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born, working their way into the city’s gallery system or leaving

for more lucrative opportunities elsewhere. Curtin is legend for its
radical teaching practices, from banning pencils in drawing classes
to turning sculpture workshops into backgammon games. [n art
schools the idea of process is vital to getting artists to reflect on
what they are doing, but it is only a recent invention. Process is a
way of remystifying the artist in an era of demystification, a way of
justifying public money when the public has little interest in

the high arts.

Australia inherited the problem of elitism in art from its earliest
days, as public support for the arts was thought to be of benefit
to a population of unworthy ex-convicts, roughneck settlers and
other runaways from Europe. The earliest Australian artists were
forgers, shipwrecked sailors and second-rate naturalists, but

they were supported by free settlers who wanted to turn their
ownership of land into a culture of dominance. It has been left

to institutions such as PICA to carry on the tradition, to translate
high culture for the low, and the relevance of art to a public that
knows it remains the province of a few. Thus, in grant applications
and acquittals, curatorial proposals and the micro-management of
shows, the charade of making work for a fictional public sustains
a small industry of bureaucrats. Those that matter in the art world
are not artists but gatekeepers; the curators, institutions and
funding bodies who carry on the paradoxical and colonial mission
of mystifying art as a way of bridging the cultural divide.

Thus, in her catalogue essay PICA curator Leigh Robb thinks of
Rounds after Harold Bloom, whose lineage of influence, from one
artist to the next, constructed a model for high modernism at

a time when it faced extinction.? Bloom’s theory of competition
among the great male figures of literature was much maligned by
those trying to open up the establishment to other methods, other
practices. The paradox of Bloom’s model of art making exists in
the stubborn individuality of artists dependant upon others for
recognition and inspiration. His model may prove apt for thinking
about contemporary art production, as artists climb over each
other for funding and shows, while paying lip service to ideas of
relationality, participation and process. If some of the works in
Rounds create interactive opportunities for the gallery visitor,
they also encode the banality of these interactions into a logic of
making institutional art, designed to impress gatekeepers of the
public’s eye, who turn the merry-go-round of grants, solo shows,
residencies, collections, group shows, awards and commissions.
The art world has constructed a catch-22 for young artists, who
want to make art but are bound to its bureaucratic strictures. By
being valued as emerging, their practice, their art, becomes a kind
of trap, a black hole into which its content disappears. They are
organised enough, local enough, and young enough, and that’s
simply enough.

I’'m not-blaming the artists themselves here, but the distinction
between emerging and established, process and product,
professional and unprofessional, that establishes the mode

of careers in the art world. Their problem is not unlike that of
Queensland activists during the 1980s. After the then Premier

Joh Bjelke-Petersen banned street protests, there was a wave

of protests for the right to protest. On television this looked
ridiculous, and played right into the conservative Premier’s hands,
as the radical left, who had very good reason to be protesting
amidst increasing police violence, racism and corruption, were

reduced to protesting about protesting. So too art made for its
own context becomes less about art than about its situation.

It’s worth pausing on one of the participants in Rounds, George
Egerton-Warburton, whose work might be the least developed, but
for that reason is the among the most successful in the show. In
Welcome to Mirth (2010) he salvages a tape deck from his youth,
positions it in the gallery and in the catalogue he talks about

the significance of the tape deck in his teenage youth. Egerton-
Warburton understands that, literally, anything can be art in this
context, as such he filled the space with anything at all, and talked
about it. By doing this he constructs only himself as an artist,

only the myth of art. Gemma Watson’s catalogue essay builds an
idiosyncratic figure out of Egerton-Warburton’s eclectic practice,
from his mock chicken run through Melbourne to a bicycle trek
into the depths of the West Australian wheatbelt. The piece adds
some flavour to the series of interviews and essays that function
more like resumes.

Rounds closely follows the PICA format for shows, its website is
careful to advertise the career credibility of the exhibiting artists,
a mark of quality assurance for the public.? If Rounds can be taken
as a sign of things to come from Perth’s up and coming art world,
then we should expect more of the same. The history of success
amongst Perth artists, from Howard Taylor to James Angus,

has been a history of banality, a history that has most recently
expressed itself in what Jess Hutchens calls an ‘absence of art’.4
Paradoxically, this is also the situation that enables Perth artists
to master the contemporary art world, as they have a special |
insight into the absences that inform the most successful of =
contemporary artists. The city enables contemporary art because
it has nothing to offer artists but success.

Rounds was at the Perth Institute of Contemporary Art from June 26 to August 25
2010. It included work by Neil Aldum, Rebecca Baumann, Tim Carter, Elise/Jurgen,
Shannon Lyons, Bennett Miller, Sarah Rowbottam (curator) and George
Egerton-Warburton.

1. Matthew Giles, ed. The Rounds Project, Exhibition catalogue

(Perth, Australia: Perth Institute of Contemporary Art, 2010) and www.
theroundsproject.com, accessed October 10, 2010.

2. Leigh Robb, ‘Introduction: the Whole Picture’ in The Rounds Project,
Exhibition catalogue edited by Matthew Giles, (Perth, Australia: Perth
Institute of Contemporary Art, 2010} 8-14.

3. www.pica.org.au/index.php?1=Exhibitions+-+Archive&2=2010, accessed
10 October, 2010.

4. Jess Hutchens, ‘Sarah Rowbottam: Project Work’ in The Rounds Project,
Exhibition catalogue edited by Matthew Giles, (Perth, Australia: Perth
Institute of Contemporary Art, 2010) 148-150.

Facing page: George Egerton-Warburton, Welcome to Mirth, 2010. Rap song with beat made of chicken sounds and meth lab explosion sounds, desk, radio, stickers,

installation view, PICA. Photo: Traianos Pakioufakis.
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The Man With The Hypnotic Eyes at Locksmith Project Space marked the first solo exhibition by Frances Barrett following her 2009
collaboration with comedian Nick Sun—Ship of Fools at Pact Theatre and Firstdraft gallery—and her ongoing work as a member of Brown
Council. Building upon concerns evident in this collaborative work, The Man With The Hypnotic Eyes furthered Barrett’s investigation into
the language of performance as it occurs across visual art and theatre through the installation of a ‘theatre set’ and the enactment of a
‘performance’ within a gallery context.

By boarding up Locksmith’s front window, Barrett concealed the exhibition’s contents and created a heightened sense of anticipation for
an encounter with a live body in performance. However, upon entering the exhibition space the viewer was confronted by a simple set

up of objects: a flashing theatre light, a pair of tap shoes, a bucket of piss, a stack of posters featuring a photo on one side and a text by
Diana Smith on the other, and an imposing shape—a stepped pyramid —that was lit in rhythmic succession. These objects were left static
and encountered as such, unless by the off chance another viewer was caught in the process of using them to live out the seven acts of
performance detailed in Smith’s text.

Most notable, however, was the absence of the artist’s body, something particularly felt at the opening where it had been advertised that
Barrett would perform. A past performance by the artist was vaguely alluded to by a photo that captured a shadowy figure crassing the
pyramidal shape, the instruction in Smith’s text to imagine what had already happened and the traces of human activity—scuffed footprints
and accumulated piss. While these objects referenced historical models of documentation and residual traces of performance art, the
invitation for the viewer to participate, as indicated in Smith’s text, confounded their authorship and value, challenging how we were to
engage with them.

Barrett’s ‘no show’ at the opening was, as she later reiterated, her performance. It was a deliberate gesture designed to foreground the
objects and their reception. Though on opening night this action was met by a mix of confusion as to where Barrett was, an enthusiastic




interaction with the objects and a more distant observation, together these responses opened up definitions that surround performance in
visual arts and theatre. Careful tensions between artist/director/actor, ephemeral action/script, sculpture/prop and installation/set were
established. This exposed the process involved in the translation of actions and objects of performance across disciplines.

The presentation of performance within visual arts contexts, particularly in the format of an exhibition, poses many questions. How is a
performance work best represented in such contexts? Can its intentions be adequately served in an exhibition that has a duration beyond
its own? Does the residue of the performance speak for itself or is supporting documentation required? What of the current trend of
restaging performance works? How does this alter the value placed on the ephemeral action? And, how do we read performances that
transgress the gallery or the theatre? These questions are increasingly pertinent due to the significant use of performance by contemporary
art practitioners across disciplines and a resurgence of institutional interest in historical works of this medium.

While not providing definitive answers to these questions, The Man With The Hypnotic Eyes successfully created a space that opened
up to questioning the conventions of performance as they occur in visual arts and theatre. By playing out their intersections, similarities
and resulting tensions, Barrett’s project spoke to how these two forms can distort and renew each other. At a time when theatre is often
deemed to be dead while visual arts occupies an ‘expanded sphere’, hybridisation remains relevant to negotiating our understanding of
contemporary performance practices.

Frances Barrett’s The Man With The Hypnotic Eyes was held at Locksmith Project Space, Sydney from 16 to 25 September, 2010.

Above and facing page: Frances Barrett, The Man With The Hypnotic Eyes, 2010, installlation view, Locksmith Project Space, Sydney. Photo: Pia van Gelder.

U

nway 85






Forthcoming
Exhibitions

Above left: Arlo Mountford, The Triumph, 2010, HD digital animation still.
Above right: Siying Zhou, Phoenix Tails and Flies, 2008.

NSW

NOMAD | JAE HOON LEE

29 October—11 December

4A Centre for Contemporary Asian Art
181—187 Hay Street, Sydney
WWW.4a.com.au

DAVID HAINES

12 November—24 December
BREENSPACE

289 Young Street, Waterloo
www.breenspace.com

FREE ART | ALEX GAWRONSKI

18 November—11 December

Peloton

19 & 25 Meagher Street, Chippendale
www.peloton.net.au

PAN PAN / MAYDAY MAYDAY | SAMUEL VILLALOBOS
18 November—18 December

GrantPirrie Window

86 George Street, Redfern

www.grantpirrie.com

SLAB | PAUL SAINT

19 November—19 December

Artspace

43-51 Cowper Wharf Road, Woolloomooloo
www.artspace.org.au

JAMES McMAHON DALE

26 November—16 December
Gallery 8

12 Argyle Place, Millers Point
www.galleryeight.com.au

runway 87


http://www.4a.c0m.au
http://www.breenspace.com
http://www.peloton.net.au
http://www.grantpirrie.com
http://www.artspace.org.au
http://www.galleryeight.com.au

HELENA LESLIE

1—19 December

Firstdraft

116—118 Chalmers Street, Surry Hills
www.firstdraftgallery.com

THE GHOST SHOW | ROBYN BACKEN, MATT GLENN, DANIEL
KOJTA, WADE MARYNOWSKY, KATE MURPHY and EUGENIA
RASKOPOULOS

curated by DANIEL MUDIE CUNNINGHAM

4 December—29 January

Hazelhurst Regional Gallery & Arts Centre

782 Kingsway, Gymea

www.hazelhurst.com.au

ANNA JOHN

9—18 December

Locksmith Project Space

6 Botany Rd, Alexandria
www.locksmithprojectspace.com

UNE FETE DANS LE PAPER | PENELOPE BENTON and
ALEX CLAPHAM

11—16 January

The Paper Mill

1Angel Place, Sydney

www.thepapermill.org.au

TERRITORY TIME | AMINA McCONVELL, CATHERINE McAVOY,
REBECCA ABON, SIMON COOPER and SIYING ZHOU

20 January—6 February

MOP

2/39 Abercrombie Street, Chippendale

WWww.mop.org.au

PAINTINGS | DANE LOVETT
2—26 March

Chalk Horse

56 Cooper Street, Surry Hills
www.chalkhorse.com.au

Above left: Maschi Fontana, Secret Societies 1, 2010, Giclee print.
Above right: Lisa Reihana, Te Po O Matariki, 2010, video still.

NATURAL DIGRESSIONS | PENELOPE CAIN, KIRSTEN FARRELL,
ELLIS HUTCH, WARATAH LAHY, ROSE MONTEBELLO, AL MUNRO
and ERICA SECCOMBE

Curated by YOLANDE NORRIS

8 March - 8 April

UTS Gallery

Level 4, 702 Harris Street, Ultimo

www.utsgallery.uts.edu.au

ACT

BLAZE 5 | VARIOUS EMERGING ARTISTS WORKING IN CANBERRA
25 February—26 March

Canberra Contemporary Art Space

Gorman House Arts Centre, Ainslie Avenue, Braddon
WWw.ccas.com.au

QUEENSLAND

CRAWL 2: THREE MOVES | FRANCIS ALYS, ARLO MOUNTFORD and
GEMMA SMITH

curated by ELLIE BUTTROSE and BREE RICHARDS

13 November—4 December

Boxcopy

Level 1, Watson Brothers Building

129 Margaret Street, Brisbane

www.boxcopy.org

MAS | JAMES & ELEANOR AVERY
24 November—11 December
Ryan Renshaw Gallery

137 Warry Street, Fortitude Valley
www.ryanrenshaw.com.au

CHRONICLE OF THE NEW HUMAN ORGANISM | IAN HAIG
27 November—26 February

Institute of Modern Art

420 Brunswick Street, Fortitude Valley

www.ima.org.au

Facing page: Eleanor and James Avery, Harfang Noir, 2010, laminate and plywood. Photo: the artists.
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SANDRA SELIG

18 November—4 December
Milani Gallery

54 Logan Road, Woolloongabba
www.milanigallery.com.au

SA

SOFT CORN | MATT HUPPATZ, LYNNE SANDERSON and guests.
2—18 December

FELTspace

12 Compton Street, Adelaide

www.feltspace.org

STOP(THE)GAP/ MIND(THE)GAP: INTERNATIONAL INDIGENOUS
ART IN MOTION | REBECCA BELMORE, DANA CLAXTON,

ALAN MICHELSON, NOVA PAUL, LISA REIHANA and WARWICK
THORNTON

curated by BRENDA L. CROFT

24 February—21 April

Samstag Museum of Art

55 North Terrace, Adelaide

www.unisa.edu.au/samstagmuseum

WORK FOR NOW | JOHN BARBOUR

11 November—11 December

Experimental Art Foundation

The Lion Arts Centre, North Terrace (West End), Adelaide
www.eaf.asn.au

WA

RISING LOTUS | MASCHI FONTANA (TOM MULLER & JEAN-
THOMAS VANNOTTI)

29 January—20 March

Fremantle Arts Centre

1 Finnerty Street, Fremantle

www.fac.org.au

GEORGE EGERTON-WARBURTON
12 November—3 December
Goddard de Fiddes

31 Malcolm Street, West Perth
www.goddarddefiddes.com.au
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VICTORIA

INNOVATORS 3 | MATTHEW GARDINER, WANDA GILLESPIE,
LAURA WOODWARD, WILLIAM MACKRELL and CLARE PEAKE &
TANYA SHULTZ

13 November—12 December

Linden

26 Acland Street, St Kilda

www.lindenarts.org

ENDLESS DAYS | VIN RYAN
18 November—23 December
Anna Pappas Gallery

2—4 Carlton Street, Prahran
www.annapappasgallery.com

IN PURSUIT OF A STATE OF UNCERTAINTY | BARBARA KNEZEVIC
26 November—18 December

Kings ARI

Level 1 1/171 King Street, Melbourne

www.kingsartistrun.com.au

EXPERIMENTS ON PLANT HYBRIDISATION | MARIAN DREW, JUAN
FORD, MATTHEW HUNT, MAKESHIFT, ANDRE PIGUET, HANNA TAlI,
CLAIRE WATSON and KENT WILSON

27th November—18th December

Dianne Tanzer Gallery

108—110 Gertrude Street, Fitzroy
www.diannetanzergallery.net.au

MONUMENTAL EFFECT | curated by CLAIRE LAMBE and ELVIS
RICHARDSON

30 November—19 December

Death Be Kind

Upstairs @ The Alderman

134 Lygon Street, Brunswick

www.deathbekind.com

TAKURO KOTAKA

28 December—8 January
Seventh Gallery

155 Gertrude Street, Fitzroy
www.seventhgallery.org

TASMANIA

THROUGH THE GUISE OF THINKING | BILL HART
11 February—13 March

CAST

27 Tasma Street, North Hobart
www.castgallery.org

CURTAIN PLACE | LLAWELLA LEWIS
26 November—18 December
Inflight ARI

100 Goulburn Street, Hobart
www.inflightart.com.au

NEW ZEALAND

HOOP | KATE WALKER

7 March—3 April

Square? City Gallery Wellington
Civic Square, Wellington
www.citygallery.org.nz

AN AMERICAN INDEX OF THE HIDDEN AND UNFAMILIAR
TARYN SIMON

18 December—6 March

Govett Brewster Art Gallery

Corner of Queen and King Streets, New Plymouth
www.govettbrewster.com

Above left: Taryn Simon, Cryopreservation, Cryonics Institute, Clinton Township, Michigan, 2007, c-type photograph.

Above right: Penelope Benton, Rasberries and Rosewater, 2010, c-type photograph.
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Next Wave

' Are you an emerging artlst aged 30 years or under?
Next Wave Kickstart 2011 can help you develop an
ambitious new work for the 2012 Next Wave Festival.

Next Wave Kickstart 2011 will give you:

* Creative inspiration and development time;

* Project development funding;

» A year-long series of artistic and professional
development workshops;

* Ongoing feedback and support.

Applications close Monday 17 January 2011.
Visit www.nextwave.org.au for an application pack.
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MOP__ .

3rd - 19th December 2010
opening FRIDAY 3rd at 6pm

KATE SCARDIFIELD

MOP Projects

Thursday - Saturday 1 -6 pm
Sunday & Monday 1 -5 pm

2 / 39 Abercrombie St
Chippendale Sydney NSW 2008
Ph: 02 96993955

E-Mail: mop@mop.org.au
WWW.mop.org.au

Mop Prolects is assisted by the NSW Goverment through Arts NSW. \| .‘:‘
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Save Artist Run Initiative History

ARlpedia is an Artist Run Initiative history
project. We are trying to build a
comprehensive history of ARI activity in
Australia.

If you are, or have been involved in ARIs and
would like to submit content to this project,
please email savearihistory@crawl.net.au.

The Crawl Team

ARlpedia
wiki.crawl.net.au
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