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I don't normally write an editor's column in 
this magazine, and thought it might be time to 
start. 

The first issue of Lives of the Artists came out 
in August 2002. Up until issue #7 (March 
2003), the publication was quarterly. I then 
considered abandoning the project altogether, 
but when I told people my plan they protested 
enough to convince me to keep it going. How 
ever, in order that I didn't feel as hemmed-in by 
the quarterly production schedule, I changed it 
to a more sporadic and random one. 

As a result, this is the first issue for 2005. I 
must thank the subscribers to Lives of the Art 
ists for being as understanding as they have 
been, and for not cancelling their subscriptions 
when the magazine's production became so 
unreliable. 

My plan when I began Lives of the Artists was 
to make a magazine that I would enjoy reading. 
I wanted it to be a kind of a popular cultural 
magazine in an art context - a bit like Ralph 
magazine for artists. I don't know if I've 
achieved that or not. 

I also wanted to highlight the people behind the 
art, the artists. It's become apparent to me, 
however, that this isn't necessarily a popular 
inclination in the art world; it seems that some 
artists don't want the attention paid to their per 
sona to eclipse the attention paid to their art. 
I'm not so sure that such a distinction can be 
made between persona and art any more. 

Since Lives of the Artists began three years ago 
things have changed in the world of mass com 
munications, especially in the area of web·pub 
lishing. For the local art community, The Art 
Life blog (http://artlife.blogspot.com/) is some 
thing nearly everyone knows of and many read 
daily; it has filled a big gap in the need for a 
local art criticism which is fair, broad-based, 
and interesting to read. In comparison to the 
immediacy and wide-reaching nature of web 
publishing, a black-and-white photocopied 
magazine like this seems ineffectual and obso 
lete: I'll continue to produce it, however, as a 
kind of 'collectible', and may expand Lives of 
the Artists via a web presence sometime in the 
future. Or I may not. 

Elizabeth Pulie 
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TREVOR FRY 
Interviewed by Elizabeth Pulie 

Trevor Fry is a Sydney-based artist who works in various mediums, including drawing, video, installa 
tion and performance. He is part of the Wild Boys collective (along with Tim Hilton and Richard Gur 
ney), and recently exhibited his work in a solo exhibition at MOP Projects, "Trevor Fry, Straight to 
Video". 

For how long have you been exhibiting your work? 

In 1984 I had a show in my final year at art school, in the art 
school gallery. It wasn't really a show, it was just putting up 
my work so I could document it, but it was a kind of a show. 
My first solo show was in 1986. 

Where was that? 

I went to art school in Christchurch, New Zealand, at the 
Canterbury School of Fine Arts - ILAM, as it's known. I 
moved back to Auckland after that, and had my first solo 
show in Auckland. 

And would you say that you had always wanted to be an 
artist? 

No. I drew when I was a kid, but at uni I studied law, and 
classics and history. It was during that period that I started 
thinking about being an artist, but I didn't do it because I 
thought, 'I'll be a dropout', you know. But then quickly I 
changed my mind - I moved from Wellington to Auckland 
and became exposed to contemporary art; actually, I'd seen 
some contemporary art in Wellington, between 1977 and 
'79. Then in 1980 I decided, in Auckland, to become an 
artist. 

What does it mean to be an artist? 

Well, I actually only called myself an artist in the last couple 
of years, I always found it an awkward term. At art school 
people called themselves 'painters', because it was the high 
modernist tradition there. And you know, they always 
struck me as kind of pretentious and wanky, I never called 
myself a 'painter'. So for a long time I went without a label 
for myself - I made art, but I never really thought about it 
that way. It's only in the last couple of years where I guess 
I've gained some confidence, or the term 'artist' has kind of 
grown and expanded somewhat in our usage and our con 
sciousness, that I'm easier with it, and I actually actively use 
it. If I have to write my occupation, I'll write 'artist', and 
that's quite a new development. 

Why do you exhibit your work? 

Well, there are a lot of different reasons; there's the old 
Freudian thing: "fame, money, beautiful lovers I think 
that holds true, that's certainly part of it! I want to get laid! 

And paid? 
And paid! That's right. I want people to notice. I mean 
seriously, that's part of it I'm sure. I think there are masses 
and multi kind of motivations; influence - you want people 

to notice and you want people to think about what you're 
doing. You want recognition; response; personal satisfac 
tion. You want to see your work in a gallery, you know, you 
want to see it away from the studio. And you want to have 
some kind of sense of personal achievement, I guess; self 
esteem; and an idea of yourself. You know, I am an artist' 
- that kind of gives you some validity in the world, if you 
have an idea of where you fit or what you do. And there's 
engagement-- you want to engage in a wider context, dia 
logue and all that, because the art world nowadays is so 
wide, it's so internationalised, there's just so much that's so 
big that you can get out there and you can be part of some 
thing huge. I guess that's the idea. 

And I suppose you feel you've got something to add to it, 
so if you don't add it, how can you add to it? 
Yeah that's right; you think you have something to contrib 
ute. And there are lots of angles on that - if you think that 
there's a political angle to your work you can have an effect, 
or you can change something. Or a philosophical - philoso 
phy's big, isn't it? So you think you can contribute to some 
kind of bigger discussion, you know, about what's what. 
It's personal, too - I guess that's where the self-esteem 
comes in. But of course there's the career thing - you want 
to advance yourself, you want to have better shows, you 
want grants, you want studios, blah-blah-blah, you want all 
that. And then there's peer recognition; and you want to 
meet people, you want to meet more interesting people, you 
want to meet more successful people; you want to network, 
you want to make it, you know? All that kind of stuff. 

Yeah. 

And there's the social thing, too, you want to be part of a 
group -you know, the art scene in Sydney. Like, the artist 
run scene in Sydney is very social, isn't it? You go to all the 
- what do you call it? The circuit - from one opening to the 
other opening, or from one show to the next show and each 
gallery's slightly different, so you meet a slightly different 
set of people, but there are overlaps and networks. So 
maybe you want to social climb, and art is a way of doing 
that. 

And you can be honest, too; art is a kind of a free zone 
where you can say things like that. If you were a pop star 
and you said something like that people would sneer, and 
they'd put you down. But as an artist you can kind of test 
those boundaries and the degree of honesty about yourself 
and your own motivations. You can feel that maybe you'll 
be taken seriously, even if you say daggy and stupid things. 

Yeah, cause it's all valid. Or, ideally, it's open. 

That's right, and even if it isn't valid, you know, people are 
going to make a bit of a space for it to be tested. So I think 
honesty's a big one; and to be able to let your hair down, 
and be crazy and have fun and experiment, you know? I 
don't know any other kind of profession where you can do 
that. 

Yeah, other professions are more defined, aren't they? 

Yeah, exactly. And especially in the artist run scene - tech 
nically, we do it ourselves as 'do it yourself so that we can 
create a space for ourselves to do whatever we like. 

Are you a video artist, installation artist, painter, or per 
formance artist? 
IP've done a bit of all of those. I started off as a painter in 
art school, in 1982 when I went to art school in Christ 
church it was fairly conservative, it was still a high modern 
ist kind of ethos and teaching, but at the time neo 
expressionism was the new hot thing that people were do 
ing as a kind of reaction to high minimalism and stuff. So I 
started off as a painter, a figurative painter, and I've been 
interested in the body ever since, basically; and through 
installation, and through video and performance. 

So you 're not any one of those in particular, I suppose? 
No, although drawing I guess has been a constant through 
out my career; I studied life drawing at rut school, and I've 
kept diaries and sketchbooks ever since then. So that's kind 
of maintained my interest in looking at the body. When 
video came along, I thought, 'oh, it's so much easier, you 
just need to point the camera', you know, 'set the camera, 
press record, and do whatever you like'. I thought, 'this is 
easy'- little did I realise that I'd have the camera going 
continuously for the next five years. And that I'd have so 
much material I wouldn't know what to do with. 

Yeah, I don't know about that - am I a video artist? I've 
never called myself a video artist, but I can imagine that 
further up the food chain people need labels, you know, for 
selling and for getting big shows, so 
I guess to label themselves 'video 
artist' is just part of the streamlining 
of their product and themselves, pos 
sibly. 

Video is something I tried and I ex 
ploited and used, but I don't do so 
much of it now, it was sort of like, 
five years of intensive. So it just 
depends; if I buy a new camera I 
might feel a new imperative or 
something. 

Is art simply a means of expression, 
or something else as well? 

'Expression' - I don't know, I guess 
that is, or was, a very contestable 

idea that is related to, kind of, expressionism, as an idea 
about what art is. I guess I definitely started off that way, 
as an expressionist, as a 'neo-expressionist'. So I probably 
entertained that idea, although I may not have thought it 
right through. But I've always had, I think, also a more 
critical kind of flow; there's always been some critical ele 
ment in my work. 

Critical, like ... ? 

Like you know, in relation to what is going on at the time. 
During neo-expressionism I got into trouble for using gay 
subject matter, at art school. So it was like using the thing 
of the moment, but turning it to my own personal use. 

Using something taboo, as a way of being critical? 

Yeah, I think so. It's like, I guess, feminism used the fe 
male body in a different way, as not the passive object, but 
as looking from within. And so I think yeah, my gay sub 
ject matter started out a similar way. Inadvertently- I don't 
know if I was aware of it entirely, but inadvertently, using 
my gay subject matter was a critical kind of a strategy. 

So it is expression, but it's also a distance from it? 

Yeah, I think if you look at your own mind there's multiple 
things going on, multiple angles - you look at yourself, and 
you look at yourself another way, and you're critical of 
what you do- it's going on all the time in your own mind. I 
think that comes out in the work because there are sub 
currents - it's never one pure thing. 

How important is it to you to collaborate with other art 
ists? For example, what does your involvement with the 
Wild Boys collective lend your individual practice? 

I've always had this romantic idea of collaboration and 
working in a group situation. But again, it's very mixed; 
Tim Hilton of the Wild Boys has said things like, 'maybe 
we aren't a collaborative group, maybe we're just a group 
of lone wolves', you know, and each one in the group is 
trying to maintain their individuality and stake their own 
claim in the gallery, and that really the idea is much more 
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difficult. Coming to a full collaboration would be very dif 
ficult. We're certainly not a collaborative team in the way a 
lot of well-known collaborative couples and teams are, 
where you get a set of work that's just one work, really, and 
you don't know who's actually contributed what. And you 
may suspect that one member of the team is the driving 
force, and has the more conceptual angle on it, and some 
one else is kind of adding some other aspect to it, like the 
'heart', or whatever. And someone else is actually doing 
the hammering and nailing, or something. 

Yeah, it's true; the Wild Boys don't do that, it's more like 
providing a context for you all to do your own thing. 

Yeah, although in the gallery space the individual work 
kind of bleeds - Tim's work bleeds with Richard's work, 
and bleeds with my work maybe- it's not like a conven 
tional group show, where you have discreet works and a 
room list which numbers them all so you can go to each 
work and say, 'well that's so-and-so's, and that's so-and 
so's'. With our work, we didn't even have a room list for 
the last show; there was no titling, no nothing. Although 
we knew exactly what was whose, I think other people 
couldn't tell. For instance, Lucas Ihlein thought that Tim's 
sweet potatoes on the floor - which looked like turds - were 
my work. I don't even know if Tim was thinking of trying 
to make a work that looked like my work, or suggested it 
self as my work, or not, but that's the impression it gave. 
And I had been thinking of a work which would have been 
titles of Madonna songs - I didn't make the work, but if I 
had it would have been very confusing because Tim's the 

Trevor Fry-Study for 'Soma' 2004, graphite and chinagraph on paper 
PHOTO: Trevor Fry 

Madonna fan, and people who know that would have read 
that as his work, possibly. 

What does it give you then, to be involved with that collec 
tive? 

Well I find that whole issue very difficult to deal with, be 
cause we go into the gallery and we spend all our time, or 
as much as we can, in the gallery making the work, during 
the course of the show- sitting in the gallery and thinking, 
'what am I going to do?', and, 'how does it connect, or not 
connect, with what they are doing?', and, 'will it be too 
different? How do I give up my ego so that I'm not making 
something that's going to block the flow of the show?' 
Whereabouts on the wall is it? Is it the first thing you see 
when you come in? Is it going to set the tone of the show? 
Or is it on some other wall, which has some other kind of 
effect? All these things are really complex, and I don't 
think that we've come to our best arrangement yet, or our 
best interaction. 

Oh, I like the way it interacts. 
Yeah, yeah, it's succeeding, but I think it can succeed much 
better. I would hope that it would get to a point where it is, 
even for us, kind of homogenous. Where we even forget 
what bits we did, and what bits the other person did, you 
know? 

So it's got a life of its own? 

Yeah, yeah, I think so. 

I frequently encounter you from the other side of your 
video camera lens. Why do you document so much of 
your life, friends, and activities? 
I guess it's slightly compulsive - once you start going, you 
think, 'oh, I can't stop now because I'm going to miss the 
best bit! I'm going to stop the camera and then someone's 
going to say something', you know? Or do something. 
And by the time I fumble around and switch it back on 
again the moment will have gone. And that's happened, so 
that's terrifying. 

So you keep going, it never ends! 

It never ends, that's right. So it's like either I'm going to 
do it, or I'm not going to do it; I'm going to take my cam 
era, or I'm not going to take my camera. 

And if you take it, you 're doing it properly. 
That's right- Pm going to charge my battery so it lasts four 
hours, and I'm going to have two spare tapes in my pocket. 
Because one or the other thing is going to happen, you 
know, I'm going to run out of battery or I'm going to run 
out of tape. 

In what direction, if any, do you imagine contemporary 
art evolving? 

Well, it could kind of start dematerialising, you know, the 
art object. Because we are moving that way, I guess. And, 
yeah, something Richard (Gurney) said - I can't remember 
what it was, but it got me thinking = well, not what he said, 

but what he does. I don't know, maybe it's 
his generation too, the younger generation 
showing my age! I guess I come from the 
high-serious kind of generation, you know, 
in which art has got to say something, or it's 
got to mean something, and blah-blah-blah. 
Whereas the younger generation, they are a 
little bit cool about it, and the object isn't 
that important; and it's the context, and not 
even the theoretical context, just the context 
of being around it that's more important. I 
don't know if it's just a social context, or is 
it more than that? 

I said to someone at yoga the other day, 
'well, maybe it's just as valid to be spend 
ing your time drinking beer in the pub with 
your mates as it is to be doing yoga in an 
intensive yoga class'. Because, well what's 
it all about, you know? Is it about human 
interaction, and realising yourself and your 
fellow beings? And can't that happen in a 
bar? 

Just being there in the bar, and not thinking too much 
about what you 're actually doing? 

Yeah, or the opposite; of being totally aware of what you're 
doing, but realising that that's what it's all about. 

Trevor Fry-Gold Digger 2002, ink and pencil on watercolour paper 
PHOTO: Trevor Fry 
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That's so Zeni 
Is it? 

Yeah, I think so, I think that's the high point of Zen, to go 
and get pissed! 

Is it, really? 

Well, I don't know - so yeah, the direction of contempo 
rary art evolving is, like you said, away from the object? 

Yeah, yeah. Someone said to me today, actually = you 
know, all the technology that's available: cameras, digital 
cameras, printers and that= means anyone can make art, 
and so, where can art go? 

Yeah ... 

Up its own bottom. 

Yes! Further up its own bottom. I love your drawings 
and I love the way you present them. I'm thinking of your 
recent exhibition, 'Straight to Video' at MOP Projects, 
where your works on paper were artfully contextualised 
within the clamour and detritus of the exhibition installa 
tion. How do you think of your drawings- are they dis 
creet objects, or is it more important to view them in the 
wider context of your installation and practice? 

Well, both. They were kind of made as discreet objects, but 
then I didn't like that idea, I thought, 'oh, that's too limit 
ing', you know? So I deliberately, consciously put them 
with all that other stuff to kind of blur the edges a bit. I 
mean, maybe it's a slightly obvious tactic, I'm not sure. 

But yeah, I originally had thought of installing the drawings 
as a pile of drawings, you know, drawings piled up in the 
corner, so that people if they wanted to, or were brave 
enough to, could pick them up and sort through them, and 
check them out. But then I compromised that and pinned 
them up haphazardly on the wall. And people looked at it 
and said I wasn't doing justice to the drawings, so I rehung 
the drawings in a more formal kind of... 

Grid-like, wasn't it? 
Grid-like, kind of- yeah, on the far back wall there was one 
set of drawings which were all different sizes, so it was 
more like a patchwork, sort of jigsaw kind of, so that was 
quite tricky to juggle all those drawings to make them fit. 
It's quite interesting; I really liked that installation ... 

Yeah, it worked really well, because it was like a more 
rigid hang and then the big mess. 
Yeah, that's right. So there was a connection, the more 
chaotic, asymmetrical, whatever, non grid-like kind of ar 
rangement bridged into the trash on the floor, and then the 
dispersed kind of installation with the prints on the other 
wall. So there were degrees of formality and informality, 
from the grid right through to the pile of trash. 

And they highlighted each other, maybe. So the trash 
looked trashier compared to the grid, and the grid looked 
'grid-ier' compared to the trash. 
Yeah, yeah. 

Yeah, it was good. 

Yeah, when I do a show I just want to do everything, you 
know? Because I never know, I think, Oh, I'll make a mis 
take if I edit, and I'll trim it back too far and I'll denude it'. 
So I'd rather not take that risk, I'd rather put everything in 
and just have some fun and a wild time. And that way I do 
cover my bases, hopefully. 
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NOTES ON THE LIVERPOOL BIENNIAL 
Elizabeth Day 

Since 1999 there have been three Liverpool Bi 
ennials. Clearly the emphasis has varied in all 
three, though there have been some common 
threads. It is what I can perceive as the particu 
larities of this first British Biennial that I will 
mainly be considering here. 

All have been highly focussed on, and site spe 
cific to, Liverpool. The success of the first, 
TRACE, which was curated in 1999 by Liver 
pool born Australian Tony Bond, has been at 
tributed to his knowledge of the city. In the 
2002 International catalogue for the Biennial, 
Lewis Briggs', one of that exhibition's coordina 
tors, acknowledges Bond's success in bringing 
together both the 'international professional' and 
a local audience. Articles on the website of this 
first event as well as the two subsequent sites 
suggest that the motivation to make contempo 
rary art accessible has prevailed. 

In the International 2002 catalogue Declan 
McGonagle, one of the essayists, says, "In a 
conversational city like Liverpool, where the 
vernacular is articulate but confidence is fugi 
tive, it is vital that art is not an antidote to reality 
but a way of comprehending and transforming 
it." As another who came from the area, (I grew 
up in nearby Wigan) I recall the working-class, 
unpretentious style of the city. The sky is 
gloomy and life is tough, especially since the 
Thatcher era, and one can well understand the 
motivation of organisers to produce a Biennial 
that has credibility for the locals. 

In all three biennials, a wide range of events 
were set up by official and non-official curators, 
and by artist-run groups. The events attempt to 
incorporate the existing fabric of the culture, his 
tory and everyday life of Liverpool into well re 
searched and developed projects, which often 
include the local population. McGonagle says 
the Liverpool Biennial is about, "growing over 
time, a horizontal participatory process, which 
values and connects a variety of strategies, such 
as the John Moore Exhibition, New Contempo 
raries, the Independents Projects as well as the 
International". The latter is the official compo 
nent of the event. 

Another feature I found highlighted when read 
ing about these three Biennials is the official 
embracing of the 'unofficial' component 
(comprising about 50% of the entire agenda of 
the event). In no other biennial (to my knowl 
edge) is this the case. This welcoming of the 
larger art community, both national and interna 
tional, into the run of events struck me as gener 
ous, and as a sensible way to maintain the grass 
roots vigour which the Liverpool event appears 
to have achieved. The program for the 2004 
event on the Biennial website" lists many events, 
including performances, exhibitions, lectures, 
music/sound events, film screenings and guided 
tours, held in a wide range of venues such as 
galleries, streets, bars, public places, gardens 
and docklands. A TV channel, FA CT has also 
been established to cover the event. 

In 1999, TRACE was the main 'official' event of 
the Biennial. The humorous title TRACEY des 
ignated everything else, including artist run 
spaces and student exhibitions. The website for 
the 2004 event provides contact details for those 
wanting to become involved as an artist, curator, 
intern or tour leader, and emphasises non-art, 
community involvement. I was unable to find 
the TRACEY catalogue, but was informed by a 
Melbourne-based participating artist, Alex Riz 
kalla, that catalogues were funded for both 
TRACE and TRACEY. Funding is available for 
non-official entries through public and private 
sources. 

Tony Bond's essay, TRACE - A Historical Con 
textualisation of the Theme", is written for (at 
least in part) a non-art audience. In about five 
pages he structures an informative piece cover 
ing some major figures in the development of 
art's relationship to what he calls 'the real', 
starting around the beginning of the 20° century. 
He takes us fleetingly through major figures 
such as Duchamp, Picasso, and Beuys, provid 
ing insights into how thinking has developed 
around the creation of what he describes as 
"direct sensory encounters". 
The Biennial came to be held in Liverpool rather 
than London, partly as a result of the drive to 
increase tourism to the North. In the past, Lon- 

don has definitely been seen as the cultural capital 
of England; this Biennial is, according to Lewis, 
an attempt to redress the regional power imbal 
ance, which is both cultural and financial. Liver 
pool had been in economic decline since its hey 
day during the industrial revolution, and the Bien 
nial has arisen from a desire to bring new life to 
the city, by harvesting the visions of the artists of 
its past as well as its future. 

This is a Biennial without a building - "The entire 
city becomes a critical theoretical text," says Mi 
chael Bracewell in Losing the Right to Fail, "a 
moodily-lit, sci-fi urban landscape articulating the 
semantics of cultural meltdown". 

HISTORY OF LIVERPOOL 

Liverpool has a rich and fascinating history, 
which is a great source for many works. During 
the seventeenth and eighteenth centuries, at the 
height of the British Empire, it was the second 
port of Europe (after London) where trade was 
conducted to the Americas. Notable among this 
'trade' were slaves en route from Africa to the 
United States. It is also the city from which the 
British subjugation of the Irish began in the six 
teenth century'. 

Along with Manchester, it was at the cutting edge 
of the new capitalism and was one of the indus 
trial revolution's cities where the 'dark satanic 
mills' of William Blake were first built. Coal 
mining, cotton milling and ship building were .ma 
jor industries, and the trade union movement first 
became established in Lancashire. Largely Irish 
workers built a huge canal from Liverpool to 
Manchester during one of the potato famines, to 
assist in the flow of trade to the coast from inland 
Manchester. Local and international artists in all 
Liverpool Biennials to date have utilised sites that 
relate to the technological developments of the 
industrial revolution, such as the canals, ship 
yards, and the Mersey Tunnel. 

Liverpool was a city heavily targeted by German 
bombers during World War II, and many of the 
bombed sites and gutted buildings remain. The 
city, once wealthy, is no longer so. Some artists 

involved in these Biennials were asked to specu 
late, and create new visions for the city. Tony 
Bond's TRACE, as a concept and a title, suggests 
a mark of the past made visible, in what Lewis 
Briggs describes as, "a city of the return of the 
repressed" - Liverpool", he says, "is a gift of a 
metaphor, an awkward book of open metaphor." 8 

There's a touch of anarchy in the Liverpool Bien 
nial, and some of the working class rebellion that 
George Orwell and Karl Marx both referred to in 
their writings on this part of the world, the 
'birthplace of socialism'. Perhaps this is why 
such an article as Cliff Eyland's Lobscousing the 
Liverpool Biennial, Cliff Eyland and Sharon Al 
ward Crash a Biennial presents itself to you as 
almost the first article on the official site. It de 
scribes how they 'crashed' the Bienniel, and in 
vites you to do the same. I should mention that 
these two artists were funded by a Canadian Uni 
versity to 'crash'. 

The character and culture of Liverpool lie at the 
heart of the Biennial, which is delivered in asso 
ciation with the city's major visual arts organisa 
tions Tate Liverpool, The Walker, Bluecoat Art 
Centre and the Foundation for Art & Creative 
Technology (FACT), as well as smaller galleries 
and some alternative spaces. That Liverpool is 
going to be declared European Cultural City of 
the Year in 2008 might perhaps be taken of how 
far this Biennial has developed the city and its 
culture in a very short period of time. 

1 International 2002 Catalogue, Lewis Briggs, Introduction 
International 2002 Catalogue, Declan McGonagle A History of 
Liverpool 
3 ibid. 
"http://www.biennial.com/ 
From a conversation with Alex Rizkalla, who participated in the 
1999 Biennial event, TRACE 
6 Tony Bond, 1999 curator's notes TRACE, A Historical Contextu 
alisation of the Theme 
7 Historical information from McGonagle article 
8 Cliff Eyland's Lobscousing the Liverpool Biennial, Cliff Eyland 
and Sharon Alward Crash a Biennial 
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The situation I find myself in .... 
Elvis Richardson 

"First things first, but not necessarily in that 
order" - Doctor Who 

I moved to our nation's capital in early February 
this year to work full time in the School of Design 
and Architecture at the University of Canberra - it 
is my first full time job, and I just turned forty. I 
wanted security, I wanted stability, I wanted a full 
time income, I was super sick of being poor; but be 
careful what you wish for. I had applied for jobs 
all that year in varying parts of Australia, only to 
discover that artists now need a PhD to get a look 
in for employment at a university. So now I need 
another qualification! Like three degrees is just 
not enough, doing my own work is only justified if 
I am a successful small business, otherwise it is a 
hobby. 

Then I discover that the federal research dollars 
that fund universities don't recognize exhibitions 
or creative activity. It turns out that I could have a 
solo exhibition at the Museum of Modern Art in 
New York and get no research points, but if some 
one wrote about my show and gave a paper on it 
they would get five points. Okay - got it. I am 
working in a design department, which is very 
strange for me, to see how the creative production 
that serves economic forces is legitimized. Re 
cently, a colleague suggested, 'look around you, 
everything is designed, designers create the future'; 
which made me think in horror, 'well, what do art 
ists do?' In the context of this outrageous notion, I 
would suggest that artists experiment, play, and 
question, to create a psychological future. 

As the by-line of the wonderful blog The Art Life 
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suggests; 'The art life: it's just like saying the good 
life". And the art life, I would add, is a public life; 
one where you can go to see and be seen, be on the 
scene, and make visible observations on life, on 
what is around us, on the misdemeanour of living. 
Art exhibitions provide the public with practically 
the only open and free access to cultural produc 
tion bar watching TV, but art is less mediated and 
edited - I am not saying it is not, but I believe that 
many times it is where we can find the raw evi 
dence of truth. 

I love my art life, and that is why I find Canberra 
so dismal. I see more exhibitions in Sydney on a 
weekend than I do here for a whole month. In 
Sydney I see my friends, many of whom are artists 
or are obsessed with art; I get to talk about art, see 
it, and feel that I live it. The only venue for con 
temporary art here in Canberra is the Canberra 
Contemporary Art Space -- so there's one opening 
a month I can go to. The first exhibition there this 
year since its renovations over summer was a di 
dactic collection of tampered-with Australian isms 
by Adam Gezcy, titled I Hate Australia. 

Gezcy plastered this mantra 12 feet high across one 
gallery wall, and reversed the colours of a wall 
projected Australian Flag, making it orange- and 
green-looking, and for me, referencing the estab 
lished violent history of Northern Irish opposition 
to British colonialism, which provided no revolu 
tionary spirit to our not-so-recent vote on becom 
ing a republic. Self-deprecating Bart Simpson be 
comes Big Brother text in lines on a blackboard- 

painted wall repeated, "I must learn to love my 
country". On the opposite wall was a projection of 
a backyard scene recorded as on a security camera 
in real time; the view from a balcony of a palatial 
looking waterside house with a pool- totally privi 
leged real estate and, therefore, position. Close by 
was a barbeque that was slow burning about six 
sausages - it was certainly no birthday party, but 
rather a familiar Australian outdoor snack for a 
small nuclear family. Confirming that collective 
thinking is reduced to a community of one or two 
like minds, notions of extended families and 
groups where ideas are debated and formed are not 
part of the Australia Gezcy suggests we live in. A 
situation I find where one's ownership of land with 
low mortgage rates is the personal benefit prom 
ised via the free market economy, and the major 
force behind all election outcomes it is still the 
Australian dream, but my nightmare. 

This work could only have been produced, I would 
argue, by an artist who caught a real glimpse of the 
70s and 80's, who experienced the change from 
free education to $20,000 HECs debts; who can 
remember the dole being a real option to actually 
do nothing, to be a bludger, and it not being con 
sidered a treason to be lazy, to spend time thinking 
- which sounds very bourgeois, but wasn't that the 
promise of technology that we would have more 
leisure time? Now we must do PhD's, and learn 
more about marketing to justify the art life. Talk 
about keep you busy and distracted. 

As if all this was not depressing enough - in the 
sense of here I am living it in Canberra - this being 
reminded that I am living the 'Australian life', not 
the art life. In another part of the gallery, a lower 
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ceiling-ed alcove off the larger space housed a 
temporary wall with a plinth and felt markers, upon 
which the viewer was invited to write the word 
'sorry'. I found this marginalized white box wall 
(which was obviously relating to the Stolen Gen 
eration of indigenous Australians and our Prime 
Minister's refusal to acknowledge past wrongs of 
government policy) situated this particular subject 
outside of the primary reasons to hate Australia, 
while nevertheless effective in illustrating this very 
irony. That the viewer/writer, via this act of writ 
ing, had to take responsibility for a government 
that co-opts any tragedy for patriotic purposes (yet 
continually denies the tragedies in our own nation, 
actions that make hypocrites of us all) offered pa 
thetic little empathy for any implied party. 

Living in Canberra gives me loads of reasons to 
hate Australia. Here I am living in a city created as 
a capital, which is jewelled with museums and li 
braries, symbolic of the national and international 
relationships of our government, and built on ap 
propriated Crown Land = only the local farmers 
financially benefited when this valley in the hills 
was acquired; the Ngunnawal people, who had 
lived here for 21,000 years, got jot. The Australian 
life indeed. 

At the opening of the Tharwa Bridge (located 50 
kilometres south of Canberra city) in 1895, the 
guest of honour, Ngunnawal woman Nellie Hamil 
ton, said; "I no tink much of your law. You come 
here and take my land, kill my possum, my kanga 
roo; leave me starve. Only gib me rotten blanket. 
Me take calf or sheep, you been shoot me, or put 
me in jail. You bring your bad sickness 'mong us." 
(Canberra, The Guide edited by K. Taylor and D. Headon, p9) 

www.elvisrichardson.com 

Images of Canberra by Elvis Richardson 



On the Now Defunct Theme of Shows' 
Gabrielle Jean Carey 

Like Lou Reed in Satellite of Love, I like to watch things on 
TV ... 

I love telly. And not in that guilty pleasure kinda way, it's 
proud pleasure. 

Tom Morgan wrote a song, Not the Outdoor Type, where he 
couldn't go out because, "What if something's on TV and it's 
never shown again?" It's my anthem. 

Like the Simpsons, the television is a member of the family. In 
the Halloween episode, Homega Man, a neutron bomb hits 
Springfield and Homer finds out he's the last man alive: 
"Everyone's gone!" Homer calls out, "Bart!", Lisa!" and 
"Marge!" as little images of them float by. "And the rest!" he 
sobs, as images float by of Maggie, Santa's Little Helper, Snow 
ball II and the TV set. 

I love books and the movies too, anything with a narrative. But 
I think TV came first - it's more accessible. When I was five, as 
punishment for a now unremembered crime, I was banned from 
watching television. 

Each era of my life= which can be defined by, say, braces, uni 
plays, first boyfriend, Chippendale, first job, the pub years, the 
single years can also be defined by the shows we were watch 
ing at the time. 

In the 80's, The Young Ones and D Generation kept us happy at 
Dubbo High, and still inform my vocabulary ("Have we got a 
video?"). 

And in 1987 Rage screamed onto our screens, exciting and 
revolutionary. For the first time in our two-station (ABC and 
regional commercial) hick lives, TV was on all night long. 
Years on I still sit up imagining what songs I'll play when I'm 
guest programmer. 

It was on Rage I first saw the Beas tie Boys' video clip for Sabo 
tage. An affectionate, heightened parody of 70's cop shows 
with freeze frames and slow motion, directed by Spike Jonze 
and playfully starring the Beasties in short sleeve collared shirts 
and moustaches, it's one of the most gorgeous pieces of footage 
of all time. 

In the early 90's Twin Peaks and The Simpsons were social 
events, weekly rituals with flatmates and friends. David Lynch 
and Matt Groening altered the modem televerse- filmic, kooky, 
addictive, Twin Peaks was must-see, can't-miss-an-episode, and 
set a new benchmark for TV cool. And the cartoon for grown 
ups about the dysfunctional nuclear family in the nuclear age 
was sharp, satirical, and just funny as hell. 

Melrose Place was when I first heard the term "water cooler 
show"; This Life was our mid - late 90's w/c show, though for 
us, it was more a "pool table" show. We were hooked, and felt 
like we were seeing ourselves on the small screen for the first 
time: share housing, clubbing, too-hard jobs, and real, messy 
relationships. I still can't believe Anna and Miles didn't get it 
together, I practically needed counselling. 

What gathering ten years ago didn't have a segment devoted to 
a Seinfeld quotathon? The first "show about nothing", Seinfeld 
delighted in the trivial, and helped us to embrace our petty, 
stingy, insecure sides. My friend Tasha says there's a little bit 
of George in all of us, "Not that there's anything wrong with 
that". 

TV's Night of Nights-The Oscars 2005 PHOTO: Mark Kubale 

I actually successfully detoxed from telly a few years ago, after 
a holiday in Melbourne. Ratings season was all but over, with 
one show left. Around midnight one Tuesday after going to the 
movies', I was writing in my diary while I taped The West Wing. 

Derle rang up. "Are you watching the TV?" 
·Nut," I scoffed. 
"Turn it on" 
"What channel?" I asked. 
"Doesn't matter" 

g 
' PS 
Is) 

I switched on to the best show ever - planes flying into build 
ings. It was thrilling. We stayed up till 4, talking on the phone. 
I could watch those towers collapsing - the shape of Sideshow 
Bob's hair - till the cows come home and evolve into a domi 
nant species. That's when I realised movies didn't have it right; 
I'd never seen so much smoke and dust in an explosion. 

I channel surfed for days. Real life West Wing. 

Now the news is one of my favourite shows, and I don't want to 
miss an episode in case it's the one where they find Osama bin 
Laden. He's like Brenda off Beverly Hills 9021 O; Shannon Do 
herty disappeared, and then it was like she never existed. 

While I'm still into TV as a concept- TV as an art form, nay  
I'm not that into any shows on telly at the moment. My top 
shelf shows (what Jackie calls "Boutique Television") - Six 
Feet Under, The Sopranos, Buffy, John Safran, South Park, Ar 
rested Development - fall into the category of (as they said on 
The Simpsons of the Munchkins from The Wizard of Oz), 
"Where Are They Now?" 

TV gets a bad rap sometimes. The Disposable Heroes c"Hi 
phoprisy call Television "the drug of the nation, breeding igno 
rance and feeding radiation." 

Sometimes I feel like I'm losing my battle with TV. If I wasn't 
at home all the time, perched in front of the box, thumbing my 
nose at the sunshine, I might've found a better job by now, writ 
ten another script, met my new boyfriend. But as a narrative 
junky, I have to say some of the best audiovisual material is not 
at the pictures, but on television. 

And TV, like the best things in life, is free 

'Liz told me she wanted to have a theme for this issue, which was going to be 
"Shows"= she had two potential covers for it. The first thing I thought of when 
she said 'shows' was 'TV' 
'It's like TV, but bigger 
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from wild boys photo performance 
tim hilton richord gurney trevor fry 
@ gallery mememememe hypercontemporary lodge 
february 2005 

photo michael myers 
centrefold photo tim hilton 
photoshop trevor fry 
special thanks joe psegiannakis 

THE WEDDING CIRCLE 
Interview with Zanny Begg 

When did you start The Wedding Circle? 
We signed a lease for the building on September 11, 
2004 (we thought the date was a bit of an inauspicious 
start). Our first exhibition was in October, when we 
launched The Wedding Circle with a director's exhibi 
tion and party. 

Why did you call the gallery The Wedding Circle? 
The building is bright pink with two Chinese charac 
ters on the front which translate into 'happiness' and 
'union', and before we got there it was a wedding dress 
factory. There were little changing booths and photos 
of women in amazing wedding dresses and we just 
thought we would go with the history of the building 
and keep the name. 

Who runs the gallery? 
We have experimented, with varying degrees of suc 
cess, with a different format in running TWC. There 
are three collectives who manage the space - two art 
collectives: Subito (which I am a member of) and Raw 
Art, and a film and media collective called Pabrik. The 
building is about 600 square metres; one side is private 
space where we house studios and living quarters, and 
the other side has a gallery, kitchen, garage and cin 
ema, which the three collectives share-manage. It has 
been interesting for Subito as we share the gallery with 
Raw Art, and therefore we have not been able to attach 
"our" curatorial vision to a physical space - every sec 
ond show is put on by a completely different group of 
people. I think this has been good for us as we see 
Subito as a project which is residing in The Wedding 
Circle but not permanently embedded within it. But on 
the other hand it has also meant that people have come 
to the space and found one week to the next a very dif 
ferent aesthetic and vision, which has sometimes been 
confusing. Subito now advertises any event we hold at 
The Wedding Circle as a "Subito event" so people can 
work out who's who. 

As well as the gallery space, there ls a 'screening 
room' and function area out the back. What goes on 
in these spaces? 
One of the things that I have really enjoyed about 
openings at The Wedding Circle is that they are very 
immersive events - in addition to the exhibition there is 
usually music and performers, and people often hang 
around at openings until very late (sometimes till 
morning!) as we don't have a closing time. Pabrik also 
holds regular film showings ( especially of documen 
tary films) in the screening room, and has music and 

performance events as well. 

Do you charge artists to exhibit in or use the spaces? 
Subito made a commitment to operate a free exhibition 
space and has not charged anyone to exhibit at The 
Wedding Circle. The other collectives do charge for 
access to the gallery and screening room. 

When will the gallery run until? Is there a limited 
period of operation? · 
Unfortunately the building has a development applica 
tion placed on it and we have an uncertain future. We 
are discussing right now what to do and Subito is 
thinking that we may just continue until September and 
then leave The Wedding Circle. Keeping a free exhibi 
tion space running for a year is a nice achievement and 
maybe we should just be happy with that. 

How do you determine who will have exhibitions 
there? Is it a system of applications and proposals 
from artists interested in showing? 
Subito runs a curated space and we only exhibit work 
that we find interesting. We have received some pro 
posals and we consider them on their merits and make 
space for artists where we can. As we share the space 
with Raw Art we can only have one show a month so 
there has not been a huge amount of openings. We try 
and have a balance between solo shows (it's a smallish 
space which is nice for a solo show) and group shows. 
We have also invited guest curators to put together a 
show of their choice. One of the aims of Subito is to 
help develop artist's practice so we have en 
joyed giving artists the opportunity to have a solo show 
in a free space - as for many artists the price of this in 
other spaces can be a bit prohibitive (which means that 
they stick to big group shows and do not get the oppor 
tunity to expand their work). 

The Wedding Circle screening room 
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How has the experience of being involved in 
running The Wedding Circle impacted on your 
own practice as an artist? Would you run a gal 
lery again at any point in the future? 
I have loved it, it has been such fun. After almost 
eight months in the space, however, I can see why 
people get tired as there is a lot of stacking bot 
tles, sweeping up cigarette butts and minding the 
gallery. But I think a year will be a nice time to 
be involved in a project like this - allowing us to 
leave whilst still in the honeymoon phase (to use a 
marital pun). The Wedding Circle has been good 
for my own practice- I have a solo show coming 
up there later on in the year and I have been able 
to contribute to quite a few group shows. I have 
felt confident making work for my own space -as 
I have not had to worry about what my work will 
do to the walls etc, and just focused on doing 
what I wanted. Yes, I would consider doing a 
space again but next time I would like to do it a 
bit differently. I have a bit of a dream to try and 
set up more of a social centre which connects art 
more to activism and events. 

What is your opinion of the current artist run 
initiative (ARI) scene in Sydney? 

Sydney rents are very restrictive and many of the 
spaces used by ARis are expensive, and this can 
have a detrimental impact on the scene. On the 

one hand they can sometimes feel like a "lesser" 
commercial gallery - complete with a white-walls 
aesthetic and saleable objects - without really 
questioning some of these assumptions. On the 
other hand they can sometimes feel a bit undi 
rected like they are just showing anything to 
cover the rent for that month. For artist run initia 
tives with a high rent these two pressures can be 
very real, which is why I think many of the newer 
ARis have tried to opt for cheaper alternative op 
tions (where possible). On the other hand, I think 
some ARis have avoided this tendency but have 
aimed instead for a very social atmosphere where 
the emphasis of the opening is mainly on socialis 
ing and drinking and the art can be quite secon 
dary, and that also can be a bit of a pitfall to fall 
into. 

That being said, however, there are also many 
great shows being put on by some very talented 
people in the ARI scene, and I firmly believe that 
artist run spaces are a crucial part of nurturing and 
developing art. As artist run initiatives rely 
mostly on volunteer labour I think there are al 
ways going to be ups and downs in people's en 
ergy, focus and inspiration, and I don't raise these 
criticisms without taking these factors into con 
sideration. I think ARIs work best where they 
don't try and mimic the "professional" commer 
cial galleries, but keep the emphasis on experi 
mentation, openness and affordability. 
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21' Century Gods 
Luke Sandral 

We live in a world of rapid change- technological, societal, 
spiritual, and anything else ending in 'al' you care to throw 
in there. It's hard to know where to look for guidance. Our 
politicians have never been particularly good role models 
(and unless you're presently interested in learning how to be 
an unquestioning US lap dog, it's not the right tree to be 
barking up). Church attendance in Australia has dropped 
faster than a lead balloon since the 1960s, with 40% of peo 
ple in 1961 claiming to attend church at least monthly, down 
to 24% by 1980, and then 20% by 1999.* 

So where should we be looking for our gods, our role mod 
els, our heroes? 

The answer lies in the pages of the weekly women's maga 
zines. Representing those values we hold most dear- fame, 
wealth, looks and connections - celebrities are the deities of 
the 21" Century. 

We are confronted with so many choices nowadays it's pref 
erable to defer to a higher power to make those choices for 
us. Taking responsibility for 
your own actions is so outre, 
darling. 

Feeling in need of a little guid 
ance myself, I recently opened a 
random magazine at a random 
page and saw a series of photos 
of various celebrities leaving the 
Kabbalah Centre in Los Angeles. 
Madonna, Demi and Ashton, and 
Paris Hilton, among others, have 
found spiritual enlightenment via 
this ancient Jewish mysticism  
rejigged for the modem world  
and I intuitively sensed that Kab 
balah held all the answers for me. 

Wearing a piece of red string around the wrist is de rigueur 
for Kabbalists because, according to the website, "the Red 
String protects us from the very powerful negative force of 
the evil eye." I wasn't previously aware of the evil eye but, 
thankfully, now I'm in the know and can protect myself by 
purchasing one for a low USD$26. Seems worth it for that 
sort of protection. And if it's good enough for Posh and 
Becks, it's good enough for me, a mere mortal. (I considered 
just buying a ball of red wool and making my own evil eye 
protector, but then thought, 'What would Madonna do?' and 
whipped out my credit card immediately.) 

I learnt some interesting things. Marriage, apparently, is as 
disposable as last month's must-have fashion trends, which 
is handy when it's impossible to know if you would want to 
spend the rest of your life with someone, and all the better 
when you find out as quickly as possible after the romantic 
nuptials that it just isn't going to work. 

Anyway, I'm taking a leaf out of Britney Spears' and Nicky 
Hilton's book, and booking a ticket to Las Vegas. Then I'm 
getting incredibly inebriated and booking a simple, classy 
service at the Chapel of Love on the Strip. It's not so impor 
tant who I get hitched to, because there is always the option 
of getting the union annulled after we sober up. Britney was 
only married for around 50 hours, after all. 

Making a video as an expression of your love/lust is some 
thing else I have learnt from the magazines, veritable fonts 
of knowledge that they are. Pam and Tommy, and Paris and 
some nobody, among others, have shown us that document 
ing such a natural act doesn't have to be either tawdry or 

tacky but something approaching 
the transcendent and spiritual. 
And apparently the more people 
who see such a powerful display 
of human connectedness, the 
more special it becomes. God 
bless the internet (God, or who 
ever Kabbalists worship. I didn't 
get past the Red String section on 
the website but I do trust that the 
celebrities I have chosen to guide 
me will not lead me astray.) • e» a a a ass 

• 

Of course, in receiving religious guidance through your fa 
vourite celebrity it's important that you don't make a tragic 
misstep. Remember, Tom Cruise and Scientology are just 
downright creepy. 

With my spiritual life now sorted, I turned to another page 
because I figured my love life could do with some pointers. I 
mean, you never really see celebrities dating ugly people, 
the guys usually have hot bodies and the women are danger 
ously thin, which, as well all know, is the only way to show 
off couture to best effect. 

29 

There are just so many things a 
celebrity can teach you, if only 
you will let them into your life. I 

have umpteen dozen diets filed away in my memory for 
those times when I scoff one too many pies, I know how to 
dress to attract all the right kinds of attention (less is always 
more), you can never, ever be too rich (in this case more is 
always more) and I've discovered it's not what you know 
but who you know that really matters (knowing much about 
anything can actually be a real disadvantage). And that's just 
the tip of the iceberg. 

I'm off now, as I have a very busy day ahead. First I need to 
swing by the newsagent and pick up this week's mags  
Julia Roberts is telling us how to be good parents! - then it's 
off to the travel agent to book my trip to Vegas, I also need 
to pick up a video camera, and there are a few things I'd like 
to pick up online from the Kabbalah Centre (did you know 
they sell bottled water with mystical powers? That is sooo, 
like, spiritual!) 

The sense of peace I now experience is available to every 
one prepared to surrender themselves to the one true relig 
ion. Go on ... people who are that rich, famous, beautiful and 
well dressed simply can't be wrong. 
Christendom, Clericalism, Church, and Context and Believing Without 
Belonging: Church In the Aftermath of The 60s, Kevin Ward 



SOCIALIST SARAH 
All questions answered ... 

What exactly is meant by "the redemptive power of pop culture"? 

A new book by Steven Johnson, Everything Bad Is Good For You: How Today's Popular Culture is Actually 
Making Us Smarter has just been recommended by my astrologist (!), Astrobarry. It seems like the more 
circles of influence we're exposed to, the better. What's necessary is a critical mind, in order to digest 
and differentiate. The power of pop culture is pervasive, and one can be fully absorbed in the cult of the 
popular. I think we get to see and hear others, and that's about it - it's just other stories. They may in 
spire you to tell your own. 

Why is it that objects appear to get smaller the further they are from your eye, whereas in reality 
their size does not vary? 

How deceptive is the eye? Our optical paradoxes can negotiate things falsely. When I go to the cake 
shop, whichever cake I end up buying seems smaller than its mates were, on the plate. Same with din 
ner portions - once I'm served (by someone else) I think, 'are they trying to put me on a diet?' My serving 
really does seem smaller than others', and I'm up close! 

In a recent discussion with an affiliated 'slacker' about the use of Australian iconography, I was 
amazed that he had never heard of or seen the work of Tony Schwensen. Why is it that this new 
generation of 'successful' artists, and the galleries they run, seem to have no idea about what 
happened on the Sydney art scene between 1990 and 1999? If I was to answer my own ques 
tion: is it because their lecturers at art school were established in the 80 's, while these Johnny 
come-latelies came out in the Naughties? When will Gen X get rewritten into the history books? 

Obscure and Forty 

Hardly anyone cares what happened in the 90's -it's 'on to the next thing' in our society, until it's cool to 
go back and celebrate movements. As long as we all talk about those people and the effect their work 
had on our consciousnesses, it will still exist. You have to write yourself into the history books by pub 
lishing them yourself, I'm afraid - otherwise, you need to hound lecturers to include current trends. 
There is room for us all. 

I believe in many aspects of socialism ... however I really like buying stuff. Politically, how do I 
justify this? 

You're using the traditional definition of socialism; there is nothing socialist about not consuming any 
thing. It is more to do with being part of a giant organism, where your individual freedom is subordi 
nated to the interests of the community, and this community seems to be very focused on MASS con 
sumption and 'affluenza'. Keep the markets up and at your service! 

Do you know if there are any guidelines published on the etiquette of 'speaking your mind'? 

Guidelines I don't know about, but there ought to be a book. This is something I haven't mastered, but will 
forever be working on. You don't want to hurt someone's feelings by speaking your mind, but the dishonesty 
of lying by not telling can be even more wearing. It is complicated, and depends on whether you're telling 
someone that they need to see a therapist, or that there is something in their process that is problematic in 
your opinion. If you are a good friend you should be able to negotiate a truce, where your friend trusts that 
you still love them but that you have this amendment you would like them to consider. Having it out with 
someone can clear the air, and you can get on with better things -if they carry a grudge, it doesn't mean the 
effort is wasted, it means you've learnt that they carry a grudge. I think the best guideline is that it takes 
time, and it can't be done haphazardly- be prepared for retorts as defences go up! Criticism of me and my 
work ring in my mind when I am working; I think it gives me something to think about and have a dialogue 
with. We all share a community and it isn't always smooth going, so these hiccups which engulf us can be 
our downfall. I say the truth should out, if the person is worth it to you. 

How quiet does a contemporary artist need to be in order to be regarded as: 1. Nice 2. Socially ac 
ceptable (inclusive) 3. Not a troublesome dissident public voice? 

AM (card 18 in N.U.C.A) 

1. Not quiet at all, except when you listen to other people's opinions! But really, why nice? I gather 
from your writing that you have had the experience of being disliked, or fear being shunned. It hap 
pens to us all. You are your own group; if you're an artist it's DIV, and no other way. But there is a 
certain arrogance that comes with this knowledge, and really, that is so distasteful. 

2. It depends on which society you want to be included in ... but if you want to be included, just ask. Po 
litely. 

3. Confusing! You don't want to be a troublesome dissident voice? 

I really don't understand your 'AAA' stance -please explain? 

I know quite a lot about art, but I still don't know what I like. What should I do? 

Ambivalent 

I think you need to get to know yourself more. However, I do remember a time when I just had my own opin 
ion and I wasn't so swayed by others, and I liked a· whole lot more than I do now. The shifty thing is intangi 
ble, and can be enjoyed. I refuse to believe that you don't have a gut instinct, telling you what you feel. 
Don't we all have to work out our own standards, and work from there? I suppose we're forever re-forming 
opinions - what worries me is how ambivalent you feel about what you like. Get with your passion! Instincts 
are everything. 

What do you think about 30-something women still taking teddy-bears to bed? 

It's perfectly normal to want something to cuddle when we're going to sleep. Most of us were reared with 
stuffed toys popped into bed with us, then we graduate and get either pets or kids. I lost Roger my teddy 
bear in my 20's, and my heart still melts when I think of him. 

Questions: socialistsarah@yahoo.com.au 
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