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Most of my work has been ephemeral, cultural 
activism rather than saleable content for the art 
industry. But over recent years I have also been 
playing with using forms I had never previously 
used, in the context of extending other long term 
interests like remaking and adaptive reuse, the 
repair and maintenance of culture as well as 
innovation. 

Late last year I decided I wanted to do some more 
publishing. It made sense, most of the actual 
physical product I had produced in my life was 
publishing of some form, whether for trade unions 
and political campaigns or in collaboration with other 
artists like Lucas Ihlein. 

It also fitted with my interest in adaptive reuse and 
maintenance, threads that have run through my life 
surfacing in the 1980s as an interest in the 
restoration of trade union banners and the creation 
new ones; my now closed down blog on adaptive 
reuse that I ran in the early 2000s; and finally my 
2013 Yeomans Project collaboration with Lucas, and 
my survey at Artspace in the same year that focused 
on the idea of remaking art works. This thread in my 
work has been greatly reinforced by working with 
Lucas who has been interested in remaking 
historical performances. Our Yeomans Project 
collaboration grew out of his proposal that we 
remake my 1976 exhibition at AGNSW which had 
been cancelled before opening after an intervention 
by Trustees who contended it was not art. 

 So I thought I might revive some zines that had 
ceased publishing and I immediately thought of 
Elizabeth Pulie’s Lives of the Artists.

First published in August 2002, it ceased after ten 
issues when her son was born in 2006. I contacted 
her to ask if I could borrow the title for a few issues 

and discovered that fortuitously she was about to 
have her first survey exhibition so my project fitted 
neatly with that. Its final release has been delayed to 
co-ordinate with the digitisation of earlier issues, 
which created minor difficulties with the timing of two 
article, but that’s publishing, I’ll do better in future. 

Much has changed during LOTA’s fifteen year 
hiatus. At least half the friends I’ll interview are 
facebook friends who live outside Australia and my 
main concern is people who I regard as cultural 
producers, “artists”, whose activities are often 
outside the mainstream art world and outside 
institutionally accepted definitions of art. But I will 
also interview friends who are working and thinking 
somewhere within range of conventional “art”, a 
category I basically think exists only as neoliberal 
business model. 

But in many ways Elizabeth and I are in complete 
agreement, so I’ll end by endorsing a quote from her 
2020 conference paper called The Art of 
Disappearance. She wrote:

I view contemporary art as quite literally a post 
conceptual art, in its most chronological sense, 
a situation wherein the conditions for the art of 
the current moment were set by the outcome of 
the conceptual period prior …  these conditions 
are based on conceptual art’s failure to free art 
as a concept from the aesthetic and the 
object ... I suggest that a confrontation with the 
problem of conceptual artist’s stated aim at 
escape, an attempt to work with, within or in 
relation to that problem, offers a more engaging 
artistic project than does simple acquiescence 
to a seemingly necessary materiality.

Ian Milliss
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IM Let’s start by saying you interviewed me originally 
for LOTA#11 in 2006 when I was having my first 
retrospective. And now you're having your first one.

EP That was the one at Macquarie Uni?

IM Yeah, called The Invisible Artist. I found having a 
retrospective a really emotionally difficult thing. How 
have you found it?

EP It's strange, I haven't really stopped to think 
about it too much. But we're just in the install phase, 
I suppose. It's good to see works that I made 30 
years ago and they sold and then I didn't see them 
again, it's like reuniting with an old friend when I see 
them now! But there's only a couple of those works, 
most of them I've seen here and there. I think maybe 
the full force of it won’t hit until people see it and I 
get feedback. Maybe then it'll be more emotional.

LOTA#11 4

Elizabeth Pulie Surveyed
Interviewed by Ian Milliss
January 2022

The visual impact of Elizabeth Pulie’s 
paintings belie their thoughtful context 
which includes work in a range of other 
media, writing and an early and 
influential social practice that included 
this magazine. Her current exhibition, 
#117 (Survey), at UNSW School of Art 
and Design, seen here being installed, 
runs from 15 January to 10 April.



IM The problem for me was just looking at work 
made me think of periods of my life when I was not 
that happy, which is most of my life... 

EP That's no good. No, I'm a bit emotionless. 

IM I'm glad it hasn’t been like that for you in that 
case.

EP Not yet, maybe we'll see how I feel when it's all 
up and I look around, who knows what that will bring 
back.

IM But there’s another thing about retrospectives, 
they can be either a summary of what you've done 
or they can be a sort of launching pad  for something 
new. How do you think that's going to work out?

EP Yeah that's how I think of it. So we've called the 
exhibition #117 (Survey) because I'm thinking of the 
show as an artwork, as a way to show the fact that 
how I think about art is that the ideas that run 
through a practice is the work more than the 
physical manifestations or the material artworks 
themselves. So for that reason I definitely think of it 
as a launching pad for future considerations of what 
I do rather than a nostalgic trip or anything like that. 
t's a way of considering what art is. Is that how you 
felt about your survey?

IM I certainly felt that about the second one I didn't 
think the Macquarie University one was like that. But 
the Artspace one I did in 2013 was very much like 
that. It was quite literally an enactment of an 
instructional artwork I'd done back in 1970 called 
“Notes on the Works” about annotating your own 
artworks. In a sense that’s similar to what you're 
thinking,

EP But do you think people see surveys that way? 
Did it impact people?

IM I guess so but I can never assess what people 
think of my work. The most obvious outside 
response was a big headline article in Artshub 
saying ‘Ian Milliss is Back’, quite literally, and it 
talked about both that and the show Lucas Ihlein 
and I were doing at the AGNSW which was an 
exhibition I had originally proposed in 1975 although 
done differently because it was now a collaboration 
with Lucas. So I had these two big institutional 
shows happening at the same time. But even then it 
was hard to know whether they had any real impact.

EP Yeah, it's impossible to know isn’t it? As soon as 
you put anything out, you might have one intention 
for it but the way it's received is out of your hands, 
whether it's a discrete work or an exhibition or an 
idea. It takes on its own life,  but it's good to have 
some feeling of control over it.

IM And it's not as if we're in a world where there's a 
lot of newspaper reviews or quick response writing.

EP There seems to be very little formal public 
interest in art and ideas, here anyway.

IM I think Lucas has been a bit shocked to discover 
how much art writing there was in the 1970s, there 
were multiple newspapers and every newspaper had 
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more than one art critic and writer and so an 
exhibition could get written about four or five times.

EP I barely remember that, it was more the late 80s, 
early 90s when I started but even then there was still 
more than now. But is the trend global, or is just 
here?

IM I think it's global but I think visual arts have lost 
their impact a bit. Despite living in a hyper visual 
society visual art doesn’t rate compared to other arts 
like music or film? I mean, you don't see many 

artists getting a gong in the Queen's Birthday list any 
more, do you? That's not much of a measure I know 
but it’s a sign there's very little public honouring of 
visual artists. We don’t even get the opportunity to 
refuse!

EP When you see for example footage from the 60s 
and journalists sitting down with ‘Mr. Warhol’ to 
interview him for the popular media, you never see 
that now.

IM You see the odd Ben Quilty interview but that's 
really very little compared to what there was.

EP Yeah, and it's kind of framed in a certain way, it 
feels like bland acceptance and publicity.

IM Another thing I was wondering about, given that 
this is issue eleven as issue eleven never happened 
15 years ago because you had a child. I'm really 
interested in how you feel that affected your 
practice.

EP I was making the magazine until just before I had 
Mac, plus I was doing the gallery in the front room of 
my house and ran a group called Sydney Ladies’ 
Artist’s Club. All of those were relational practices, I 
guess, and they took up a lot of time. There was a 
sense that by publishing other people's writing or 
showing other people's work I was nurturing other 
people's practices, and I just knew, even before I 
had Mac, that I would have to funnel the nurturing 
into one baby, that would be easier to do that one 
thing than trying to keep up all the other activity as 
well. It was instinctive to me to just cut all that off 
and focus on my studio practice where, when your 
baby is young and sleeps a lot, you can attempt to 
get bursts of work done in that time, until they wake 
up and you're on again. It coincided with me wanting 
to emphasise my studio practice again anyway, 
because when I focused on other people's work I felt 
like I was losing my voice a bit. When you act as a 
facilitator, people can view or label you as not being 
a ‘cultural producer’ anymore, because the cliche is 
that if you are an artist you make objects for a 
gallery space.I felt that was somewhat in jeopardy 
for my practice, like I was losing identity as an artist; 
even though I viewed my facilitating activity as ‘art’, 
there's still a preconception that it’s ‘curating’, or 
something else. All of those things influenced my 
decision to drop the relational practice. and yeah 
having a baby raised practical issues but it became 
a way of redirecting my energy and regaining my 
voice as an ‘artist’. It also resulted in more because I 
commenced my PhD then which was really a 
discursive process, so I did find my voice in a way 
by focusing on writing about art as much as by 
making work.

IM There's an interesting conundrum here that 
somehow the world forces you back into its more 
conventional framework, one way or another,

EP Yes, but I guess you found that too?
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IM I really found that. I had this simply because that 
first retrospective was the beginning of a series of 
things and after avoiding most exhibitions for 20 
years, I started being in lots of exhibitions. I would 
say to people I don't do work that fits into exhibitions 
but in weird sorts of ways I again started inventing 
work just for exhibitions. I joke that I have a style just 
for the Penrith Regional Gallery, I've done several 
things there and developed a sort of poster style that 
I used there.

EP I've always thought of my object-based works as 
props, which I feel is similar to what you're saying. 
You're expected to produce a thing and it's not 
necessarily a hollow gesture, but I consider the 
objects, or ‘things’, as placeholders for something 
else. 

IM Yes. In that period from around 1999 to 2006 I'd 
actually done some paintings for the first time in 20-
30 years and that began because I was in Florida 
doing a residency at a university there. And they 
were, in a sense, the appropriate things to do for 
that place. I had thought I've always tended to 
approach my practice as a series of design 
problems, what’s the appropriate way to produce 
some sort of cultural action in this particular situation 
and time and if the appropriate thing was to do a 
bunch of paintings, well, yeah, I'd go and do a bunch 
of paintings and so that's what I did in Florida. But in 
other situations it might be to set up a collective like 

the Ladiess’ Artist’s Club or it might be some sort of 
social activism, it's different in different contexts.

EP Yeah, I suppose that's where I'm at now with my 
work, trying to embrace all the formats that art 
comes in, ephemeral or otherwise. What's frustrating 
is how to make that apparent. And I suppose that's 
why I'm doing the survey, to show that variety, that 
lack of allegiance to one form over another.

IM Well funnily enough, variety is the reason I 
wanted to do some zines, as I explain elsewhere 
and it was fortuitous that happened at a time when 
you were having a survey so we could do it like this. 
But again, it’s that same thing that you're saying, 
because I'm almost a grown up now I’m free to do 
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 f#118 ( Heaven in Love ) is the most recent work produced for 
Elizabeth Pulie’s End of Art project. It documents her movement 
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repeatability of the video medium becomes synonymous with 
Pulie’s yogic movements and breathing. To comprehend the ‘End’ 
(of Art), Pulie occupies the looping it finds itself in, suggesting that 
all we are left with is the ritual of doing and being.



anything these days and I like working my way 
around different art forms, even something as 
traditional as an art publication. If I want to do some 
zines. I'll go and do some zines, just like I made 
some painted furniture and what could be kitscher 
than that? The joy of having no career is you get to 
do things just for fun.

EP I think that's kind of all we can do in a way 
because we've come through the ‘dematerialisation’ 
of art, or however you want to describe the 
conceptual period. I feel almost a sense of defeat, 
like the institution and the idea that ‘art’ is 
necessarily concerned with objects in a gallery, has 
sort of won.

IM But there's another part to what I do, which is 
things like the Kandos School of Cultural Adaptation, 
it’s not really social practice but it is activities which 
exist completely outside of that sort of institutional 
framework. So I wouldn’t quite say they had won just 
because they still exist going full blast, I'd say in a 
sense we won because now we get to dabble with 
them, we have more options than them and we get 

to still play the game a bit but it's on more equal 
terms. If anything they need us now more than we 
need them in some ways because we can go and do 
other stuff 

EP I suppose I have a more - not negative viewpoint 
necessarily, but I do frame the situation for myself in 
relation to the fact that the object or the institution 
hasn't died.

IM It certainly hasn't died yet. And I might just be 
trying to rationalise my own failure to myself, that 
they haven't.

EP That's not our failure, it’s a very general failure; 
Kosuth framed it as a failure and Lippard as well. It's 
a general failure, but the failure can be seen as a 
strength perhaps? Or it has pointed something out, 
at least.

IM At least there is now a type of freedom, at least, 
you are actually open to do anything. Anything could 
be art, but at the same time, as I also say, that 
means nothing's art. 

EP But would you take that idea as far as, would you 
build for example an eco village as art? Does it 
reach that far?

IM I think you should build eco villages as eco 
villages just because it's what you should do. The art 
category stops meaning anything in a way.

EP What I mean is, you're saying you can do 
painting or a zine or the Kandos project as ‘art’, but 
they're still in the realm of fairly well-recognised art 
activity or media. Would you stretch the idea that 
‘anything can be art’ as far as building a road as 
‘art’?

IM My criteria is just simply whether it's culturally 
significant in some way or another. Some roads are 
culturally significant and some aren’t. The interesting 
thing about talking about assessing activities in 
terms of cultural significance is that it's what 
anthropologists and archaeologists do when they 
look at other societies or ancient societies and I 
think we should do that to our own. The criteria for 
cultural significance are quite well defined these 
days and they're not just arbitrary things about 
connoisseur-ship. Or market value

EP And it includes perhaps the output of popular 
culture?

IM Includes anything, although most of what's called 
popular culture is corporate culture in reality. But 
yeah it can include anything.

EP Yeah, that's my understanding of your view, that 
it's an attempt to frame many practices as ‘art’ that 
wouldn't otherwise be considered culturally 
significant.

IM Or considered as art in any usual way, but this is  
about you, not about me. Lucas always reckons that 
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when I do an interview, my questions end up being 
longer than the answers. But one last thing before 
we wind it up, is there work in your survey which 
directly points to where you're going? 

EP Only in as much as there is some new work 
included, and the fact that the exhibition itself is 
considered an artwork - that’s kind of a pointer, I 
suppose. There's a sound work where the curator of 
the exhibition, James Gatt, and I talk about the 
impossibility or the difficulties inherent in 
representing relational practices in institutions. We 
had a conversation about this for an hour, and the 
recording of it plays  in a room that represents my 
relational practice. At first when we were thinking 
about this room, we wondered how to represent the 
fact that I ran a gallery and a magazine and a ladies 
club in a place where those things don't belong, or 
can’t adequately be ‘represented’? There’s too much 
frustration in having to look through archives or at 
loads of photos that documented moments in time or 
ephemeral works, we didn't want to do those things.

IM These are some of the frustrations I had, that 
was my problem. 

EP Yes, when work is designed to escape the 
gallery, how do you represent that within a gallery? 
That was the idea. Initially I was thinking we’d leave 
the room empty, because it almost disrespects 
ephemeral practice to try to represent it concretely, it 
negates the impetus and I didn't want to compromise 

that. We threw a lot of ideas around and came up 
with this idea of recording the conversation that 
discusses the survey itself, the point of the survey 
and the impossibility of effectively representing 
ephemeral, relational or dematerialised practice. 
Also in that room is a collection of works I made 
during my relational period that weren’t part of my 
decorative painting project or my current project. I 
think of them as doodles, they were just what I was 
doing at the time, doing art while I ran relational 
projects, and there’s kind of a studio feeling in there. 
The sound work is an artwork and in the final room 
there’s a new video work which points to the 
combination of all the variety of media, which 
hopefully  indicates that my future work will 
increasingly attempt to break out of an object-based 
practice, or that my object-based practice will be 
accompanied more ephemeral activities in order to 
emphasise the ‘everything’ nature of art in the 
current moment..

IM And I think remaking your zine, is a way of 
bringing it back to life. One way of dealing with 
ephemerality is to bring  works back to life as 
another ephemeral thing, so it still continues on 
while still being ephemeral, as all living things are in 
a sense. One way of dealing with ephemeral art is to 
see it as a bit like music scores that you can come 
back to or other people can replay in their way.

EP Yeah, maybe that’s what a survey is, reclaimed 
original work, years later.
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EP I’m interested that you gave up making objects 
as art quite early on in your career – in what year did 
you decide to work within other mediums as an 
artist?

IM The objects disappeared of their own accord 
fairly early on, even by 1970. Even though there 
may have been something that triggered off the work 
of art, it’s not in itself the work of art – for example, 
works like Walk Along This Line were the 
preconditions necessary to make the work of art, but 
the work of art was people actually doing it; as far as 
I was concerned, the work of art was when the 
audience acted it out, and the masking tape on the 
floor and the instructions on the wall were just the 
necessary setup for it. So already by that stage – 
this is mid-1970 – the object in a sense has actually 
disappeared. I still kept on doing stuff for about a 
year or more after that, but I became more and more 
interested in using the infrastructure of art as my 
materials, and that included the way people moved 
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 The LOTA#11 that never happened
Ian Milliss interviewed by Elizabeth Pulie
2006

Elizabeth Pulie interviewed me for the 
unpublished LOTA#11 in 2006 during my 
first retrospective. Held at Macquarie 
University Gallery it was called The 
Invisible Artist acknowledging my 
choice to produce work that was 
ephemeral, uncollectable and aimed at 
an audience outside the art world, to 
whom I became invisible.



around the room, what the audience did; and then it 
started to include the structures of the art world – the 
institutions and organisations, and basically the way 
people behaved as artists, let alone how the 
audience behaved.

So the last two things I exhibited before I finally 
decided not to exhibit any more; one of them was a 
drawing on the floor which was of a sort of way of 
living; it was the floor plan of a room which has got a 
bed in it, and the only other things in there are 
basically sources of information: newspapers, 
magazines, radio, TV – whatever. All the other 
normal things you’d find in a house or flat are gone, 
it says, ‘go out to get food’, ‘go out to go to the toilet’, 
‘go out to get a shower or a bath’, so basically it’s 
just like living your life with true information sources. 
Which thirty years later is exactly what a lot of 
people do.

The other one was an entry for an art prize, it was a 
letter to the judges of the prize saying I should get 
this prize because I got more publicity in the last 
year than any other artist, which was pointing out the 
way the art world – using the way the art world 
works and its structures to try and say something 
about it.

EP What year was that? 

IM That was 1971. Around that year the National 
Gallery of Victoria were starting to plan the Object 
and Idea exhibition, and I was already telling them 
then that I wasn’t going to exhibit any more. 

EP So was there a conscious moment where you 
made the decision to stop making objects?

No, that just happened – there was a conscious 
decision to not try and exhibit what I was doing any 
more; like, even though there mightn’t have been 
objects, I was still distorting what I was doing into 
the art gallery in some sense – and then I decided to 
stop distorting it and just do it straight, you know? 
That meant going off and running magazines like the 
Contemporary Art Society Broadsheet, and I did a lot 
of sort of mail art at the time, but not in the normal 
sense that people think of mail art; they were letters 
to people suggesting ways they should change their 
lives, like, ‘stop sleeping in this room of your house 
and go and sleep in that room’ – I suggested to one 
dealer that he should actually just get rid of his 
gallery and run a magazine; I suggested to another 
one that instead of holding a particular  exhibition, 

he should just photograph all the works and put 
them out as a book. It doesn’t sound very radical or 
even interesting, but they were ways of poking at 
what was happening, and saying, ‘hey, this could 
actually be different’.

EP Can you describe the kind of work you had been 
making up until this point?
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IM I went through a lot of phases – the early stuff 
was formalist painting, but that was really when I 
was sort of learning to be an artist. What happened 
was, I became more and more aware of the context; 
initially it was the context of the gallery, then it 
extended out into the art world, and then in a sense 
it extended out into the context of the whole world; 
or at least the suburb, the city, and then the whole 
world. The works became thinner and more spread 
out and you could see these paintings on the wall 
becoming more spidery, made of more and more 
lightweight materials, and then after a while I just 
used what was in the gallery with one or two added 
extra bits; I used the lights in the gallery as part of 
the art work, so I was making patterns with the 
gallery lights; using the gallery furniture arranged 
into patterns, or dividing the space up, creating 
these false rooms with dividers.

So in a sense they were all works about context in a 
way, but the context changed; first it was a painting, 
then it became the wall and the painting, then it 
became the whole room and what was in the room 
world worked, and also the way viewers viewed 
works and moved around the gallery spaces, so I 
would try and control those and move them around. 
What was the Sydney art scene like at this time?

Sydney had about half the population it has now, 
and the art world was smaller again; I’d say the art 
world is probably now three times the size it was 
then, and Sydney’s twice the size. Everybody knew 
everybody, pretty much; there was a sort of 
camaraderie that doesn’t exist now; I mean, the art 
world’s always been a pretty bitchy place but it’s got 
much, much worse, much more unpleasant now to 
what it was then. I mean, you could be friends with 
artists from whole different scenes and whole 
different generations – when I was twenty I met Bob 
Klippel and we remained friends till the day he died; 
he must have been at least thirty or forty years older 
than me but he always supported me and 
encouraged me, and there were a bunch of much 
older artists like that who all were really supportive 
and were really very nice people - their art couldn’t 
have been more different, but they’d be always 
helpful. I was also very much supported by the 
artists who were just one generation ahead of me, 
which were the Central Street people, like Tony 
McGillick, and Gunther and Jenny Christmann – I 
don’t want to go naming names because I don’t want 
to leave people out who also deserve a mention, but 
a lot of people were really supportive. I don’t think 
that exists in the art world any more – people get 
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clustered into generation groups and affinity groups 
of various sorts and never move outside them, and I 
think that’s very much to their disadvantage; they’d 
learn a bloody lot more if they got out.

I would add another thing here; I think things like 
blogs and things like that have started to break it 
down again, because unless you’re foolish enough 
to use your real name (like I do), people don’t know 
who you are – you could be ninety or you could be 
ten.

EP What was the reaction of other artists, your 
contemporaries, and the scene generally to your 
decision stop exhibiting objects?

IM There are people to this day who say to me, ‘you 
were doing so well – why did you give up being an 
artist?’ and no amount of explaining will get them 
away from the fact that they think that, if you’re not 
basically manufacturing objects for the art market, 
you’re not an artist. Now, (manufacturing objects) is 
one way of being an artist, but it’s only one way of 
being an artist. I think conceptual art scared the 
daylights out of a lot of people, and ever since then 
there’s been a concerted fight-back by the 
institutions and the art market. The fight-back’s 
taken lots of different forms; first, conceptual art got 
re-presented in a more marketable form – all the 

stylisations of conceptual art have been rehashed 
endlessly, without the content, in a marketable form. 
Secondly, the stuff which was really disturbing has 
been suppressed and written out, so you don’t get 
the politics that were going on. Things like 
appropriation and Popism were basically marketing 
movements; in some sense you’ve got to say that 
conceptual art was basically a political movement, 
and as such a very threatening one. So the market 
has fought back – the market dominates everything 
else about our lives these days, it also dominates 
the art world. And the market isn’t interested in 
history, history can only be disturbing. The market is 

interested in change, as in fashion cycles, but it’s not 
interested in history, it doesn’t really want to know 
where anything came from, it just wants it to be 
different to what was selling yesterday because then 
you’ll need another one. So particularly over the last 
twenty years, you’ve got this art world of cyclical 
changes done by artists who have never been 
taught anything – by young artists who have never 
been taught anything about history, and they get 
their fifteen minutes of fame and then they get 
booted out the door so the next lot can get their 
fifteen minutes of fame and then they get booted out 
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EP You still make paintings now, despite more or 
less having ceased an exhibiting practice – would 
that be fair to say?

IM Yeah, I do occasionally exhibit them from time to 
time, and just to be annoying I’ve exhibited them in 
places like Ray Hughes – who I think is a great 
dealer and wonderful man. It’s funny, because I’ve 
come the whole cycle, but it’s not because I’ve 
‘come back to painting’ or anything like that, it’s 
because – look, I can do anything I want to, I mean if 
I want to paint a painting, I’m going to paint a 
painting. I do a lot of other things as well, I’m not 
going to have the art world tell me I should be this or 
that, you know? There have been people attacking 
me on The Art Life, saying, ‘you left the art world, 

ok?’ and it’s sort of like, ‘Yeah? So? What, you’re 
telling me I can’t come back? I can do whatever I 
want to.’ If I want to paint a painting, I’m going to 
paint a painting; if I want to do a blog I’ll do a blog.

POSTSCRIPT

The years following this interview in 2006 were a 
roller coaster. A lot of time was taken up by health 
problems with several major operations requiring 
lengthy recuperation. I became more involved in the 
art world, particularly writing, simply because 
physical limitations stopped me from doing much 
else. The 2006 Macquarie University respective 
weighed on my mind because it had misrepresented 
the full scope of what I'd been doing.

I decided to approach the problem differently in a 
2013 survey exhibition at Artspace which proposed 
that art museums needed to return to an earlier 
model where their objective was to conserve and 
interpret culture and cultural history, rather than 
treating it as an entrepreneurial opportunity. 

I suggested that there was an urgent need to 
preserve as diverse a range of human culture as 
possible in the face of the imminent destruction that 
would be caused by climate change, something we 
are all ready seeing in recent times and a higher 
priority than their current imperative of self 
promotion. Given the urgency and also the nature of 
the problem I also proposed that what they needed 
to do was preserve the information needed to 
remake the cultural artefacts rather than the cultural 
artefacts themselves. This grew out of the fact that I 
had often remade earlier paintings which had been 
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destroyed using the original drawings. So I created 
an exhibition which recreated works from my history 
all the way from 1968 to 2010, based on simple one 
page interpretive panels. 

This was a similar approach to that later used for the 
Kaldor Public Art Projects 50th anniversary exhibition  
the Art Gallery of New South Wales in 2019. It's the 
logical way to deal with much contemporary cultural 
activity that was intentionally ephemeral and not 
necessarily meant to be seen within a gallery in its 
original form. 

At the same time I finally had my exhibition about 
the innovative agriculturalist PA Yeomans at the 
AGNSW, only 38 years after it was originally 
scheduled and a remake of sorts, in collaboration 
with Lucas Ihlein. And I produced a poster for 
cementa13 at Kandos. This poster led to the 
formation of the Kandos School of Cultural 
Adaptation, a diverse group of collaborators working 
on multiple projects around land use and climate 
issues.

Overall I remained a failure, but a more successful 
failure than I had been in 2006.
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IM You're just about to go to the US again. You’ve 
been going to Wisconsin but not for art reasons, for 
personal reasons. What’s that about?

CD Well, this time, I'm actually going to South 
Carolina, which is similarly as peripheral as 
Wisconsin. I know that this zine is about people but 
we're also talking about geography, in this case 
critical regionalism. I suppose I've been testing it in 
different regional areas anywhere outside of 
metropolitan centres so Wisconsin was one, 
Maitland was another, South Carolina's another, the 
list goes on. 
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IM The centre doesn't hold does it? People who still 
talk about provincialism as a problem now are just 
fooling themselves because it’s finally recognised 
that things just happen in all sorts of places.

CD That's partly geographical, but it's also partly 
power based and partly about ideas concerning the 
positive consequence of provincialism, I think 
nothing holds anymore. And I think in the end, the 
only person you're going to make art for is yourself. 
Once you start having this a program of projecting it 
to somewhere like the commercial gallery, or the art 
gallery it's the end of the road. But I haven't told you 
the full story, I made three trips to Wisconsin, I lived 
there for three months, I did a series of paintings 
there. One morning I got up and it was minus 30 
degrees, it was so cold outside the earth was frozen 
down two metres. 

But why was I there? It was partly a love affair, 
because, I often think about fitting into other things 
and romance was the guiding force. I had met Dave, 
who I had a relationship with for several years and I 
went over there. He lived in Schofield, Wisconsin 
near the main town, with I think a population of 
50,000 – Wausau, it's located in North Central 
Wisconsin. I even became a member of the local 
Wausau Municipal Library. It's cold and it's the land 
of the hillbillies. And Dave grew up in a town of 1500 
people, he'd never even been on a train, never 
caught a train. And he'd barely ever left Wisconsin. 
He was a real hillbilly. And there was something 
charming about that, you know? 

So I did this series of paintings based on Wisconsin 
and Minnesota quilting patterns but I was queer-ing 
them with the LGBT acronym and I was making up 
stuff as I went, I included S for straight because I 
think if you can be transgender and queer you can 
be anything. I've been giving a lecture recently on 
one thing I'll touch on, I call them queer straight 
artists. And there's particularly a generation of 
younger ones in Australia and around the world.

Anyway, Wisconsin is very white, I call it the Doris 
Day state because of all the TV series, those 
wholesome American TV shows like Little House On 
The Prairie, Happy Days, Green Acres, That 70s 
Show and Laverne and Shirley, they're all set in 
Wisconsin. So it's a weird projection, it's very white 
bread and Christian. There's a large German 
contingent who tend to be Lutherans. Dave’s 
ancestry was German, and he was a simple sort of 

guy who drove a pickup truck, collected guns, 
worked as a tradie, but he was the salt of the earth. 

During my longest stay I endured a very severe 
winter, he'd go off to work, I'd paint all day and that 
was really good. I'd converted a spare room into a 
studio, it was only the size of this kitchen. Then we 
got the Polar Vortex, which came down from the 
North Pole and we had a very cold winter that year, 
even for Wisconsin. That was the winter of 2018-19.

I was planning on having a show over there although 
the problem with Wisconsin, it wasn't very LGBT 
friendly so that was hard work. And going from Kings 
Cross to Wisconsin, I thought I better try to fit in as 
best I can because being openly LGBT makes life 
difficult. I know the younger generation don't do that 
as much today but I try to fit in as much as possible, 
except when the chips are down. Dave's mother 
didn't like me because she didn't like the idea of him 
dating a transgender person. I went to the mother’s 
place for Christmas, just north of Milwaukee... 

I had to take all my art materials with me because 
they only had a Hobby Lobby in that part of 
Wisconsin, it had very limited art materials. I decided 
to call this body of work the Transgender Tapestry 
series, although they weren't tapestries, and they 
weren't even quilts. There was a magazine, from the 
1980s to the early 2000s, called Transgender 
Tapestry that I took the title from. The painting that 
I'm holding in the snow, it's called Streaks of 
Lightning. You can see the zigzag, two zigzags, 
these paintings are a sort of typology in quilting. The 
history of those quilt designs are kind of 
standardised and they really date from the 19th 
century. 

But I read lots of books on quilting when I was there, 
there's some really moving stories, a lot of text is 
used in them. Some of them were quite political as 
well as biographical or personal. There was one quilt 
that was made during World War Two, based on a 
bloodied Confederate uniform found in someone's 
attic. It’s interesting that these things get recycled. 
And I like that the quilt thing is a halfway point 
between abstraction and craft and for me that 
emphasises the masculine and feminine as well. 
Those core patterns were like a lingua franca in 
American design, they were ingrained in the 
American culture.

IM It was a social form in America, of working bees 
and women who come together to complete them.
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CD Some of them were even intergenerational, one 
quilt that I was reading about took something like 
sixty years to get finished, pieces were handed 
down. The other interesting thing was the only time 
men did quilting was when they were convalescing. 
So it was a way of getting over shell shock, in the 
Civil War particularly. But the interesting thing is that 
doylies for Australia were what the quilt is for the 
United States. 

But I didn't feel like I was misappropriating anyone's 
culture, this is obviously a big thing today, because 
the block prints were generic. It wasn't like I was 
stealing someone's design, these are standardized 
patterns. You'd even see them driving around the 
countryside on the side of a barn, they call them 
barn quilts although they're not actual quilts, they're 
just paintings of quilts and they're quite striking. 
You'd be driving down the highway and you’d see 
one in the distance and it was quite amazing. 

IM But by the time you're playing around with 
conventions, and you're using letters, it's actually 
becoms a very different thing, it's not about that 
shallow pictorial space of geometric abstraction, it 
hovers in between being pictorial and being text. In 
some of them the LGBTIQA+ acronym is very clear, 
but with even more added on, and in others you 
can’t find that and you go looking for it, thinking it 
must be there because you've seen it previously, 
instead it's an almost random collection of letters 
that you suspect are not a random collection at all.

CD No, it's almost a kind of a broken code. And with 
the other things added, like adding S for straight and 
H for heterosexual, I thought, well, what's the point, 
just, including the LGBTI may as well include 
everything. I wanted them to kind of be inclusive. 
And in reality, Dave was socially identified as straight 
and heterosexual yet he was with me so that just 
broadens the whole thing out really. In spite of his 
mother’s wishes.

IM That's such a good response, the way they reflect 
that particular relationship.

CD Oh yeah, he was a country boy. And he wasn't 
gay, he wasn't into the gay scene or anything like 
that. He'd never had sex with a man. He was very 
straight. I remember one time, I was watching 
RuPaul’s Drag Race, and he was not interested, he 
was just wanting to watch the sport. So he was kind 
of very special and we had a very special 
relationship.

So what happened? I went over there three times all 
up. And after being there for three months, I had to 
go back to Australia. He wanted me to live with him 
there but I knew that in small town America I was 
going to struggle. People would say, what do you 
think of Wausau, Wisconsin? And I'd find myself 
saying Oh it would make a good set for a Hitchcock 
movie!

IM You struggled with the Hunter Valley so I imagine 
it was terrible ...

CD I know. I even have a problem with Kings Cross, 
it's like a gay ghetto, it's gayer than ever and I'm 
struggling with that, too and I've been there for 15 
years. Anyway, what happened then was the time 
came I had to go back to work. And I was glad to get 
out of that frozen wasteland because I was 
struggling. Basically we're living in a house that was 
all locked up. You'd have a furnace and you're on a 
sort of life support. There were weeks when the 
maximum temperature was minus 10, it was just 
crazy. The snow kept coming down, it got deeper 
and deeper and deeper and deeper. The house felt 
like it was sinking.

And so I came home. I missed the flight, because 
they had a whiteout and the airport was closed, 
everything was shut down and we had to drive back 
from the airport. The snow was coming down in 
blobs, not just flakes. Even the Wisconsinites were 
checking it out through their windows and Dave was 
surprised, but eventually I came home. I rang Dave 
and we had a little chat then I rang the following day, 
and he didn't pick up and I thought he was on call. 
Then at two in the morning, the following day, I got a 
phone call from his oldest boy Mike, who was in his 
late 20s. And he said dad's had a heart attack, he 
was on the roof clearing snow and he had a heart 
attack. I'd seen a TV show only a few weeks 
previously about sub zero temperatures, inducing 
cardiac arrests. But with Dave, he was a heavy 
smoker, he smoked and drank and all that. He never 
regained consciousness and died a week later, that 
was in February 2019. 

IM Wow, this story hasn’t gone the way I was 
expecting. I was wondering why you were talking 
about him in the past tense.

CD Well, that's what happened. It really took me to 
a place, a whole world, that I'd never been before 
emotionally. When he came into the hospital he was 
alive, they did open heart surgery, put a couple of 
stents in, but he never regained consciousness. He 
was basically brain dead because by the time they 
got him to hospital it took forty five minutes. 
Apparently, if you have a heart attack you've got 
fifteen minutes.

He was cremated and I couldn't attend the funeral 
because I'd spent all my money and I was back in 
Australia. Eventually I had to go back because all 
my paintings were hanging on the walls of his spare 
room because I had intended to go back. 

I finally returned to Wisconsin at the end of August 
2019 because his family were scattering his ashes 
up at the racetrack in northern Wisconsin in a place 
called Crandon. He was into off road racing,  souped 
up dune buggies. They poured the ashes on the 
track one night, and there was quite a lot of people 
there and it was starting to get cold and I was 
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amazed how much ash there was, like, two 
kilograms. I thought someone's ashes were really 
small. Another thing that shocked me was how much 
bone was in there. I picked up a little bit of bone, a 
fragment of a long bone, probably 1.5 centimeters, 
and my immediate reaction was to rub it on my wrist, 
which I did. Within minutes, I could actually taste this 
sort of chalky bicarb of soda taste in the back of my 
throat like it had gone into my bloodstream. I was 
obviously grieving. 

He just died so suddenly, one day we were talking, 
and the next day he was gone. There was no 
warning, although I think we all tried to stop him from 
smoking. It's amazing, did you know 40% of 
Americans smoke but only 14% of Australians 
smoke, men's health in these parts of Wisconsin is 
atrocious. I met guys in their fifties that have 
amputations and everything. So I spent a year really 
struggling with this grief and trying to come to terms 
with it. His two boys were good, I still have some 
contact with his family and friends. When we 
scattered the ashes, I stayed with Dave's best 
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friends. Staying with them was challenging for me 
because I kept thinking they've probably never met 
someone like me before, they must think I've arrived 
from another planet. 

IM And it must be this side of Dave’s life that they 
would never imagined?

CD Well, that's the thing, because men that date 
transgender women, and there are a lot of them, it's 
a whole other kind of subculture.

IM But I'd add another bit to this, that you're an 
artist. And it doesn't sound like artists were thick on 
the ground there either.

CD I was like a pioneer of queer abstraction in the 
wilderness of representational painting and 
heteronormativity.

IM I would have thought every artist in Wisconsin 
moves to New York or Chicago.

CD They go to Chicago more so. In fact, there is an 
art historian who I've taken a bit of an interest in, he 
teaches at the Chicago Art Institute, David Getsy, 
and he's written about queer abstraction. Can you 
believe it? The most amazing thing was Mike, the 
older boy, took all the paintings and stored them in 
his brother’s basement and while all this was going 
on, there was a show in Des Moines, Iowa, with a 
catalogue essay written by David Getsy called 
Queer Abstraction, it was something of a pioneering 
show. And Wisconsin and Iowa are neighboring 
states and I thought here's some of the best queer 

abstraction in the United States, and it's being stored 
in someone's basement. I would have liked to have 
gone in that show! 

So in the time of my doing this, the whole movement 
called queer abstraction had been launched. Have 
you ever heard of it or come across it? There's a 
body of literature that's been published about it. 
There's been a number of exhibitions now and a few 
artists identifying in this area. I’ve even spotted it in 
Australia, we could do our own queer abstraction 
show here.

IM When you think about America, immediately 
there's a whole string of really big name 
abstractionists who were gay. John's, 
Rauschenberg, Twombley.

CD Marsden Hartley. He's the beginning, that 
painting he did about his boyfriend who got killed in 
World War One, Karl von Freyburg. I do include that 
in my lectures. Roy de Maistre is also a queer 
abstractionist. I thought wouldn't it be a great show, 
Marsden Hartley and Roy de Maistre, that's one for 
the art gallery because both of them are commonly 
credited as producing the first abstract paintings in 
either country. And both of them were gay and doing 
queer abstraction. 

Anyway, I had to go back and I took the paintings off 
the stretcher frames, rolled them up, put them in my 
suitcase. Since then I've restretched them and now 
they're going into exhibitions

IM How many are there?
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CD Well, I think I only finished about six of them but 
I actually had intended to do more. I tell my 
students, because they're often really slow when 
starting out, I say in every artist there's got to be a 
little bit of a Henry Ford. It's true, isn't it? They've got 
to channel an inner Henry Ford. My Henry Ford 
thing was in full swing then but since then I've 
struggled in my life to have a studio space and the 
money and the time to make art because you know 
the expense of living in inner Sydney.

IM But you've actually made a lot of work over time, 
several distinct series which each have a different 
flavor that relates very clearly to sections of your life, 
even if that can only be seen in retrospect.

CD Yeah, there have been distinct series, but I feel 
that I'm just at the beginning of something to be 
honest, drawing all the loose threads together. 
Artists get better as they get older. Anyway, the 
shows that these paintings are in, one is called 
Political Women, which has been curated by Sarah 
McEwan, touring regional galleries early this year, 
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Griffith Regional Gallery, Lake Macquarie Regional 
Gallery, so two of them are going in there. One of 
them is called Dave's Star, which is a painting I did 
for Dave, because in quilting design, the star pattern 
is quite ubiquitous, different stars, you know, there's 
a Wisconsin stars, the Ohio star, the Lone Star. 

The others are going into Queer Contemporary, a 
show at the National Art School, they've got two of 
them, plus two from the Kings Cross series that date 
from 2014, so at least the Wisconsin paintings are 
now being shown for the first time. 

IM When I first saw the photos I didn’t know any of 
this history but they were so distinctive as a group of 
works, there was obviously something going on but I 
didn't realize it was actually this deep. The fox 

knows many things but the hedgehog knows one big 
thing and you're a bit of a hedgehog, you're like 
Morandi, for a long time you have had one very clear 
set of elements that you work over, the text and 
geometry. But as so often happens in that situation, 
there is extraordinary subtlety and profundity in your 
burrowing.

CD I cast a wide net, and then synthesize and 
concentrate everything into a single thing. Maybe it's 
a vestige of modernism. Kandinsky spoke about this. 
I've always admired Kandinsky’s idea that about 
moving from the general to the particular, of having a 
focal point based on synthesizing many different 
things, so it's that sort of methodology. But it's also 
unusual in Australia, because people have done 
Australia/India or China, but no one's done 
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Wisconsin, it's a whole other thing. This personal 
story  keeps him alive and that particular painting, 
Dave’s Star, is like the way Malevich put a 
monochrome on the front of a hearse, it becomes 
externalised as his dominant form. When art 
becomes part of someone's life it becomes the 
symbol for something else, an icon, the sign for 
some other experience. There's a kind of semiotic 
dimension to this, the connection with art and life 
and theory and practice. I'm so interested in these 
sort of connections.

IM Your paintings in general illustrate how by putting 
boundaries on things, you're forced into being more 
inventive. There has to be friction to generate ideas 
and to force different approaches and the set of 
formal constraints that exist in your work is actually 
what then generates this really profound stuff, not 
just about formal painting, but about life and your 
experiences. 

CD It's like the apex of Kandinsky’s triangle. I think a 
lot of artists, queer or otherwise, don't successfully 
match their use of form to their experience,  because 
it's all about experiential concerns, particularly these 
days. Kandinsky used the metaphor of the triangle 
as a way of describing a point of intersection and 
this is the difficulty a lot of artists face today, 
particularly queer artists. In the end they're barely 
making art and that's because they lacked that sortof 
formal rigor and the content overwhelms the form.

IM I agree, entirely, and you can you can see that all 
the time. Whatever form people use, it has to 
somehow be about their life's experiences. Back 
when people thought I had given up art, I just used 
to keep saying, If you're going to stay hiding in the 
art world you're never going to make art because 
you haven't had a life.

CD Absolutely, even if you are just hanging out the 
clothes on the line, putting a pink peg next to a 
green peg is where art begins.
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Every series of paintings that I make is part of a 
cycle. Some series contain dozens of works while 
others as few as six. The series tend to end when a 
life-event takes over and their completion is usually 
abrupt and more about abandonment rather than 
running out of things to say or represent. My cycle 
of productivity is then followed by a creative fallow 
season where new elements are collected and 
considered for the next body of work.

This was the case with the works that I produced 
while living in Wisconsin. After returning to Sydney 
in early 2019 I tried to complete what I had planned 
to be the series in its entirety but found myself 
unable to do so in a different place and time. The 
trauma of my partner’s death played a big part in 
this abrupt ending and it reminded me of the crisis 
that I had in relation to making art through the first 
stage of my gender transition.

It’s now early 2022 and I am exhibiting the 
Wisconsin paintings for the first time and the 
positive comments that I have received are 
overwhelming. Having recently returned from 
Charleston, South Carolina where I got married, I 
can see glimpses of the next series. Where as 
Wisconsin was cold and geometric, Charleston was 
warm and chintzy.

And then everything changed again



IM You’re currently in Nice visiting your son 
Noah who is in a ballet company there. You've 
obviously had a few months to get some sense 
of the local feeling and to see how the 
pandemic is going in France. Based on that I 
was wondering how you feel that might now 
play out in Australia given the Liberals policy of 
letting it rip? 

TD It was interesting because we left 
Melbourne in a lockdown. It was the big Delta 
lockdown in winter. You probably saw the 
photos I put up of the airport, there was no one 
there. We had to go through that whole process 
of getting permission to leave the contrary, 
agree to be gone for three months, all of that. 
Then we landed here and it's sunshine and 
people everywhere, it was just bizarre. A little bit 
confronting, too, because you do feel 
vulnerable. You know, we're jabbed and ready 
with passes and everything, but it was still, oh, 
my God, look, that piazza is absolutely choc a 
block with people. And I’ve really got to go and 
sit in a restaurant, next to all of those vectors. It 
took a little while to get used to, actually. But 
now Australia's opened up and I don't really 
have a sense of what it's like there on the 
ground. It seems to be going down that kind of 
libertarian road of America and Britain? Well, I 
don't think we've quite got to that stage yet, but 
it seems that way. France seems an island of 
relative sanity amongst all of this. So where we 
are in Nice they are nearly 90% fully vaxed from 
twelve up, everybody's entitled to their free 
booster shot, all done through the app so we've 
been getting notifications to go and get that 
done. It's still a requirement to wear masks 
indoors. So in shopping centres, or theatres, or 
public transport, everybody does it. It's very rare 
that you see people without a mask and you still 
have to show your passe sanitaire when you go 
to restaurants or theatres or movies or 
whatever. That's kind of differentially enforced, 
about half the places do it. But there's actually 
no sense that you should get rid of masks or 
you should get rid of the passe sanitaire, or 
anything like that. Everybody seems quite 
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happy about that. You see the odd 
demonstration and apparently out in the 
regional areas there's a lot more objection to 
those sorts of measures, but in a fairly big 
centre like Nice it's just standard, every 
everybody does it. 

IM But hearing Macron’s statements, France 
compared to Australia seems much tighter.

TD Although France never was like in Australia, 
where you had to show your pass in any shop that 
you went into, that was never the case here. It was  
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only places where you gathered or sat down and ate 
or where there was a crowd, like a theatre or 
something that you had to show it, you didn't have to 
show it when you went into the supermarket.

IM But it's become very clear that the whole vaccine 
thing has become a real recruiting ground for the 
right in Australia. I wonder whether that's so much 
the case in France or whether through their takeover 
of the whole yellow vest movement they had already 
done that. Do you have any sense of that?

TD I think there are other vectors for that, but it's 
definitely part of it. There's been a couple of really 
big demonstrations that we've seen and it's 
everything from anti passe sanitaire to anti vax, you 
even see Confederate flags, all the trappings of the 
right wing. So they obviously see it as as a potential 
recruiting ground. I just think that maybe that 
mainstreaming of that kind of stuff is, in some ways, 
more established here anyway with the Front 
National. They were legitimate candidates in the 
previous presidential election and it goes back even 
further than that so it maybe doesn't stand out as 
much as a recruiting tool as it does in Australia.

IM The marches here have had some funny 
fallout, the participation of permaculture leader 
David Holmgren has basically split the permaculture 
movement in two and it's not a slight thing, it's really 
major, there's now a huge fight going on. I never got 
really involved in permaculture because I thought it 
was a bit too cultish and that comes out in this, that 
half of them are perfectly sane, reasonable people 
trying to do good in the world but the other half are a 
bit like religious fanatics, with an identity of moral 
superiority and there is a real prepper element.

TD I can imagine that for sure. Yeah, let's get off the 
grid, go look after ourselves, that kind of mentality.

IM Exactly that. And it plays straight into the anti vax 
thing. And that's interesting here because you’ve 
been writing a novel and, without giving any spoilers, 
implicit in it is the idea that eco fascism is a real 
potential thing. I'm wondering how much these 
protests might be the beginning of that, a new 
political situation where we will deal with climate 
change, but not necessarily in a way that's going to 
be good for a lot of people?

TD I absolutely think this is the direction that we're 
heading. And you know what, within the Labor Party, 
their shift to the right, is also part of that. But it just 
seems to me we've reached a point where the great 
white hope in Australia at the moment are the so 
called conservative independents who all believe in 
climate change and want to do something about it, 
but they're all completely wedded to capitalism.

IM You’ve been making that point, if you want to 
stop climate change, you've got to confront 
capitalism.

TD Exactly. Giving those guys the benefit of the 
doubt, maybe they just haven't put two and two 
together on that, because nothing in their life has 
ever forced them to put two and two together until 
Morrison showed up. They never had to confront 
their knee jerk voting for the Liberal Party, 
mindlessly, election after election. And suddenly, 
apart from climate change, he's doing a few other 
things as well around gay marriage and women's 
rights that has bothered them enough to stand up 
and take notice. So they've gained that awareness, 
which is great. And it's also great they're actually 
putting their hand up and trying to do something, but 
they've got to make that next step. So you're seeing 
these bizarre things at the moment, particularly with 
Allegra Spender, who's really pushing green 
capitalism, for want of a better word, claiming this is 
going to save us without looking at any of the 
extractive ramifications of how we're going to do it. 
You can't just suddenly shift to solar power and 
continue the life that we're leading,

IM She's a particularly interesting candidate 
because she's real Liberal Party aristocracy in a way 
that the others aren’t. You couldn't have a stronger 
Liberal Party family background.

TD As you say she's a sort of royalty in that 
group. I hadn't thought of this before but it's 
interesting she seems to have made it through 
into the independent area, whereas Georgina 
Downer was an equivalent who tried to do it 
through the Liberal Party and got wiped out by 
the independent in South Australia. But even 
the North Sydney woman, Kylea Tink, seems 
genuine and had a real awakening about "the 
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Liberal Party has left me", that sort of thing, but 
I don't know if you saw it but the last four or five 
entries on her Facebook page have been 
essentially advertisements for local businesses. 
So in one way you can see the logic of it, she's 
just saying, go and support those businesses 
who've had a tough time during lockdown, she's 
doing a community minded thing. But you can't 
do that as a candidate who has to be a 
representative of all. She's getting into the 
same area as subsidies for coal, it's only a 
difference of degree, not of kind. I think they're 
on a steep learning curve about what 
democracy actually means, that they can’t 
represent just their electorate once they're in 
the parliament, they're representing everybody. 
In that role you can't use your Facebook page 
to promote local businesses even though I don't 
think there's anything harmful ... well no there is 
something harmful ... I don't think she's being 
bad  but I just don't think they've thought about 
this stuff at all.
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IM They probably see that as trying to build up 
some sort of base in a situation where they lack 
access to any other way of building up that 
base. They don't have a big on the ground 
organisation and they don't have support from 
other organisations like say trade unions, which 
have a whole widespread structure. If a 
candidate could lock in support from a union, as 
the Labor Party does, it has direct access to 
large numbers of campaign workers. 
Independents will always have the problem of 
building that sort of base. 

TD I think that's true, even though I've got to 
say that they've done pretty well, from a 
standing start, especially say Zali Steggall in 
Warringah, she genuinely seems to have 
gathered quite a community around her. But it's 
still drawing on traditional liberal things, they're 
not reaching into union territory or anything and 
I don't think they've got any interest in doing 
that.

IM Not at all but that gets us to another point. I 
was thinking about your column the other day 
where you were talking about how do we 
actually fix the media? And the implications? 

Well, lets not call it the implications, because 
basically the solution was let’s just burn it down, 
because what's going to fix it? But already, the 
technological changes that have, in a sense, 
cornered it and made it even more of a vicious 
angry animal than it was, even those changes 
are now becoming obsolete themselves as 
we've moved through further forms of the web 
and interactive technology. Have you got any 
more thoughts on where that might actually go 
at this point?

TD Yeah, I think what worries me most about it 
is the pipeline between the different forms of 
media into that mainstream, because I think 
that mainstream still has that ability to frame 
issues and certainly be heard in the corridors of 
power. And these crazy ideas make their way 
along that vector and everything shifts in that 
direction, ultimately, urban mainstream 
institutions shift in that direction. The 
normalisation of Morrison's rorting and pork 
barrelling is a classic example of that. And I 
guess the real problem is, this is also 
happening at the pre selection level. I've 
noticed Morrison getting more involved in 
overriding local electoral voting processes 
within the Liberal Party to put his guys in. This 
is exactly what happened in the Republican 
Party in America, it's just been taken over by 
those guys entirely. And then they got that 
figurehead in Trump, where they've all rallied 
around, but that's now turned into what is at 
best an anti democratic minority rule based idea 
of a political party. We're kind of heading in that 
direction ourselves I think. Once you get that 
sort of people running government and they 
realise for their own reasons that you're actually 
going to have to confront climate change, then 
they're going to do it like they do everything 
else. They're going to do it in an authoritarian 
sort of way and how better to do that than to co 
opt the green principles but with that deep 
authoritarian edge to everything. It just seems 
almost inevitable to me. But if we're going to 
respond, this is almost the only response we've 
got left to actually massively change behaviours 
to affect climate. Unless people really do rally to 
do it in a democratic way themselves, it's going 
to be imposed, and it's not going to be imposed 
by the left. It's going to be imposed by the right.

IM Imposed by people like Twiggy Forrest. He's 
becoming the green businessman in Australia, 
on a massive scale. It’s really quite 
extraordinary, that something like that could 
happen. What next, Gina Rinehart?
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TD I wouldn't be at all surprised as various 
other sources of her income dry up. I presume 
she's deep into rare earth gy requires.

IM But the other aspect of this is just the never 
ending normalisation of a neoliberal view of 
what the economy is and how it works, so that 
you still end up with a completely extractive 
economy, even if it's being used to generate 
renewable technology?

TD Exactly. You can't just shift to green 
extractivism. You have to change something 
much more fundamental about social 
relationships, about the economy, to really 
address it, otherwise you do just end up with 
some sort of eco fascism. It's the only 
alternative you're left with. Other than climate 
collapse. 
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