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Artist Interview Justin Trendall 
This interview was conducted in Justin Tren 
dall's studio - it's a warehouse studio, with a tin 
roof and white walls. Selected works are hung on 
the walls; there's a screen-printing table and a 
couple of work benches. The overall impression 
of the space is that it's very neat and tidy. A surf 
board and a boogie board are stored behind a 
ladder. 

Is it important to you to have a studio to work in? 
Yeah, it's essential. 
Do you work in here frequently? 
Yeah, that's why· it's so essential. I need to work 
in an ongoing way, and to have exhibitable forms 
of my work around me all the time. But work 
which is just there - without working up to an ex 
hibition, sort of almost on the edge of exhibiting. 
That's what it looks like, a small exhibition... 
It's making art into more of a process. That's why 
I need the studio, so I don't have to tie down a pro 
ject. 
And you've always got a bank of showable work 
available... 
Yeah. In a sense it allows the work to move along 
by itself, because I don't have to plan work if I've 
got it always on the wall, and in process. Then an 
exhibition or a work becomes a process of selec 
tion, and that's something that's part of the meth 
odology of all of my work. I'll pluck work out, or 
choose; the act of selecting from a broad spectrum 
of work is the core of what I've been doing for 
quite a while. 
What medium, or mediums, do you employ in 
your work? 
I pretty much keep it - sort of deliberately; in a 
way - tied down to a restricted set of mediums, 
which is screen printing, photography, and some 
digital drawing programs. It's been a while, but 
once I produced quite a large body of work with 
wood cut, as well, which I quite liked. I haven't 
done them for a long time. •• 
And are they woodcuts or screen prints, behind 
me? 
They're all screen-prints produced. 
Are you able to tell me how you would begin a 
series of work? Do you work in series? 
Having a certain continuity and set-up, I avoid 
really having a beginning. Most of the work that 
I'm working with is an unbroken string of devel 
opment. All of these pieces, and most of my work 
in that pattern area at the moment, will go back 

five, six years. They're manipulable, assembled 
out of the same units within the piece, so they're 
rearrangements. I. add units, and take away 
units .. .it's -based on that idea of seriality. That 
was quite an old, almost classical mode, just num 
bering from the beginning, numbering series. It's 
an ongoing series, but with the bits rearranged. 
Is it like an alphabet of motifs, which you ma 
nipulate... ? 
Sometimes I'm just working with a picture, and 
sometimes I'm working with text, and I'm trying 
to express something as if I was writing. That 
process is like drafts of a piece of writing. It's re 
sponding to that idea of computers, and the way 
you can be forever trying to perfect something. 
Make a copy, make a draft, re work it. So that, at 
some point, the draft never stops. 
So you 're saying that in these, the patterns are 
based on the text as well? 
That's why .there's no beginning. The beginning 
kind of drifted out of an interest in architectural 
reading, and the. photographic work that I was do 
ing, which is a parallel but entirely separate body 
of work that I haven't exhibited much - photo 
graphs of the architect of the urban_ landscape. 
These pieces are trying to set up two disparate ar 
eas of art, which is one: -it claims to be a form of 
thinking, a critical form of thinking. For example, 
there will be the work, and then there's an accom 
panying article by someone, where they make 
claims that it's a critical intervention in the social 
discourse of culture, or whatever. So part of it is 
text based, and the other thing is whatever that's 
about. It goes further back than the last twenty 
years, that element of what art is. The other side 
is, it remains a commodity, a commodity which is 
to do with decoration, and aesthetics - it has never 
really broken free of that. 
I suppose what I'm saying is just reiterating post 
modernism in another form, postmodernist ideas. 
So in these pieces my response to it is to set up one 
where I'm just enjoying the leisure of making 
something visually, yet at the same time setting it 
up in an almost divided way so that the text comes 
in, and the piece becomes, possibly, a diagram. I 
give expression to a thought. As I'm making art it 
is, for me, a fonn of thinking. In the end, I quite 
like the fact that it's just going to be something 
that goes on the wall, and has a certain kind of 
modest pleasure for people. It's not more than 
that, in the end. 
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It's not like I set out to make something pretty. 
It's that by having the whole thing in a framework 
of units, I can build up groups of information, bod 
ies of information. And I primarily do that 
through names. I'm able to address that idea 
through a body of names, like soccer teams, and 
things like that. Or, there's a bunch of contempo 
rary women artists in that piece ... 
I'll describe the particular work you 're talking 
about, which is a white print on buff coloured 
paper. There's a kind of a tribal-looking weaving 
design in the background, which you can see is 
computer generated clements. It's not drawn, 
there's something very regular and computer like 
about it, but at the same time, there are parts of it 
that are quite asymmetrical There are names 
integrated into the design at various points  
'Vanessa Beecroft, Marina Abramovic, Edgar 
Allen Poe, Julian Opie, Hannah Hoch, Andrea 
Zittel, Mariko Mori, Carolee Schneeman'. The 
background design has a weaving, grape-vine 
look, with branches branching off. 
I was going to ask if you feel there's any conflict 
between your project as an artist, and actually 
selling your work? Or a conflict between your 
project as an artist, and your career? Or, having 
a career, say, as an artist ••• 
It's such an obvious conflict between career and 
selling, you'd think it would be out of date. You'd 
wish it was, but somehow ... though it's well con 
cealed, it's a conundrum that is still there. So I 
just don't set that aside, out of my mind...it's 
nothing for me to find a mode of producing this 
work. That's where the continuity and the serial 
nature of the work all sort of :fit together, it be 
comes a process of making, which I enjoy doing. 
I'm able to sustain it, whether I can sell or not. 
Obviously I've got no qualms about selling it if I 
could. For me personally, I couldn't make art 
starting from the premise of trying to make some 
thing I'm going to sell. I have to make art on my 
own terms, and then...all these issues seem quite 
clear and played out. I mean, obviously it's frus 
trating for artists, but on another level, that di 
lemma of not being able to sell is quite well de 
fined. So people more consciously take up their 
art now, and make an art which is going to sell. I 
can't imagine it, that I could go about making art 
in the reverse order, starting from trying to imag 
ine what people would want, working it back 
through to, 'what am I going to make?' That's 
why the studio is like the heart of what I do. 
Where I work it out...and then obviously artists, to 
differing degrees, promote themselves. 
Do you promote yourself? Is it something that 
you set out to do consciously? 

Justin Trendall - VANESSA BEECROFT, 16.67% working 
proof, 2002 

I feel that you need to be a little bit discerning 
about self promotion... (laughs).. You should 
wait till you're sure you have something to pro 
mote. One of the modes of the late twentieth cen 
tury is that there's a feeling that the promotion is 
everything. All the way back to Plato's Republic, 
where they talk about that question of, 'is there 
anything outside of reputation?' An interesting, 
banal, simple question of philosophy, 'is there any 
thing outside of fama?' Which is the Greek word 
for fame or reputation. It's interesting there's 
something so old, two and a half thousand years 
old, bringing up that same question. It's a question 
of being thoughtful about it. There's a generosity 
to art, for me - that it gives, and it gives for free. 
You've got to have something to give, before you 
integrate in with that system of advertising promo 
tion. There's never been more advertising, as a 
mode it's always been there, but we've never ex 
isted in a cultural mode in which so much effort 
and thought and methodology is given over to get 
ting people to buy, or pay attention to, you. 
I wouldn't rush to pass judgement on it, because it 
is what's going on, and it sort of bears on art, and 
everyone knows that. Once you've got Jeff Koons 
and whatever ... Andy Warhol is timeless for me, 
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Justin Trendall - EL GRECO, 16.67% working proof, 2002 

he raised those issues as questions, someone like 
Jeff Koons just plays it out in a way that can't be 
taken further. It's a kind of thoughtfulness about 
that thing between art and promotion. There's still 
something very interesting about the way Andy 
Warhol formulates that fame factor. 
Is exhibiting important to you? 
... (laughs) ... Extremely important!..J've thought 
about it for quite some time, and ifs sort of stating 
the obvious, but these things are a matter of recog 
nising your own temperament, rather than being a 
kind of philosophy. h's something that I know or 
feel, ifs the way that I would like to exhibit, it's 
almost 1:ike d like people to come into the studio. 
I don't like that idea of projecting a persona, which 
having a large commercial exhibition seems to 
involve. Like, you pull in some writer, and so on  
that's why I've been a bit retarded as far as exhib 
iting goes. 
Do you sell much work? 
... (laughs)... very little. Ifs one I've given up on, I 
mean...I suppose you get used to it, and you are 
interested in the possibility. I would like to sell a 
lot of my work, but it's not the primal thing, you 
know? I'd be really happy for the pieces I exhibit 
to be sold. Part of the reason I work technologi 
cally, in print, reproducible forms, is it raises that 
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question of the unique thing, the unique object. 
Obviously I could do editions of all my work, es 
pecially working digitally, with digital prints. 
Most of the pieces I've exhibited and sold so far 
are one-off prints. Even though it's a reproducible 
process ... but nothing's unique. 
This one behind me that I described earlier 
you've got pinned to the wall - if you were lo 
frame it, would you remake that? So the pin 
holes weren't in the paper? Or would you just 
use that one? 
I'm Dot at all worried about the pin holes, or the 
process - they would become too sterile. The 
frames bring enough of a formal element I use 
frames quite consciously, the frames are thought 
into the pieces. I'll put up a print or something 
pinned to the wall, with a couple of framed pieces. 
So within that play once again, it's loathe to let go 
of the process of making from the exhibition. 
What is the future of contemporary art in Austra 
lia? 
I actually feel quite good about contemporary 
art ... 
You're optimistic, positive? 
I feel it's better almost accidentally, through the 
institutionalisation of it, and the engagement of 
younger people. The thing for me is that contem 
porary art is really accessible, if you're not carry 
ing too much baggage ... I've noticed there's a 
younger generation coming through, who don't 
know not to like it... (laughs) ... 
Do you mean they're blindly accepting, uncriti 
cal? 
It's quite light-hearted, it goes back to the ques 
tion, 'what is contemporary art?' How you might 
actually define it, is that it includes an element 
which allows itself to be turned on itself, and taken 
humorously. Though it's not humorous, it's not 
primarily humorous. It's hard to find work  
which separates it from Modernist art- it's hard to 
find contemporary art that doesn't have some ele 
ment which allows it to be turned -- sometimes it's 
obvious, and other times it's quite subtle. There 
fore, it has a kind of light-heartedness built into it. 
Going back to Warhol again, you know? There 
fore, when you come to it when you're younger, 
without preconceptions and more relaxed, it's very 
kind of, take it or leave it It gives you what you 
want, contemporary art, and that's why I like it. I 
went to the Tate Modem, and it had a casual feel, 
it was packed with people. Therefore there wasn't 
that element of anxiety, which has always accom 
panied contemporary art. I have a sense there's a 
thaw going on. 

Dear Liz 

just wanted to let your readers know about a "schemozzle" that happened with the Performance 
Space late last year. You might have seen the A3 posters which advertise upcoming events at the 
space. The design is by Suzanne Boccalatte, and during 2002, the front of the poster always fea 
tured two groovy looking people, in their coolest clothes, posing in a grungy inner-city location... 
it's an Aussie re-take on the "Fruits" concept - the Japanese fashion photography book (The 
Fruits" exhibition is actually in Sydney at the Powerhouse Museum right now), 

Anyway, in October> Fiona Winning at The Performance Space gave Mickie Quick a ring. Appar 
ently, the two "models" they had lined up to do the shoot fell through at the last minute, and so 
they were asking me and Mick to pose. We fell about laughing, 'cos we felt about as far away 
from that fashion stuff as possible, We agreed to do it anyhow, fascinated and perplexed as to 
why they had actually asked us... apparently they liked Mickie Quick's ''Refugee Island" street 
sign alteration which had popped up during the BorderPanic conference, so they were keen to 
have that in the photo too. 

We showed up for the shoot with the Refugee Island sign, and two t-shirts from an ongoing pro 
ject of mine entitled "Event for Touristic Sites" - t-shirts emblazoned with national stereotypes, in 
this case All Australians are Arse-Lickers" and All Iraqis are Guilty". We dressed up as daggy 
as we could, tourist shorts with heaps of cargo pockets; long socks, backpacks, green-n-gold um 
brella. Frankly, we were hoping to use the Performance Space poster as a way to place art and 
politics in the same sphere, and ( of course) to promote our own projects via the path of parasitical 
publicity. (And ok, we admit it, to intervene weirdly in the Performance Space's "too-cool for 
school" fashion photo series.) 

The photo shoot took place in Redfern: in some side streets out the back of the Performance 
Space; a funny little concrete apartment block courtyard; and on the traffic island near Space 3 at 
the comer of Regent and Cleveland Streets. This last location meant that the photo had the racist t 
shirts and the Refugee Island sign in the foreground, juxtaposed with the TNT 'twin towers" in 
the background. Suzanne, and Mikala from the Performance Space anticipated that these images 
might be a bit controversial, so they took a few extra shots in which Mick and I wore our back 
packs back-to-front, and with the umbrella pointed to the camera -so that the text on the t-shirts 
could not be seen... a safety net in case the more hard-bitting images got rejected ... 

A week after posing for those photos, the "Bali Bombing" happened, and the Performance Space 
held a meeting by email for its Board of Directors to decide if they could go ahead with using the 
images from our photo shoot for their publicity poster. You guessed it, they decided that they 
could only use the watered-down shots with the text on the t-shirts covered up. 

Mick and I protested (although without much hope of making them change their mind). First we 
said that the references to Australia and Iraq on the t-shiris were quite un-related to the specific 
events in Bali (the Board's fear supposedly being that their publicity campaign would be read by 
poster viewers as a direct comment on the Bali situation.) 

Then we thought that to go ahead with the image might, in fact, be a courageous (and timely) tac 
tic that the Performance Space could take, by deliberately juxtaposing national stereotypes, tour 
ism, terrorism and refugees. Fiona Winning, the Performance Space's director, was very suppor 
tive of our position. While disagreeing with the Board's decision herself, she wrote: 

It was the weekend events in Bali which provoked a different position (if only we'd got 
it to the printers last week!). We talked it through and it's clear to me, that the week 
end events and the image are not related (ie. terrorism and the intensification of anti 
Muslim fervour) but as they pointed out we don't have the opportunity to talk through 
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with the viewers of 10,000 posters that are essentially a publicity tool for our pro 
gram. 

and 

Also there was a feeling that the composition was not careful enough.... (which is Suz 
anne's deliberate aesthetic) The twin TNT towers in the back kind of bagging the idea 
that we are vulnerable to terrorism [.../ 
Interesting how.much semiotic scrutiny this image came under. Which should not sur 
prise me in some ways and I admit to a level of naivety about not having expected 
that. 

(One wonders whether the board went as far as humming the words to the old AC/DC song "T-N 
T. .. it's DYNAMITE!!" as they were debating the semiotics of the shots...) 

We respectfully withdrew our consent for them to use the watered down photos, a move Fiona had 
been expecting anyway. So we left it at that, and the Performance Space organised to re-shoot the 
poster with new models: two groovy looking kids on a bright yellow motor scooter. 

[Just thought it might be good to put it out there that these events took place. There are no hard 
feelings between ourselves and the Performance Space. It had been a pretty interesting experience 
for us. Fiona Winning had no objections to our "going public" with this story. We hope to work 
together-again with them someday soon.] 

Cheers 
Lucas Ihlein 

k j j j j 

[I contacted the PVI (performance, video, installation) Collective in Perth, having 
heard that their "Terrorist Training School" project planned for October 2002 had 
been similarly canned due to the Bali Bombing. Actually, it was only postponed, but 
the story is similar, and I thought it was fascinating that these two events happened 
simultaneously on opposite sides of the country ... Below is an email reply to my en 
quiries, from PVI's kelli mclusky ...] \ 

j j j je j 

heytuca 
yeah know of your t-shirt project! (wonderful pieces] - we were part of the tis exhibition in perth 
too, so got to check out some of them there, although missed the public happenings with them. 
but, sure, of course happy to talk about the situation and have attached a presser & pics of the 
work to give you an idea (theres also a write up in this month's realtime mag, if you wanted more 
info], but basically the situation goes like this deep breath . 
the artrage festival commissioned a piece from pvi for the 2002 festival planned for sept 2002. 
the piece was originally called terrorist training school (yep, nice and subtle] and involved a long 
period of research into the history of terrorism and its relationship with the media - the company 
is a core group of six so we get to cover a lo1 of diverse ground when we get stuck in to a new 
work. for example, two performers infiltrated the ranks of the local army reserve to gather info on 
the mindset of a soldier, another joined a terrorism and the media class, we recorded most sight 
seeing tours around the city -i guess what i'm getting at is that we're keen for the work to be well 
grounded before we start to devise. anyway, we wanted the work to be a bus tour around the 
city, visiting local hotspots and for interventionalist acts to be happening outside at these spaces 
during the tour. we organised a 22-seater bus, we kitted it out with on-board media [tv, sound, 
mic and pvi 'tour guide') and we started to develop a piece that seemed v focused on generating 
a growing sense of fear and unease within a familiar surrounding - we mixed factual info on sites 

Images: Suzanne Boccalatte 

such as the belttower with complete fiction, always comparing with american counter-parts, so 
the belltower became perth equivalent of the statue of liberty, known as perths penis and taking 
the contemporary design of a cockroach mounting a syringe ... you get the idea - ended up a v ab 
stract piece in the end ... anyway i'm waffling .. our original publicity showed four member of pvi on 
a focal bus with ex-american presidents masks, we used a caption from a seminal book called 
'terrorism' written in the 70's which was: 
"terrorists will always have to be innovative ... they are in some respects the super-entertainers of 
our time" 
initially we received good responses from the publicity. 
one week prior to opening the show the bali bombing occurred. artrage started to receive an in 
creasing number of calls stating that the work was in 'bad taste' and should be removed from the 
program - we provided artrage with info on the work stating that it was v much anti-war, but using 
the structural device of satire in the work. the viewers and listeners association began lobbying 
the arts minister to have the work banned. one of artrage's sponsors [the west australian paper] 
requested that their logo be removed from anything associated with the. work [after they had two 
days prior to bali proudly published the tts ex-presidents image in the arts section of the paper, 
but actually refused to print the name of the show alongside it, as far as i'm aware). things got 
worse with the phone calls as artrage staff members were now in tears from relatives of bali vic 
tims phoning up and abusing them for supporting the work [we fielded a few ourselves and also 
received some prank calls], mostly people were offended by the. publicity and the quote about 
'super-entertainment' 
artrage called us in for a meeting to see what we wanted to do about it all and they then received 
a phone call from the arts minister 'requesting' that we 'strongly consider' postponing or removing 
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AFTER RUNYON by Jay Balbi 

the work from the program out of respect for those who had lost loved ones. i have to add at this 
point that artrage were totally with us and willing to stand behind any decision we made, but we 
were acutely aware that we were making their life really unpleasant and felt v guilty about that. 
also anything we seemed to say in retaliation was coming across as defensive, so it seemed to 
us that we would do more harm to the work by putting it on at this point. we got advice but basi 
cally had 45 mins to make a decision before the minister released a statement to the press about 
it. we were advised to contribute to this statement as it could help to ease the situation, we were 
also advised at this point that if we wanted to still show the work then the minister could be put in 
a situation where she have to raise it in parliament in response to pressure from lobby groups  
we were worried the work may get banned at this point, which seemed ridiculous as nobody had 
seen the bloody thing yet! [we were later informed that you cannot ban a work without it having at 
least one public showing]. anyway our decision after two hours in the artrage office and advice 
from board members and friends was to postpone and re-mount at a later date. 
which we did. 
the final work wasn't at all different in form or content from the original, the only differences being 
we abbreviated the title to tts, were able to bring the sound artist over to work on-site on the 
soundscapes and hired a bouncer to ride with us on the bus in order to ensure the safety of bus 
passengers. 
it was a huge learning curve for us, we have had problems b4 with previous work - we did a car 
sticker campaign once on how to steal the three most popular cars in australia and did a week 
end hit on all these cars placing stickers with step-by-step guides on how to carry it out, [what 
tools to use, preferred clothing etc...] and had a visit from police, fingerprints on file etc.. but in 
terms of being prepared on how to respond when the shit hits the fan and also the negative im 
pact of publicity and the fact that no-one [i'm talking press] seemed to want to hear our side of the 
story at all, was a real eye opener. we now want to take tts to every australian city and are in the 
process of applying for funding to do exactly that - so fingers crossed eh! 
Sorry its been a long one, hope its not a rant, but that was the upshot of events from our per 
spective. The deal with the Perf Space sounds a great shame. We know Fiona does a-bloody 
fantastic job and that must've been a really difficult call. been chatting to steve [from pvi] about 
this and you have to wonder if. your publicity had gone ahead a week earlier [as fiona mentioned] 
if you guys would've experienced a similar situation to us, our feeling is yes, we think you proba 
bly would. it was equally as provocative, if not more so with the direct reference to iraq. my gut 
feeling now, looking at the image that did·come out on the pert space program is that I would like 
to have seen that original image and make my own mind up about it, not to have board members 
do that for me. this is an easy stance to take though, we have had people saying to us that we 
still should have put tts on at the time and in postponing it, it made us seem to be buckling under 
external pressure, but ultimately for us it was about trying to reclaim some control over the situa 
tion and the work - to stop, evaluate, strategise and come back prepared for it as best we could. 

take care and look forward to 
hearing back from you soon:) 
cheers! 
k 

j,y ,e, and i were standing outside the B, wence the wind and the drizzel, 
and j amoungst the damp sais that he needs to piss. their isnt a toilet 
nor a key but their is a sink behind the partition which j would not 
ordinarily concidere. so i sais to j piss in the sink, why not, i and y will 
keep a vidual and we thought we proceeded to vidual in the best of faith. 
however we kept on talking, i and y, and j took the advice and the need 
'and went and pissed in the sink. meanwile e has gone to have something 
to eat at the tia across the cockroach and is expectant of food when who 
walks in but j with a blind man on his arm. he sits him the blind man 
down and leaves with what could only be described as intent, probably 
bent on the lack of security. aneway its cold and i and y are at a loss as to. 
j's whereabouts whence he reappears and fills us in as to the blind mans 

· interruption of a seqalid piss out back of the B who is looking for a tia 
resteraunt and perhaps mistakes i and y for clientell and j's piss for the 
sizzle of a tia cookup untill he gets close enough to smell otherwise. 

[see www.pvicollective.com 
and 
http://www.realtimearts.net/rt53/ 
khan.html] 
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A VERY SPECIAL 
SPONGE CAKE 
A quick and luscious-looking decoration for a cake for 

an unexpected special visitor. Make the sponge in two, 
9 inch sandwich tins and join them together with some of 
the meringue frosting. (See the recipe on page 16.) Cover 
top and sides with the remainder of the mixture and 
decorate the cake with a little colored royal icing piped 
from a No 8 Star tube. Any oddments in moulded or 
piped flowers may be utilised for the floral arrangement. 

ARTIST PAGES 

DAVID M THOMAS 
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CAKE DECORATING No. 3 SIXTY-FT\WE 
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YOSHI and the GIANT KOi 
An excerpt from a bed-time story by Chris Chapman 

2. THE. GEKKO 
Their home was small, but actually quite average by Tokyo standards. Yoshi, his mum (and until recently 
Yuko) lived on the sixth floor of a seven floor apartment building in the district ofTakadanobaba, or Taka, 
as the locals called it, not far from the train station, and only two train stops from Shinjuku, the beating 
heart of Tokyo where buildings glowed like giant video screens. Well, many of them were actually giant 
video screens. Yoshi remembered how busy Shinjuku was, especially under the ground, where labyrinths 
of passageways connected shops and train stations, trains that sped to the green mountains and lakes of the 
countryside, that continuously looped over and under and through the city, that carried countless numbers 
of people to and from airports where they would travel to from countless destinations across the oceans ... 

One time, underground, at Shinjuku station, Yoshi and Yuko had wandered through the Sebu department 
store because Yuko loved to try the latest perfumes. But Y osbi didn't think at all of perfumes. He remem 
bered walking through the gigantic underground food hall. The best and most extraordinary thing about the 
Sebu foodball was the variety of fish and crustaceans on display. In particular, Yoshi remembered enor 
mous tanks with giant crabs almost as big as himself, with more legs than he could count. 

- Dinner's ready! Yoshi's mum called, and Yoshi ran to the kitchen from his bedroom where he'd been 
drawing a picture of a space crab with laser-beam eyes. I'll finish it later, he thought to himself 

On the table were many small bowls. Thanks mum! Yoshi said, and looked at the blue bowl in front of 
him. It was filled with grated white radish, which looked like grated carrot, and topped with a small raw 
quail egg: a sun-yellow circle. Yoshi stirred the mixture with his chopsticks and lifted the bowl to his 
mouth to slurp it up. Yum! They ate rice and chicken and green vegetables, and Yoshi bad apple juice too. 

Yoshi told his mum about school that day, and she suggested that on the weekend they could go to the new 
waterpark on the bay, since the weather was getting warmer. That'd be great! Y osbi said. 

Later, after bis mum bad tucked him into bed, and read to him from a new library book about a dog who 
piloted a spaceship to the furthest reaches of the universe, Y osbi looked up at the glow of light from the 
window, and there, at the very top, was a tiny gekko, held fast to the glass by the superfine hairs on its feet. 

- Hello and goodnight gekko, whispered Yoshi. And he thought gekko turned its head, just a bit, and whis 
pered back, goodnight. 

3. THE SECOND SIGHTING OF THE KOi 
Yoshi was singing to himself as he walked along the canal and he had remembered to wear a hat today. He 
was kicking the gravel along the path which ran alongside the canal, just where the bamboo grew behind a 
tall fence, when he heard a splash. He stopped The canal had steep concrete sides and was quite wide and 
probably not very deep. It always had water in it, that is, it was never dry, not like some of the canals near 
Yoshi's previous school, where kids sometimes rode their bikes in the summer. 

SPLASH! 

Nothing. No ripples. Nothing. 

Yoshi kept walking, slowly. He was nearly home and could even see the top of the apartment building 
where he lived. A breeze ruffled the tops of the bamboo behind the fence. Yoshi stopped again and looked 
into the canal. The water reflected the blue sky. He squinted, trying to see if anything was below the sur 
face of the water. 

Suddenly be felt something touch the back of his neck. A leaf! Fallen from the bamboo! And as he turned 
and brushed it away he saw something shimmer just under the water, something large and colourful and 
glowing and then it was gone and Yoshi ran all the way home. 
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WAY YOU LIKE 
Sinistra nightclub at La Campana, Spanish Quarter 
5 March 2003 • =·. 7 
Reviewed by Adam Yang 

Although this was the first public performance • 
by 'Way You Like', the three band members 
front man Sam Hughes, drummer and back up 

·singer Simon ·Cavanagh,- and guitarist. Kyle 
Ashpole=- ·are veteran rock and, rollers:±{heir 
familiarity with the stage and their medium 
was apparent. 

Billed as Glam Rockers" by Sinistra, the boys 
dressed semi-formal, and matched tlie lighting= 
to their mood. Front man Sam shared the lime 
light equally with the enigmatic Cavanagh, 
who gave his all to the lyrics and drums. The 
mysterious Ashpole maintained a mood of 
calm among the clamour, providing quality 
strumming and a cool style. Sam kept it all 
together, and proved, yet again, that he knows . 
his rock and roll. 

The songs were short, tight, and sweet, fre 
.quently building the audience up from a slow, 
contemplative rhythm to a frenzied rock beat. 
It became apparent' that these moinents of pure 
rock and roll were almost too much to bear for 
the more avid fans of Way You Like' -the toe 
tapping, hip swaying and beaming faces of the 
fans betrayed their desire to let loose on the 
dance floor. I daresay that, given a longer set 
( and, perhaps, a darker and more anonymous 
setting), these fans would have cut free from 
their posts, on. the perimeter, and danced their 
nights away to 'Way You Like's irresistible 
rhythms and primal sound 

Sinistra nightclub proved the perfect venue for 
the band, providing the boys with a suitably 
gaudy backdrop of a seventies mosaic to per- 
form against, ( which contrasted nicely with the 
white of their shirts). The relaxed-yet 
sophisticated·mood of the club®'augmented the- + 
aura of the band; the tight programming lent 
the night an overall feeling of professionalism 
and provided continual entertainment. 

One can only hope there will be many more 
occasions on which to witness the development 
of this promising band, and that their songs and 
sets get longer, giving an opportunity for fans 
to express their enjoyment of, and admiration 
for, 'Way You Like'. 
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UNTITLED (NUDE) 
the Mackay collection 
Reviewed by Jane O'Neill 

The task of cataloguing the Mackay's collection of 
art was somewhat daunting. Spread over. three dif 
ferent venues, including the family home where the 
works grace even the ceilings,; and numbering" ap 
proximately 1400, the collection is vast. It may 
have begun as a philanthropic interest in local art 
ists, but the proliferation of nudes in the works se 
lected came to dictate a more specific direction. 
Now it is officially referred to as "a collection of 
erotica" and boasts levels of provocativeness which 
challenge notions of obscenity. 

Subject matter aside, the collection represents a 
comprehensive selection of works, the majority by 
Australian artists. It was no surprise, for example, 
to see works by Charles Blackman, Brett Whiteley 
or John Olsen. There are also works by local fa 
vourites, such as Scott Redford, Eugene Carchesio 
and Davida Allen. Thankfully, the· collection is 
spared any of the confections by Norman Lindsay, 
whose work has long been the reserve of the bou 
doir. In some instances, there are erotic works by 
artists who one would not expect, like a scene of 
lovers by Tony Tuckson or an angular drawing of 
breasts by Howard Arkley. 'Of course, Mackay does 
not forget those artists who have dedicated them 
selves to the nature of sex:uaJity. There are works in 
the collection by Mike Brown, Richard Larter and 
Juan Davila that stand out as pieces which have 
forged the way for younger artists looking to depict 
the varied nuances of desire. Some early ephemeral 
collages by Mike Brown remain intriguing for their 
explorations of fragmentation and the pornographic 
imagination. 

The fee) of the collection swings from the gro 
tesque to the sublime. One moment you may be 
subject to an image of a gorilla with a huge erec 
tion, or a photograph of two penises hooked to 
gether by a fierce-looking piercing. In another, you 
encounter an image where delight seems to be 
luminously expressed.. The simple ochre-coloured 
pastels on card by Al.ex Njanmijra, which depict the 
artist's visits to brothels were one such pleasure. 
Another personal favourite is a small pencil draw 
ing by Roy de Maistre, where an altar boy kneels 
down by a priest in a sexually ambiguous manner. 

Beyond the voracious gallerists, sources for the col 
lection are far flung and include Nazi fetishists, 
outsider artists and defunct strip clubs. The collec 
tion is provocative not only in its subject matter, 
but also in the diversity of materials employed. 

Amongst the works is a series of hand-knitted penis 
warmers by Nicole Vovoedin-Cash, a latex mask 
used in a performance by Arthur Wicks, screen 
printed underwear by Desley Gilbey and a fibre 
glass cast of one lucky lady's genitalia by Bobby 
Lees. • 

The collector's favourite work is one by Ivor Hele, 
a reclusive artist who is represented in the collec 
tion of the Canberra War Memorial. 'Husband and 
Wife' is an intimate depiction of ravishment exe 
cuted in oil on board. That this is Mackay's favour 
ite suggests an incongruously traditionalist senti 
ment despite the levels of experimentation at hand 
He also cites a soft spot for works depicting trans 
vestites, who he describes as a dying breed. A ~ 
ries by Chilean artist Paz Errazuiz depicts transves 
tites wearing low-key outfits like jeans and checked 
shirts in neat, decorative interior settings. Luke 
Roberts captures wannabee porn-star Sareeta Mon- 
roe posing to a camera against a green tiled back 
drop. And there are some classic photographs by 
French artist Pierre Molinier, where the artist pos 
tures around the studio in heels and a mask. .. 

Looking at the collection, it is impossible to distin 
guish whether the works represent a transference of 
the artists' sexuality or function as an accessory to 
their sex lives. Whether or not this makes any dif 
ference to the strength of the artwork is also inscru 
table. In any case one enters very private worlds. 
For example, there is a scrapbook which consists of 
stockings and fashion pictures dating from the 
1920's through to the 1970's, presumably the life's 
work of a stocking fetishist. In another instance, 
there is a series of drawings executed in the pres 
ence of a newly wed couple, depicting their mar 
riage consummation. Or in the case of Edmondo 
Zanolini, we see a series of photographs of women 
in post-coital sleep. 

For a curator, the collection presents countless pos 
sibilities for theme shows that explore isolated as 
pects of sexuality: the transvestite show,' the blood 
and sex show, the voyeur show, the pubic hair 
show, the erection show or the showgirl show. For 
a viewer, the collection presents an opportunity to 
re-assess levels of prudery and sexual prejudice. It 
also allows insight into some of the more radical 
work that has been made in Australia throughout 
the past fifty years. With an extensive library as 
well as all of the correspondence and catalogues 
that accompany the artworks, the collection begs to 
be one day transformed into a museum. 

COLIN McCAHON: 
A QUESTION OF FAITH 
Stedelijk Museum, Amsterdam 
August to November, 2002 
Reviewed by Stephen Zepke 

22 

Having the exhibition at the Stedelijk, while 
no doubt a prestigious venue, did seem to 
introduce its own problems. The museum 
decided to pitch McCahon as 'the van Gogh of 
New Zealand', which was a loser idea from the 
kick-off, the association only causing 
resentment on all sides, as an insult to Dutch 
pride in van Gogh, and as a gross 
simplification of McCahon's antipodean 
specificity and genius. Perhaps it could have 
been forgiven as a typically misguided 
marketing "concept" that museums in a 
permanent funding crises often put their faith 
in, if it weren't for the fact that the exhibition 
itself seemed invested in its odd mythology. 
The story the show told, at once chronological 
and biographical, was straightforward and can 
be given in a simple hyphenation; belief 
doubt-despair. The parallels to van Gogh are 
obvious, but only in the most reduced and 
ridiculous of senses. This was a 
spectacularisation of two fascinating and 
complex creative processes which did nothing 
to help us understand their work, even if ( and 
perhaps this is the point) it generates millions 
of euros at the van Gogh museum just next 
door to the Stedelijk. To reduce artistic genius 
(surely a withdrawn currency these days, 
anyway) to a trajectory towards madness is a 
cliche which reveals nothing to us about art 
nor about madness, let alone about McCahon's 
work, his references to van Gogh 
notwithstanding. Nevertheless, despite the 
stupidity of this story it cannot be entirely 
blamed on the Stedelijk, nor upon their 
marketing department, because in a way it 
reflects New Zealand's reverance towards ist 
one true artistic genius. By this I mean that 
New Zealand approaches towards McCahon 
have been unrelentingly biographical, and 
unrelentingly sycophantic. The major shows 
that have been done have restricted themselves 
to being chronological surveys, or to self 
congratulory "why we are so great" anthems. 
So while the Stedelijk did present the 

McCahon drama as utterly entropic, a kind of 
necessary mental decline to the point where 
painting was no longer metaphysically 
possible, this did respect the form already in 
place, which was that McCahon is so great 
that his work can only be given meaning in the 
most self-referential and auto-biographical 
sense. One can only hope the about time 
publishing of a biography will alleviate this 
problem a little. Indeed in some small way it 
seemed to me that the Stedelijk show had 
something to recommend it in at least having a 
story, an angle, something to say. And perhaps 
it took a major show cu.rated from outside 
New Zealand to do this. For despite all the 
problems, this show was a great selection, 
spanning McCahon's entire ouevre with many 
major works, and a few little known surprises. 
All you could want. And despite the stupidity 
of the story, its cliche bound predictability, 
well at least there was a story. But anyway, we 
must face the fact, McCahon scholarship, 
whether in the museums or elsewhere, is truly 
yet to begin. 
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