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IN THE CRUX OF MATTER 
Interview with Nick Mangan at Sutton Gallery, October 2003 
By Jane Trengove 

JT Does this exhibition make the point that all 
things belong in the world? That synthetic materi 
als are not unnatural, and will in fact be incorpo 
rated as organic matter of the future? 
NM I guess it's some sort of play on that .. .it's more 
like a hypothesis, in that the work relates to a science 
fiction- who's to say it's not possible? Stating the 
potential of stuff - and it relies a lot on the imagina 
tion as well as factual information. It's a combination 
of those things. 

JT Is this related to previous work, where you 
worked with more recognisable organic materials, 
like wood and cardboard? 
NM Yes, there has always been a lot of meaning 
drawn from the materials. In that sense it's a geology 
of materials. Where the materials come from, their 
origin and where they end up, and what eras they were 
prominent in- that's how I trace their history - like a 
stratification of industrialised objects. 

JT Layering and strata has been an important 
element in your work. Earlier works made with 
softer materials were more abstract in appearance 
- this new work, with a less organic substance, is 
far more representational. How did this develop? 
NM Especially with the bike. Rather than taking an 
everyday shape and abstracting it, I felt that by re 
moving elements- I was abstracting it anyway, ab 
stracting its function rather than its physical appear 
ance. Because I kind of feel that abstraction, in art 
terms, has become figurative, because it references 
other abstract objects, or paintings or whatever. I felt 
that this was a different way to present abstraction. 

JT Can you speak a bit about the forms and 
how they were constructed? Because they are very 
elaborate ... 
NM There's a few different things going on- using 
the ready-made with the photocopier as a vessel to 
articulate a framework for some other world. And 
then with the bike I was more interested in a weird 
homage to the idea that, to me, bikes and objects like 
bikes, are the new kind of sculpture. They precede 
what exists sculpturally, so I guess it's a way of learn 
ing from that - understanding that there's a formal 
language of that. 

It's interesting how forms are shaped by the culture's 
needs, but cultures are shaped or manipulated by the 
objects. 

JT There are teams of highly paid people who 
research this stuff ad nausea, so it becomes a form 
in itself - do you look at that? 
NM I look at that in the same way that in the natural 

world a rock is shaped by wind and water - in our 
social cultural context ... 

JT Form is shaped by desire? 
NM Yeah, but still shaped and constantly evolving, 
changing and evolution form in a different sense, par 
allel to nature shapes - simultaneously and at different 
speeds. 

JT The bike work is very eloquent of that. 
NM I chose the bike because with that shape- I 
became fixated - it seemed like an iconic shape that 
represented industrialised form in general- it looks 
like an arm -or it looks like a tool. 

JT The bike without the rider is strangely hu 
man itself. 
NM It's like a corpse; it's like a skeleton, or an exo 
skeleton. That's why I called the work "crux". 

JT I was interested in how you changed the 
phrase, 'The crux of the matter' to, 'In the crux of 
matter'. 
NM Yeah, exactly - it's like entropy, when nature 
returns back to its former state. It's like a vine grow 
ing over the pole-thing happening at the same time  
so you're looking at organic and inorganic ... 

JT There's a very strong sense of movement in 
the work, an idea of accident or impact, then there 
is also a sinister sense of imperceptible change oc 
curring - a slow growth of crystal form to trans 
mute the object. 
NM Each piece operates on a few speeds. So 
there's like this intense action that's been caught in 
still-life and then there is this kind of paralysis. 

JT And that creates tension. I wanted to ask 
you about the importance of the aesthetic in the 
work? 
NM I'm big on eye-candy, if you know what I 
mean, I'm big on design and I'm big on the way 
things look. So if you're not just relying on that 
alone, I think it's OK. 

JT Yeah it's funny because you have this gunk 
encroaching on something as ordinary as a 
smashed photocopier, and then the object becomes 
quite beautiful - it is forever changed, and its pur 
pose removed. It reminds me how children view 
objects for imaginary potential other than just for 
useful properties. 
NM Yeah, and if you look at something for long 
enough it changes, I guess I'm always trying to make 
physical that change I see mentally. 

The reason that I choose the objects is that I'm into 
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this idea that tools are a kind of a bridge between our 
physical understanding of the environment and our 
mental understanding - like tools are manifestations 
of thought. 

JT Each work seems to have its own narrative 
I was wondering if you could speak of these? Es 
pecially the table - it seems more invested with a 
human drama ... 
NM There's more of a physical thing there, where it 
could have been that someone had left the respirator 
on the coffee table, the wind's got to it and all the shit 
has been blown out of the filters. I guess with its 
title, 'Domestic Violence', it's like our domestic situa 
tion is where we feel most safe, and yet it is the most 
vulnerable. Substances in our haven - it accentuates 
the drama. A coffee table is quite pristine and pre 
cious - what I've done to it is to molest it somehow. 

JT The same with the photocopier, because it's 
smashed and has a point of entry - it looks like 
something has happened ... 
NM The fact that it is a photocopier and a reproduc 
ing machine, the idea of things being copied under 
fake light - it's like fake material growing under fake 
light. 

JT Like an incubator? 
NM Without it being too Alien-ish - I wanted it to 
be almost possible. It feels more factual - it doesn't 
seem too fantastic ... 

JT It looks like something crashed in through 
the office window. Are you influenced by main 
stream sci-fl? 
NM Oh definitely - 'Alien' is an awesome film and 
I really like David Cronenberg, and J G Ballard's 
writing. 

JT ·Crash? 
NM I got bored with that. No I was more interested 
in 'Dead Ringers'. 

JT The devices that featured in that film were 
fictional, horrific and dark. 
NM But I guess what I've tried to do is use every 
day objects. If you take something that everyone is 
familiar with and manipulate it- it can make people 
feel uncomfortable. 

JT Something in our environment becomes 
more sinister than expected? 
NM Exactly, because these things are manifesta 
tions of ourselves. 

JT And yet we have little control over them. 
What about science, are you influenced by it? 
NM I don't think I have a knowledge of science, but 
through being an artist you can have a language that 
takes bits and pieces from science and science fiction 
and morph it together to make ... 

JT Some sort of new thing? It's almost like 
your work is a speculation that a human-centric 
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future might not be the only future for this little 
planet. 
NM I'm not trying to be profound. I take a lot of 
different ideas at one time and put them together and 
see what happens. It is just like a hypothesis, because 
you don't know what the outcome will be. Being an 
artist is somewhere I can share a dialogue. It's not 
just visual collage, it's theoretical collage. There's 
always a sense in my work of using one thing as a 
metaphor for another, which is just a way to describe 
visually the intangible. Whether it's like light with 
the photocopier or air with the respirator, or indenta 
tions on a speaker to catch the idea of sound. 

I don't usually have a narrative in my work. How 
ever, I guess when you're making work that relies 
more on your imagination rather than referencing 
other art, you do create an environment, and there will 
inevitably be a narrative to go with it. 

I used to be very much against narrative in work, at 
least I feel that my work is not allegorical. Other peo 
ple do the allegorical thing very well; I'm not inter 
ested in it. 

JT No. I think metaphor is stronger than alle 
gory. Now I wanted to ask you how you manipu 
late the hard plastic material? 
NM It's an unyielding material. I get it in sheets - I 
cut the sheets up into long triangles and then laminate 
those to make them thicker with liquid Perspex, which 
is very toxic. I have to wear a $400 full-face respira 
tor, with a filter that takes out the Perspex fumes. 
That's where the respirator piece came from - the 
paranoia attached to breathing in all this - the idea of 
plastic growing in my lungs. 

Then I belt-sand it, which gives it the frosted look - I 
tum the belt-sander upside down. 

JT It's really finely wrought and quite beauti- 
ful. 
NM Yeah, the making of the work and the refining 
of these crystals is like I'm some kind of quasi 
diamond cutter or something. Out of this redundant 
cheap plastic material I am trying to make it into 
something it's not- pushing it. 

JT Transformation. Transformation's big in 
art ... 
NM Yeah (laughs). 

JT The drawings - was your intention to make 
formal drawings, or did you make them in re 
sponse to the shapes you were making? 
NM They sort of exist in relation to the sculptures, 
but in the same sense are more about that play on try 
ing to be organic or natural, and sporadic and intense. 
Originally I start them rapidly and then I re-work it ... 

JT I was wondering if they grew across the pa- 

per? Something that takes its own course until you 
decide to rub it out and change direction? 
NM It's about articulation; it's about the contradic 
tion of trying to be natural. It is inevitable that every 
thing is considered. 

JT What of the simplicity of them drawn in lead 
pencil compared to the more technically complex 
sculpture work? 
NM I wanted them to be like early geological stud 
ies of new rocks found and at the same time they are 
kind of botanical - like specimen drawings. 

JT There's a famous image of a bullet shatter 
ing glass, where the glass shards are dispersed and 
float statically in space. The photograph has great 
power as an image of movement and yet the action 
has been stilled ... is that something that you re 
spond to? 
NM Yeah that's funny, because I always look in 
National Geographic magazines and when I see those 
sorts of images, it's like building up this force of in 
tensity and trapping it, almost like it's going to ex 
plode again and keep going. For me it's like catching 
these phenomena in still-life. 

JT I tend to think of art-making to be more 
symptomatic of the world and how it is, rather 
than a reflection or an interpretation. Sometimes 
it's not possible to articulate, but only possible to 
visualise. 
NM I would probably write novels if I could ex 
press things that way. My understanding of the world 
is through my hands. 

JT Some things are not sayable. 
NM That's the problem with words- we are still 
very traditional - you can't change the spelling of a 
word without getting into trouble, the form of words 
cannot be changed. Whereas you can change the 
function of an object and you can change and rear 
range something visually, and it is acceptable. 

JT Visual knowledge is different to ... 
NM Linguistics. I don't feel comfortable with 
words; I am more comfortable in the visual sense. 

JT What do you think about artists' interviews? 
NM I think that they are the best way of finding out 
what's going on in someone's head. It's the closest 
thing, you'll never get in there, but it gives a few 
clues. 

JT There's not much printed press .on art or 
artists currently. 
NM That's why I had Tristan write for me. 
Through conversations with him, he was able to ar 
ticulate the ideas in words. I like what he wrote 
where he quotes me ... 'Nick once said his practice is 
like a broken leg that never healed properly and 
evolved into something else' ... 

ARTIST PAGES 

SIMON YATES 
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How does the governor work? 

You can see the governor which works by the th~e~-'~- 
weights that fly outward with centrifugal force and puf a?? 
disc toward a felt piece which slows down the disc. The · 
, weights aren't pulling the disc toward the felt piece 

anymore so it speeds up again till the felt piece slows 
• down the disc again. This cycle regulates the speed of 

· the gramophone. The speed is adjustable so you can 
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INTERVIEW WITH JAN McCULLOCH 
Editor and publisher of Art Almanac 
By Elizabeth Pulie 

How many years has Art Almanac been 
coming out/or now? 

Well, in various formats since the early nine 
teen seventies - seventy three or seventy four, 
I think. 

Has it always been a colour publication? 

No, its original format was typed foolscap 
sheets that were roneoed - if you remember 
what roneoed sheets were- the precursors to 
photocopies, then stapled together. The staff 
members at the George Paton Gallery in Mel 
bourne were doing it, they got together a few 
listings ... then it changed format later on, 
when they were trying to do it as a sort of fo 
rum for debate. That only lasted a short 
while, and they reverted to listings only. In 
about nineteen eighty it changed into the for 
mat it's in now, when George Paton staff had 
got sick of doing it, and Paul Nolan, an art 
student who had just finished studying rocked 
in and said, 'oh, I'll do that'. Then he tried to 
bring it up to Sydney in nineteen eighty five, 
but he was having financial difficulties. 
That's when I propped it up and it went on 
from there. 

That might cover my next question- I was 
going to ask why you began editing and pub 
lishing Art Almanac? 

Well, Paul knew my brother, who had been 
giving him lots of help in Melbourne, and 
when he was trying to bring it up to Sydney, 
my brother contacted me - I'd just finished a 
post graduate diploma in library science, and 
I was looking for a job. I actually had a job 
in a law library, part time, but I fitted in help 
ing Paul by chasing the listings for Art Alma 
nac. We did a few issues, and then he just 
couldn't financially do it (any more). 

And did you always list galleries nationally? 

Well initially it was just Melbourne only, and 
then the Commercial Galleries Association in 
Sydney asked Paul Nolan if he would bring it 
up to Sydney. They were trying to do a small 
publication of their own, and finding it all a 
bit much so they thought, 'well, Art Almanac 
could do this'. So to help Paul I got on the 
phone to every gallery I could find in Sydney 
and asked them to list in Art Almanac, and 
most of them thought it a good idea. After I 
had taken on the mantle and Sydney was es 
tablished, I then decided to expand elsewhere. 
I think Canberra was the next step, and then 
Brisbane, then Adelaide, Tasmania, Perth, 
and the Northern Territory. 

The publication has recently been coming 
out bound rather than stapled, I noticed. 
Has Art Almanac grown in size lately? 

Yes, Art Almanac has grown in size, it's also 
grown in distribution quite dramatically, and 
we're getting a lot of feedback saying how 
useful Art Almanac is, how Art Almanac 
really fills a need, and that for people who 
want to get information out there, they find 
that it's really reliable, and works well. 

Reading through Art Almanac, the listings 
and advertisements present quite a diverse 
range of gallery types - there are regional 
galleries, craft or design galleries, national 
museums, artist run spaces, commercial gal 
leries - do you have criteria by which you 
restrict the types of organisations that can 
list or advertise in Art Almanac? 

I've only knocked back a couple of advertise 
ments over the period of time, and that was 
because the material was ... questionable, I felt 
it wasn't within the framework of what (Art 
Almanac does). But no, I don't restrict the 
galleries, and because people pay a nominal 
fee to go in Art Almanac, it is self selecting. 
And some smaller galleries, or some, say, 
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'suburban-style' galleries self select to be out 
of it, saying that it isn't really their audience. 
They felt that to be in with all the large con 
temporary galleries wasn't quite 
their ... context. But no, I don't restrict the 
types of galleries that go in, but I am proac 
tive in encouraging some galleries to list, that 
I feel would benefit from being in there. 

How long have you had the profile pages 
running? 

Always. 

How do you decide who you'll feature in the 
profile pages, or on the front cover? 

Art Almanac reflects what is on now in the 
contemporary art world, so I like to feel that 
the profile and editorial selection has a range 
of 'what's on now'. I try to be totally objec 
tive, and say, 'well this is Art Almanac's rea 
son for being'- to reflect what's on now, and 
the profiles reflect that, too. But I do seek 
material about major events such as the Bien 
nale, or a retrospective exhibition of a major 
artist ... for instance. 

What would you say is the biggest change, 
or shift, you've seen in Australia's art scene 
since you began publishing Art Almanac? 

There has been a shift - since I've been pub 
lishing Art Almanac there's been an increase 
in artist run spaces, which by the way I think 
perform a very important function in promot 
ing contemporary art. They give young art 
ists and artists outside the commercial gallery 
system a place to exhibit, and I think it's a 
very important function they perform. They 
were in existence before that, but it has in 
creased. And the other shift - this is the big 
gest shift- is in the rental spaces. There 
were no such spaces when I began Art Alma 
nac, and that's become a growing phenome 
non. 

Where you pay rent to show? 

Yes, where you pay rent to show, rather than 

the gallery working for the artist, where the 
gallery has a stable of artists. There's an in 
teresting mixture in a lot of those spaces, 
where some of them started out as purely 
rental spaces, but now have a criteria- they 
seek proposals. But some of them have 
shifted, and are (permanently) exhibiting 
some artists, and supporting those artists, as 
well as their rental space. That's the biggest 
shift I've noticed. I think that reflects the 
economic rationalist mentality, where user 
pays. 

What are the rewards you personally get out 
of publishing Art Almanac? 

Well, I do get a lot out of publishing Art Al 
manac. I see Art Almanac as a service, 
where I, the publisher, collaborate with the 
gallery to publish in a meaningful way all the 
information about what's happening now in 
the art world. So yeah, I find satisfaction in 
supplying the service. That, I feel, is Art Al 
manac's reason for being. 

Finally, do you have any views regarding 
the direction the Australian contemporary 
art scene may take in the future? 

I have to think about that one ... ! I'm not pre 
dicting anything, but I think that while we 
have the mix of spaces that we have now, and 
the support that we have with the artist run 
spaces and the exhibiting galleries and so on, 
I think there is a healthy support system for 
contemporary artists. Which way contempo 
rary art is going to go, I wouldn't like to say, 
per se- I will stay strictly with the function 
the gallery plays! I would be very concerned 
if the supporting galleries were a dying race, 
because I think that that would be a detrimen 
tal thing as far as promoting artists goes. But 
then always when one thing goes, other 
things replace it, and systems change. I 
won't go into any deep philosophical ideas 
about contemporary art .. .I think what is hap 
pening is very exciting actually ( even if 
slightly chaotic), (especially) when you see 
the work of younger artists. 

DEVELOPING CREATIVE PROJECTS IN THE PRISON ENVIRONMENT 
By Elizabth Day 

This paper was originally presented at the 
IFESCA conference, an international forum 
on education in prisons 

During the years that I have worked as a Creative 
Arts teacher in a correctional centre, my preferred 
way of teaching has been to develop long-term 
projects which have some sort of public outcome 
( enabling the art work to become a shared experi 
ence). This may involve the re-development of a 
space within the centre, or the production of an 
exhibition. I have found such a way of working to 
be very motivating for students, especially when 
they feel themselves to be actively participating in 
transforming an environment or making work as 
part of a group direction. The Reception Room 
Project was one such work, as is the forthcoming 
landscape project at the new prison, Dillwynia, 
near the John Moroni Centre. This is proposed as a 
landscape development that incorporates the art 
class, in connection with the horticulture and Abo 
riginal cultural studies courses, to create surround 
ing landscape that 'speaks' the histories and stories 
of the occupants and the local surroundings. I 
would like to discuss the evolutions of these works 
and others, in relation to what I think is the central 
importance of participation and cultural involve 
ment in creating meaningful educational and em 
ployment experiences. 

I would like to lead into this discussion by way of 
first mentioning briefly something about my back 
ground interests in architecture and the uses and 
qualities of space. In 1997 I completed a Masters 
degree in Fine Arts on what is called installation, 
or site-specific practice. Much contemporary art 
work is now of this ilk. 

For the sake of convenience and reasons of secu 
rity, most of the teaching I have done has been in a 
classroom, but my preferred way of working as an 
art teacher is to develop projects that take on a 
process (and sometimes a very difficult one at 
that!) of transforming the environment of the 
pnson. 

The correctional environment at Long Bay is simi 
lar in age to many of our prisons, built as it was 
during the nineteenth century. The design of the 
prison, and many of its architectural features tur 
rets, flying buttresses and parapets, etc - hark back 
to medieval times. Every time we walk through the 
gates we are reminded of the image of a European 

castle or fortress transposed onto our Australian 
landscape and fashioned in bricks and sandstone. 

In this feudal setting and corresponding hierarchy, 
it is not surprising that interdisciplinary and col 
laborative projects cutting across that setting and 
hierarchy have a difficult birth. In this regard, the 
visual impact of surroundings should not, in my 
opinion, be underestimated. Spaces have been de 
signed in prisons to control and subdue; so it is not 
surprising that the act of causing a creative change 
in a space in order to distract from the message of 
the architecture can generate considerable enthusi 
asm. 

In the new prisons being constructed, as well as 
with the alterations that are occurring in some parts 
of the existing centres, more humane architecture . . 
Is appearing. 

Here I would like to address two site-specific pro 
jects with whose development I have been in 
volved: The Reception Room Project ( completed 
in 1995) and the Landscape Project (begun in 
1998). 

The former was made possible with the support of 
the then Senior Education Officer, Deirdre Hyslop, 
who employed me as a part-time teacher to work 
on this project to transform the very inhospitable 
'Transit Lounge', as it was euphemistically known 
by inmates. It was a very grey and depressing cor 
ner of the gaol, a holding bay for transit inmates. 
This project was achieved with Deirdre and a team 
of inmates who designed colourful banners that 
hung from the high ceiling. It had been part of the 
brief in refurbishing and re-designing this space 
that something be done about the clatter created by 
the concrete floor, the clanking gates of the cages 
housing the inmates and other hard surfaces. An 
acoustic company was consulted; and in addition to 
having a carpet laid, sound-deadening foam was 
hung in a way that became part of the design. 

Because we were making a physical difference to 
an environment inmates saw as hostile, they could 
participate in that change with their designs, and 
that had a very positive effect on them. One of the 
inmate's physiotherapists told us that during the 
time that inmate worked with us on the banners, he 
was able to go off his medication for the serious 
disorder he had been suffering. 
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It was because of the success of this project that I 
was led to try to develop subsequent projects, 
which take the work inmates do out of being a pri 
vate activity into the realm of affecting their envi 
ronment constructively. It takes much energy and 
determination to continue in the face of the dis 
couragement one experiences in trying to set some 
thing new in motion. 

The second project, which I have called The Land 
scape Project, is at this moment an idea and possi 
bly a model. I say this because, though it has in 
theory received considerable support, it has not yet 
been realised. Due to the classification shift that 
took place in 2001 when the ITC became a sex of 
fenders' centre, this project still remains largely 
hypothetical, though it has reached a point where it 
seems more likely than not to happen, and to hap 
pen at Dillwynia, the new prison being built at 
Windsor. 

The original idea was to develop an interdiscipli 
nary landscape project incorporating the art, Abo 
riginal culture, bush regeneration and horticulture 
classes in another kind of environmental enhance 
ment. Like The Reception Room Project, this has 
been an anomaly in the system and its success de 
pends greatly on support and interest from admin 
istrative staff. 

The richly historical site of Long Bay was studied 
with the help of the elders at La Perouse, as well as 
through information gathered at the Randwick His 
torical Society. I was collaborating with the Abo 
riginal culture teacher Betty Champion, who made 
much of the work possible. It was proposed that we 
work towards re-configuring the tract of unused 
land in front of the hospital, using designs created 
by students from the stories of the local people. 
The concept was to produce, by means of the 
planting of trees, shrubs and other native flowers, 
an aerial map similar to an Aboriginal painting. At 
the time, four of the students in the class were from 
the La Perouse coastal area. Their designs were 
synthesised (see design), and they incorporated 
plants from the area, many of which were medici 
nal, reflecting an earlier Aboriginal use of that 
place. 

The key goals of the project were to dynamically 
combine various areas of study and through a dy 
namic group participation create as its organic end 
result a garden that would speak of the history of 
the site. 

Amidst the shifts occurring in institutions one has 

to be ready for anything. That the ITC became a 
sex offender's centre produced a problem. Part 
time inmates were not able to work in the grounds 
at the front of Long Bay. With that, the project's 
development came to a stop. While its possible 
shift to Dillwynia has been supported, this of 
course will necessitate the complete re-working of 
the idea for that new location. 

There remains an idea which is I believe a good 
one. An influential thinker of Australian culture of 
the last 15 years, Paul Carter, has authored a book 
called the Road to Botany Bay: A Spatial History 
of Australia. It addresses issues around the naming 
of the country by the nineteenth century colonial 
botanists and scientists and how this process of 
naming affected our perception of our country. He 
argues the need for a 'spatial history' of Australia 
and a re-naming of places such as 'Botany Bay' 
with their original and more spatially evocative 
aboriginal names. 

Such thinking as Carter's, which has the recon 
ciliatory motivation to reassess historical assump 
tions installed during that period, has had a strong 
influence on much of the public art produced 
around Sydney in the 1990s. One piece that is now 
quite well known is the collaborative work of art 
ists Fiona Foley, an Aboriginal artist, and Janet 
Lawrence, Edge of the Trees, at the Museum of 
Sydney in Macquarie Street. In a similar vein is the 
work of artists in the City of Sydney Sculpture 
Walk, developed around Sydney during the Olym 
pic games. There is a prevailing tendency in these 
works to give recognition to the historical mean 
ings inherent in the sites addressed, thus creating a 
link between the past, present and future. 

In 1999, when I first started thinking about the 
landscape project, I was working with large groups 
of Aboriginal inmates in the then ITC. The image 
of the prison as a medieval castle brought from the 
other side of the world was an especially poignant 
one to me at that time, as I made the association 
with Carter and the recognition that he gave to the 
linguistic and architectural impositions on what 
had previously been an Aboriginal country. As I 
sat in a classroom with sometimes 10-15 Aborigi 
nal inmates, the colonial legacy seemed to be very 
present. Parenthetically, at the last IFECSA Con 
ference, Sylvia Kleinert spoke of her proposed 
study of Aboriginal art in prisons, which takes up 
similar issues. 

Here let me say a few words about the process. 
There is much that could be written about the diffi- 

culties and particular challenges of being a white 
person working with Aboriginal inmates in a 
prison. Most of the art teachers are non-Aboriginal, 
and I am sure all have to try to think through how 
to work the most productively in these circum 
stances (this is perhaps the subject of another paper 
and debate). 

I would just say it was my feeling that to be work 
ing with these inmates required I develop a project 
that took the history of the place and space and the 
meaning of the architecture into account. I was 
concerned that Aboriginal inmates were often re 
sorting to cliches in their art making and that it was 
dissociated from their condition in prison. Even 
when I had several students in my class who were 
from the local area, none of them knew anything 
about the history of the site at Long Bay, which 
was extremely rich and contradictory. What they 
knew was only that it was a prison. 

As I mentioned earlier, we met with the elders 
from La Perouse, who have extensive knowledge 
of the site, its history as well as its flora and fauna. 
They told us that the area around Long Bay was 
the place where people came to recover from sick 
ness when white diseases were passed on by mem 
bers of the La Perouse expedition. One sees on an 
old map a place behind the Bay called The Abo 
riginal Hospital, which is a cave in the garden of 
suburban Malabar. We wanted the design and the 
use of the indigenous plants to evoke a memory of 
these events and this place. 

One of the goals that I pursue as an art teacher is to 
assist students in acquiring the ability to interpret 
the visual world around them. The role that I en 
deavoured to create for myself with this project 
was that of co-ordinator-- a role I had had in the 
production of the Reception Room Project. I have 
many years experience as a contemporary arts 
practitioner and understand the importance of con 
temporary practice in helping individuals to define 
their identity. I believe it is extremely important for 
inmates to find a voice in their artwork. To create 
work can be very empowering for the artist. Too, it 
can transform the values of a space and have a con 
tinuing capacity to do so. I did not want to speak 
for individuals concerned but to create the opportu 
nity for inmates to be able to make something us 
ing a language familiar to them. Claiming a cul 
tural role is extremely important for indigenous 
students but also for migrants and other groups 
whose lives are other than the mainstream. I found 
that this working with the cultural threads of peo 
ple's lives gave access to very rich imagery. 

At the same time, I must say that, in my experi 
ence, stepping outside the classroom in the educa 
tion section of a prison or trying to make some 
thing which is in any way 'thinking outside the 
cube', as the saying goes these days, can be an im 
mensely frustrating task. The Landscape Project 
has been blocked at several turns and may well be 
squashed again. There are times, such as when we 
started that project in 1998, that the conditions and 
the people coalesce in a particular configuration 
and that is when the undertaking is at its ripest to 
take place. The painfully slow bureaucratic proc 
esses to set something new in motion in the prison 
system mean that something is dead before it 
moves; and perhaps that is the nature of the medie 
val prison beast, to negate vitality in favour of the 
moribund and slow. 
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APRICOT DANISHES 
Reviewed by Ally Young 

I have several vices, and apricot danishes are one of them. 
I don't know (without researching the subject) what a 
real, authentic danish is meant to look or taste like, but 
I've tried enough of the available local versions of this 
pastry to know my preference. 
The various apricot danishes available to me are diverse 
in style. My introduction to them was at the bread shop in 
the Sydney Fish Markets. I purchased this first danish on 
a morning after a night before, hungry for breakfast but 
not at home for my usual. At the time, I found it sweet 
and filling, and realised the potential of the apricot danish 
for my breakfast purposes. 

Another pastry shop, this time in Glebe, offered a differ 
ent type of danish. It was a little more expensive, the pas 
try was crisper than my first Danish (although lesser in 
ratio to the apricots and custard filling), and it had a shin 
ier, glazed appearance. All these factors led me to be 
lieve that I was eating a more authentic apricot danish. 
However, I was partial to a greater predominance of pas 
try in my danish. 

A good quality French bakery near my house also pro 
duces apricot danishes. Can a French baker make an au 
thentic danish? I don't know. I like their danishes - the 
pastry is crisp and light; there isn't too much custard in 
side, the two apricots are placed just right at either end of 
the fold and are plump, juicy, sweet; all these factors, plus 
the quality of the glaze, makes this (slightly more expen 
sive) apricot danish seem upmarket. 

The ultimate apricot danish for me, however, is to be 
found at 'D'ough!' in Newtown. Nowadays, these are the 
only danishes I'm happy to eat. Apparently they don't 
make their danishes on the premises (unlike most of their 
other quality breads and pastries), and I don't know where 
they get them from, but they are really what I look for in 
this pastry variety. 

These danishes have a greater pastry content, which 
makes them seem more like a bready meal, and less like a 
sweet cake. The ratios of all parts of the danish are 
ideal-the two fat apricots at either end are authentic and 
delicious; the custard inside is perfectly apportioned, and 
the glaze on the crispy top of the pastry is not too sweet, 
but just sweet enough. When I eat one of these pastries 
with a coffee, I know I've had a meal, and I don't need 
anything else for hours. Plus, they're cheaper (by about 
thirty cents) than the other danishes I've tried. 

I've been back to the site of my original apricot danish 
purchase, the Sydney Fish Markets bread shop, for an 
other one since. And they've changed style completely 
these new pastries, as far as I'm concerned, don't even 
resemble a danish. Firstly, they're little squares, rather 
than a large, pointy rectangle. There are NO APR1COTS 
on them, only. a kind of apricot jam. Pastry strips form a 
lattice-work design over the top of the jam, and a pink (!) 
icing drizzles itself sickenly over the whole abomination. 
On a nostalgia trip for my history with this pastry, it was 
disappointing to have to struggle with this 'danish', and 
half of it ended up in the bin. 
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ALBERTI 1954 
SUSAN LONG 
Seventh Gallery, Gertrude Street Melbourne, October 2003. 
Review by Sali Mari 

"'.f;j\ a 
Alberti '54, Susan Long 2003, installation detail 

On the comer of Barkly and Nicholson Streets, East Brunswick in Melbourne there is a 
building site that was once a semi-detached cottage. All walls were recently demolished, 
leaving one remaining. When the wallpaper was stripped away, a mural-sized oil painting 
of a Venice canal vista, complete with gondoliers, was revealed. This was dated and signed 
in the bottom right-hand comer, Alberti 1954. 
Antiquated, decorated with faded glories and theatrically romantic, Venice seems to signify 
"olden" and simultaneously parody itself. The painting by Signor Alberti is similar because 
it belongs to a strange kind of picture making - somewhat awkward and sentimental. There 
is a term nephew art, which describes those images that are familiar to us as flaming torches 
(ice-cream cones) on the side of gelati vans or polka dotted flying saucers (pizza with ol 
ives) on the windows of fast food outlets - at once endearing and alarming. 
So whilst earnest in its delivery of the romantic vista of Venice, the painting resides in a 
place just outside of art. However its charms work on the viewer through several other means. It is poignant and not 
kitsch, redeemed by its own ruinous state (not unlike its subject). It has been mediated by the successive history of 
the last 49 years, and imbued with the implications of that time-lapse. 

It is now viewed through the subjective knowledge of those intervening years. 
Susan Long has photographed the painting and re-presented it as one large colour photographic print. The photograph 
installed in the gallery - is a picture on a wall - of a picture on a wall. Accompanying the large print in this show is 
a group of small photographic details taken from the painting - each itself a small "picture". These fragments reveal 
the painterly romance ofbrush marks and miniaturise the grandiose aspects of the vista. 

,% The camera now represents painting as photography in a documentary style, revealing 
'g'{ weathering and time, and the Italian ruins have taken an archaeological direction. Two dis 
] tinct forms of nostalgia are unified in the photographic images of this work. There is the 
j] original nostalgia felt by the artist and the owners of the painting. This is sequentially inten le, sified for the viewer in contemporary times because the camera does its own work to exca 

vate and reinhabit a lost past. 

The painting has survived the throes of change, moving statically through time fixed to its 
wall - beginning as a proud lounge room feature, then submerged ingloriously beneath bro 
cade wallpaper for many years. With its rediscovery, the painting has retained its original 
wall position, however, the rooms around it have shifted, and it is now located in the garage. 
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adam & loreta 
Adam: Hi! 
Adam: I saw you on TV last night! 
Loreta: I was on 6 times! 
Adam: I saw you about 4 times ... were you looking at the 
monitor to see yourself? 
Loreta: I did look at the monitor at one point! 
And then I saw myself so I looked back 
Adam: It must have been confronting. 
Adam: You were quite well lit, I thought. 
Loreta: Thanks 
Loreta: The first two times were my longest ap 
pearances. 
Adam: Was it fun? 
Loreta: It was fun being in the audience. 
Loreta: And dramatic during the elimination bits. 
Loreta: I didn't feel emotional but it was good to 
watch up close. 
Loreta: The couch where the contestants sit was 
right in front of us. 
Adam: Hopefully a more genuine suspense was in the 
live audience than they manage to convey via the TV 
screen. 
Loreta: I could see the contestants close up being 
nervous and crying. 
Adam: Wasn't that young chick nervous? 
Loreta: Sooooooooo nervous. 
Adam: She was crying before they even said whether she 
would go or stay. 
Loreta: I know, it was great. . 
Adam: She didn't perform well live in that song they all 
did. 
Adam: RISE UP! 
Loreta: Yeah, she really needs to get over her 
nerves if she is to get too much further. 
Adam: What was Marcia like? 
Loreta: She got all emotional during the elimina 
tions. 
Adam: She seemed to be. 
Adam: She wouldn't talk at one point, just put her head 
down, didn't want to look up. 
Loreta: Yeah, she's a bloody good actress. 
Adam: How's your day? 
Loreta: Dull as dishwater. 
Loreta: We're in our new offices now. 
Loreta: We moved in yesterday. 
Loreta: I'm tired. 
Adam:Why? 
Loreta: Because I cut back on my carbs and now 
I am lacking energy. 
Loreta: So now I am going to ramp up my carb 
intake. 
Adam: With a cake? 
Loreta: Nay. 

Loreta: What have you been doing? 
Adam: Had a haircut yesterday afternoon. 
Adam: I said, 'this is a great haircut, just do the same 
again'. 
Adam: And he did. 
Adam: And it's maybe a little bit different, and looks a 
little better, but .. .l feel I spent $70 on not much. 
Adam: I should have asked for something different. 
Adam: Then I went into the underwear shop just after 
Noddy's where I get my hair cut. 
Adam: There was a saleswoman there, I kept expecting 
her to say 'hi!', or, 'anything I can help you with?', as I 
went through the racks. 
Adam: Instead, she said nothing until I got quite near 
her, and without any warning blurted out, 'THAT'S THE 
THING ABOUT WORKING IN A SHOP LIKE THIS, YOU JUST 
WANT TO BUY EVERYTHING!' 
Adam: All I could do was agree. 
Adam: Did you watch Rove last night? 
Loreta: 3/ 4 of it. 
Loreta: But then I fell asleep. 
Adam: Did you see the White Stripes? 
Loreta: Kind of woke up during that bit. 
Adam: I videod it. I wanted to see the White Stripes. 
Adam: Was it near the end? 
Loreta: Yeah, I think it was right at the end. 
Adam: Glad I didn't stay up then. 
Adam: I hate Rove. 
Adam: I hate the way they say, 'The White Stripes com 
ing up', 
Adam: and then it's not till a really rushed little seg 
ment at the VERY END OF THE SHOW. 
Adam: When things like that happen on TV, I feel PA 
TRONISED. 
Loreta: Yeah, a tad annoying. 
Adam: I want to throw something at the tele. 
Loreta: That's TV for ya. 
Loreta: I am taking next Wed -Fri off, 
Loreta: so if you are free we can do somesink. 
Adam: We could do a bushwalk. 
Adam: A coastal walk. 
Loreta: We could do the Spit to Manly walk. 
Adam: Oh but that ferry ... that ferry ride ... 
Loreta: I'm sure the harbour won't be rough the 
day that we go. 
Adam: Better not be. 
Adam: Nothing more to say. 
Adam: It's a boring day. 
Loreta: I want to go home now 
Adam: Go on then. 
Adam: Go home now. 
Adam: I will see you latair, non? 
Loreta: Si senorita 
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