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IMPERIAL SLACKS 
Slacking Off, the closing exhibition of the Imperial Slacks gallery space in 2002, was a major event in 
the Sydney art world. The exhibition itself was an impressive, rambling showcase of the work of the 
many artists that had been associated with Imperial Slacks during its lifetime as an artist run space, 
and every nook and cranny of the gallery and its adjacent spaces were utilised for installing the varied 
art on show. A subsequent exhibition by the Imperial Slacks collective Work, Rest, Play, Escape at 
Artspace-was an equally interesting and well attended show, and raised my interest in the collective. 
I began to ask myself questions-how did these artists organise themselves? How did their ideas for 
exhibitions come about? And perhaps most importantly, how did they maintain what appears to be a 
genuinely tight-knit, friendly group of artists, while operating in the sometimes difficult and often 
competitive world of contemporary art production?' 

I became determined to find out more about Imperial Slacks, and to get an overall picture in the words 
of each of its fifteen members- Jessie Cacchillo, Simon Cooper, Sean Cordeiro, Claire Healy, Alex 
Davies, Lea Donnan, Chris Fox, Shaun Gladwell, Wade Marynowsky, Angelica Mesiti, Techa Noble, 
Emma Price, Michael Schiavello, Monika Tichacek, and Melody Willis. 

After interviewing two of the artists, however, it became clear to me that arranging interviews with all 
of them was going to take a lot more time and energy than I had (and too many pages in this maga 
zine). I also felt that a project of such proportions almost warranted an entire publication to itself. 
Therefore, I have only published the interviews I made with two of the Imperial Slacks members-Lea 
Donnan and Chris Fox. Elizabeth Pulie 

LEA DONNAN 

How did you come 
to be involved with 
Imperial Slacks? 
I started Herringbone 
gallery with my part 
ner, Michael Schia 
vello, and the· two of 
us ran the gallery for 

about two and a half years. There were studios at 
the gallery that people lived and worked in and 
which were subsidising the gallery, and we held 
some collective shows from that group of people. 
As we took over more of the floor, more people 
moved in. There were eight studios, and there 
were all the partners and friends of those people as 
well, so there ended up being quite a crew of peo 
ple behind the gallery walls. 

Then Michael and I decided that we wanted Her 
ringbone as a project to be over, because it was 
quite taxing for us. We wanted the space to con 
tinue, though, so we thought it would be great to 
have the collective take it over. There were twelve 
people that came· together loosely. I guess that's 
when the 'Imperial Slacks' name was coined, 
when we started having shows at the gallery as 
'Imperial Slacks'. 

How long has Imperial Slacks been a collec 
tive? 
I think that even while the gallery was still called 
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Herringbone, the collective existed. It wasn't so 
formal, it just happened naturally. Everyone was 
friends, and everyone was working together. It's 
been happening for about five years - if not a little 
bit longer than that - through existing in the same 
space, showing together, working together, sharing 
equipment, having fun, all that stuff. 

Have there been any changes in the dynamic 
of the group over the years? 
Absolutely, it was so different when it was Her 
ringbone. I mean, there was still that same really 
exciting spirit, but I think Michael and I had a defi 
nite style that was really open - we did stuff like 
fundraisers and environmental shows, we were 
quite flexible. When the time came that we needed 
help to run the space, some people who are in the 
collective now wanted to help, and that was kind 
of weird, because it can be hard to work with 
friends. You can't be like, Hey -I need you to do 
this and this and this'. That was a bit awkward, 
but it was exciting, too. The dynamic has changed, 
because all of a sudden the space went from being 
managed by two people, to being managed by like, 
fourteen. 

How does the collective work? Are there core 
members of the group who make key deci 
sions and have ideas, or is it more open and 
equally run? 
When the gallery was actually in operation, there 
were different things that people were good at. For 

instance, there were people who would always be 
home, and who would get roped into probably do 
ing more stuff than they should have. Even now 
the gallery has closed there are definite roles, which 
are defined by the things people are best at. It 
comes naturally out of them, and that's their role. 
It's like a self serve buffet, democratic; dependent 
on will and appetite. 

Basically the collective runs in two ways. It's like, 
in bursts - we have meetings, which are incredible, 
they're epic. Our meetings are amazing, because 
there are fourteen people, and we're all friends, and 
they're hilarious. They're fun, and they're also 
kind of stressful, because it's sometimes quite hard 
to be heard. There are definitely people who, 
through the nature of how they are, are more heard 
than others, and quieter members who have input in 
a much quieter way. The second way we commu 
nicate is that we have a group email, which is a lot 
more democratic. I think that's a really important 
way of people being heard. 

It's like a school of fish somehow going in the 
same direction - even though they're all thinking 
and talking about different things. For me, that's 
the beauty of the collective - it's quite chaotic by 
nature, but that's how it falls together. There is 
democracy in that, and sometimes the democracy 
just adds to the chaos. 

CHRIS FOX 
How did you personally 
come to be involved with 
Imperial Slacks? 
Through being friends with 
Teisha Noble. I went to Syd 
ney College of the Arts and 
was associated with Teisha 
there, and ended up meeting 
Michael Schiavello. We ne 
gotiated a second wing of 

Imperial Slacks and took that lease over - myself, 
Teisha and Ally Jackson- we moved in at that 
point, so my connection started with being a resi 
dent in the building. I then became directly con 
nected with the gallery; but it was through living 
there, initially. 

You're living overseas now -- low does this 
affect your involvement with the collective, if 
at all? 
It does affect it quite a lot, but I am still associated 
with the collective by email and conference calls. 
Physically not being here in Sydney has changed 
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my connection, obviously, but the nature of how we 
operate now as a collective is by email and calling 
and so on, we're not as physically connected as in 
having a space to go to. So now, coming back for 
this exhibition, I didn't really feel like there was a 
gap, I felt quite connected with the space and the 
show. 

How did the show - 'Work Rest Play Escape' 
-at Artspace come about? 
The starting point was actually at the opening of 
Slacking Off, which was the final show that we or 
ganised at Imperial Slacks. I've always been pitch 
ing for a publication that we wanted to do, which 
would talk about what Imperial Slacks has done. 
On the opening night of Slacking Off I remember 
talking to Nick about the idea of launching a publi 
cation, but Nick was quite excited about the idea of 
having a show at Artspace instead. That was the 
starting point, and we began having meetings dis 
cussing the idea of a show that wasn't a group 
show, but was specifically about a whole collective 
process of forming up an idea, crystallising that 
idea, and then forming a work out of that. It was 
about a year and a half before we ended up doing 
the show there. 

How has being part of the collective influ 
enced your own practice as an artist? 
I think that's probably the most important part 
about Imperial Slacks - it is a fulcrum, or a sort of 
receptacle of support, where we bounce ideas off 
each other. During the process when we were liv 
ing together, especially, and even now with the dis 
tance that I have living in Amsterdam, there's this 
direct 'spring boarding' that happens, where one of 
your peers is doing a project about something that 
you're already interested in, and that will trigger a 
whole new way of working. So we're constantly 
bouncing ideas off each other, and that often forms 
very close connections with our work, collabora 
tions form quite easily. Even in terms of this last 
show, how we came to form up part of the space 
was quite a fluid process. We've got to the point 
now where we've been together five years, having 
meetings, utilising different ways of working  
working in that way of, ok, we want to do some 
thing about garden beds', or string art, or whatever 
it might be - and it was quite easy to facilitate that. 
We're so used to that collaboration, and to how 
each of us have input. We've got very different 
practices, and coming together, we're forming quite 
a different way of working. Especially now, com 
ing back here and going back again next week to 
Amsterdam, [ realise how important that connec 
tion is with all of us, how it inspires you to work, or 
to work in a particular way. 



Segmentarity and politics of incarceration: 
Elizabeth Day's Notes from the Castle 

Ann Finegan 

The human element of systems is explored in two recent installations by Liz Day. The Fragility of Good 

ness, (Connie Dietzschold, Sydney) consisted of an open-ended structure of fine white wool knitted into a 

form of delicate, but haphazard, organic dimensions. Emblematic of chance and randomness, it was the 

paradoxical product of the strict repetition of knitting-as-process [knit a row purl a row], reminiscent of 

biological or genetic programming, while evolving without a blueprint. Chaos and order struggle within 

the unfinished fonn, which, exhibiting a certain vulnerability, gathers atmospheres and associative meta 

phors loop by loop. The gossamer fine angora, registering, by association, the helplessness of human 
young, is suggestive of the frailty of life itself; the near nothing of a tentative yet sustained beginning, pitted 
[knitted] against the void. 

Her Tins Sheds installaton [ the third in the new gallery], by contrast, is grander in scale and darker in 

theme. There are still basic building blocks of process (literally those of physical architectures), but this 

time, in Notes from the Castle, as suggested by the Kafkaesque overtones in the title, her target is systems 

of another order: bureaucracy, power, institutions and incarceration. The delicacy of the knitted piece as 

system yields to explorations of institutional processes, which are structured as much document-by 

document as by sandstone stock. Cardboard building blocks, standing as ersatz stone, stack up with blocks 

of paper files to form the systems common to institutions and incarceration. Less fragile than the knitting, 

certainly, but the emphasis is equally on systems as a process. And, indeed, Day is less concerned with rep 

licating actual physical fonn than with exposing the castle as a bizarre imported process-package, which 
has been grafted onto the Australian landscape. 

As such Australia's sandstone castles [bizarrely a medieval form erected in multiple manifestations, circa 

1860-80] - Pentridge, National Art School, Sydney University, Long Bay, Port Arthur - are exposed as sys 
tems that, in Delueze and Guattari's terms, express a "politics of segmentarity". The castle's massive molar 

form enforcing blocks of symbolic power and formations of striation and separation, rule of law by force of 
authority from above, centralized, hierarchized and dominating. Medieval segmentarity of molar massing 

is grafted onto Napoleonic bureaucratic segmentarity. A detail from Day's video footage of Port Arthur 

shows the literal lines of segmentation, manifested as built structure, in the barriers which prevent the pris 

oners looking sideways at each other, in the prison chapel. They are microprocessed down to the detail of 

striating the gaze, such that, blinkered by wooden shutters, their point of view is restricted to regarding the 
priest and, behind him, the rose window of salvation. 

within. In part, Day's video of the Port Arthur excavation reveals this European lawn to be an artificial 

graft, a mere peeled layer thick, imposed on the indigenous soil (an alien practice to be questioned), but the 

wildness of the grass, green and living, has the countering effect of protesting against the dominant order. 

Nature against colonizing culture. In another corner of this complex and multi layered work, Day has a cin 

ema-screen sized video bonfire blazing emblematically by a lake, as if the elemental processes of nature, 

fire, water and earth (grass), resist the dominant order's violence against the spirit. Other details include a , 
gob-wall of masticated gum, as the trace or ghost of the human element processed by the prison walls. 

[Cosmos relates to Day's earlier series of 'paintings', "The Spat-Out Ones", and themes of dereliction and 

abjection.] 

Notes From the Castle 
2004 

installed at Tin Sheds 
Gallery, Sydney 

Photo: Craig Bender 

Overall, this is a compelling and multifaceted installation, which is more than up to sustaining the weight of 

such large concerns. The politics of incarceration is writ large through the broader discourse of coloniza 
tion, social engineering and extends as far as indigenous rights and dispossession. An important segment of 
the exhibition documents an unrealized project for the aboriginal inmates of Long Bay Goal: to build a gar 

den designating the dreaming of the site before it was overlaid by the imposition of the European prison. 
Ironically, that land was already, in the indigenous culture, a site of healing. Caves inside the prison 

grounds still bear the traces of their use to treat those dying and ill from European diseases. This project, 

like the knitting, returns to the fragility of systems. 

This metaphoric resonance of striation multiplies across Day's multiple media - combining cardboard and 
paper installation [including a cardboard panopticon], slideshow and video elements documenting the vari 

ous 'castles', and a patchworked segment of bleached and unbleached living lawn which reproduces the 
trace or imprint of the castle's molar form. The wildness of this rhizomatic lawn, or the parts of it throwing 
out long shoots [grown under hydroponic lights at night] is symptomatic of the elements of resistance from 

Notes from the Castle 
Tin Sheds Gallery 
148 City Road, Sydney 

7-28 August 2004 

Elizabeth Day is represented by the Connie Dietzschold Gallery, 2 Danks St Waterloo, Sydney 
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COKE OR PEPSI? 
Elvis Richardson 

The depression I felt post the federal election 
on October 11 was the evil hand of conserva 
tive Australia making me nauseous. When 
Ricky-Lee was voted off Australian Idol the 
very following Monday, it was all too much  
and alcohol didn't drown my sorrows. There 
was an admission a week later with a co 
worker that we'd both surfed the internet, 
looking for chat groups to absorb our grief 
and shock- about Ricky-Lee, that is. With 
guilty confessions out of the way, we watched 
the midweek follow up to see how Ricky's 
departure was going to affect the now remain 
ing 'final five'. 

Well, they seemed to go on alright - in fact, 
the advantage of having the real competition 
out of the way was noted. Now, I feared it 
would no longer be a competition. 

I was feeling the blues of rejection. From my 
stoned position on the couch I realised the 
nausea I felt was the realisation that I am 
probably living next door to someone who 
thinks the exact opposite - I am surrounded by 
them, Australia is full of them. God, it was a 
fucking landslide. The federal election, that 
lS. 

My local member Da Da Da is Peter Garrett, I 
guess he must live in this electorate now? Liv 
ing in a safe Labour seat takes the wind out of 
effecting change directly. A recent discussion 
about how to campaign through strategically 
focussed research and subsequent actions 
reckoned that intervention and scene stealing 
was the way to go and attach to events and 
causes. Therefore, stay independent - and as 
artists, we actually have an obligation to do 
something, to claim a voice in it all. I have 
been secreting a desire to go mainstream and 
join the Labour Party, to see what the hell is 
going on. Will the ALP ever reclaim their 
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socialist history and relationship with trade 
unions? Be clear beacons of difference? ( dare 
I say). Be different to what is on offer - I 
think Latham made a good start= I wish it 
could have been more. Oh, wouldn't it be 
nice if all Australia agreed? 

Marcia Hines admonished Australian Idol 
viewers and shamed us into releasing the 
shackles of complacency that resulted in 
Ricky-Lee checking out of the big house and 
heading on back to Brisbane. 

Complacency indeed! 'Must protect what we 
have got' - their god damn mortgages, regard 
less of lack of accessibility to this reality for 
many Australians, and at the expense of cul 
tural morale and ethical leadership. A student 
where I am teaching handed in a project on 
research into young people's voting habits, 
which concluded that they cared more about 
drinking and had no idea or interest in politics 
or politicians, often doing donkey votes, or 
just voting the way their parents do - in the 
manner of a "if it works don't fix it, it must be 
right" kind of way. His research resulted in a 
piss-up of giant proportions, which he duti 
fully documented as proof of his claims that 
the people he interviewed - university stu 
dents mainly = cared more about drinking 
than voting. 

I also began to canvas students, friends and 
family, and started to divide them into 'Casey' 
and 'Anthony' parties - being firmly embed 
ded in the Casey camp myself, through identi 
fication with her more complex song deliver 
ies ( often topped with high note idol mo 
ments), and her big girl figure. My convic 
tions were deepened in reaction to Anthony's 
Johnny Young Talent School style of dancing, 
and his arm lifting to dramatically point to 
wards me from my TV set, while with his 

other hand drumming his fingers on his mi 
crophone in the most annoying fashion ( as 
Dicko often pointed out). 

October rolled into November, starting with 
the US elections and ending with the Idol 
winner. Again, I rode a wave of hope and 
idealism, believing in voter turn out and the 
stunningly bad press full of endless evidence 
of what corrupt and unethical shit has gone 
down in the War on Terror and the Bush 
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Illustration: Elvis Richardson 

presidency. Three crushing blows in one 
month broke the curse (Howard, Ricky-Lee 
and Bush) when Casey was declared the new 
Australian Idol - which could be used as 
proof that Australia can identify and support 
talent when they see it. In the end, she did 
win out over mediocrity, and was visibly dif 
ferent and acceptable to the majority in spite 
of that. At last Australia has voted. 

elvisrichardson.com 



BLACKTOWN ART GALLERY CENSORSHIP SCHERMOZZLE 
Interview by Lucas Ihlein 

Blacktown Art Gallery recently organised an exhibition entitled [Out of Gallery/, which was billed as a series of 
"guerrilla art events". However, last week the work of one artist, Zanny Begg, was cancelled and censored by 
the very council which commissioned it. Here is an account of the schermozzle from Zanny herself. 

What project was the artwork part of? Was the commissioning body aware of the nature of the artwork before it 
was installed? 
The artwork was part of the [Out of Gallery] project, which is jointly organized by the Blacktown Arts Centre and The 
University of Western Sydney. This was a curated exhibition: artists were asked to submit a proposal of the work they 
wanted to make, and they were chosen on the basis of their proposals. The commissioning body was, therefore, aware 
for at least two months prior to its installation of the work that I intended to make. 

My proposal read as follows: 

"If accepted into this exhibition I would like to construct a site 
specific installation and public intervention which expands 
upon an earlier work of mine called "Checkpoint". In this work 
I created a life-size stencil of a US soldier, which I placed at 
various "checkpoints" around Newtown. I created a series of 
IO checkpoints for weapons of mass destruction outside 
churches, schools, houses, bus shelters - to highlight the contra 
dictions in the political rhetoric surrounding the war. I wanted 
to show how absurd this rhetoric can be-- a school accused of 
being a hiding place for weapons of mass destruction - but also 
how pertinent - schools in Iraq were destroyed for this very ac 
cusation. 

I want to expand and develop the Checkpoint series for the 
Blacktown context by creating IO checkpoints in locations 
around the central business area. Some of these will be sprayed 
onto paper and glued up (as the series in Newtown) and I have 
chosen a range of hoardings and disused walls for this part of 
the project. Some I want to spray onto wood and cut out and 
attach onto fences and poles. 

The aim is to place the checkpoints in surprising places to high 
light how the conflict in Iraq returns unexpectedly and con 
fronts us as we shop/commute/work." 

What happened? 
The day began rather uneventfully - the biggest problem I felt that 
I was going to encounter was the weather, with clouds and showers 
forecast for the next three days. The installation team - Kate Carr, 
Joy Lai and myself - crammed into a hire ute and headed out to 
Blacktown, expecting that we would be dodging rainstorms all day. 
The first part of the installation was fantastic. The weather held and in about an hour we had five checkpoints set up 
along First Street and Prince Street. Crowds of school kids had been giving us the peace sign and yelling support out 
of bus windows, and a number of surprised and interested locals had stopped and stared as five life-sized US soldiers 
appeared in their neighbourhood. 

We then decided to head over to the Blacktown Arts Centre and set up one checkpoint in the car-park as I had prom 
ised the curator. We had set up one checkpoint outside Kmart and were outside the gallery on Flushcombe Street, 
when I was approached by a Community Law Enforcement Officer who wanted to know what we were doing. I ex 
plained that we were part of the [Out of Gallery} project, and were installing a community artwork. He went inside 
the gallery to check it out, and came back and told us that my artwork was an illegal sign, and "in the climate of terror 
ism" it was "inappropriate to show such political messages". Confused, I called the curator and he told me that the 
General Manager had called him, and that I had been pulled from the show. I was asked to remove all the remaining 
artworks. 

What happens to the artwork now? Do you face some kind of fine? 
When I went back to Blacktown the next day, four of the artworks had been removed by the council, and the Black 
town Arts Centre took the remaining one back to the store room. The council then sent me an email, which read: 

Ms Begg 
Council has impounded the above sign. Enquiries made by Council indicate that you may be owner of 
the sign. The sign can be claimed within 28 days of the date of the email. An impounding fee of 
$410.30 is payable prior to the sign being returned 
Should the sign not be claimed within that time or the impounding fee not be paid council will proceed 
to dispose of the sign in accordance with the provisions of the impounding act. 

I rang the council and explained that I felt unable to pay a fine to the council for a work which the council (via the art 
gallery) had commissioned me to make. After a short conversation, a representative of the council called me back and 
said the fee had been waived and the works would be returned to Peter Charuk at The University of Western Sydney. 

How do you feel about this whole schermozzle? 
I felt very deflated and disappointed when I was pulled from the show. The curator, Adnan Begic, had organized an 
interesting exhibition with great artists, and I had been very excited to be included within the show. The by-line for 
the [Out of Gallery] project was "guerrilla art interventions" in Western Sydney, and I had been very upfront about the 
work I intended to create for such an exhibition. I was disappointed, therefore, when the heat came on and there was 
some opposition to this work, that I was dropped from the show. 
I was also disappointed that in the discussion surrounding the work, an attempt was made to recast the work as a po 
litical stunt and not an artwork. 
The Mayor ofBlacktown, Leo Kelly, issued a statement to the media which alleged that I was a member ofa commu 
nist organization, as if this alone would discredit the work. I find it disappointing that socially engaged art is so ma 
ligned. There has been an entire discussion about the "death of the avant guard" impulse in contemporary art - but this 
incident highlights to me that it is still possible for artists to confront and challenge aspects of society through their 
work. 
But I have been grateful also to those who have offered their 
support- Stephen Mori, Con Gouriotis, the CFMEU, the local 
peace groups, the NSW Civil Liberty Group, the Greens, 
Susan Nori, and individual artists who have contacted me and 
many others. 
During all the fuss I remember looking down at a pile of CD's 
on the floor of a friend's lounge room and seeing a Public 
Enemy CD. The song titles Mind Terrorist, Louder Than a 
Bomb, and 911 is a Joke caught my eye. Artists have long 
been interested in power/war/terrorism as subject matter, and 
in the "wake of 9/11" we cannot render these topics "off lim 
its". We need to be careful that the "war on terrorism" is not 
used as a silencer for artists dictating what is OK and what is 
not OK to talk about. We need to be aware that anti-terrorism 
does not become the new McCarthyism, making illegal/ 
unspeakable views and opinions which challenge the status 
quo. 

Is it true that other works which were planned as part of the 
[Out of Gallery] programme were cancelled following the 
censorship of your work? 
Yes, as far as I know all the works in Blacktown that were 
incomplete were cancelled or moved to another suburb. I 
think it would be good for other artists in the show to contact 
Adnan Begic (the curator), he has not responded to any of my 
emails and it would be good to hear his response. Also, at this 
stage the ONLY comment about why I was pulled from the 
show was by a council ranger, Adnan and the council never 
actually gave a reason why ... 
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NATURAL SELECTION: 
Interview with Dan Arps & Gwynneth Porter 

By Elizabeth Pulie 

Dan Arps and Gwynneth Porter made their 
first issue of Natural Selection in 2003 (with 
designer and webmaster, Warren Olds and 
proof reader, Charlotte Craw). In their edi 
torial to the first issue they state, 'we never 
liked web zines as reading off the screen is 
horrible' - the magazine is available to 
freely download from the internet as a PDF 
file, to be printed and read as a hard copy. 

What was your initial reason for making an art 
publication? 

We just really wanted somewhere to publish 
things. We felt that there really wasn't a venue 
for the type of writing that we wanted to write or 
read. There wasn't anything much that covered 
the things that were going on that we thought 
were good. Magazines that were around seemed 
to be so focused on what was going on in the 
commercial galleries and what was going on in 
the larger institutions, in a way that seemed to be 
about rewording press releases, or description, or 
"criticism" rather than anything more discursive. 
There wasn't enough good discussion or anything 
very creative. But. why we actually started was 
that Warren Olds, the Natural Selection designer, 
really liked the idea of the magazine as a design 
experiment in formats, and he basically made us 
do it. 

Why is the publication web-based, rather than 
printed and distributed? 

For a few reasons. The most obvious is that hav 
ing the magazine on-line means that we don't 
have to find money for printing and distribution . . ' which lets us stay quite non-financial and inde 
pendent. The other reason is that it solves most 
of the distribution problems associated with 
printed magazines, we can supply magazines to 
as many people as there are who want it and can 
download it, no. matter where in the world they 
might be. Being on the arse end of the world can 
be a big disadvantage if you want to distribute 
heavy things like magazines around the world. 
The non-financial thing might be really important 
as one of our contributors said he finds he does 
much better writing work when he isn't getting 

James Lynch (guest editor of Natural Selection #2) in front of the 
promotional "eye of the beholder" poster (designed by Warren Olds) 
Launch of Natural Selection #2 at MIR-T1, Melbourne, June 2004 

paid for it. The texture of the non-financial isn't 
itchy or static clingy or something. We don't feel 
beholden to anyone. 

So far you have gathered many articles for each 
issue -- how do you go about obtaining written 
contributions by and about artists? 

For the first issue we asked people who we were 
interested in and put out a little notice asking for 
stuff. For the second issue we handed the job of 
collecting stuff over to James Lynch from Mel 
bourne. For issue three we have appointed depu 
ties in various places and they, with us, have been 
collecting stuff on our behalf. This seems to be 
working quite well and we will probably keep 
doing it like that for a while. Creative nagging 
really helps = giving well-deserved compliments 
in advance ... Also keeping your ears open. If 
someone is talking about something interestingly 
we ask them to write something. If people say "I 
don't write", we just say "yet". 

Are you aware of many people having trouble 
downloading the magazine? 

There is always somebody, but they usually have 
really simple problems. I read somewhere that at 
AOL the most common problem help-desk peo 
ple face is people ringing up to complain that 
they can't get connected and it turns out they 

don't have a corriputer, they just put the disk into 
a toaster or something. Most people manage to 
download the magazine, it just takes a little time. 
People just need to hit the download and go away 
and wait for Acrobat to do its thing - go make a 
cup of tea. In this day and age time is money (and 
other cliches etc), so you could think of the time 
it takes to download as the cover-price. Be a bit 
less consumers' rights about it, it's a gift. 

I notice you refer to Natural Selection as a 
'magazine'- is it important to you that it's seen 
as such, rather than as a 'zine'? What's the dif 
ference do you think between a zine and a 
magazine? 

When we write text messages we like to put in 
whole words and punctuation. Maybe we're just 
perverse. We do think of Natural Selection (NS) 
as a magazine rather than a zine, just because zine 
is a contraction. But we suppose zines carry the 
connotation of coming from a punk DIY tradition 
- WC don't see ourselves as being punk with a 
capital P, although we are DIY. Dan was always 
more attracted to the early eighties post-punk, 
'stay clean in your polo shirt' tradition. It's more 
sick and less wacky. Gwyn is too much of an 
absurdist to be a purist even though formal con 
ceits are key for her. I guess there are punk as 
pects to NS. We do like to blow things up. And 
NS has a pretty repelled-by-work delinquent form 
and a fervently non-professional stance. Profes 
sionalism is a scourge and another unseemly by 
product of rational ism. 

Do you get much feedback about the magazine? 
Do people from other countries read it? 

We do get a bit, and it has mostly been very posi 
tive. There has been some really good feedback 
from local people who have gone on to contribute 
later. We haven't worked where our audience is 
yet, but we have been getting about I 000 
downloads of each issue. We think our audience 
is mostly in Australia and New Zealand but we 
apparently have been going down quite well in 
Brazil. Crazy. We might go there and try and 
work that one out. 

How do you envisage the future unfolding for 
Natural Selection? Will you continue to pub 
lish it for a while yet? 

We haven't decided to carry on the magazine in 
definitely, but neither have we decided to end it.' 

We are getting ready to launch issue 3 and issue 4 
is on the way. We haven't discussed issue 5 yet. 
We don't necessarily see that NS should be 
around forever, as any you do can only be a tem 
porary solution to a situation that might change at 
any moment. We might take the on-line immate 
rial thing one step further and become imaginary. 

What role do you think art writing and reviews 
play in the contemporary art landscape? Why is 
it important that we have such writing about 
art? 

We think that discussion is vitally important for 
contemporary art. In New Zealand the discussion 
seems to be narrowing down so that there are 
only one or two sorts of works that can be under 
stood easily, I get the feeling that if the work 
doesn't fit a particular interpretive strategy it sim 
ply won't be discussed. One of our objectives for 
Natural Selection is to find ways of discussing 
work that is 'difficult', or finding ways to discuss 
work without resorting to a bog-standard interpre 
tive strategy. Some people think art doesn't need 
writing, but maybe writing doesn't need art either 
but... But writing is just such a great way of try 
ing to share experience. And without that sort of 
subjective communication, actually trying to 
work out what is happening to you and with you 
and to others, nothing radical is possible. Espe 
cially when everything seems to militate against 
conversation and reflective headspace. That 
sounds very disco ball. 

To download Natural Selection, go to: 
http://www.naturalselection.org.nz 

Natural Selection #2 launch at MIR-11, Melbourne, June 2004 
Area in which contributors read from the issue on the night of the launch 
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Leo' ('li:ou) n. a name for a lion, used in children's tales, fables, etc. 
[from Latin: lion] 
Leo2 ('li:oo) n., Latin genitive Leonls (U:1oon1s). I. Astronomy. a 
zodiacal constellation in the N hemisphere, lying between Cancer 
and Virgo on the ecliptic, that contains the star Regulus and the 
radiant of the Leonid meteor shower. 2. Astrology. a. Also called: 
the Lion. the fifth sign of the zodiac, symbol (Su ) having a fixed fire 
classification and ruled by the sun. The sun is in this sign between 
about July 23 and Aug. 22. b. a person born during a period when the 
sun is in this sign. adj. 3. Astrology. born under or characteristic of 
Leo. ·Also (for senses 2b, 3): Leonian (li:'oun1on). 
Leo I ('li:ou) n. Saint, known as Leo the Great. ?2390-461 A.D. pope 
(440--461). He extended the authority of the papacy in the West and 
persuaded Attila not to attack Rome (452). Feast day: Nov. 10 or 
1'Al 1Q 

Leo III n. I. called the Isaurian. ?675-741 A.D., Byzantine emperor 
(717-41): he checked Arab expansionism and began the policy of 
iconoclasm, which divided the empire for the next century. 2. 
Saint. ?2750-816 AD, pope (795-816). He crowned Charlemagne· 
emperor of the Romans (800). Feast day: June 12. 
Leo IX n. Saint, original name Bruno of Egisheim. 1002-54, pope 
(1049-54): first of the great medieval reforming popes. Conflict with 
the Eastern Church led to the schism between Rome and Constanti 
nople (1054). Feast day: April 19. 
Leo X n. original name Giovanni de' Medici. 1475-1521, pope 
(1513-21): noted for his patronage of Renaissance art and learning; 
excommunicated Luther (1521). 
Leo XIII n. original name Gioa.cchino Pecci. 1810-1903, pope 
(1878-1903). His many important encyclicals include Rerum 
novarum (1891) on the need for Catholic action on social problems. 
Leoben (German le'o:bon) n. a city in E central Austria, in Styria on 
the Mur River: lignite mining. Pop.: 32 006 (1981). 
Leo Minor n. a small faint constellation in the N hemisphere lying 
near Len and Urse.lMai9. -esrvsres). 
Leopold I ('lrpould) n. 1. 1640-1705, Holy Roman Emperor 
(1658--1705). His reign was marked by wars with Louis XIV of 
France and with the Turks. 2. 1790-1865. first king of the Belgians 
(1831-65). 
Leopold. II n. 1. 1747-92, Holy Roman 'Emperor ( 1790-92). He 
formed an alliance with Prussia against France ( 1792) after the 
downfall of his brother-in-law Louis XVI. 2. 1835-1909, king of the 
Belgians (1865-1909); son of Leopold I. He financed Stanley's 
explorations in Africa, becoming first sovereign of the Congo Free 
State (1885). 
Leopold III n. 1901-83, king of the Belgians (1934-51); son of Albert 

· . s ·U© I. His surrender to the Nazis (1940) forced hi: 
in favour !)f his son, Baudouin. 18 eventual a . 
Leopoldville ('I1opould,vil; French leopolvil) dica, 
_ (until 1966) of Kinshasa. n. the forrnA .. _ 
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ARTIST PAGES 

JAN VANDERPLOEG 

1. WALL PAINTING No. 71 
'Wave' 2002 
acrylic on wall 
240 x 366 cm 
En Passant, Amsterdam 

! 
I 
(, 

! 
I 

2. WALL PAINTING No. 73 
'Wave' 2002 
acrylic on wall 
310 x 1050 cm 
TENT, Rotterdam 

3. WALL PAINTING No. 116 
'Wave' 2002 
acrylic on wall 
336 x 300 cm 
Michael Lett, Auckland 

4. 'Wave' 2004 
offset print, A2 
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ARTIST PAGES 

ANDREW HURLE 

Untitled 
2004 
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SOCIALIST SARAH 
All questions answered ... 

Dear Sarah, I am about to make a splash into the cutthroat Sydney drag circuit Should I revert to my birth 
name, Lurleen Slack, or stick with my current stage name? Yours, Di Wrecked-Debbit xx 

Dear Di, at risk of sounding like 'Ask Conchita', I can only think Lurleen seems old fashioned, and implies a 
crotchety crotch feeling. Di Wrecked Debbit accounts for so much more 'now'. 

Why are (Sydney) artists so obsessed with commercial galleries? 

Because they are the only spaces buyers and curators seem to visit. If you want a look in, you gotta be 
locked in. Seriously, though, there are career artists and there are Meriton apartments to fill ... a wonderful 
marriage. If you want to reach a substantial audience, how do you reach them without some shopfront? 

I want to ask you, Socialist Sarah (or is it 'Champagne Suzie'?) why has it taken almost 10 years of Howard 
style conservatism to wake up the Australian Art Fratemity (AAF) to the fact that they could have been a dis 
senting voice all that time. Is it not a matter of too little and too late? 

My early years have taught me that it's never too late to disagree. The nature of artists is to observe, make 
decisions, and deal accordingly. Granted, the system has become terrifyingly banal, un-ethical and inhu 
mane. 

When is Nick Tsoutas leaving Artspace? 

He leaves every day! His contract expires at the end of 2005, but who knows what powers he may summon. 
Hopefully, what with accrued holidays, he'll be on leave till he retires! 

Dear Socialist Sarah, please can you tell me why my car was stolen? Regards, Miss Defied. 

Your car was (and is) cute, and groovy ... in an ideal society, we would all have access to transport, and no 
lock-ups would be necessary. In the meantime, I suggest that if you care if you lose it, get insurance! (Sorry) 

Who is the writer for the Artlife Blog? 

The author is Andrew Frost...as far as I know, and have been told. 

Can you please tell me, Socialist Sarah, why it is that I can 't find a lover that won't drive me crazy, one that 
knows the meaning of, 'hey, it's a highway'? A tired and bored CC from Tempe, NSW 

All lovers drive us crazy, if we're together for long enough. The question is, do you love them enough to stay 
together, despite the 2 way street? 
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I never know what people think of my work -I ask them, and they say that they tell me the truth, but I don't 
believe it. Disgruntled, Inner West 

Regardless of what people say, lies do get told when trying to furnish a reaction to a particular acquaintance's 
work. The thing is, if you're honest with your mates, they might be with you. Go to people whose opinions you 
respect, and ask them to talk to you. Feedback would be useful at the time and date that you require it- how 
ever, sometimes it takes a while to absorb and comprehend work. Often there isn't the time to go through it 
all, unless planned. As I know, I will discuss the work with all and sundry and forget to tell the artist (or I'm too 
shy to tell them). What you think of your work after some time, is what really matters. Building up a rapport 
can take time, and you get to glean information. It's a slow process. You really need to find people you can 
trust. 

I feel in the middle of the road as an artist: Mid-career, mid-life, amidst all these younger artists. I never 
made it big when I was young- will my time ever come? My work is as good as anyone's, or so I'm told. Poor 
me, St Peters 

Dear Sensitive Masochist, making art work can be a very unsatisfying experience, when you mount the costs 
and equate the time and effort. (I myself love making it so much that I couldn't be paid not to do it). Making 
art work is easy, it's showing it, and affording to do it, that's hard. You need to be persistent, and do the work 
for your own sake, and not rely on the world recognising you. This society is feeble, and if you want to endure 
you need to be disciplined enough to find the right people who understand you and your work. You can't be 
expecting anything, as you have your own journey to fulfil, not somebody else's. Enjoy your middle of the 
road, you have your work. Not being in the spotlight is a great chance to work away and strengthen your con 
victions. Don't be blinded by envy for others. There will always be career-oriented artists hatching out of art 
schools - your strength is in your longevity. It's brave to risk showing work; it's even braver to persist in the 
face of (your nemesis). As Stephen Birch says, "work hard, expect nothing". 

Dear Sarah, I don't think my art work is very good, but I keep selling it. I have no respect for the industry, but 
abuse it Am I the only one? Rich Man 

Dear Rich Man, probably not. 

I'm looking forward to reality programmes on TV a little too much. Is this addiction unhealthy? 

Sometimes I hate actors, and just want to see goofballs like me! I tell myself it's a phenomenon we've never 
had the opportunity to dissect before, and that insight can arise from observing versions of ourselves. I ran 
home to watch Wife Swap, and went to sleep with Big Brotherevery night. Popular culture studies are fasci 
nating, and I suppose socially and psychologically we're being subdued by other people's existences. They're 
a replacement for other, more pressing, 'real' realities, so what are you trying to avoid? Maybe you should 
make a reality show about that! Get a life! Suck it in, stick it out. 

TIPS FROM GOFFERS 
Bl-CARBONATE OF SODA MAKES AN EXCELLENT DEODORANT: JUST POKE A FINGER IN AND SWIRL 
IT AROUND - IT WORKS, IS CHEAP, AND LESS DAMAGING TO YOU THAN 'PRODUCT'. 

I HAVE ALWAYS HAD TERRIBLE PERIOD AGONY, TILL THIS MONTH WHERE I GAVE UP (gasp!) COFFEE 
AND CHOCOLATE. HMM, MAKES YOU THINK. 

WHEN YOU THINK OF SOMEONE YOU LOVE, AND THEY'RE STILL ALIVE, CALL THEM! 

Questions: socialistsarah@yahoo.com.au 
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BRIEFCASE Opening at the Hollywood Hotel 
20/4/04 

BRIEFCASE RETURNS 
Clockwise from top left: Justin Trendall & Jay 

Balbi; Sarah Goffman, Astrid Spielman, Liz Day; 
Simon Barney & Lisa Andrew 

MORI GALLERY Opening 24/3/04 
RAQUEL ORMELLA- The Unattainable Simple 

Clockwise from top left: Robert Lake; installation shot of the exhibition; Sarah Goffman & Michael Zavros, 
Tim Hilton & Trevor Fry; Jasmin Stephens & Jay Balbi 
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MORI GALLERY Opening 14/4/04 
GROUP EXHIBITION-Luke Parker, Matt Fearns, Leah McPherson, Adrianne Tasker,· UGLY FLAPS Launch 

Clockwise from top left: Jay Balbi & Elvis Richardson; Luke Parker; Regina Walter & Raquel Ormella; Trevor Fry 

SCOTT DONOVAN GALLERY Opening 15/4/04 
RE GROUP-- Christopher Bruce, Carla Cescon, Ryszard Dabek, Alex Gawronski, Anne Kay, Andrew McQualter, 

Kevin Sheehan, Philipa Veitch, Ruth Watson, Maureen Burns, Stephen Birch 
Clockwise from top left: Crowd in new gallery space; Carla Cescon, Jay Balbi, Simon Barney, Cathy Bail, Leopold, 
Amanda Rowell; Maria Cruz & Carla Cescon 
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JENNNIFER DUNCAN - SOPHIE COOMBS - DEEJ FABYC - KAY WOOD - BRIAN THOMPSON - LISA ANDREW 
- PETA SIREC - HEIDI ANDERSON - VICKI WILIES - NELL - SADIE CHANDLER - TODD ROBINSON - OLIVER 
WATTS - VICKY PAPA GEORGOPOULOS - IAN GERAGHTY - JASMINE VRACHAS - DARKO KUBATKA - ALEX 
CYRESZKO - PHILIPA VEITCH - DANIELLE COONAN - FELICIA KAN - MIMI TONG - SARA OSCAR - HELEN 
SMITH - MATT ALLEN -BRIDGET KENNEDY - REUBEN KEEHAN - NUHA SAAD - SIMON INGRAM - RUARK 
LEWIS - KYLE JENKINS - PAM AITKIN - SARAH KEIGHERY - OSCAR YANEZ - JULIAN DASHPER - MANYA 
GINORI - GEMMA SMITH - BILLY GRUNER - MICHAEL GRAVES - RON ADAMS - MEL O'CALLAGHAN - SIMON 
YATES - KOJI RYUI - MARY TEAGUE - HANY ARMANIOUS - NICHOLAS COLLERSON - JESSICA MAURER - 
TIM KLEINDIENST - LOUISE PARMER - MICHELLE HANLIN - SAM HUGHES - BETH PICKWORTH - JAKE 
WALKER - JUKE WYAT - JOYCE HINTERDING - DAVID HAINES - JAY BALBI - CLARE CONROY - REBECA 
GRIGGS - MATTHEW TUMBERS - AMBER MCCULLOCH -ALEX GEREG - CLAIRE HEALY - SEAN CORDEIRO 
- RIZILI SISTERS - RYSZARD DABEK - SIMON CAVANOUGH - JUSTIN COX - STEPHEN CRESWELL - YURI 
FRUSIN & SARA SHERA - EUGENIA RASKOPOULOS - TIM BARBER -NATSUHO TAKITA - JODIE MAURER - 
ELIZABETH PULIE - KRIS MOYES - BRENDA MACDUFF - JOHN SPITERI - ANDREW HURLE - ROBERT PULIE 
- CHRISTOPHER HANRAHAN - LAUREN DYT- JESS MACNEIL - EMMA WHITE - DANIEL STOCKS - SARAH 
GOFFMAN - JASON MARKOU - KAREN KINDER - LIONEL BAWDEN - ANNA MIKKELSEN - SHANE HASEMAN 
- ANN MORRISON - AMIE TURNBULL - VICKY BROWN - DAMIANO BERTOLI- TONY GARAFILAKIS - IRENE 
HANENBERG - MIRANKA & ISOBELLE - COLLEEN AHERN - RAAFAT ISHAAK - AMANDA MARBURG - ROB 
MCHAFFIE- JUAN FORD -ANTON MARIN DYLAN KRASEVAC & MAT VALDMAN - MELANIE KHAVA- GEMMA 
FARR - THERESE WARFIELD - YOSHIHIRO IRIOMOTE - KARLIE HENDERSON - BIATTA KELLY - HYUN CHOI 
-LIYA HUANG - AIDAN MCDONALD - MARK O'RYAN - JANE & ANITA REYNOLDS - SUSANNA STRATI - AL 
ISON OSBORNE - ELIZABETH BOWER - LACHLAN ALLEN- FIONA LOWRY - JULIE FRAGAR- PHIL WIL 
LIAMS - PAUL DONALD - CHRISSIE IANSSEN - STEPHEN BRAM - MONIKA KAPFER - ALICIA FRANKOVICH  s, 

SIMON COOPER - YIORGOS ZAFIRIOU - JOHN TONKIN - ISABELLE GERRARD - ROBERT WELLINGTON - 
JUDITH DUQUEMIN- ADAM NORTON- BEN DE NARDI- JESSIE CACCHILLO - MARIA CRUZ - VICENTE 
BUTRON- MARK ALEXANDER JONES - JASPER KNIGHT- OLIVIA PATCHETT - ANTHONY WHELAN  
MISHKA BOROWSKI - NIKKI SMITH - JONATHAN HOCHMAN - GEORGE ADAMS - HEIDRUN LOHR - LIZ DAY 
-MATTHYS GERBER - SIMON BARNEY - JOE A SCERRI- KATE MACKAY - JUSTIN TRENDALL - GEFF NEW 
TON - LYDIA RODRIGUES - TOM FRUCHTI- DAVID THOMAS - TREVOR RICHARDS - ANDREW LESLIE  
PHIL EDWARDS - JUREK WYBRANIEC - SIMON LANZENS TIEL - TONY RIFF - LEIGH MARTIN - JIM SPEERS  
DANIEL GOTTIN - JAN VAN DER PLOEG - JUSTIN ANDREWS - VICTORIA O'SULLIVAN - DANIEL MALONE  
NICHOLAS SPRATT - KAH-BEE CHOW- LAUREN WINSTONE - BJORN HOUTMAN - DANE MITCHELL  
GRETCHEN GERAETS- JEENA SHIN- FLEUR SANDBROOK- TOBY CURNOW- TIM SILVER- DAVID 
GRIGGS - CAMILLA CASSIDY - SIMON DEVIR - ANNA PETERS - DAVID AKENSON - JACQUI BROOKS - AN 
THONY FARRELL - ELKE JOHANSSON - MADELINE KING - NAOMI LEADBEAT TER - SIMON MORRIS - VIC 
TORIA MUNRO - MIKE NOLAN - SALVATORE PANATTERI - AMY SMITH - QUENTIN SPRAGUE - KATIE 
WHYTE- MATHIEU GALLOIS - SUZANNE TREISTER - MATT HINKLEY - JAMES BURKE - PAUL WRIGLEY  
PETER HOLM - KARIN LIND - KIRSTEN FARRELL 
_______ 27 MAY2003-19 DECEMBER2004 

MOP PROJECTS Thursday - Saturday 1 - 6 pm Sunday 1 - 5 pm 
Room 16 Level 2 617 Elizabeth Street Redfern Sydney Australia 2016 
E-mail: gadams@bigpond.net.au ph: 02 9699 3955 
* www.mopprojects.org 


