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Looking for James Doolin 
This article is the second in a series which looks at the work and lives of artists who contributed to 
the development of Australian art between the years 1965 and 1970. My previous article in 'Lives 
of the Artists' examined the life and work of Vernon Treweeke. 

There are three categories of artists who have influenced the development of our national art tradi 
tion. The first of which are Australian artists who bring back ideas from overseas. The second is 
emigre artists who migrate to Australia and live here on a permanent basis. The third category in 
volves those artists who stayed in Australia for a relatively short period before leaving for some 
other part of the world. The influence of this third category of artist cannot be underestimated and 
may in the future prove to be of even greater significance. 

During the nineteenth century the influence of artists visiting Australia was enormous. The impact 
of individuals such as Conrad Martens, Eugene von Guerard and Charles Conder proves this 
point. During the 1960s individuals such as Mel Ramsden, Ti Parks and most importantly James 
Doolin also played an important role in the maturation of the local art scene. Like those of the 
nineteenth century, the artists of the 1960s who visited Australia came here for an unexpected va 
riety of reasons, including romance and adventure, all of which eventually contributed to their 
careers as artists. 

" For many years I held the erroneous belief that 
James Doolin was actually an Australian. His name 

often appears in the art histories of the 1960's, but 
after 1970 all references to his work disappear. So 
who was James Doolin? Why did he come to Aus 
tralia? And how did he influence the development of 
Australian art? 

James Doolin--Artificial Landscape, 1967, acrylic on canvas, 
51 x 40 

Shortly after arriving in Los Angeles for an Austra 
lia Council residency at the beginning of last year, I 
decided that one of my objectives was to meet James 
Doolin. All I knew about Doolin at this point was 
that he was an American who moved to Los Angeles 
from Melbourne at the end of 1967. Initially it 
seemed that finding Doolin would be like searching 
for a needle in a hay stack, but amazingly the first 
person I spoke to gave me the telephone number of 
his studio. The next day I rang the number, spoke 
with Doolin and arranged a time for our first meet 
ing. A few days later I drove my beige Plymouth 
Valiant to Doolin's studio in Culver City, he offered 
me a coffee and we ended up speaking for six hours. 

Over the next six months I met up with Doolin on several occasions and on our last meeting he 
came to see my paintings at the studio in Santa Monica. After leaving the United States I corre 
sponded with Doolin fairly regularly and managed to send him a copy of the Wendy Paramor 
catalogue from the Casula Powerhouse retrospective exhibition. I also told Doolin about the inclu 
sion of two of his paintings from the 1960's in the Central Street retrospective, which is scheduled 
to open at the Penrith Regional Gallery in November. After a break in our correspondence he sent 
me a letter which mentioned that he had been ill. I thought that his illness was not serious as he 

didn't look sick when I knew him, and, as I remember, had no trouble getting in and out of his 
large white Ford V8 pick up truck. A few months after this I found out that James Doolin had died 
from a lung disease, aged seventy. 

From our long conversations I found out that Doolin (who always preferred to be called Jim) was 
born in Hartford, Connecticut. He was a graduate of the Philadelphia College of Art, had served in 
the United States Army in Germany, and arrived in Australia via Greece in early 1965. Doolin 
came to Melbourne in order to marry his Australian girlfriend who he met in Greece. During his 
two years in Australia he and his wife had two sons. During a relatively short stay in Melbourne, 
Doolin produced twenty five large scale paintings which were exhibited at Gallery A in Mel 
bourne, as well as Central Street in Sydney. After his departure for Los Angeles in November 
1967 his work was included in 'The Field' exhibition. 

In the long term, Doolin's influence on Australian art was twofold; Firstly, he worked as a lecturer 
at Prahran Technical College, influencing a generation of art students. Secondly, many of his 
paintings which were sold through Gallery A and Central Street ended up in National and State 
collections. It must also be noted that his second Central Street exhibition in 1969 was the only 
sell out show in the history of the gallery. 

Doolin's influence on Australian art has been described in a variety of ways. In 1969 Tony 
McGillick wrote that his work "represented an advance on the most 'advanced' painting of that 
time". The following year Bernard Smith attempted to define this process of 'advancement' by 
stating that Doolin' s painting drew on "forms, images and systems from the man-made environ 
ment". More recently Ian Milliss commented that "Central Street type painting took formalism 
further than it was meant to go". In hindsight, these interpretations of Doolin's work indicate that 
through his innovative combination of an extreme style of formalism, which draws on motifs de 
rived from the Melbourne suburbs, a unique synthesis has taken place which can be defined as an 
applied or subjective type of formalism. The resolution of this contradiction which historically 
separated non objective painting from representational painting is confirmed by the fact that all of 
Doolin's paintings from this period are called 'Artificial Landscapes'. In other words, by 1965, 
Doolin had found a way out of the impasse which both Australian landscape painting as well as 
formalist painting had become entrenched. What becomes obvious is that almost single handedly 
Doolin opened the door to the emergence of both conceptual and postmodern tendencies in Aus 
tralian art. As a result, Doolin's influence can be found in the work of several generations of Aus- 

tralian artists (most of which are from Mel 
bourne) including Dale Hickey, Robert Rooney 
and Howard Arkley. 

While living in Melbourne during the 1960's, 
James Doolin became friends with a young poet 
by the name of Peter Carey. After Doolin's 
death, it was Carey who ended up writing 
Doolin's obituary. He described Doolin as 
'stoical', and it seems that this quality is one of 
the most important characteristics in the life of 
an artist. 

Christopher Dean, October 2002 

James Doolin, 1967 
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AUSTRALIAN ARTISTS 
OVERSEAS 

INTERVIEWS WITH ELIZABETH PULIE 

Anne Kay 
Where are you? 
Right now, I'm at a computer in the Library of 
Calarts (California Institute of the Arts) in Valen 
cia, California, but I'm living in Los Angeles, 
thirty miles away. 
How long have you been there? 
I've been here just over a year, but I was in Los 
Angeles for four months the year before as well. 
My partner Jane Polkinghome had the Australia 
Council for the Arts studio in LA, so I came too. 
Have you travelled anywhere else on this trip? 
We've been on a couple of car trips to the Califor 
nian desert and also a short trip through Arizona 
and Nevada, including Las Vegas. We also went 
back to Vegas recently to see some friends mar 
ried by 'Elvis' at the Gracelands Chapel. 
What was your initial reason for making the 
trip? 
Initially, it was the chance to come along on 
Jane's residency, but while we were away I found 
out I had gotten a Samstag scholarship, so I then 
started looking for a place to go to graduate 
school. I applied to a few places on the east coast 
but in the end chose Calarts because we had al 
ready met people here, and the lifestyle is easier 
and cheaper than the east, from what I've heard. 
Also I was able to come and check it out for my 
self, and really liked the feel of the place. The 
buildings are fairly institutional, but some have 
daggy seventies wood panelled interiors that I 
kind of liked. Disney (yep, it's Disney Univer 
sity!) was going to make it into a hospital or an art 
school. Rumour has it that they were going to 
have a small railway circuit that people could ride 
on round the grounds, to watch the artists work. 
But it had a loose feel to the place, like you could 
have a fair amount of permission, and this bas 
really proven to be the case! Unlike some schools 
that have rhetoric about an interdisciplinary struc 
ture, this place really does. I've done classes in 
the Theatre school and Film and Video as well as 
the Art department. 
Do you have a job where you are? 
I just started my first job last Friday actually. I am 
running the Video Equipment Room. I also have a 
Teaching Assistanceship next semester. Basically 
you help out an instructor with a class 
photocopying, getting equipment, being in the 
class etc. for very little pay. I think it is seven 
hundred and sixty five dollars a semester! I was a 
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Tl A last year but it was as a volunteer, because I 
didn't have Workstudy (money from the school 
that you can earn) allocated to me because the 
Samstag bad a very generous stipend. This year I 
have a supplementary Samstag scholarship, which 
is half the value of the first year, so I really need 
to work this time. I've also applied for a part-time 
(twenty hrs/week) work visa that I'm eligible for 
after a years study. So if I could find time, I could 
apply for other work. 
Have you made art while you are away? 
Yep. I've been making work within the st:rncture 
of the degree, obviously. I haven't made that 
much though, because I've moved into working 
with video and it's been an extremely steep learn 
ing curve! I had never really used a video camera 
and I had to learn to us the editing software 
(digital video edited on computer) they have here, 
called Final Cut Pro. I had never used a computer 
for much more than word processing or checking 
my email, plus I was never 'specially interested in 
film, so I've needed to watch a lot of stuff to catch 
up and become literate in terms of moving images 
and their history. 
Have you shown your work overseas this time? 
Where? 
There are about seven gallery spaces at the school, 
and there is an. expectation that you will show at 
least once a year, so I've shown a couple of times. 
One was a solo show, another was a group show I 
organised of Sydney artists called Lightweight (all 
the work was transported to Los Angeles by· 
plane, in a box). The other artists in the show were 
Lisa Kelly, Josie Cavallaro, Jason Markou, and 
Sarah Goffinan. Lisa, Sarah, Josie and I shared a 
studio for some time, and Jason was taking my 
place in the studio. The point of that show was 
that we don't make our work in isolation, and that 
our work is heavily influenced by those around us. 
Interestingly, some viewers thought that the work 
was all by one artist. The students here were really 
interested to see work from somewhere outside 
the school. It's actually a really big audience for 
the work here too, there are large party type open 
ings that get a lot of people at them. I also had a 
really short video in a class screening that the lec 
turer organised at an LA gallery called Gallery 
825. I am interested in showing my work outside 
school but it is a slow process - figuring out 
where would be good, how they operate, etc. 
Also, school is incredibly demanding and time 
consuming, so it will probably have to wait. One 
good thing is that you rarely pay to show in artist 
run spaces here, but unfortunately I think that af 
fects the type of work shown. There's a noticeably 
more commercial flavour to the work at ARI' s, 

much more 2D work. Spaces like China Art Ob 
jects, for example, although artist run, are out and 
out commercially orientated -they attend trade 
shows and art fairs like Basel, and make enough 
to pay themselves wages. The market here for 
contemporary art is so much bigger than in Aus 
tralia, I guess. Although in LA, people talk about 
how small it is because they compare it to New 
York City. 
Do you have a studio there? 
Yes, at college. They have a lottery to choose stu 
dios and I came last. But actually it is not so bad. 
Small but OK. This year we get to choose from 
the purpose built studios that are reserved for 
MFA2's. 
Are there ways in which being there have 
changed your work? What changes have you 
become aware of? 
Absolutely!!! It is an intensive program and I have 
been keen to get the most out of being here. The 
academic structure is very different. Instead of a 
supervisor for your Masters that you meet with 
over the semester, they have a system of inde 
pendent study contracts with various faculty. You 
can have quite a few if you want. You choose who 
you'd like to work with, and then negotiate with 
them. You have about three or four meetings with 
them in the semester, and making one-off meet 
ings with all of the faculty is strongly encouraged. 
Last semester I met with about twenty faculty! I 
guess I'm going on like a Calarts advertisement, 
but my point is that there is SO much more input 
for your work, that it would be hard not to change 
or be influenced, I think. Obviously there was the 
shift to video, which was partly because I wanted 
to take advantage of the access to equipment 
while I had it. But also there has been a definite 
shift in the content of my work. I've never been 
one for doing the same kind of work for long, so 
changing to a new medium or material isn't really 
out of character. In the past I worked on a number 

Anne Kay 
video still from: 
Living with 
Electricity, 
Mini DV to 
DVD, 1.13min 

of localJy occurring issues (alien plants in Austra 
lia, Sydney native trees, etc), but that wasn't 
really possible here, as I didn't feel sufficiently 
part of this place to work in that way (although 
that's shifting slowly). I guess I've been thrown 
onto other areas, and to be honest the dust is still 
settling...I have been accumulating video and 
sound without being quite sure where it was go 
ing, and at the moment I am considering working 
with very personal material, the thought of which 
has always made me absolutely cringe! I think this 
is really an opportunity to try things out so, I'm 
doing that. 
Do you intend to come back to Australia? 
Yes. I've had a lot of periods where I think I'd 
like to stay on, though. Los Angeles is a really 
unusual city, very unlike my expectations. I 
thought it would be a terribly glamorous, big city. 
But it is this weird almost-not-city, since it is so 
many small cities linked together. It is incredibly 
spread out (I think it's about seventy miles 
across), but there is an enormous amount of bush 
land woven right into the city (although I should 
really call it desert/bmsh land). And it's not glam 
orous at all! Well, maybe a few bits that I'm not 
privy to. Much of it is wonderfully run down - 
there is gentrification, but much less than in Syd 
ney, surprisingly! There are lots of incredible 
places from the fifties that have been preserved 
(admittedly more by neglect than design). As for 
staying on...it'd be great if I can get work, to stay 
for another year (the visa I'm on allows for that). 
My aim when I get back is to shift into teaching 
work-I have been a registered nurse for twenty 
years but I am really interested in moving to edu 
cation, partly because I've found this stint here 
really stimulating, but also because nursing makes 
me sick now. I'm totally burnt out from it. 

PS. If anyone is coming to LA and wants information, or wants to 
email, or whatever, here's my address: annekay@chilli.net.au 
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John Spiteri 
Where are you? 
London 
How long have you been there? 
Since August 2001 
Have you travelled anywhere else on this trip? 
I haven't done much. I went briefly to Malta 
where I rented a house with a lot of faux Rococo 
furniture and had a reunion with some friends in 
New York in the middle of a heatwave. 
What was your initial reason for making the 
trip? 
I got offered a scholarship 
Have you made art while you are away? 
I had a plan not to make one kind of work. I said 
to myself, "I'm not going to make that this year, 
I'm going to make this". This was the plan. Then, 
as is often the case with over-planning, I end up 
making the work I wasn't supposed to. Who said I 
wasn't supposed to? Nobody, it was me saying "I 
can't do that". I have been very busy this year 
making the work I wasn't supposed to. 
Have you shown your work overseas this 
time? Where? 
I've shown something every couple of months, on 
average, in group shows, mainly in London. 
Do you have a studio there? 
I have had one, which I haven't used much, as I 
have been mainly making videos. I often do 
house-sitting for people and these often get used 
in a video. 
Are there ways in which being there have 
changed your work? What changes have you 
become aware of? 
Being away from a routine that I'm used to means 
everything gets shaken up; I am usually over cau 
tious in everything and need shaking up; Just be 
fore everything settles again is often the best time 
for me to try some work. 
Do you intend to come back to Australia? 
Yes 

John Spiteri -DON'T LOOK BACK, still from video 
Black is Black, 2002 8 

Mark Hislop 
Where are you? 
New York. 
How long have you been there? 
Over two years now. 
Have you travelled anywhere else on this trip? 
Yeah, last summer I went to London for a holiday, 
and to see friends and relax. I lived there for two 
years previously, so it was good to see friends and 
check it out again. I also went to Venice for the 
Biennial, and then to Thailand to hang out on a 
beach for a couple of weeks. But I haven't trav 
elled around the States - only a few small trips 
around New York State. 
What was your initial reason for making the 
trip? 
My partner Elvis came over on a Samstag scholar 
ship, so I'm the accompanying spouse. 
Do you have a job where you are? 
At the moment I do painting and decorating. I 
work for myself and get plenty of work, so I can 
set my own schedule. The work is OK, it's not a 
career job, but it's the best option I have here as 
wages in the arts industry for artists are generally 
very low. Shortly after I arrived here I worked for 
Matthew Barney doing Cremaster 3, and when 
that finished I built some sculptural works for him 
in his studio - it was a good experience but ulti 
mately all-consuming, leaving little time for my 
self and my family. In his studio he doesn't have 
many people working for him, so it's very in 
volved and close. Everyone is highly skilled in 
certain areas and it was demanding work. That 
whole cycle of works is now finished and touring 
around the world. I'm sooo glad it's over, he didn't 
pay me enough for what I did. 
Even though the money was good, I felt ex 
hausted, and really I want to devote my energy to 
my own work and not someone else's. Ultimately, 
working for another artist when you're an artist 
yourself isn't a positive position to be in, even if 
you do understand all the subtle permutations in 
volved in that type of working relationship. 
Have you made art while you are away? 
Yeah, I've been making work on a very irregular 
basis from what I'm used to. It was a difficult ad 
justment moving here, it's very expensive and I 
didn't have the usual support networks that I had 
in Sydney. I suppose that's the main issue when 
you do relocate. Friendships, family and work are 
not there in the ways they were previously, so it's 
very difficult at times. On the most part I've really 
enjoyed it and feel settled and comfortable now, 
so I'm enjoying being an artist at the moment. 
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Mark Hislop - Levitation Exercise, photograph, 2002 

Have you shown your work overseas this time? 
I was in a group show at Leroy Neiman Gallery. 
I've proposed shows at Artists Space and White 
Columns. I'm also putting a video work into a 
video marathon at Art in General later on in the 
year. There's plenty of opportunities here on lots 
of different levels in a very dense art culture, it's 
exciting but also difficult to get within the struc 
ture of it. It's easy to see yourself in relation to 
the market, because it's so predominant in New 
York, and the competitive edge that stems from 
that isn't always pretty to witness. Artists can have 
a very difficult time here in the face of apparent 
abundance of opportunity. 
Do you have a studio there? 
I have a studio at home. I like the situation, I feel 
very settled and it suits me for the work I'm doing. 
Are there ways in which being there have 
changed your work? What changes have you 
become aware of? 
I don't think being here or there or wherever has 
changed my work. I think my work has developed 
as it does naturally wherever I am. It's not some 
thing I think about a lot or focus on. But I feel I've 
changed in some personal ways, which because I 
make art, feeds into what I do. I've become more 
self-reliant here, and more assertive; I've become 
more confident and assured within myself Conse 
quently I think I'm happier and I have less 
doubt. I've made some video work which is new 
for me, and I'm more interested in photography, 
but it's painting which has always been the core 
activity for me, and I'm enjoying it a lot more 
lately. Because there is so much art here I've be 
come less complacent about what I make. 
Do you intend to come back to Australia? 
Not permanently for at least a year and a half. At 
the moment I would like to stay indefinitely. We 
talk about seeing a solicitor and trying to get per 
manent status here, and we repeat that ad 
nauseam. It feels like home now, we're pretty well 

set up and comfortable. We live in a rent stabi 
lized apartment in Manhattan which is kind of a 
privilege here, and our son Henry has now spent 
most of his life here. He goes to school and has 
friends, it's cute, he's very American - loves fast 
food, and is loud and obnoxious. We plan a trip 
back to Sydney around Christmas for a few 
weeks. See ya'll then. 

Justene Williams 
Where are you? 
Tokyo, Japan. 
How long have you been there? 
Just a little over a month. 
Have you travelled anywhere else on this trip? 
No, only short trips outside of Tokyo. Although I 
wish I had more money and time to visit friends in 
Europe and America. 
What was your initial reason for making the 
trip? 
To learn more about the country, and maybe make 
some art - on an Oz Co. grant. 
Do you have a job where you are? 
No ... well kind of, I've got to. take part in an 
English conversation class. 
Have you made art while you are away? 
Kind of, not fully thought through yet. 
Have you shown your work overseas this time? 
Where? 
No. 
Do you have a studio there? 
Yes, the apartment I live in, is the studio. 
Are there ways in which being there have 
changed your work? What changes have you 
become aware of? 
There haven't been any immediate changes, but 
I'm sure when I return home I will be able to re 
flect and draw on the experiences I've had here. 
Do you intend to come back to Australia? 
Y oath I am! 

Justene Williams (and Tony Schwensen) with an English 
conversation class 
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DEEJFABYC 
Where are you? 
I live in East London just off the Hackney Road, 
which is great because loads of galleries are in 
easy walking distance, and I found a good Thai 
restaurant up the road (inside Charlie Wright's 
Bar). 
How long have you been there? 
I have been ill London since May 2001 and in 
Hackney since June 2002. 
Have you travelled anywhere else on this trip? 
I went to the Venice Biennale last year; in fact I 
did a performance there as part of the Sex Worker 
Forum in the Slovenian Pavilion. I went to New 
York to visit Elvis Richardson and Mark Hislop 
in June this year, to Documenta (Kassel) and Ber 
lin, and to Leipzig in July. 
What was your initial reason for making the 
trip? 
I relocated back to the UK for two distinct rea 
sons: 
1. To establish stronger ties with my extended 
family. 
2. To take up the challenge of getting my work 
seen in the toughest place in the 
world .... Anywhere is easier to "make it" than 
here, as everyone loves to tell you when they ask 
why you moved! 
Do you have a job where you are? 
I was working for over a year at a women's Bail 
Hostel as the Drugs Counselor, but I have recently 
resigned ill order to concentrate on my 
practice, and focus on making the art stuff pay. 
Have you made art while you are away? 
I have made some new sculptures which were 
exhibited at a very odd show in 
the Edwardian Rococo Australia House; per 
fonned in a place called The Foundry in 
Shoreditch (last weekend they asked me back to 
perform live for radio next week); and created two 
new video works and a collaborative exhibition 
(with Elvis Richardson), which was at the Physics 
Room in May. I am currently working on a large 
sculptural/video installation and a performance 
using the coroner's report from my mothers' 
death. 
Have you shown your work overseas this time? 
Yes (as above), and also at 5 Years gallery in 
Shoreditch in January (a video projection). 
Do you have a studio there? 
I had a studio until a couple of weeks ago, when 
we all had to move out of the building on Under 
wood Street, where 5 years, Mellow Birds and 
Underwood St Ga!lery have been for some time. I 
put myself on the waiting lists for a few studios, 
but it's a bloody nuisance, as I need to make some 
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big things now! 
Are there ways in which being there have 
changed your work? What changes have you 
become aware of? 
Yes, the main thing has been having less forums 
for showing the work. Th.is gives one more time 
to consider and develop projects which can only 
be a great thing in the long run. 
Do you intend to come back to Australia? 
Yes and no - I have domiciled myself in the UK 
for tax purposes, as it was too complicated to do 
anything else. When you have a child you also 
have to time your visits or relocations according 
to the school calendar, and I think we will proba 
bly send Beata to School here, which means we 
could be in London during term times until she is 
eighteen! 

Deej Fabyc---Erskineville Bile Story 
stills from performance held at Artspace Sydney (as part 

of the Hard performance event) 2002 

RESTAURANT VII 
Bridge St, Sydney 

One of the great things about life is that everyone is 
different. One man's passion is another man's poi 
son, which ensures the world remains an interesting 
place and goes some way to explaining the success 
of, say, Britney Spears. 

These differences manifest themselves in a variety 
of ways. For example, some people believe that food 
is better than sex. Others prefer the pleasures of the 
flesh to an all-you-can-eat buffet. Others, still, enjoy 
eating an all-you-can-eat buffet off their partner's 
nude, prone form. There are, of course, exceptions 
to the rule, where someone who would usually pre 
fer getting down and dirty might opt for a prawn 
cocktail that has been sitting in the summer sun for 
three days rather than sleep with John Howard. 

Anyhoo, whatever your preference, there is no deny 
ing that dining out can be an intensely sensual ex 
perience, and that a superbly cooked meal can be, 
well, orgasmic. 

Dining out is, for me, one of the most pleasurable 
ways to pass a couple of hours with friends. When 
all the elements are in place- the food, the service, 
the atmosphere/decor= then we are talking about 
pure alchemy; a heightened state of pleasure akin to 
sleeping with David Beckham ( to go back to the 
whole sex/food comparison - insert your own object 
of desire). I read somewhere recently that restau 
rants are the equivalent of bars and nightclubs for 
the thirty-somethings and beyond, and for me that is 
certainly true. 

So it was with a great deal of excitement that I 
greeted the arrival of October this year. October is 
kind and bountiful. There's the long weekend, day 
light savings and the Sydney Morning Herald Good 
Food Month. Good Food Month has a variety of 
events on for lovers of fine food, and of particular 
interest to me was the 'Let's Do Lunch' deal run 
ning throughout the month. 

Around forty of Sydney's fine dining establishments 
were offering a weekday lunch special of a main 
course with a glass of wine for $25. For those with 
cash flow issues, it provided the opportunity to dine 
in restaurants that would otherwise be out of reach. 
There was no shortage of tantalizing options, with 
restaurants like Level 41, MG Garage, Quay and 
Salt all coming to the party. 

Kicking off the dining extravaganza with Sydney 
institution Lucio's (delicious bangers and mash, 
with a rocket and parmesan salad and a glass of 
white wine; warm service and walls packed with 
paintings by Australia's pre-eminent artists) and 
then moving on to Pruniers (a delicious lamb dish 
teamed with a glass of white wine, but extras were 
thin on the ground; pleasant location looking out 
onto a tranquil garden setting, and populated by 
wealthy Woollahra ladies who lunch, in a word 
dull), it was nice to finish with a restaurant that 
really laid it on. 

Restaurant VII is a fine diner situated in a heritage 
building in the city, and from the moment you wal.k 
through the door the feeling is plush, refined and, 
for me personally, represents the sort oflife I should 
be living full time. The food is French/Japanese fu 
sion, and for your $25 you are really getting great 
value for money. With three, count 'em three, exqui 
site starters, a scrumptious main of beef with vegeta 
bles and a large glass of red wine, this is the line 
where the preference for sex over food starts to blur. 
We opted to spend a little extra and finish with a 
cheese platter, which left everyone feeling well 
sated. 

Add to that the informed, friendly service, the beau 
tiful room (including lavish bathrooms that make 
you want to take your time!) and you have one very 
special, cut-price fine dining experience. 

Roll on October 2003 ! 
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THANKS FOR HAVING ME 
Elvis Richardson 

I see them everywhere yet they are like wallpaper, a 
decoration that is applied with gusto to the most mun 
dane of objects and places. So I have started making a 
mental note of cars, buses, shops, buildings, strollers, 
parks, houses, who display the Stars and Stripes. 

I realised I could have been doing this for much longer 
once I started. But I think the initial shock of living in 
New York when planes were used as bombs by suicidal 
terrorists to destroy two great buildings and many lives 
right where I was living, was quickly subsumed by the 
outrageous spectacle of American patriotism. Embod 
ied by The Stars and Stripes. And with it the grim in 
evitability of violent retaliation. 

A few months after Sept. 11, I came out of the subway 
at 42nd Street Times Square and was amazed. The 
whole place was plastered in US flags, it was absolutely 
beautiful when I think about it now, the brightness of 
red white and blue so abstracted en mass was something 
to see, it was dazzlingly, but as a visual memory, not as 
a reality. 

After September 11, many of my friends here were ter 
rified to catch the subway, fly and go up in tall build 
ings. I remember thinking, funny, I am not. I don't feel 
personally threatened by terrorists! In fact I feel 
more fear queuing in McDonalds or the Post Office than 
I do opening my mail thinking there is going to be An 
thrax inside of it, planted there by a cell of Al Queda 
terrorists! 

Since I have been working at an art college way out on 
Long Island, I commute 1.5 hours to work on the Long 
Island Railroad. I often think about Cohn Ferguson 
who shot sixteen people, killing six, with a Ruger P-89 
nine mm pistol on Dec 7 1993. He boarded a train leav 
ing Penn Station heading out to Long Island, and 
walked through carriages shooting people until he was 
wrestled to the ground while reloading his gun. 

The Colin Ferguson case stoked the rhetoric around the 
reintroduction of the death penalty by New York Gov 
ernor George Pataki when elected in 1995. His vote 
changed a law that had been vetoed by previous gover 
nors of this state for 22 years. 

While supporters of gun control were able to site this 
case to build a platform for their loosing cause, it was 
the death penalty not gun control, that would send a 
message to criminals, salve the wounds of grieving 
families reassure the community justice has been 
served and this individual can never do this to another 
person, our communities are safe. I am living in a 
country where lethal force is considered a social 
solution - execution, the war on drugs, zero tolerance 
etc. 

An ongoing discussion I have with a friend Wendy Joy 
currently living in San Diego about living in the United 
states said, 'we were not raised in a society that em 
ploys violent retaliation as a means of social control, 
not in social issues; not in criminal law and certamly 
not in foreign affairs'. 

As my mind drifts, as it does on a commute, I ~ con 
stantly distracted by checking out how many cars in the 
car parks of suburban stations have US flags flapping 
from their antenna, or a sticker on their rear window, I 
also can't help but check that houses have flags hanging 
outside their front doors the size of double bed sheets, 
and blowing from rooftops. 

I try to imagine my self buying a flag and flying it from 
my balcony or hanging it like a curtain in my bedroom, 
or attached to my son's stroller perhaps. But then I 
would be more likely to hide it in my sock drawer I 
think. Then of course I started noticing the ones that 
didn't have the flag flapping from their balcony, or an 
tenna? Words ring in my ears of GW Bush declaring in 
his Sept 11 grief, 'you are either with us, or you are 
against us'.. 

Although the flag buying frenzy has now calmed down 
somewhat I am sure since September 11 - I did con 
sider the possibility that like the Red Nose Day fund 
raiser for the Sydney Children's Hospital that people 
were still driving around with a nose on their car ten, 
twelve fourteen months later. But the past year of flag 
waving patriotism no longer symbolises a country's 
grief, but a government's paranoid rage and its irra 
tional agenda taking shape. 
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The recently created Home Security Office has intro 
duced a sweeping new security regime at its airports 
and borders, photographing and fingerprinting visitors 
from Arab and Muslim countries, many who are 
currently being held in immigration detention cen 
tres. (see an artists' project by Jenny Polack and Lauren 
Gill at the Tenement Museum in Manhattan - http:// 
www tenement.org/HardPlace/ ). And internationally 
the US have successfully lobbied to grant their citizens 
a degree of privileged immunity in the International 
Criminal Court, the EU having been persuaded by Bnt 
ain to step back from its hardline opposition to 
prevent a transatlantic row. 

Around the anniversary of Sept 11, vendors at what was 
the Word Trade Centre site were vilified for selling 
tourist souvenirs depicting the buildings as they were, 
as well as images of them being destroyed, turning 
a profit out of someone else's misery, although they are 
making less money now than they did in the same spot 
before the tragedy. The vendors near 'Ground Zero' 
make an easy target for some of the millions of mourn 
ers descending the galley way platform, from the view 
ing deck they had waited a good 2 or 3 hours to arrive at 
in queues that extended at times for blocks. 

Did that 'post' moment of viewing the primal wound on 
this powerful nation, produce in this case a Freudian 
slip? It is totally okay to sell US flags, the more the 
better. It is like it has just started raining and you can 
make a quick dollar in the umbrella trade. 

A tour of Kmart at Penn Station where I catch my train, 
had many varieties. Even ones that you could erect like 
Christmas tree in your living room, kiddie-sized ones 
next to the lollies at the check out, as 
well disposable plastic ones. On Canal Street you can 
buy anything with a flag on it - belt buckles, sun 
glasses, t-shirts, bandanas, little ones and big ones, hats, 
toys, posters, clothes, jewellery. It is all almost too 
much to narrow down my selection. 

Artists who have used the US flag in their work often 
experience a outraged public. There is a code outlining 
the rules of its display, although it doesn't spell out 
whether you can hang one like a curtain in your bed 
room, it says it should be displayed in certain orienta 
tion never below that of another nation, and for a short 
time as the result of an art work - not on the floor. 

A 1984 installation in a student show at School of the 
Art Institute of Chicago by Scott Tyler 'What is the 
Proper Way to Display the American Flag?', consisted 
of a thirty-four by fifty-seven inch American Flag, 
draped on the floor beneath photographs of flag draped 
coffins and South Koreans burning the flag. Beneath 
the photos was a ledger in which viewers were asked to 
record their opinions. The problem was not only that 
the flag was on the floor, but that it was difficult to 
write in the ledger without stepping on it. As footprints 
began to accumulate on the Stars and Stripes, angry 
war veterans and citizens loudly protested, 'the Amen 
can flag should not be a door mat, the flag belongs to 
the American people!', they succeeded in closing the 
show down. Freedom of speech or respecting the flag? 
Viewers had to choose what they revered the most. 

The artist responded that he bought the flag in a dime 
store for $3.95 and it was made in Taiwan. 

Because of the exhibition, legislation was introduced 
banning the display of the flag on the floor, these laws 
were subsequently overturned when the Supreme Court 
ruled that even flag burning is protected as free speech 
by the First Amendment. If free speech won that day in 
that battle it is a very different landscape today. 

Since the introduction of the Patriots Act by George 
Bush on November first of last year, a policy that tram 
ples all over the Bill of Rights, there was no public de 
bate of its implications on civil liberties, before it was 
hastily passed through judicial committees and the sen 
ate. (see Civil Liberties Union) Legislation as close to 
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martial law as you can get is the solution to national se 
curity, at the expense of sending armies on pre-emptive 
strikes unsanctioned by many previous allies and ques 
tioned by the international community. Everyone knows 
the debate about attacking Iraq is phoney, the decision 
has been made. 

US Major General Smedley Butler, who, in 1931, re 
tired, and eventually became a spokesman for The 
League Against War & Fascism said "Take the dollar 
sign off the battle flags." This became the motto he used 
as he fought to expose and eliminate the "racist under 
tones of Yankee imperialism." In 1935, he wrote a book 
entitled, "War is a Racket." 

In a speech he made, in 1933, he is quoted as saying: "A 
racket is best described, I believe, as something that is 
not what it seems to the majority of people. Only a small 
inside group knows what it is about. It 
is conducted for the benefit of the very few at the ex 
pense of the masses." 

When I visited my friend Sally-Ann who is the current 
resident at Australia's PSI studio, on the door of her 
studio was a sticker with the Australian flag and the 
words 'Young and Free' - we both laughed and she said 
at least it is not 'Large and Imperial'! 

(Images by Elvis Richardson) 

THE QUESTION 
CONCERNING 
TECHNOLOGY 

By Mark Titmarsh 
Working in a university that has as part of its name, the word 
'technology' is quite challenging. Technology has several 
associations for me, the first being a link with vocational 
outcomes for a regulated society, the other being something to 
do with information technology, new technology and digital 
technology for a brave new world. And of course the 
University of Technology, Sydney (UTS) is all these things and 
more. It is probably most well known for having the ughest 
towerblock on the Sydney skyline. I work in the Visual 
Communications Programme (Viscom)which is one half of the 
old Sydney College of the Arts that amalgamated with UTS in 
the early 1990s while the other half went to the University of 
Sydney and is now resident at Kirkbride in Rozelle. 

In l 999Viscom was my first place of permanent employment 
since being a cub lawyer in the 1970s. I had taught part time in 
art schools for fifteen years, so it was a surprise for me to be 
offered a tenured job in a design school. At work I can't quite 
speak art language all the time since design, while having an 
almost identical base to art has a different superstructure, a 
different range of professional outcomes. 

My four years there has delivered three unexpected gifts that 
have supported my studio practice. The first is that the place is 
remarkably stable. My experience of metropolitan art schools 
is that they are in a permanent state of revolution. At UTS I 
have a great office, a new computer every three years, good 
workmates and a nice building away from the tower block. The 
second is that by doing a teacher training course at UTS I 
learned how to make the content of my studio practice the 
engine that drives my teaching. The third and most unusual 
result is that I learned the difference between design and art on 
environmental issues. The university has a sustainability clause 
in its mission statement and in the theory element of the 
Viscom degree sustainability and environmental issues_ are 
related directly to the creation of the contemporary visual 
environment. The equation does not exist in the art world. For 
an artist who is active in environmentalism and sustainability 
there are two options. Either the artist makes the content of 
their work different in kind from their activism or 
environmental subject matter becomes the content of their 
work. In the first case there is a kind of schizophrenia and in 
the second the artist is tied to the genre of political art. 

After working with articulate advocates of sustainability in 
design at UTS, notably Duncan Fairfax and Cameron 
Tonkinwise, both of whom are Heideggereans, I have been 
impressed by the relevance of Heidegger's thinking to 
contemporary life as well as the resonances of the word 
'ecology' for all areas of professional practice. An ecology of 
art would not be the same as ecological art. It would not be 
about binding art to political content or images of ecosystems. 
It would be closer to thinking about art in a wider context and 
articulating a dynamic of networks from individuals in the 
artworld to the global environment of cultural, economic, 
technological and biological communities. The result would be 
a subtle change in the ways of thinking and making art. That 
'way' is yet to get 'under way'. 

I promised this to Liz, that I would write some 
thing about the move from Sydney to Brisbane, it 
was my idea but I think in some ways a bad one. 
But maybe it fits into the 'Lives of the Artists' 
theme. Is this an ongoing theme? I don't know. 
Is this story of interest? I don't know. Will any 
one read it? I don't know. 

LAST FRIDAY IN ERSKINE STREET 
By David M Thomas 

Friday night found Suzanne and myself packing frantic 
ally. I got a call from Craig, who was keen to play Nin 
tendo one last time. We had recently become addicted 
to playing various video games and refund a part of our 
relationship that had been laying reasonably dormant 
since our teens. I suggested that this was an inappropri 
ate time, as we were in the final stages of moving and 
packing up the house, but convinced him to come over 
anyway and help. He came over and we moved some 
boxes down from the third floor, to the space Just be 
hind the wall, to what was the studio. Most of these 
boxes were books and were pretty heavy. Then we 
wrapped up some paintings for the trip to Queensland. 
During this, Craig talked about uranium mining and the 
government's desire to conceal the real risks and dan 
gers all of which was going completely past me, as I 
could only focus on tasks at hand and the mind-bending 
enormity of the them. How the fuck were we going to 
get twelve years of stuff into one truck in less than a 
day, and how was that truck going to get to Brisbane 
without crashing and taking all that shit with it to a grim 
death? 

To overcome this fog, I decided it was time for a break, 
and we had beer. Craig then went home - the last of 
Craig for a while. Soon after, Simon arrived as if willed 
by God - Simon to the rescue, he is here to help and he 
has a six pack of VB - Simon is one of the truly sweet 
people in the world, (as, of course, is Craig). Suzanne 
put Simon to work packing up the kitchen, then Mishka 
and Sam arrived and give their help and support. At this 
point everything seemed a lot more possible, and lot 
less depressing. We were excited by the prospect of 
starting a new life, but also saddened by the ending of 
the old one, and by leaving people that we really love 
and who are our family. We packed more, drank more 
beer and decided to get Thai take away. Mishka and I 
walked up the street to the Thai take away which, we 
discovered, was closed for renovations, so we got pizza 
instead. 

We kept up the packing till about twelve thirty, and 
planned to wake up at five to continue packing the com 
puter and other electrical things last. Suzanne had one 
of those plastic cat transporters, but we were both wor 
ried about taking our cat Smoodgee on the plane, and 
how she was going to take to a new environment. (Not 
that she had taken very well to the one she had been in 
for the last year and a half). The movers and the truck 
were coming at eight, so we had three hours to finish 
the rest of it. In the morning when the truck did arrive I 

was relieved, because it was a big F-ing truck, six ton 
nes worth, and the guys that came with it were great, 
they were in a good mood and moved almost everything 
without a complaint .I kept up my spirits by takmg day 
time flu tablets that were mostly ephedrine, which made 
me feel a little speedy and very tight-headed - a poor 
man's version of focused. 

So everything was in the truck, and we were waving 
goodbye to all our stuff - it took four hours to load and 
would take another three to unload in a days' time. We 
unloaded it all into a lockup near Suzanne's parents' 
house in Brisbane, padlocked it, hoped for the best, then 
looked for a place to live during the next week. We only 
had a week to look, as Suzanne had to start work pretty 
soon. She is a writer part-time and works from home, 
and working from her parent's house was not really an 
option. That week was also the opening of the Asta Pa 
cific Triennial at the Queensland Art Gallery, and other 
openings on every where, so we went to openings at 
night and looked at houses during the day. 

The first day we looked, we started in New Farm, which 
is an inner city suburb of Brisbane near Fortitude Val 
ley. It is close to China Town which we both like be 
cause we lived near China Town in Sydney. Most of the 
places we feared were too small for the price and may 
have been too hot in summer. The second place we saw 
was promising but we could only see the outside and 
underneath of the house, since the previous tenant had 
not surrendered the keys. But it had a big backyard and 
a nice front, and the underneath was workable as a stu 
dio, if a little open to the elements. 

That night we went to an opening at the IMA, where I 
was sure, as with most openings, to find someone I 
knew. Even after just a couple of days I was keen to see 
anyone for a chat. Although I dread socializing, I get 
very lonely very quickly. The first person we saw was 
Emil Goh which is funny because we see him all the 
time in Sydney at various events. The opening was for 
Fiona Foley and Simryn Gil, and the exhibitions were 
kind of typical of the work one sees at contemporary art 
spaces and regional galleries all around Australia  
competent and confusing. Not having ever seen the first 
IMA space, the new premises are certainly more along 
the lines of a mini-museum, rather than anything that 
could be conducive to experimentation or mess of any 
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kind. Anyway, times change and everybody has to 
grow up sometime, even the IMA, it's a pity they can't 
change their parents though. We saw Helen Nicholson 
and Felix her son also, and chatted about our big move. 
After, we went to China Town and had Chinese food, 
then back to Ma and Pa's in Ascot, which is like the 
Rose Bay of Brisbane. 

The next day was more of the same, looking for 
houses, but I got an email from Luke Parker to say he 
is coming up for the Asia Pacific Triennial and wanted 
to get together, and that I should call him on his mo 
bile. He was staying with Stephen Mori on the river in 
the West End, at a place called the Tropicana I think - I 
love how all the names for everything are interchange 
able between England, Sydney, and Melbourne, what 
ever. There's a West End in London but I'm sure they 
never think of the one in Brisbane and the reverse I 
know is true. There is an artist party that we are plan 
ning to go to with Jane Gallagher, so I tell Luke we 
will see him there. The artist party is at the Power 
House which is a renovated power station in New 
Farm, which is mainly used now for performing arts  
theatre, dance, and so on. We met Jane and went to the 
party. At the party there were people I knew - some I 
wanted to talk to and others I couldn't see myself talk 
ing to. Suzanne and I struck up a conversation with 
Nick Waterlow who I knew from the College of Fine 
Arts. I also saw Richard Dunn and had a nice chat - it 
seemed as if the people I wouldn't see myself talking 
to were just the people that saw themselves talking to 
me. Beers were like four bucks at the bar so I thought 
that the artists that were in the show probably weren't 
coming to this party. No sign of Nam-June Pyke, for 
example - but maybe he's dead, I'm not sure. When we 
eventually got to the exhibition, we were impressed by 
number of artists who had recently died and who are in 
the exhibition. Better late than never I guess. 

ARTIST PAGES 

Jay Balbi 
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Richard 

From: 
Sent: Sunday, 25 August 2002 3:20 AM 

To: 
Subject: RUSSIA 

RUSSIA 

Best bananas cos they actually tast like banana 
Awesome bread and salad, but v.salty salad 
Friendly people who go out of there way to help you 
Boys obsessed with big boobs,sex and porn -worse than australian boys 
Russia produces more porn than anywhere else in the world 
Big sex industry 
Hare Krsna 
Beggars who dont accept food as payment, so how poor are they really? 
More beggars in Melb than Moscow but more in St Petersburg than Melbourne 
People selling stuff out of bags in the street 
Lots of trees and dogs (not desexed) with no leashes in Moscow 
Stray cats everywhere in St Petersburg 
Metro is only 30cents for any distance and theres a train every 1 or 2mins 
Phones are card only 
Almost everyone in Moscow is fashionable or dressed in mall style clothes 
Anything in malls costs more in Russia than in Australia 
Girls who walk like supermodels 
Girls who look like supermodels 
People who dont smile when you smile or make eye contact 
They only smile in conversation 
People who look over you as if your dodgy scum who read the wrong fashion 
magazine 
Intensity of actually thinking that magazines are actually how westerners look. 
they think its bizzar that i wear 3/4 length shorts around (its hot there too) "Does 
everyone in Australia just go around in shorts?" 
Punk Russian teens and adults look just like te Melbourne ones 
Buskers doing hip hop shows -with comedy! 
Buskers fire breathing and walking on broken glass 
Vodka bottles that look like Matroushka dolls 
Eating disorders -and they are not really recognised yet 
good job/bad job to have is very different, a tourist agent is a good job but an 
engineer is a bad job (based on wages) 
fakes eg: all big brands 
stars on everything 
trams like old Melbourne ones 
Russian graffiti style sprite drink packaging is much coler than Aussie sprite 
Trying to stamp out extreemism = harsh punishments as a warning 
Olga thinks the hare krsna's are a bad 'cult'. Sasha is "a member of this church" (and 
also pretty hot too, but unfortunatly taken by a Christy Turlington look-a-like [and 
thats without makeup!]) 
De facto vs marriage, the difference in opinion really stands out in different reigions 
Professional young people, architect, lawyer 
Windsurfing on the river beaches 
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Surfing magazines can cost US$1,000 
Rollerblading and a small skateboarding scene 
Moscow only has 3 skate ramps but is perfect for street skating at night. 
Underground clubs and music, but you'll need a password for some of them 
Russian ska is good and has a sense of humor 
French music is popular (deservingly) 
Long skirts in churches is a must 
I love the metro (sorry, just had to mention it again) Actually, the Metro system can 
rival many of Russia's churches when it comes to appearance. Huge mosaics and 
painted ceilings and beautiful achitecture. You can actually buy postcard sets of 
only the metro. Some of the stations are gourgeous enough to have a Royal ball in 
no kidding! 
The most delicious chocolate and nicely boxed for only AUD$1.60 
Shopping malls are so bloody pricey! 
There are so many of the worlds to designer boutiques in Moscow (often referred to 
as a village of the rich). Many more designer boutiques than in Australia and the 
prices in the ones we do have is about 3 times as much than in Australia. 
lnteracial relationships would be uncommon as the russians seem to think that 
someone of another race could not understand them (emotionally etc.) 
Playing cards on the train with sloppy mafia guys who can't even conceal their 
weapons properly and who have mistresses - the wedding ring came back on when 
she left. 
Paying to go to a stinky porta loo in the city - no thanks! At least Mc Donalds is good 
for one thing. 
Contrary to popular belief, many people can afford Maccas, not the very poor, and 
anything in Moscow central is bound to be 4-6 times the price sometimes 15 times 
the price in cities than 5 metro stops away. 
Sometimes you gota learn French when the Bankomat's (ATM's) English button isn't 
working 
Russian graffiti is pretty good and very diverse in thought and style 
The mime should be envied as the ultimate communicator! 
Fanta comes in apple, two fruits, lemon, white peach in japan, bloody every flavour 
except in both countries youll have a hard time finding orange fanta. Tic tacs are 
also in lime and other flavours- even multi flavour packs! 
Bright blue and green flowers, so bright that they look fake. dosent help that they 
put glitter on them 
Bulgarian roses I think. These roses are the bigest and most beautiful Ive ever seen 
and the even have a scent unlike our ones from the florist. 
Picking up a rusian accent = spelling mistakes in English 
Having to speak English in a Russian accent to be understood- other wise its a 
hopeless cause 
Mockba! 
Teens with BMX and skateboards and the clothes to match 
Successfully taking complicated directions from people who dont speak a word of 
any common lingo 
Transvestites with girl friends 
hip music stores where a Russian cd only costs AUD$14 
Russian Hip Hop- yay! 
Crazy drivers on the foot path and road 
Seatbelts, sometimes they do, sometimes they dont 
Absolutly amazing live singing inside churches @ Red Square 
When waiting to cross the road a cab will stop every 10 seconds for you 
Anyone can be a cabbie if you want. Its like hitching where you get in some guys car 
and agree on a fee and he'll take you there. If your not Russian you'll pay up to 10 
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times or more, luckily I have russian rends (oops spoke jamacian, thats 'friends') 
and only pay 50rubles (AUD$2.50) to go across town. 
Plenty of vegetarian cafes some with a shop section for groceries 
Hare Krsnas sell fake Russian style meats! 
Musli bar called 'fly', I guess its pretty good eh? 
Amazing vegetarian resturants. Live oriental/folky/tribal/india/Sth & Central 
American/acoustic style band. Painted mural wallls in the same theme, one of which 
even glows under a black light. Decore in the same theme again, drinks served in 
weird silver cups with silver metal straws, staff dressed in ethnic clothing (of the 
expensive yuppie kind), cos its Russia prices there were the same as Oz. Wide 
range of teas, brown sugar cubes - organic? Some meals served with a culinary 
version of the cocktail parasole sticking out of hte rice made of tinsela and paper 
shapes. All the food was served like art and delicious. The sushi was even served 
with the vegetables carved into flowers which were then filled with condiment. One 
waitress had pink hair, others were of varied style but still in the yuppie ethnic 
clothing. One area of the resturant had a beautifully displayed buffet section. I 
should mention that this resturant also has a yuppie boutique ethnic clothing shop 
attached to the first cafe and is right near Christian Laquroix's boutique. 
One place I went to (which was a total rip off) was 'Idiot' Its meant to be this sort of 
underground cool resturant, it is cool, all the decore and furniture is like 'vodka 
borsch and tears', like I sat at an old iron sewing table on antique furniture next to a 
ches lounge, but its not that cool. V. good staff though. 
Japanese cusine here is just getting hip, so its extreemly hip. The funny thing is that 
Russians have no idea how to use chopsticks! Like they are afraid of them! 
One guy had no idea what to do with the condiments and was going to eat his 
sushi as if it were a steak by chopping it up into smaler portiions with a knife and 
fork! Like, its small enough as t is! It would have fell apart had I not stepped in and 
interjected. Still chop stick shy he decided not to chop it, but to still use his fork. 
500-600rub for resturant meal (AUD$30-40) 31rub at hare krsna cafe (AUD$2) 110rub 
at cafe (AUD$10) 
Even Russia's Internet kloub's (club's with russian accent) are even cool with 
specially painted wall hangings, spiffy bars and large posters on the walls 
7 lane main roads 
Smell of fresh paint around as much of Russia is under scaffolding 
Cobblestone 
Never need a tour guide, just a map and willingness to learn Russian, or at least the 
accent 
Older women selling beer in the street and sometimes other drinks, rumor has it that 
some of them contain other things that will send you blind (literally), although I can't 
see that happening. 
Strong police pressence 
Bride and groom walking around Red Square as is the tradition to visit the tomb of 
the unknown soldier on your wedding day 
You can also visit Lennin's embalmed body between 11am and 1pm. Its in a glass 
case and looks like Dra-cu-larr (russian accent). Everyday they have to re embalm it 
and when the original embalmer announced that he wanted to retire at 80, he had to 
keep going for a while as the gov were busy freaking out about how they would find 
someone else to do this guy's job. After that you can go and buy your postcard of 
Lennln's embalmed body and a MC Lennin fake Mc Donalds T-shirt (count Lennin 
would be proud) 
There are more dead bodies at the awesome nova da vici convent where you can see 
the graves of heaps of famous people. Its a really beautiful place and not at all like 
na grave yard. Many of the graves have awesome statues as head stones and there 
are big trees everywhere and a surrounding brick wall like a fairytale kingdom so its 

THE COLLECTORS 
Luke Parker interviews four friends about collecting 

JAY BALBI 

• Jay Balbi 
in his 
studio 

Describe the types of things that you collect. 
Books, art, my art, tools, plants, videos and TV Week 
posters long since lost. 

When did you begin collecting them? 
When I left school and was hanging around the house 
unemployed I started reading the books that were doing 
the same, I still have them on my shelves now. That was 
the first time I remember wanting to keep something 
because it had meant something to me. The TV Week 
posters were a false start. 

Where do you source/find the items? 
They come out of ongoing interests and what I'm in 
volved in at the time. My nail bag is a small example, 
it's full of all the things I need to do all the different jobs 
I do; drill bits, pencils, chalk line, Stanley Knife, little 
rule, tape measure, screwdrivers driver bits punches 
large and small, narrowed plastic spatula, crayon, texta, 
string level, chuck, caulking nozzle, Allen key set, a 
small hinge, two identical little spanners, a piece of 
metal that is particularly good for opening paint tins, a 
1952 Australian penny and a 303 bullet intact with shot 
but no powder that I found on Broadway. It's all in its 
place and I fret if it's not there. 

Where do you keep the things you collect? 
The nail bag, if it's not being used, lives in my bag 
which goes everywhere with me (even shopping on Sat 
urday), and apart from the plants in the back garden and 
the tools under the stairs, the rest is in or around my stu 
dio. 

What do you do with them? 
The tools are handy for making anything from art or 
furniture to houses and money, the good books I go back 
to and re read and look at again and the garden; I watch 
it grow, water it, feed it and then eat it for lunch. 

Do you go through periods of collecting specific 
things? 
No, once started it's pretty much ongoing, given the cir 
cumstances such as space and time and money. 

Describe the ways collecting effects your life? 
It informs it, it's an indication of who I am, of where 
I've been and what I've done. 

How do you want the collection to end up? 
In some enlightened moment much further down the 
track I'd like to let it all go. 

What was the first thing you started colleting? 
As I already said TV Week posters that didn't count and 
books. 

JOHN CRUTHERS 

John Cruthers 
and an early 
Adam Cullen 
object, in his 
store-room 

12/09/2002 

Describe the types of things that you collect. 
I collect contemporary art, mostly by younger and 
emerging artists. It includes paintings, works on paper, a 
smaller amount of photography and three dimensional 
work, and infrequently installations. Most of the artists 
are Australian, although I have collected works by artists 
from New Zealand and India. One area of focus is koori 
art - work made by non-tribal Aboriginal artists. Another 
is feminist screen prints of the 1970s and 80s. Overall 
there is a slight bias toward women artists, as this is what 
my family has traditionally collected. I collect with my 
partner Elaine Baker, although occasionally I sneak off 
and buy something without discussing it with her. 

When did you begin collecting, and what was the first 
thing you collected? 
My family began collecting Australian art in the early 
1970s, when I still lived at home in Perth. We bought as 
a family and still do, having amassed a large collection 
of work by Australian women artists, historical and con 
temporary. The family house in Perth is now like a mini 
museum of Australian women's art of the 20 century, 
and is regularly opened to the public. 

I started to collect in my own right when I moved to 
Sydney in March 1977 to study at the Australian Film 
and Television School. Inspired by the socialist feminists 
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in my year, my first purchase was a screen print by Ann 
Newmarch. Called We must risk unlearning 1975, it fea 
tured the text: "We must risk unlearning all those things 
that have kept us alive for so long". It was actually about 
make-up (cosmetics), but it seemed to refer to a lot of 
things in my own life. It was purchased from Hogarth 
Galleries for $10, a special cheap price so that working 
women could afford it. I remember the gallery attendant 
reproving me, only half jokingly, that I was not the sort 
of person they wanted to buy it! It's still one of my fa 
vourite artworks. 

Elaine and I started collecting jointly when we began 
living together in Newtown in 1987. She knew many 
artists and had already begun her own collection. As 
collectors we are more spontaneous than my family. 

For my family, I tend to buy (and pay for myself) quite a 
lot of fairly challenging works by younger women art 
ists, of the type that my parents may have difficulty ac 
cepting and installing in Perth. I hope that in time our 
house in Sydney will be similarly devoted to women's art 
as the house in Perth, but with a slant towards contempo 
rary art. 

Where do you source/find the items? 
I visit and buy from commercial galleries, artist run 
spaces, charity auctions, group shows at museums, re 
gional galleries, etc, and occasionally artists' studios. I 
visit Melbourne every month or two, and Adelaide, Perth 
and Canberra a couple of times a year. These visits are 
always timed to catch particular shows or check out new 
work. 

Recently I have begun to buy in a small way from auc 
tions, mainly the older work of artists I follow that for 
one reason or another I missed at the time. 

Where do you keep the things you collect? What do 
you do with them? . 
We have been renovating our house for the last 15 years, 
so there are limited opportunities to display artworks at 
home. For this reason much of it is stored at the back of 
the house. When the house is finished we will get a de 
cent storage system and install works through the house. 

At present the main living areas are hung with post 
modernist works from the 1980s. Our two sons have 
selected art they like for their bedrooms - one chose 
koori art and the other lairy figurative paintings. 

I accept a large degree of responsibility for the safe 
keeping of works, which often involves conservation 
treatment, building special storage boxes, etc. Requests 
for loans to museum shows and so on are always granted 
and at any one time three or four works are usually on 
loan to various exhibitions. 

the existing works. Examples would be koori art and 
grunge. 

What I look for primarily in work is a creative or pro 
vocative engagement with the real world in one way or 
another. This can be a cultural or political issue or event, 
or something much less obvious. But the work must be 
about something and must have something to express. 
Other things I hope to find in works are a reasonable 
level of intellectual rigour, a specific (personal) point of 
view, an individuality (not necessarily mastery) in form 
or in use of materials or medium, and hopefully a modi 
cum of wit. 

What do you envisage happening with the things you 
collect? 
The works by women artists will enter the family's 
women's collection when we can no longer look after 
them. By that stage the family's collection will have been 
left to a Western Australian collecting institution. 

Some of the major works by male artists will probably 
be donated too, although at this stage I couldn't say to 
whom. When donating work it is obviously important 
that works go to places where they fit the existing collec 
tion and make the most difference. Other work will be 
offered to our children if they are interested, and if 
they're not it will probably be sold. I love the idea of a 
family collection growing from generation to generation 
But rm learning that art collecting is such an individual 
thing there is no guarantee my children will be the least 
bit interested in having what we are so carefully accumu 
lating, let alone adding to it themselves! 

Describe the ways collecting effects your life? 
Art as opposed to collecting is an ongoing way of inter 
acting with the world, and of communicating that inter 
action to other people. I guess for me it's analogous to 
the media. But while the media provides facts and infor 
mation about the world, art responds more subjectively, 
through ideas, interpretations, new ways of thinking 
about things - whether it's strictly conceptual or object 
based. As well as intellectual stimulation, art also offers 
quite profound aesthetic pleasure and satisfaction. 

Collecting facilitates one's engagement with art. It al 
lows you to have objects on hand that provide this kind 
of stimulus every time you walk past them. So they keep 
you thinking and keep you alive to the present. 

Having artworks around also means that your family, 
friends, work associates and so on can interact with 
them. Speaking personally, I get quite a lot of glee out of 
putting up a work that I know is going to get up some 
one's nose, or at least really provoke a reaction and de 
bate. 

Finally, collecting allows you as the collector to support 
Do you go through periods of collecting specific and encourage artists who you think are doing interesting 
things? or exemplary work. And you get to support them in a 
For me it's more a matter of following artists whose way that has worked pretty well for centuries - exchang 
work I like and who I believe in. But yes, I do look at ing money for art. Personally, I think there is absolutely 
newer art movements or styles and consider them for the nothing wrong with the financial transaction at the basis 
collection if I think they're interesting and will speak to of collecting. Quite the opposite. As a very old Austra 
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-lian painter, Sam Fullbrook, once said: 

"I don't think I would keep on painting unless I could sell 
pictures. If I couldn't sell 'em I would get onto something 
else. And I'm not trying to be...I'm not trying to be flip 
pant or anti-serious, I'm not knocking those people that 
suffer and paint all their lives without selling. But I 
couldn't do it. If I wasn't involved in this communal 
thing, selling pictures that people want to give gold for, I 
would not be in it." 

SARAH GOFFMAN 

Sarah Goffman 
in her lounge 
room 

Describe the types of things that you collect. 
In no particular order: medals, medallions, pins, needles, 
rubber stamps, printers, boxes and paraphernalia, col 
ored plastics, cardboard coasters, musical instruments, 
chains, envelopes, ropes, page 69 from bibles, string, lost 
photographs, rubber bands, antique pharmaceutical prod 
ucts, antique bags, dolls house furnishings, souvenir 
sand, lighters, forks, beads, keys, padlocks, Earl Grey 
faces, boxes, toy boats, coins, fake fruit, cards: playing 
and collector's, anything Mona Lisa, toy aeroplanes, 
scissors, swizzle sticks, nail polishes, animal stickers, 
sunglasses, spectacles, crystal, cacti, anagama pottery, 
antique photographs, fossils, seeds, bark, driftwood, 
rhinestones, coconut palms, pineapples, swans (all 
birds) , animal figurines - primarily rhinoceroses, ele 
phants, horses, cows and pigs, optical components, 
heads, big and small round things, precious and costume 
jewellery, anything with Venus, science lab equipment, 
new and used gloves, needle threaders and all sewing 
paraphernalia, tiny books, pop-up books, maps, photo 
graphic paraphernalia, cameras, clocks, watches, erasers, 
matchbooks, bottle tops, wooden toys, my name off of 
envelopes, envelope interiors, pendants, Sellotape, tapes, 
carbon paper - new and used, paper bags, plastic lids, 
lover's socks, other people's lists, porcelain bits, sea 
urchins and ocean deliveries, circuit boards, coils/ 
springs, leaf skeletons, feathers, scratchie pictures, col 
oured and plain mirrors, new/used/full/empty/big/small/ 
coloured/clear/broken/sand blasted/aged glass and bot 
tles, nail clippings (my own), stamps, money, light 
bulbs, paper, bells, embroidery, religious icons and stat 
ues, toy cars, tobacco/cake/biscuit tins, masks, machine 
parts, gaming implements, spiral bound notebooks, mar 
bles, other people's shoes, magnets, ration books, fans, 

glow in the dark objects, clothes labels, empty blue biros 
and green felt tip pens, pencils with owner's names on 
them, Cluedo game murder instruments/ monopoly 
pieces, legacy badges, stationary boxes especially paper 
clip and thumbtack boxes, clear moulded plastic bubbles, 
toy car wheels, deceased estate souvenirs, antique cases, 
wishbones, bird bones, tin cups, enamel ware, empty 
drawers, baskets, strainers, sieves, vases, fruit stickers, 
tacks, coloured water, toy clothes, snow domes, dino 
saurs, Eiffel tower/Harbour bridge paraphernalia, ani 
mals in jars, Asian jewellery boxes, thermometers, balle 
rina figurines and paraphernalia, toy babies, globes, 
bouncy balls, yoyos, dead insects, rusted implements, 
frames, ironing boards, fabrics, teapots and accessories, 
candles, anything gold/copper/brass/silver, bamboo art, 
chocolate moulds, toy guns, roots, damaged/diseased 
wood, model hands, old books, new books, coat hangers, 
old men's leather belts, purses/wallets, opals, school 
rulers (30cm), teaspoons, slides of China, ink pens, 
handkerchiefs, money bags, inks, rear vision mirrors, 
crucifixes, postcards, miniature buildings, images of 
Rodin's Thinker, toy hats and pianos, collars, calendars, 
diaries, drug bags, bread bag ties, funeral objects, tin can 
lids, images of hands, anatomical models, lanterns, 
frames and glass, postcards, stones, river rocks, car de 
tail ings, bulldog clips, lined paper from around the 
world, plastic model squares...friend's art. 

When did you begin collecting and what was the first 
thing you collected? 
The majority of things in 1990. With my Russian-Jew 
gypsy blood: jewellery! 

Where do you source/find the items? 
Glean from the streets, back alleys, auctions, markets 
and friends. 

Where do you keep the things you collect? What do 
you do with them? 
At home and in my studio. Decorate and make artwork. 

Do you go through periods of collecting specific 
things? 
For certain shows, yes, I might fix on a particular thing 
and need that, but mostly there are ongoing things being 
collected all the time 

Describe the ways collecting effects your life? 
By collating things that I come across in the outside 
world, I feel I am putting some order in to the mess. It 
helps to confirm the excesses that we live with, and that 
there is a synchronicity in the findings that gives order to 
my life. It also gives me a sense of purpose, in opposing 
purchasing consumption. 
I have to get my partner to build more shelves, every 
where, all the time, because there is never enough room 
for it all! 

What do you envisage happening to the things you 
collect? 
I used to want to glue it all together, so it was just one 
big mass. Nowadays, I don't really care. 
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GEORGE PIZER 

George Pizer 
with his 
collection of 
Fisher Price 
telephones 

Describe the types of things that you collect. 
Personally I collect toys, clocks, bits of metal, old lino 
leum, kids books, old magazines, religious iconography, 
and records. I also collect things specifically to sell at 
my market stalls such as electrical stuff, suitcases, and 
various bric-a-brac - just stuff I find sort of interesting. 

When did you begin collecting and what was the first 
thing you collected? Where do you source/find the 
items? 
I started collecting when I lived in Braidwood, picking 
up scraps of metal and old bottles from the farm where I 
lived, and from the town tip and surrounding areas. Then 
I moved to Canberra where I got a job on the tip. That's 
where my first serious collecting started. My job was 
scavenging for recyclables and re-sellables for Revolve, 
a not-for-profit company similar to Reverse Garbage. 

Because I had a young daughter I began collecting things 
with the idea of giving them to her later when she grew 
into them. I collected Tonka trucks; Fisher Price toys 
such as the petrol station, the schoolhouse and aero 
planes; heaps of Lego; and Sesame Street toys, mainly 
Bert and Ernie stuff. All these things I collected for her I 
was really collecting for myself because they were from 
my childhood. My first proper in depth collection was 
Fisher Price telephones, which I'm still collecting now. 

Also at this time I started collecting personal ephemera 
found on the tip- photos, letters, Ex Libris pages from 
books, anything with handwriting or personal messages. 
This is still one of the main things I collect now. 

I moved to Sydney and got a job restoring furniture and 
that's where I started picking up other things like 
wooden boxes and drawers with the idea of eventually 
making things with them - sticking different things that 
I'd collected together in assemblages. 

Then I went through a few years of office work that was 
highly depressing and when I finally got fired from my 
second crappy job I started selling shit from around the 
house. When I ran out of that stuff I went out to look for 
more stuff to sell, and it just went on from there - it be 
came my job. 

Now I have a stall at the Glebe markets on Saturdays and 
Rozelle on Sundays. I'm a regular at the auction houses 
around town, and I scavenge the streets for items, as well 
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as op-shops. And I still pull things out of my house to 
sell when I decide that I can bear to part with them. 

Where do you keep the things you collect? 
My girlfriend and I have an old run-down four-bedroom 
house and I pretty much use all the available space. I 
hang some of the good stuff on the walls like a timber 
framed solar cell and wooden keyboard keys. Now that 
I'm selling junk it's a bit out of control. The idea of 
some off site storage is becoming more attractive. 

What do you envisage happening with the things you 
collect? 
I think the things I collect will eventually pile up so high 
that they will tip over and crush me. I guess that they 
will then end up on the tip where they were headed any 
way. 

Describe the ways collecting effects your life? 
I see the piles of junk as sort of reflecting what's inside 
my head. My small dark junk room is just off the lounge 
room. Sometimes it gets so piled up with crap that it is 
dangerous to try to enter. I sit and watch TV and feel the 
great weight of all that shit lurking behind the door. I try 
to keep the stuff to sell, the stuff to keep, the stuff to fix 
up, the stuff to make into other stuff all separate but it's 
hard. It's a battle fighting the tides of junk. The piles join 
up and turn into giant junk monsters. 

When it has gotten real bad my friends have come over 
and spent whole days digging me out. When it's all in 
order I am a much happier person. My mind is clear. I 
am the master of the junk. 
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mind your business 
own mind your mind 
your own your busi- 
ness mind your 
business own your 
own mind your busi- 
ness your mind 
mind mind your 
business own your 
your business mind 
your your business 

34 

love makes the world 
round go round love 
makes the makes go 
round makes go love 
go makes the round go 
love the the makes 
world round go the 
love go love love world 
makes round the love 
world love go go round 
love the love the world 
makes world round 
makes makes round 
the love 

35 



36 

0 el 
:f 
:Jj 
E 

37 



REVIEWS 

39-Patricia Piccinini reviewed by A.S. Hocker 

40-Nameer Davis reviewed by Jane Gallagher 

41-Jan van der Ploeg reviewed by Simon Ingram 

42-Victoria Munro & Kyle Jenkins reviewed by Kylie Duncan 

42-Kati Rule reviewed by James Lynch 

Patricia Piccinini 
Museum of Contemporary Art, Sydney 
September 2002 
Reviewed by A. S. Hocker 

Attempting to review Patricia Piccinini's exhibition In 
the Wild, shown recently at the Museum of Contempo 
rary Art in Sydney, meant to contend, (at some length 
as it turns out) with what had been written for and about 
the show. 

Piccinini's work was surrounded by text as catalogue 
essays, wall texts, explanatory plaques and title plaques. 
The generally patronising tone of the commentary as 
sumed to address a pliant reader. The essays are inter 
esting because whilst the artist manages to affect a 
somewhat acritical and submissive posture concerning 
her subject matter, the essayists (Rachael Kent of the 
MCA, and Peter Hennessey, the artist's partner) make 
grandiose and largely unsubstantiated claims on her 
behalf 

Hennessey writes in a way which implies that it is pos 
sible for him to determine the will of the artist and the 
mind of the viewer. His short essay is literally full of 
dogmatic statements; Piccinini presents us with...., She 
invites us to see...., Piccinini challenges us to...., 
(she's) expecting her audience to..., Piccinini insists..., 
Piccinini invites us to draw our own conclusions..... 
Invited to draw 'our' own conclusion? He writes for 
readers who need to be coaxed. 

Kent continues in this vein and goes further. For her, 
Piccinini begs such monumental questions as; What 
constitutes the real? What makes us who we are? Her 
claims that the artist scrutinizes the developments in the 
bio-tech industry are far-fetched. The rub of this review 
is that the work lacked rigour with regard to its subject 
matter and wasn't equal to the rhetoric of the texts. That 
In the Wild was successful merely on the surface; su 
perficially, on the mere appearance of things. 

Entering level 4 of the MCA to see In the Wild was to 
be struck immediately by glare. There were glossy digi 
tal images on high sheen green paired to five monitors 
on the floor, which showed a colourfully animated vir 
tual space being negotiated by a likeness of that rat with 
a human ear on its back. From here, the view was over 
the awesome duco of the Car Nuggets 2000-02, like so 
many outsized candies, beyond two slick plasma 
screens and onto the far wall and Panel Work 2002. All 
were shiny, positively irradiated surfaces. Almost in an 
instant all there was to be had from these works could 
be seen. 

In the far space, the lamentable Truck Babies had gener 
ated a clutch of works of seemingly incestuous pedi 
gree. The kid-comic-like truck forms, smooth as babes' 
bums, addressed a bank of monitors (x 5!) which 
merely addressed them back. The rest of the space was 
taken up with extra and dubious progeny. A three times 
repeated floor installation of four truckish 'bits', Giblets 
2000 were lumpen ceramics with sumptuous glazes. 

More glossy digital images (Desert Riders 2000) and a 
regime of glinting laser cut plastic badges (Truck Baby 
Badges). If this installation of disparate works had some 
sense of irony to it (Hennessey says clearly that Piccin 
ini' s work is definitely not ironic, but warm and sin 
cere) it might be interesting. If she played on the auto 
referencing amongst the works, it could be humorous. 
But given that the work was created in something of a 
technophilic stupor - Kent claims Piccinini doesn't pro 
pose answers to her questions (doesn't question her 
answers?) and talks of her ambivalence regarding her 
subject matter - their relevance beyond padding out the 
installation is questionable and their presentation in all 
seriousness quite naff. 

In an off-milky cum medico-blue room was the phan 
tasmic allegory of the siren moles. Science Story 2001 
02 was a series of impressively large digital images 
presenting a soap-like scenario, with wooden actors cast 
as physicians struck dumb with concern for a siren 
mole. A hutch in the space contained sand and succu 
lents and two siren moles ('in the flesh' as Hennessy 
says). The tweeness of Piccinini's narrative recalled the 
voice over in a recent BBC production Walking with 
Dinosaurs, in which the commentary affected a faux 
presentness, describing in the present tense a virtual 
reality; a computer generated image (CGI), albeit of a 
quality not seen before. The viewer was expected to 
take the production at face value, was expected to be 
complicit in the charade, as if their credulity could be 
somehow relative to the sophistication of the technical 
means: the higher the resolution, the better the illusion, 
the more gullible the viewer will be. An appeal to such 
dubious and risible sensibilities might be the desired 
result for TV, but to be expected to play along with 
what was a lesser version in Australia's foremost con 
temporary art space is disparaging. So when I saw the 
daggy mechanical twitch the moles made at their ears 
and at their tails, I couldn't take it any more. 

I stopped to see Swell 2000-02 but not to see sea swell, 
although the curator wrote of her difficulty distinguish 
ing the GCI from her memory or imagination of the real 
thing. The imagery resembled something like water 
although slower, more viscous than water and with a 
relatively exaggerated verticality. The work, a large 
digital projection (x 3), was like the show at large, im 
pressive for a moment - that instant before one took in 
the audible element to the work, a scatty trickling sound 
not at all in keeping with the docile rolling imagery. 

In the Wild falls well short of what has been written for 
and about it. The ecstatic, glorious surfaces spoke more 
of their considerable technical facilitation than of any 
'issues' mentioned in the texts. Piccinini is a producer 
of works. The artist is transparent. 
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NAMEER DAVIS 
E-FACE 
Soapbox Gallery, Brisbane 
July 2002 
Reviewed by Jane Gallagher 

Hands up, who's sick of artists who regurgitate ideas, if 
not from a lack of imagination, but a desire to lull audi 
ences into a safety net? A safety net, which through 
recognition will eventually deem the work comfortable 
and digestible. One critic of this 
artist's work has dismissed it as "always looking so 
different". The criticism in fact serves to elucidate 
the strength of the work - this practice is one built 
upon a conscientious development of ideas, rather than 
repetition. 

The first exhibition I saw by Nameer Davis consisted of 
assemblages made from wood and cardboard in light 
blues and wooden browns. They would fit well, for ex 
ample, in an exhibition with a couple of constructions 
by Rose Nolan and a fabricated environment by Man 
fred Pernice. The language of the highway insinuated 
itself in the works through scattered text and arrows, 
which served to reveal the fragmentation of vision when 
driving. The artist evoked the fleeting, dispersed obser 
vations of drivers and in doing so, preserved these mo 
ments of distraction. 

The next exhibition, Wanton Painting, was based on an 
1870 stereoscopic image of a woman ironing. Forty 
canvases were shaped in the form of two circles which 
resembled the bifocal vision of binoculars. The works 
ranged from domestic still lives to abstracts to psycho 
logical portraits, dissecting the photograph for anything 
it may have suggested. 

The recent series of black and white pictures consist 
of re-configurations of photographs, many taken on a 
holiday earlier this year. Made from crayon, pencil and 
charcoal, the works were hung high, and in such a way 
that the base of each frame was aligned. The invitation 
bore an image by Daege from 1832. The machinery of 
portraiture is what fascinated the artist in this allegory, 
and prompted him to explore further the nature of repre 
sentation. 

This artist strays from the composed pictures so 
vigorously supported by the Archibald Committee and 
looks for other possibilities for portraiture. Identifica 
tion cards, teen magazines and psychiatric 
manuals have all been observed as alternative methods 
of representation. In one instance, there is a 
portrait of Ann O'tate (don't worry, I didn't get it 
at first either) on the left, and a list of notational 
measurements for the face on the right. Here Davis 
suggests that a portrait might resemble a person, but 
may also be reduced to a set of co-ordinates. 

Text is scattered throughout the works in a font similar 
to newsprint. In a composition which resembles a film 
storyboard, a quote from Pilgrim's Progress accompa- 
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nies three photographs of the artist taken from slightly 
different angles. "A little out of the way, three men fast 
asleep. The name of one was Simple, another Sloth and 
the third Presumption". The quote serves to imbue the 
otherwise mundane subject with dislikeable attributes. 
In the renderings of photographs taken at an airport 
lounge, the underlying "telephone, broadcast, baskets" 
speaks of the disassociated chatter and sounds that we 
hear everyday. This distance from language was fos 
tered for the artist in a prolonged trip to China. In an 
other work, a domestic ceiling bears the latin words for 
various virtues; histori, temperentia, philosophis, sapi 
enta, veritas.. .These were recorded from the grand ceil 
ing of a bank in Shanghai. Here, the high Roman ideals 
are transposed upon a tongue in groove ceiling of 
Queenslander. 

I could not fathom the narrow-mindedness of viewers 
who dismissed the exhibition as an indication that the 
artist has "sold-out". How pathetic, that because the 
works happened to be framed, the artist's intentions are 
suddenly read as commercially driven. Preferably, 
Davis's project might be seen in terms of its exploration 
of the visual fragmentation so elusive in representation. 
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Nameer Davis--E-face Sunday 9:00, 2002, 230 x 310 mm 
oil pencil on hot pressed paper 
Photo: John Link:ins 

Nameer Davis= E-face tuesday 16:40,2002, 230 x 310 mm 
charcoal pencil on textured paper 
photo: John Linkins 

JAN VANDERPLOEG 
2002 INTERNATIONAL PERSPECTIVE 
Reviewed by Simon Ingram 

In early September 2002 a Dutch Artist left Holland to 
visit New Zealand and Australia as he has done since 
1995 to 'make' a series of exhibitions. By necessity or 
by design - though for a group of frequent flyers on the 
Amsterdam, Melbourne, Auckland route these are the 
same thing - the works shown were implicitly portable 
both physically and visually. 

Those familiar with Jan van der Ploeg's work know of a 
kind of small scale geometric abstraction which, were it 
were graphic design, would be 'vector based'. Vector 
based because these paintings consist of linear bands, 
arcs and loops of flat colour that share qualities with the 
outputs of widely used design software such as Free 
hand, Flash and Illustrator: Areas of colour with crisp 
linear geometric borders, border lines that have a sense 
of visually speeding up and slowing down and little or 
no complexity or difference of tone within each area. In 
fact, they have nothing at all to do with the software 
rapidly shaping our cultural world, they just look like 
they do. One can see van der Ploeg's in the signing of 
airports, freeways, branding and more notably (as the 
artist's titles suggest) in the 'grips' or hand-holds of 
cartons and cardboard boxes. 

As aspects of our cultural world were informed by the 
geometry and structure of the historical avant-garde, so 
van der Ploeg's geometric abstraction is informed by 
our cultural world. This provides his paintings with a 
particular sense of being contemporary and 'of the 
world'. Complementing this pragmatism one sees no 

demonstrable interiority to this newly geometric paint 
-ing. Yet neither is there the shrill enthusiasm (that 
rings out like disavowal) for the evacuation of depth, 
manifest in Peter Halley's language of Cells and Con 
duits. If one were to discuss influence, it is the 'public 
spirit' and social ethos of Keith Haring; coupled with 
the 'prudent spirit' and geometry of New Zealand's 
Gordon Walters that underscore these paintings. A ge 
ometry which on at least one occasion has been referred 
to as in, out and shake it all about'.' 

In spring of this year it was the walls of Michael Lett's 
Auckland residence and Hamish McKay's Wellington 
gallery that received scaled up wall sized variants of 
van der Ploeg's geometry. A crowd gathered on a sunny 
Auckland afternoon to accompany a freshly painted 
wall work consisting of two BP green diagonal bars 
with rounded over ends and in Wellington, a purple 
'Grip'. I say accompany because despite their scale 
(approximately 12 x 10 feet) these works are ambient 
and good company. 

I. Julian Dashper, evening of 23 September 2002 

Jan van der Ploeg 
Untitled (GRIP) 2002, 
acrylic paint on wall 
dimensions variable 
(image courtesy of 
Hamish McKay Gal 
lery) 
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VICTORIA MUNRO & 
KYLE JENKINS 
Arsing Around with Kyle Jenkins 
Rm 401, Auckland 
September 2002 
Reviewed by Kylie Duncan 

Four C-type prints sit side by side in Auckland's gallery 
Rm 401. Pictured are more of Munro's arse impres 
sions. These works are made by sitting on objects for 
some time then photographing the marks they leave 
upon her skin. 

Since her first 'sit' six years ago, Munro has given us 
many close-up shots of the surface of her arse with 
changing imprints. A brief biography would see Munro 
imprinting upon this surface a belt strap, a keyboard and 
more recently, customised objects. Does this demon 
strate a practice where the artist manufactures a way to 
make a form of 'contact' pressing in to herself poten 
tially (but not necessarily) arbitrary bits and pieces and 
this time, even distance and events? 

With this show the artist has moved from a solo to a 
more collaborative project, introducing not only ready 
made objects to her surface but also those made by an 
other artist. 

Following a long distance phone call from Dungog to 
New York, Kyle Jenkins constructed models using two 
and three-dimensional architectural drawing methods. 
Firstly measurements were collected of Munro's back 
side, from which Jenkins designed and constructed a 
traditional pitched roof house. Through a visual analysis 
of their intersections and lines, shapes were then made, 
cut out and transferred to wood. The architecturally 
derived models were then posted to Munro who gave 
another documented pressing in the form of honey 
toned C-type prints. 

Jenkins', "pitched roof houses" then, are present as sim 
ple five sided geometries marking (if only temporally) 
the skin, or surface of Munro's backside. This is the 
arsing around with Kyle Jenkins that the title of the 
show announces. Munro is involved in collaboration 
and so we see her allowing her surface to be affected by 
an event characterized by the intrusion/inclusion of an 
other artist/human. 

Victoria Munro 
image from the Butt 

Works series  
Luxury Space 2001, 

II"x 11" 

KATIRULE 
I'm a Lover not a Dancer 
TCB, Melbourne 
August 2002 
Reviewed by James Lynch 

There is nothing worse than feeling phoney on the 
dance floor. In Kati Rule's video I'm a lover not a 
dancer, we get the chance to observe a young woman 
(the artist) practicing strutting her stuff to Michael Jack 
son's Thriller. The five-minute video is set in a dark 
garage amidst a car, benches, plastic wrap and power 
tools. Following the introduction, a chorus of singers 
accompanies the dancer and Michael Jackson's voice. 
Like a glee club or a family singing 'Happy Birthday', 
young, old, male and female voices drop off and catch 
up to the backing track, splitting and multiplying the 
singer's voice, as the dancer moves on the floor. 

Flashing coloured lights and a smoke machine are used 
to transform this place where men fix and build things 
into the dancer's private disco. It looks to me like she 
may have done this many times before; her gestures  
hair flicks, head turns - and timing are all instantly rec 
ognisable. The dancer never misses a beat, she doesn't 
speak or sing and she is so serious. Alone and in control 
of her world, she's rocking, with a look that could kill: 
like onJy she knows what she is truly capable of, and 
how. 

Recurring camera angles and a red tracksuit jacket are 
all that is needed to render the illusion. Maybe this girl 
could be on MTV? More like Countdown. But it's just a 
mock up after all, and isn't it too late anyway, to be still 
mirroring Michael Jackson? This retro chick with amaz 
ing hair, who is so ready to be looked at, is no one par 
ticularly special but a field of relations among memo 
ries, fantasies, family and experience. 

Seeing Kati Rule go reminds me of the thrill of watch 
ing the dance floor from the other side of the room, 
when your track comes on, your heart beats faster and 
you want to join in. I'm a lover not a dancer is fun and 
challenging because it captures the feeling we all know 
of having to prove ourselves and the belief that the 
world is our audience. Unfortunately as well, a lot of 
people know exactly how it feels to be for sale. 

Kati Rule 
Video still 
from I 'm a 
Lover not a 
Dancer 2002 

CRITTI-LITTER - GLOSSARY OF TERMS 
with Simon Barney 
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Curakill - n. kew 'ra 'kil - Momentarily prominent 
artists now barely remembered except in dusty 
copies of the worlds old exhibition catalogues, 
their striped paintings, gender politics, proto his 
torical narratives and so on, now failing to thrill 
'visual culture' curators whose interests have long 
since shifted to skateparks, spray can protests and 
the ring pull braidwork of long haul truck drivers. 
An incidental death, for which, like 'roadkill', the 
perpetrator need feel no responsibility. 

Space - Once a word for an infinite realm, a chal 
lenge for the imagination as much as for the sci 
ences. Now refers to an all too finite arena- that 
place, so unceasingly discussed, sequestered from 
the world as safely as a monk in his abbey, in 
which art deports itself. Now always with the defi 
nite article 'the space'. 'The space' of course is a 
place for divine speculation and should never be 
confused with that space called real estate- a place 
of utterly grubby speculation. 

Radical Caution - In cultures where harsh condi 
tions once made mere survival a triumph, art ap 
pears not as evidence of bounty but proof of waste. 
In response to an unsupportive larger community 
art's defenders cite its practicality and responsibil 
ity (like a sports car with air bags). This need to 
defend even the very idea of Culture makes genu 
inely radical anti-art seem a betrayal, long after the 
economy has moved from one of subsistence to 
one of excess. 

Craft- Old-fashioned hierarchies suggested that 
craft followed art. Now everybody knows that 
Craft is Art so the new hierarchy goes : 
1. ART (includes Craft) 
2. FIGURATIVE PAINTING. 
The latter of course suffers crafts old failings - an 
excess of technique over idea, habits that might be 
taught, a resulting object for sale, quality assessed 
by comparing workmanship to historical examples, 
persistence in public mind despite redundancy. In 
time and with improved teaching, perhaps the 
craftiness of activities like digital imaging, video 
editing and installation building will gain overdue 
recognition. 

Image--- most in the art-world run, like a Lu 
theran posse, in holy terror from the image. Fortu 
nately there are three effective means for dealing 
with our surfeit of distracting images. 
I .COPY AN OLD ONE- a version, successfully 
carried out, offers the reassurance of an already 
familiar, perhaps common, image. 
2. SURF ACE MINIMALISM - popular with 
painters. Make the image pale, faint or invisible 
and elaborate or encrust the surface. Suggests so 
phistication and value for money . 
3. CRITICAL DECONSTRUCTION = photogra 
phy's method. Proves once and for all that images 
are merely cheap tricks and bad politics. 

Career - there are two kinds of artists. Those with 
a career and all the reassuring trappings -cata 
logues, sales (waiting lists), calls from curators, 
reviews, magazine articles, overseas travel (busy 
schedule), designer clothing, difficult behaviour, 
recurrent grants. 
The other sort have less a career than a lowly paid 
calling or a vocation - and just like a contemporary 
priest (or nun) they can only say when asked about 
their activities 'I couldn't help but do it'. 

Briefcase- Spurious pseudo gallery that can't de 
cide whether it's oppositional or just plain silly. 
Presents that as a strength anyway. Purports to 
concern itself with accessibility and with the ques 
tion of arts autonomy yet primarily a strategy for 
establishing an artistic persona for its carrier. 
Beneath a superficial charm is found a rather rude 
and insidious preparedness to gatecrash other art 
ists shows. Seventies throwback. Won't last. 

Political Art- (future perfect tense only) Political 
art is the only political activity that is never meas 
ured by its effects. To misquote Godard-the point 
these days is to do political art rather than art 
which is political. This will catch the eye of the 
jaded politicos who've found their way into arts 
administration. They're happy- their agenda isn't 
disrupted, the artist gets to be provocative, and 
politicians on all sides are persuaded that arts fund 
ing is money well-spent when it so readily pro 
vides you a place to 'park' people who might oth 
erwise do something of consequence . 

. . . to be continued 
43 



00 
92 City Rd 
Chippendale 2008 Australia 
front room_gallery@yahoo.com.au 

Friday & Saturday 12 - 6 

Cars are stupid. 
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