there 
wasn't any colour. The work's title, You're not thinking fourth 
dimensionally, is a line from the third movie in the trilogy Back 

Above: David Lawrey & Jaki Middleton, Time Trap (Tardis), 2009, sculpture. Photo: the artists. 
Facing page: David Lawrey & Jaki Middleton, You're not thinking fourth dimensionally, 2009, kinetic installation. Photo: the artists. 



to the Future.1 Specifically, the work recalls the episode when the 
heroes travel back in time to 'ye olde West', a location that is in 
itself a pastiche of nostalgic conceptions of the past engendered 
by the Western cinematic genre. The train of Lawrey and 
Middleton's work is both the train of Back to the Future III (1990) 
and the DeLorean of the first instalment, speeding through the 
shopping centre car park, about to hit a kiosk, before disappearing 
into another dimension at the decisive moment. However, the 
'West' represented in You're not thinking fourth dimensionally 
is not the thriving frontier settlement the characters visit when 
they travel back in time, but the ghost town you'd find a hundred 
years later, where a ghost engine seems doomed to loop the earth 
forever. Here the omnipotence of the time traveller turns into 
accursed immortality. 

The train also recalls the Lumiere brothers' early film The Arrival 
of a Train at La Ciotat Station (1895), arguably the first horror 
movie. Late 19th Century audiences, unfamiliar with cinematic 
illusion, are said to have run screaming from the room when what 
appeared to be an actual train hurtled towards them. There's 
also Magritte's train emerging from a fireplace,2 and the sudden 
appearance of ghostly galloping horses in the bedroom of a small 
boy in the movie Time Bandits (1981),3 disappearing through a 
wall that proves to be solid upon examination. The soft texture 
of the landscape also suggests, for me, Adam's model town in 
Beetlejuice (1988), where Michael Keaton's demon appears in a 
foam-rubber graveyard (yet another invocation of the afterlife). 

The other two works in the exhibition, Time Trap (Tardis) and Time 
Trap (DeLorean), also housed within boxes that you have to peer 
into, were inevitably a bit overwhelmed by the larger installation. 
More like 'space' rather than 'time' traps, these works contain 
little translucent images of their titles' time machines that are only 
visible from certain angles (with parabolic mirrors, apparently). 
Hovering mid-air within their enclosures, they're like Norville 
Barnes in The Hudsucker Proxy (2004), suspended mid-suicide fall 

after the workings of a clock are stopped with a wedge—time and 
gravity, of course, stopping along with them. 

It's impossible for me to see these works without bringing such 
cultural references to my reading. But this seems to me to be the 
point; Time Trap makes clear that meaning is constructed, layer 
by mediated layer, from knowledge we already possess and to 
which we can connect new information. The process is disguised 
in vernacular narratives and visual pleasures that persuade us 
to adapt our present understanding of the world. At the same 
time, the work acknowledges the circular deadlock of infinite 
self-referentiality. The pleasure of recognition and of interpreting 
signs is irresistible —is this how we think, post-modemly? Is 
cultural reference the fourth dimension through which cognition is 
mediated? Popular culture is central to the intelligibility of Lawrey 
and Middleton's work; they intelligently bring together intersecting 
points of vernacular and popular culture, visual history and 
sensory/perceptual delight. Their work's intertextual re-layering 
ultimately builds to the anti-climax of longing for times past, and a 
revelling in the surface of that past. The artists lay clues that lead 
only to other clues; there's no 'reveal' behind the curtain. There 
can't be a reveal; Time Trap makes clear that it's concerned with 
illusion and visuality, not with revelation. Time Trap is all middle, 
no beginning, no end; just a jarring kind of'always-now' and 
'come-again'. It's a world that's seductive, and playfully dark. 

David Lawrey & Jaki Middleton's exhibition, Time Trap was held at Firstdraft, 
Sydney from 25 February to 14 March, 2009. 

1. Back to the Future (1985), Back to the Future II (1989), Back to the Future 
III (1990). 
2. Rene Magritte, Time Transfixed, oil on canvas, 1938. 
3. The first time travel movie I remember seeing, and possibly my favourite. 
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Nice Dreams 
ELLA BARCLAY 

My most recent gripe is with the Sydney Morning Herald publishing articles entirely comprised of tweets. Knee-jerk journalism that side
steps the orderly procedures of trawling through all available data, fact-checking and presenting some form of legible analysis. Also 
troubling is how little reflection there is—ironic really, as we are now living in an era where almost everything is recorded in some way. How 
often do we assess sound bites of what was said on certain issues last month, last year, last century? 

Nice Dreams was an exhibition of collaborative work by Sumugan Sivanesan and Gustavo Boke that examined two specific events in 
Australian history and developed a thoughtful and visually engaging dialogue around them. Entering Black and Blue, the viewer was 
confronted by a white monochrome donkey-cart piled with hundreds of pink and green ice cream cones filled with expandable foam. At 
the opening the artists told me of their initial plans to blow the cart up, but the two were concerned that the glass-panelled windows of the 
gallery would pop out and crash to the pavement, many floors below. 

The gallery window itself was clad in black cloth tape, forming a Union Jack; a recurring motif in Sivanesan's collaborative practice. Most 
recently, a gaffa-tape Union Jack featured in his work Inlaws Outlaws (2009), a collaboration with Melletios Kyriakdis that was installed in 
the window-boxes of Albion Place in Sydney's CBD. These works drew comparisons between contemporary bikie gangs and the Kelly Gang, 
by placing images of a Ned Kelly tin helmet and a motorcycle helmet alongside eachother. The work stipulates that time is, perhaps, the 
determinate component in which Australian outlaws reside in the notorious-heroic spectrum of Australian recapitulation. 

Pinned on the far wall of Nice Dreams was a newspaper article from the Daily Mirror dated 14 May 1962. The article recounted the story that 
forms the basis of the exhibition's rubric, describing the events of New Year's Day, 1915, in Broken Hill. Starting at noon, a procession of 
approximately 1200 people, comprising of members of Broken Hill's Manchester Unity Order and their families, headed out for a New Year's 
Day picnic. Unbeknown to them, two local men —a Halal butcher and a young ice-cream salesman/part-time hash dealer—were positioned 
behind a nearby ice cream cart adorned with a Turkish flag.1 In a supposed act of solidarity with the Turkish army at Gallipoli the two fired 
indiscriminate shots into the crowd, killing three people and wounding fourteen. The crowd —along with two carts full of constables-
retaliated, killing both men. At 8pm that night, an angry and confused group assembled at the local police station, demanding answers. 
The group soon reached a consensus that the Germans of the town had put the two men up to it. The mob then descended on the German 
club, detaining the local Germans, and burning down the premises before staking an Australian fiagin the embers.Thisseriesof events was 
subsequently used as evidence by Attorney General William Morris Hughes to facilitate Australia's World War 1 internment camps, which 
held thousands of new immigrants to Australia until 1918. The Daily Mirror article concludes'And two Marihuana [sic] be-fuddled Turks had 
caused it all'. From this article, the viewer ascertained a series of signifiers that linked all components of the exhibition. 

Opposite the newspaper article was a collection of contemporary photographs of the GhanTown Mosque, Broken Hill, a picnic truck and a 
prayer matt, all of which were hung in vintage, mismatched frames, giving the installation a homely aesthetic. To the right of these was the 
video work Terror Australia (2009), which featured footage from the G8 Summit overlaid with the audio of an interview with Gordon Dansie 



of the Broken Hill Historical Society. Here Dansie methodically explains the overwhelmingly successful integration of Turkish and Afghan 
camel rearers into Broken Hill life, in particular their early incorporation into the unions and attainment of reasonable incomes. 

Elsewhere in the exhibition was Dream Island (2009), a video installation comprised in part by two busts draped in T-shirts, from which 
protruded bicycle handlebars resembling antlers and, for reasons one cannot wholly articulate, an aura of guerrilla-like stoicism. Between 
these two forms, a television screened footage of an angry mob as it rallied outside a police station —recalling the events described in The 
Daily Mirror article. This is not 1915 though; watching the video we realise that it is raw footage, from 2004, of the revelation that Palm 
Island resident Mulrunji Doomadgee died in police custody as result of a 'fall'. The video shows the crowd being incited by LexWotton, a 
peer of Doomadgee's, who demands answers. I found out later, that an extensive riot ensued, severely damaging the Palm Island police 
station. Wotton was subsequently convicted of inciting a crowd to commit violence and sentenced to two years in prison. 

We can see here the employment of what one might call historical apposition. Not unlike Sivanesan's previous pairing of Lebanese Bikie 
Gangs with Ned Kelly, two disparate events—separated by almost a hundred years and involving different Australian cultural icons —are 
brought together. The Palm Island riots and the Turkish uprising at Broken Hill provide, forme, a flipside to the events of 1996, when John 
Howard endorsed historian Geoffrey Blainey's refute of a 'black armband view of history', just before he flew over to speak at the Dawn 
Service at Gallipoli. These two different accounts of dissent, stir contemplation about the legacies of colonial power in a broader Australian 
context, and varying strategies that counter it. 

Sivanesan and Boke's particular kind of creative historical exploration adopts an approach that runs counter to convention: a chaotic but 
nonetheless designed museology, without any obligation towards an orderly string of compressed information. Instead, it's as though 
events from the past have become the artist's media, to assemble, construct and re-present. Here oral history, published records, photo 
documentation, sculpture, installation, painting, sound design and video all come into play. There is an earnestness to this approach, a wish 
to pull us all into a specific context and let us float around in it for a while. It runs against a prevalent rule in art to present less, not more, 
and to leave interpretation to the viewer. 

The experience of walking through this exhibition was not unlike trawling over a news website. One could skim over the information and 
enjoy the pictures, or go further into each work to explore the heavily researched plethora of material. Yes, Nice Dreams was muddled and 
disparate and confusing. Each of the seven works in the exhibition seemed as though they could have been made by different artists, rather 
than a single-minded, collaborative duo. But then, history, and our understanding of it, is no more clear cut. In this exhibition I see a model 
that has enabled the artists to colocate oddities in Australian history, and from which we can arguably reap more insight, experience and 
meaning than from traditional documentary, literary or museological models. 

Sumugan Sivanesan & Gustavo Boke's exhibition Nice Dreams was held at Black and Blue Gallery, Sydney from 4 to 19 September, 2009. 

1. The men were initially presumed to be Turks but were later found to be Indian Muslims. 
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Forthcoming 
Exhibitions 

NSW 

WELCOME TO THE DEATH SHOW: THE DEATH PROJECT STAGE 2 
BROWN COUNCIL, LIN DA BRESCIA, TONY GARIFALAKIS, DAVID 
GRIGGS, SODAJERK, PETER MADDEN, TRACEY MOFFATT, BEN 
QUILTY, JODIE WHALEN, ALUS. WOLF and JAMIL YAMANI 
curated by FIONA DAVIES 
19 October-18 December 
Parramatta Artists Studios 
45 Hunter Street, Parramatta 
www.parramattastudios.com.au 

WATER, EARTH AND AIR: A SERIES OF INTIMATE INSTALLATIONS 
CHARWEI TSAI 
23 October-19 December 
Sherman Contemporary Art Foundation 
16-20 Goodhope Street, Paddington 
www.sherman-scaf.org.au 

SPECIAL EFFECTS I SAM SMITH 
29 October-21 November 
GrantPirrie 
86 George Street, Redfem 
www.grantpirrie.com 

THE 2009 B.E.S.T CONTEMPORARY ART PRIZE FOR PAINTING 
TOM POLO 
5 November-22 November 
MOP Projects 
2/39 Abercrombie St, Chippendale 
www.mop.org.au 

Above: Sam Smith, Into The Void, 2009, video still. 
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CIRCUITOUS I MICHELEZARRO 
5-25 November 
Peloton 
19 Meagher Street, Chippendale 
www.peloton.net.au 

STUDY I EMMA WHITE 
6 November-19 December 
BREENSPACE 
289 Young Street, Waterloo NSW 2017 
www.breenspace.com 

STOOL I MISHA HOLLENBACH 
6-21 November 
Black & Blue Gallery 
302/267-271 Cleveland Street, Redfem 
www.blackandbluegallery.com.au 

TV MOORE 
12 November- 5 December 
Roslyn Oxley9 Gallery 
8 Soudan Lane (off Hampden Street), Paddington 
www.roslynoxley9.com.au 

Above: Emma White, Study (pin), 2009, photograph. 

TRADEAIR I JAMES CHARLTON 
20 November-20 December 
Artspace 
43-51 Cowper Wharf Road Woolloomooloo NSW 2011 
www.artspace.org.au 

JOANNA LAMB 
26 November-13 December 
sullivan+strumpf Fine Art 
44 Gurner Street, Paddington 
www.ssfa.com.au 

NIGHTTIME: WORDS + PICTURES 
curated by ROSIE DENNIS and LARATHOMS in partnership with 
Performance Space 
29 November, 8pm 
Performance Space @ CarriageWorks 
245 Wilson Street, Eveleigh 
www.performancespace.com.au 

WHAT DO I DO? I BROWN COUNCIL 
3 December -19 December 
Locksmith Project Space 
6 Botany Rd, Alexandria 
www.locksmithprojectspace.com 
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SEAMUS HEIDENRICH 
3 - 1 2 December 
Chalk Horse 
56 Cooper Street, Surry Hills 
www.chalkhorse.com.au 

A SPANIARD'S JOURNEY TO LISMORE I TINO LA BAMBA 
5 December, 1.30pm - 3pm 
The Red Rattler 
5 Faversham St, Marrickville 
www.redrattler.org 

WAX ON: FROM CRONULLATO PALM BEACH I artists include 
ADAM CULLEN, JO CUZZI, ELLIS D. FOGG, FIONA LOWRY, PAUL 
McNElL, NELL, SCOTT REDFORD, KYLIE ROBERTS, RACHELSCOTT 
and TIM SILVER 
5 December - 31 January 2010 
Hazelhurst Regional Gallery & Arts Centre 
782 Kingsway, Gymea 
www.hazelhurst.com.au 

ACT 

INSIDE OUTSIDE I ERIK KREBBS-SCHADE and NATALIE SAUN 
4 November-15 November 
Australian National Capital Artists Inc. (ANCA) 
1 Rosevear Place, Dickson 
www.anca.canberra.net.au 

SA 

MATTHEW BRADLEY 
6 November-13 December 
CACSA 
14 Porter Street, Parkside 
www.cacsa.org.au 

TASMANIA 

GLACIAL MATTERS I BOZO INK (AMANDA SHONE, CAMERON 
BISHOP and SIMON REIS) 
13 November-6 December 
Six_a Artist Run Initiative 
6a Newdegate Street, North Hobart 
www.myspace.com/six_a 

ART IN THE AGE OF MECHANICAL REPRODUCTION I DREW 
PETTFER and JARED DAVIS 
28 November-19 December 
Inflight Art 
237 Elizabeth Street, Hobart 
www.inflightart.com.au 

CANTCHANTI VERNON AH KEE 
13 February - 1 4 March 2010 
CAST 
27Tasma Street, North Hobart 
www.castgallery.org 

WA 

SHOW CHARACTER I ANONYMOUS, BERRl FLECKE, TOM FREEMAN, 
LEE LONGLEY, LOUISE MORRISON & MATT DICKMANN and TONY 
NATHAN 
curated by JONAH DAMES 
31 October - 20 December 
Perth Institute of Contemporary Arts 
Perth Cultural Centre, James Street, Northbridge 
www.pica.org.au 

QUEENSLAND 

FORTUNATE AND BORED I MARTIN SMITH 
28 October- 21 November 
Ryan Renshaw 
137 Warry Street, Fortitude Valley 
www.ryanrenshaw.com.au 

MIRROR MIRROR: THEN AND NOW 1 artists include ROBYN 
BACKEN, CHRISTIAN CAPURRO, PETER CRIPPS, MIKALA DWYER, 
ALEX GAWRONSKI, CALLUM MORTON, EUGENIA RASKOPOULOS, 
JACKY REDGATE and ROBERT PULIE 
curated by ANN STEPHEN 
24 October - 1 2 December 
Institute of Modern Art 
420 Brunswick Street, Fortitude Valley 
www.ima.org.au 

TRENCH MOUTH I SARAH BYRNE 
31 October-21 November 
No Frills* Gallery 
Studio 3.10, Level 3 
Metro Arts Galleries 
109 Edward Street, Brisbane 
www.nofrillsari.org 

FULLCIRCLEIDACCHIDANG 
4 November - 21 November 
Metro Arts Galleries 
Level 1,109 Edward Street, Brisbane 
www.metroarts.com.au 

VICTORIA 

TECTONIC SHIVERING I DAN BELL 
28 October - 1 4 November 
TCB art inc. 
Level 1/12 Waratah Place, Melbourne 
www.tcbartinc.org.au 

PROBLEM SOLVING: I WISH CHARLIE KAUFMAN WROTE 
RELATIONAL AESTHETICS I FERGUS BINNS, JON CAMPBELL, 
RONNIE VAN HOUT, AMANDA MARBURG, SERAPHINE PICK, KAIN 
PICKEN & ROB MCKENZIE and MICHELLE USSHER 
5 November-28 November 
Uplands Gallery 
247 High Street, Prahran 
www.uplandsgallery.com 
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WILLIAM AND WINIFRED BOWNESS PHOTOGRAPHY PRIZE 
6 November-13 December 
Monash Gallery of Art 
860 Ferntree Gully Road, Wheelers Hill 
www.mga.org.au 

ON THE MAKE I HELEN JOHNSON 
1 4 - 2 8 November 
Utopian Slumps 
25 Easey St, Collingwood (entry via side alley) 
www.utopianslumps.org 

HOTHOUSE I STUART BAILEY 
14 November-13 December 
Linden Contemporary Arts Centre 
26 Acland Street, St Kilda 
www.lindenarts.org 

NOISE CANCELLATION 1 CARA-ANN SIMPSON 
21 November-12 December 
Conical Inc. 
Upstairs, 3 Rochester St, Fitzroy 
www.conical.org.au 

SPIRIT GALLERY ITORIE NIMMERVOLL 
24 November- 12 December 
Seventh 
155 Gertrude Street, Fitzroy 
www.seventhgallery.org 

CURTAIN CALL I artists include CHRIS BOND, KEL GLAISTER AND 
LARESAKOSLOFF 
curated by DREW PETTIFER and JULIAN WHITE 
26 November-12 December 
Blindside 
Nicholas Building, Room 14 
37 Swanston Street, Melbourne 
www.blindside.org.au 

JOHNWARWICKER 
26 November-19 December 
The Narrows 
2/141 Flinders lane, Melbourne 
www.thenarrows.org 

TAI SNAITH 
27 November-19 December 
Kings ARI 
Level 11/171 King Street, Melbourne 
www.kingsartistrun.com.au 

NEW ZEALAND 

DANIEL KNORR 
24 October 2009 - 28 November 
ARTSPACE 
Level 1, 300 Karangahape Road Newton, Auckland 
www.artspace.org.nz 

ROBBINSCHILDS I SONYA ROBBINS and LAYLA CHILDS 
25 November - 20 December 
The Physics Room 
Second Floor, Old Central Post Office Building 
209 Tuam Street, Christchurch 
www.physicsroom.org.nz 

INDONESIA 

IMMEMORIAL: REACHING BACK BEYOND MEMORY 
TOBIAS RICHARDSON, HAYLEY WEST, MIN WONG, JENNY FRASER, 
CATRIONA STANTON, WIMO AMBALA BAYANG, MARYANTO, 
CAROLINA RIKA, LASHITASITUMORANG, S1GIT BAPAK 
CURATED BY STEVE ELAND and SUDJUD DARTANTO 
9 - 1 5 November 
Roommate 81 Indonesia Contemporary Art Network (iCAN), 
Jalan Suryodiningratan 37b Yogyakarta, Indonesia 
www.canmanage.net 

Above left: Berry Flecke, Cold Dream of an Earth Star (detail), 2008, photograph.Above right: James Charlton, Blow, 2009, production still forTradeAir. 
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watching Sylvania Waters 

10 October - 29 November 2009 

Mitch Cairns ! Carla Cescon I Peter Cooley I John A. Douglas 
The Kingpins ! David Lawrey & Jaki Middleton i Luis Martinez 

Archie Moore I Ms & Mr I Elvis Richardson I Holly Williams 

Curated by Daniel Mudie Cunningham 

Hazelhurst Regional Gallery & Arts Centre 
782 Kingsway Gymea 

Tel: 8536 5700 
Email: hazelhurst@ssc.nsw.gov.au 

www.hazelhurst.com.au 

artsnsw® QVGOUA ff}\ 
TRANSPORT ^ j F 

Australian Government 
lilt 

New South Wales 
Hazelhurst 

THE VISUAL ARTS AND CRAFT STRATEGY 

dna creative 

A facility of Sutherland Shire Council 

Sutherland Shire 
COUNCIL 

ABC 

REGIONAL GALLERY i ARTS CENTRE 

Hazelhurst is suppo r t ed by the Visual A r t s and Craft Strategy, an init iat ive of the Aust ra l ian , State and terr i tory Governments . 

mailto:hazelhurst@ssc.nsw.gov.au
http://www.hazelhurst.com.au


bucket 
MOP 
FUN RAISER 
CASH & CARRY 
ALL WORKS $50 
PLEASE DONATE OR BUY A WORK 
ALL WORKS @ MOP BY THE 13.12.09 
(any medium) no larger than a3 in size 
Exhibition: one night only 17.12.09 6-8pm 

MOP Projects Thursday - Saturday 1 - 6 p m Sunday & Monday 1 - 5 p m 
2 /39 Abercrombie Street Chippendale Sydney NSW 2008 
Ph: 02 9699 3955 E-mail: mop(5)mop.org.au www.mop.org.au 

http://www.mop.org.au


PON 
IS A NEW INTERNATIONAL FILM, VIDEO AND 

PERFORMANCE FESTIVAL DEDICATED 

TO QUEEROTICA 
INSTALLATIONS, PANELS, PARTIES AND PLAY THAT 

PROMISE TO STIMULATE, TITILLATE AND ENGAGE. 

PERV QUEEROTICA FILM + VIDEO FESTIVAL 

T H U R S IOTH - SUNDAY 13TH DECEMBER 

PERVFILMFESTIVAL.ORG 

• • • " S I 

WHATS ON AT 

T H E RED RATTLER THEATRE 

INDEPENDENT ARTIST AND ACTIVIST RUN SPACE 

6 FAVERSHAM ST MARRICKVILLE 

REDRATTLER.ORG 

Cabinet 

Music, art and performance on a Sunday. 
A diverse array of local artists showcasing a 
smorgasbord of entertainment to wind up your 
weekend. Presented by Rinse Out Inc. 
6.30pm Sunday 8 & 22 November 2009 

Launch party for Tino La Bamba: 
A Spaniards journey to Lismore 
Tino La Bamba is on a mission to Lismore to reclaim 
his brother's honour which was violently compromised 
after a night of debased group sexual activity with the 
Lismore rugby league team. Armed with a golden 
trombone gifted to him from the divine god almighty 
and his trusty motorized steed "Platanito" he will ride to 
Lismore in the name of decent sexual activity. 
Presented by Mark Shorter 
l-4pm Saturday 5 December 2009 

How To Make Trouble and Influence People: Pranks, 
Hoaxes, Graffiti and Political Mischief Making From 
Across Australia Book Launch Party 
7pm Saturday 5 December 2009 

Seen and Not Heard 
A film festival that battles the celluloid ceiling, 
celebrating the diverse and extraordinary work of 
women filmmakers 
Thursday 14 - Sunday 1 7 January 201 0 

O-NO-MA-TO-PI-YA 
Two days of live film soundtrack presented by Clare 
Cooper (the N O W now) together with OTHERFILM 
(Brisbane) and with the support of the National Film 
and Sound Archive 

Friday 29 - Saturday 30 January 2010 

Queer Mardi Gras 

performance, politics, parties 

affordable, accessible, alternative 

March 2010 

http://PERVFILMFESTIVAL.ORG
http://redrattler.org


www.camilleserisier.com 

http://www.camilleserisier.com
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