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Inherited Absolute

The Context:

The representation of children by their artist
mothers and {athers is hnrrﬂy new Lo secular art,

In Melbourne during the post war years of the
forties and fifties, artists such as Joy Hester, John
Brack and Charles Blackman painted personal
images of their children which were also powerful
symbolie pictorial elements of their new art styles,
In their work. certain modernist anxieties combined
with sell-consciousness as artist radicals, and fixed
onto the idea and image of the child. amongst other
1]1ings. John Perceval and Arthur Hﬂ}ffl took up the
theme of the child, respectively, in autobiographical
and universal paradigms of innocence in the face of
perceived moral social decay,

As a group of Australian artists, they were guided
by European expressionist art movements, especially
Surrealism’s linking of art to the Freudian uncon-
seious, re-constructing in their own lerms an
equation of the childlike condition with the artist’s
expressive urgency, with immediate feeling and
instinctive ereativity, What they shared with their
European counterparts was the genuine helief that
this romanticization of the child, (along with the
mml.mun, the naive and the 1l|'ﬁumr:r]l was different
to all previous ones.

The promise of early modernism’s dense eluster
of theoretical scientisms to reveal everything that
was hidden. unknown, clouded by half-knowledge.
superstition and ignorance, meant that even art,
when joined with theory, could be part of the epoch’s
revelations,

Western culture quickly came to accept the view
that the detached objectivity of theory, heightened
by the powers of human subjectivity (in this instance,
that of an ilrlislqs}. vould discover and then represent
all internal and external physical truths, from the
smallest to the greatest mfinite.

Theories about the child, the adult, sexuality,
socicly, power, race, l:l]llg'[lllgﬂ, pnrc:eptinn. art,
consciousness, matter and the physics of the universe
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were differentiated from past idealisms by the

new seientific attitude to human knowledge and
observation. When the elinician, theorist, social
scientist or artist investigated and represented

the child. they manifested an attitude towards
knowledge, not only as a condition of the child’s
being, but which, in the language of its deseription
undertook some kind of new and absolute movement
toward an unspoken outcome, a transcendence.
This can be re-stated for what it means in the human
social relationship in the function of knowledge as
power, enquiry as a continuous reforming of the
hierarchical, as a recognition of mediations existing
in the social order. In the early twentieth century
this took on its own particular visionary quality or
ethos, its mark across all its intellectual endeavours
{ohjective/subjective) was its unspoken faith in
validation, both in the public realm as knowledge
and in the private as a key to self-validation.

For example, Freud's theories about human
nenroses and even the wildest, most despairing
images of German expressionist painting loeate
knowledge as a kind of logic abowt the world which
only waits for discovery or perception, If it were not
possible to achieve it now, then it would certainly
oceur at a later date. With such a heavy and complex
cultural investment in validation there could be no
doubt that investigative twentieth- century culture
would somehow come up with the *goods’, that it
would someday he able to explain itsell,

The holocausts of the first and second world wars
might indeed suggest that structural and technical
theories of order and explanations would need to
become more intensified as surface morality
diminished, ebbed and flowed, as the body social
kept failing. The analytic terms of the new ideality
were not so much challenged or threatened by
murderous war, as looked at with even greater
desire as a self-validating opposite, as the superior
antithesis of what also would remain in place as its
opposition.



Visionary and analytic theory confronted by
animal brutality and ignorance was not really the
catastrophic contradietion that spoiled the modernist
endguiry: they might be imagined instead in tandem,
|il‘|r"l'uwi:ll{.: HETEs Eﬂlfﬂ'li.l'lgl}r uﬂi.lrf}ﬂl:hﬂhli‘. rrhusmu.
If war promised nothing but death and destruction,
theory promised nothing but the gnawing informed
inahility to escape the speculative proposition.,

The child (and the feminine, not coincidently ),
its subjectivity and sexuality as part of the grand
speculative proposition, becomes the most potent
subject/ohject symbol within scientific idealisms.
rhetoric and its oscillating need to move from chaos
to order, from identity to non-identity. from unknown
to known, from life to death, from the present to the
future. The child, and radiating from it every aspect
of the society. carried within it the threat and com-
]ul]si\re attraction of the unknown, This could not
be tolerated, and like all objects of social currency
entered into the battle for ownership. cultural
investment and control.

That middle generation of Australian artists that
inherited formative modernism’s language. subjeet
(psychologieal or abstract) and anxious idealism
which so explicitly focused on the symbolie child -
the icon of polency and speculation within pessimism,
are in leco parentis of this exhibition’s generation of
parent arlists, some of whom were born in the late
forties, the rest in the fifties. The six women and
nine men: leene Barberis, Adrienne Gaha, Elizabeth
Gower, Amanda Laming, Jan Nelson, Siochhan
Byan, Warren Breninger, Steven Cox, Chris Dyson,
Philip Faulks. Geofl Hogg, Sigi Gabrie, John K.
Neeson and Imants Tillers have inherited modernism,
willingly or unwillingly, only one to two generations
away from its validatory stumblings.

This now postmaodernist inheritance carries within
it the stylistic and conceptual absolutes of aceepted
cultural paradigms even as they have extended,
challenged. contradicted or eritically cannibalized the
tenets of earlier theoretical and pictorial sehemata.
Greater or lesser components have heen absorbed
and popularized within colloguial meaning, and in
the process of late twentieth-century cultural
retrospection have also attached ideas and images
from the pre-modern past.

In contemporary usage, these abzolutes are now
component parts. Like grammar in langunage. they
have become arbitrary concatenations rather than
verifiable units of whole parts, transmitted through
cultural production and cultural reproduction:

cell-like they no longer make up any single coherent
svstem of meaning but reproduce their original
muodernist schema, the plan for a plan within each
repetitive fragment or duplication. Such cultural
abstraction, onee imagined as having been the
inventive schema of theory, in fact now
characterizes reality in general. We could go as far
as acknowledging, by virtue of the chain of repro-
ducibility, that we are now. even though still sensate
anid biological, actually living in a virtual reality.
This goes further in that it incorporates human
hiological reproduction into the hlur of unfixed but
memorial, value-laden inconsistencies.

This exhibition’s generation of artists have had to
wonder how they would enter biological reproduction
(very few were sixteen and had an “accident’) when
faced with both romantic conservative traditions
which laid down narrow but clear biases about who
was an artist and how they were meant to be and
live, as well as the ongoing concerns women artists
have about their survival as artists if caught up in
the *wife, family, mother” set of expectations.

Both the conservative stereotype of the artist,
as well as the anxiety about the impact of “family’
on personal ereativity, appeared to be still heavily
reinvesting (outside of economie pressures and
]lr‘uhihitiunh] in mindﬂmd}'. culture/mature, art/life
splits and dichotomies. If the early modernist
theoretical principles and attitudes to knowledge
still invoked some Kind of transcendent outcome
behind and beyond science, and postmodernist
theory carries that of transcendence as residue in
its autonomans amd reprodocing fragments and
oppositions, how then is that inherited transe-
endence dealt with in terms of the old splits
positioned around choices about sexuality and
biological reproduction?

The key is within the path of the history of
modern/postmodern theory itself, both from this
position and observation of the art that is being
produced, as well as the kind of lives that are being
led in our times. If nothing else, the inheritance of
theory has given us permission to live in contra-
dictions, to surround ourselves with the transmission
of past absolutes, moral. biological, sexual, aesthetic
and scientific. Inherited ideality in fragments has
evolved into the logic of our present condition, and
ideality is hest when it is in fragments,

In the logic of infinite repetition — reproducibility
is theory’s antidote to it= originary purism. Within
the order of imitation., mimicry, reference and

Jan Nelson, (Trom the sevies| Lo Bowdoir Hysterique 1992 Car 41



eelecticism exists the morality of both sexuality, the
giving of birth and of culture. It will only stop when
it stops. Old transcendencies, along with their
singular grand oppositions, are no longer really
tenable. and very few people actually live their lives
that way, although they may appear to live in turn
lhl‘nugh some or all of them.

These artists have absorbed the culture of
contemporary theories consisting variously of the
work of feminism, politically and also eritically in
the construction of gfnlh'.r anil power relations:
gender inheritance; the eritique of meaning through
the influence of studies in semiotics; deconstructive
criticism: the permutations of Freudian analysis
through Lacan and his followers: questions of
environmertal and social degradation; and the
politics of cultural difference. Contemporary
consciousness understands residues of value hut
certainly cannot sustain fixities of value.

In the eighties and nineties, discussions about the
‘work of life in an age of the mirror of reproduction”
can be understood as the infinite splits of idealism’™s
conelusion. This is visuality and meaning as *chaos
theory” handmaidened by a tradition of textuality
that duplicates that chaos but still signifies
explanation.

Therefore while all of the abave may be true, it
will also be true that this generation of artist parents
has had to learn how to deal with equally inherited.,
inconsistent and fallible notions of family love., sibling
rivalry, parental love, the nurturing of the child to
enter into some degree of behavioural and moral
conformity for purposes of survival, the need 1o
provide one’s children with integrated explanations,
coneessions to consensus, the r.nmph‘xit}' of the
isolating and closing off within a *familyv’, the slow
but certain establishment of pre-played family
:lgﬂlduﬁ. and the knﬂwlrdgc about hoth absalute
creativity and ahsolute responsibility.

Looking at the works in this exhibition. the child
in art can still remain personal whilst also being an
aceretion of all the arguments, theories, ideas and
constructions that it has had to historically carry in
order to be seen. called into existence, validated.

Its onee promissory potency as a space lor ideal
speculation has not changed its condition: if the
child in art no longer represents a capacity for theory
to eventually explain itself. it instead exists as a
multiple of the effort of explanation. Its funetion,
hoth biological and cultural, is that it at least has the
capacity to reproduce itself,

Thus, the having of a child for this generation
of artists, their representation/examination of its
impact, meaning and context is manifested as a late
critiqque of twenticth-century epistemology and
social transformation. Reproduction here. in its
broadest understanding, emerges a= both a splitting
and colluding strategy in the formation of individual
consciousness for the parent and the child,

The Works:

Given the hypothesis about theoretical modernism
and the idea of inheritance as reproduction, |
focused on the traditional fine art medium of
painting. It quickly became apparent that certain
themes constituted both familiar and new genres
within the history of painting. within which these
artists were taking up positions that often represented
sexual differences or possible gender perspectives on
interpretation within the genre.

Ina gt'-lll?l‘il; bt very i|n|mrlzl.nt sense the works
in this exhibition extend the historical contents of
maodernism’s styles as a play with inherited. now
academie, tradition, even though specifie details
may be drawn from the media and from popular
culture. Deconstruction of painting’s content and
avathetic via theories of representation has meant
that this generation of artists has full permis
enter an orthodoxy of painting as the late Victorian
artist may have felt about entering the iconography
of classicism. And like the sign after it has bheen
evacuated but Keeps signifying, so too do the mimi-
cries in the styles of these artists keep signifyving
originality,

The categories/genres of course are notl exclusive

inn to

and artists overlap in all directions. These emerged
from observation rather than from any preconceived
notion of classification. and made up seven general
groupings or themes: sexuality and gender (Adrienne
Gaha. Steven Cox, Warren Breninger), still life/
interiors (Amanda Laming, John R. Neeson).
theories of order and chaos (Jan Nelson, Christopher
Dyson), pattern and symbol (Siobhan Ryan. Philip
Faulks), seriality and fragmentation (Elizabeth
Gower. Imants Tillers), epie parvative (Sigi Gabrie,
Geofl Lowe). and the Family genre (Irene Barberis,
Geoll Hogg).

Within these they all have the child as their
central theme or reference. Many artists direetly
reference their own children and others comment
on aspects of childhood experience: the child in the
vontext of family mythology, the child as a

contributor to or component of the world of objects,
the child as a unit of representation of the family,
the child as a vietim of bratality and abuse. while
some experience the birth of their individual child as
a trigger to reconsideration of their own childhood.

In the work of Adrienne Gaha, Steven Cox and
Warren Hrnniugﬁl‘, v u|m-.|'u|1i|it].-'. prairanoia arounid
gender and sexunality are focused in the eonfront-
ational use of the child’s hody as stereotype, vietim
ar passive subject.

Steven Cox reinvests in the space and motifs of
British figurative abstraction, specifically the work
of Kitaj and Hockney; picking up with his own form
of eritical detachment the particular threatening
violenee of overinseribied male homoeroticism.
From murderous. Fresh Fields and a wee pal 1986-7
(the work references the English moors morders of
several children in 1963) to the equally sexually self-
confronting Mighty oaks from little acorns grow
1988,

Adrienne Gaha is stylistically and emotionally
Cox's gender antithesis. In using images of children
from sentimental, often moralizing Victorian subject
matter in painting. and textile patterns from
Victorian decorative styles, she points to coy female
sexual repression in earlier symbols of overinseribed
female eroticism, Her copies of sweet little Victorian
girls have been tampered with and now have been
given the hardly diseernible but pointed significance
ol a goat’s cloven feet, Bokkepootjes I 1990 and
Bokkepootjes H1 1991, Gaha's layerings of patterns
confront gender stereotvpe and range across images
of baby boy bodies in between wallpaper designs of
Canadian mounties and red Indians, Bombalonni
1992, to cighteenth-century bucolic love scenes
behind little girls listening to sermons, Bokkepootjes
1992, These layverings demarcate barviers and
exclusions as well as taboos and sexual fear as they
colonize the image and sexual experience of the child.

Warren Breninger’s five images of The Sick Child
1985-9 rely on the layer of naturalism that is the
explicit quality of the body when photographed,
which is then vomanticized by the colour and
surfaces of the painterly tradition. The child’s
relationship to the observer, (to the father and to
all others subsequently) operates in the blank space
demanded by portraiture as well as photography’s
practice in the eve 1o eyve gaze.

John B, Neeson and Amanda Laming, as artists
strongly preoceupied with drawing. interestingly
converge in the avea of still life interiors, Neeson's

vocabulary draws directly on repetitions of hoth
traditional and modernistic schemata for still life
and pictorial construction. It is based on the
classical grids of perspective, the geometries of
Cezanne’s postimpressionism, the shallow spaces of
Spanish seventeenth century still life painting, the
pictorial machinery of the baroque drape and the
celestial infinite of blue-skyed ceilings. Around these
structures of objects within frames is incorporated
the child’s intereession. Orbs heeome spinning tops,
pyramids become wooden blocks Toys, His and Mine
1987, and ellipses become toy trains Small
Keflection 1988-9,

Amanda Laming eschews the grand tradition of
still life, and in terms of scale, graphic method and
conception literally interiorizes her subject into a
fragile, precious and anxious subjectivity about the
newborn infant and its ritual objects of nurture.
Tiny scratching tones of soft lead pencil draw minute
baby slippers, and receding they become isolated
patches on a piece of very empty space. An infant’s
hairbirush and stick-like highchair assume surveal
poteney as miniatures, and the mother/female when
she appears, is ghostly, insubstantial and vulnerable.
She. like the objects and the child she now has
attached to her, is ephemeral, the drawings just as
transitory.

Siobhan Ryan and Philip Faulks, using overt
pattern and iconic symbols, produce work that
challenges male/female styles and content,
stereotypes and sensibilities.

Faulks” carlicr references to the birth of his first
child, We Had A Baby and Ar Night 1987 draw on
totemic, tattoo-like. almost |’{:-1}'m:3ian motifs to
represent an archetypal child in a ritual cruciform
central core; the symmetry of birth corresponding to
larger nature. In the small painting At Night this
expands into a river of foliate symbols of growth
connecting the child’s place of sleep to his house/
home of helonging,

In 1990 Faulks modified his telescopic collapsing
of interdependent symbols and devised a broader
narrative of private family history and mythology in
which he interposes his own childhood experienee.
In the paintings Reveal, Conceal and Fail 1990,
Faulks" flat ordered patterns and colours form
pictograms, they are a wistful and curious mixture
of both English Arts and Cralts® lyrie naturalism,
with an almost formulaic treatment of bodies
reminiscent of Persian or Indian art. Hands are pale
schematized abstractions telling the seeret drama



enacted within the family — mother to child, child
to nature. father to son. past to future. Like Tarot
card symbaols they mark rites of passage and
initiation through the growth of a particular
individual in the family.

Siobhan Ryan also uses dense pattern and symbol
bt is remote from the gentle and melancholy drama
of spiritual hirth and growth in Faulks™ painting.
Her sources are in the stuff of plastic consumer
culture, a choreography of Gumby-like “family’
figures, Unit 1991, images from the popular press,
the comie, the flotsam and jetsam of found and
painted “tack” surfaces melded together in a melée of
rough, if not really harsh, tonality, White highlights
over massed areas of amorphie abstraction are
defined by overlavings of grids made by repeated
stencils of objects such as sixties” plastic doyleys and
filties" advertising graphic techniques,

The painting of her baby son’s face. Hunter 1991,
appears beneath and behind red industrial chain
mesh that sprouts plant-like growth while below is a
medieval European shadow vignette of “hunters”
returning with their prey. The lavering continues in
Boudoir 1991; the central image a spilling saucepan.
with its red and toxie-looking contents pouring over
a trash romance image of 4 man attempting to
consale a woman who has had enough of domestic
limitations. And yet for its surface restlessness,
birash colonr and almost folk-punk imagery, it is
highly structured into orders of reference and
formal visuality, like all the work in this exhibition,

Jan Nelson's La Boudoir Hysterigque 1992, the
photographic image of a woman’s hands on a miero-
seope, perhaps focusing, preparing to make an
observation. is accompanied by two cell-like oval
shaped transparent and engraved perspex pieces.
Transplant, Gift, Donor and I need a Heaven. from
1990,

In a very lucid and elegant way, these works take
up the central thesis of this exhibition’s link between
the inherited scientific idealism of the modernist
century as theory in culture, which cumulatively
repeats itself within all form of reproduction, with
the child representing the most unique human
l':“-"i.dt"l'll'!l' UFPI“E\’iﬂIIH l.‘lx'l.l-l."l"imi‘!]'ltﬁ.| ouleomes HIHI.
idealisms,

Nelson's works were influenced by the experience
of medical reproductive technology and were done
prior to having children. Acknowledging the
dominance of scientific idealism. the feminist position
in her work looks at the structural divisions that

reproduce the will to order as it transforms into
infinities of irrationality and into something closer
to human experience, In this way, even though her
"l'l'ill'k.. iI'.H- 'I]II:"'.]'I‘IJI‘.IH- I.IIHI l."t-.'ft'n!mrl'a Eli'll“‘!'l.l.'l' | K1 'I'E'[:ll'l,lﬂ
duce the erisp. clear clinical structures of order and
the truth of its materials, she is in fact determined
by the same disorder and chaos that Chris Dyson
conversely sees as the substance and premise to
making order.

Dvson’s painting of his son, Spencer 1986,
appears like some explosive distortion. The child’s
cranium is a massive abstraction of paint as
organism and viscerality, colour and tone as flame
ar phfugm anil vt such an abstract exXpressionism
that it quickly moves from the level of surface chaos
back to its source in the body and appearance of the
child. In this work and in Dyson’s practice as an
artist, chaos and disorder never depart from their
sources in the known and yet order never departs
from experience into abstraction as an ideal.

Sigi Gabrie and Geoff Lowe both devise universal
cosmulogies and epic narratives, the child enmeshed
in allegory and subject to external laws of both
nature and culture,

Lowe's work in this exhibition Mercy, Merey (1.2)
and Head Looking (1.2) 1987 juxtapose memories
of the faded and peeling walls of Italianate fresco
painting and Luea della Robbia’s rondos of porcelain
putti, with the apocalypse. The anxiety up to and
around the birth of Lowe’s children corresponds to
the presentiments of Middle Ages theology: Dante’s
purgatoria and inferno become real. and the Las
Judgement is realized in the natural disaster of air,
water and life in our times. The patina of the
classical inheritance merges with the taste, smell
Ill'lli Il.ﬂlilla ﬂ‘{ mass i'.ﬂ]'.lHllmi][illl'l ll'l'll_l l‘.‘ﬂl]lﬂﬂ]i“ﬂ‘.iﬂn.
Gardens become stevile, the globes of personal
realities float, suspended, in spaces of impenetrable
murk.

Sigi Gabrie's three paintings are from a series of
epie narrative works commenced in 1982, with the
birth of his daughter, and completed in 1992, These
allegories document the entrance of his female child
into culture but also into the cultural differences
determined by her individual and family inheritance.
Gabrie’s cosmology is enacted in medieval theatrieal
spaces which call up the devices of the rood sereen,
camouflaged as the domestie urbanized structure
of the fence, the clothes line and the elothes hoist.,
Within these boundaries and definitions can also be
[u'-l'l'-{"i\"ﬂ(l llll’ l'.'-l!"l[lﬂl?tl"ll. E-pﬂl‘.t'-ﬂ “f !‘(!‘Ell‘ﬂiﬂ.ﬂtiﬂ

Trene Bavbervis, Build a Pictare 2 1990 Cat, 2

Elizabeth Gower, Thinking Afout the Meaning of Life 19 Cai, 29




mystery plays and Brechtian tableaux. The separate
‘players” in the paintings engaged in didactic “alien-
Htl“l' anl.iuns l.“'l.[! ]ﬂl‘l‘ﬂﬂl}" l"ﬂ]'l'l'll‘!l‘.‘tfll senes, lh.l'
figuration does not represent illusions of reality but
instead hierarchic symbols of experience.

In The Labyrinth [ a “life-cycle” is laid out through
the path of sheets the child is about to enter, and
although this private allegory marks out a *universe’
for the child, the motifs of ‘snakes and ladders’,
Monopoly, as well as factors of education and
questions of faith, law and economics which appear
in the other works, suggest that decision making
and chance are as significant an element in cultural
world views as any predetermining sets ol vealities
(Orthodoxy between the Lines 1983 and Dialectic
Chaoir 1984).

Elizabeth Gower and Imants Tillers extend their
abstract vocabularies through fragment and seriality.
As with so many artists in this exhibition. division
and infinite repetition not only characterize methods
and process. particularly with these two artists, but
they also characterize coneeption,

The subject of the artist’s child was elearly a
construction that Imants Tillers® strategy of mimicry
and reproduction had only to respond to. But in an
interesting sense, the having of a child, (i.e. repro-
dueing onesell} most pointedly and poignantly
confirms his coda about representation. That is
perhaps why Tillers so quickly appropriated the
exhibition’s title. His painting Inherited Absolute
1992 represents Giorgio di Chirieo’s The Painter
Family of 1926, a work representing and repro-
ducing the family image within the family image,
for in the background of di Chirico’s portrait of the
family is another portrait of the family which is
incomplete and on which rests the artist’s mahlstick.

In the white panel to one side of Tillers" painting
is his reproduetion of his small daughter Isidore’s
drawings. These are a series of numbers similar to
Tillers” grid lists of number panels for his paintings.
Over the top of the main body of the painting Tillers
has also reproduced her wobbly efforts at drawing
grids. Accompanying his painting is a work by his
daughter Isidore titled Snowdrop in Love 1992,
which he assisted her in transferring from small
sketeh to painting, but which is her own painting. So
the inheritance is absolute after all, mutaally. in the
process of reproduction.

Elizabeth Gower’s infinite fragments are spaces of
horror vacuii in Thinking about the meaning of life
1990, They define the still and chaotic, a core and a

i

diﬂpl:n]iun of the number of [lnﬁﬁi;llhe elements that
make up shifting perception. Gower’s preoccupation
with abjects that come from the world of
eonsumption as it exists in reproduction expand
from the intimate world of infant objects. into the
domestic world and into the objects that we
recognize as being the entire world. This world. this
life: of separate but infinite things becomes dense
matter: Muid, cellular. organic like a skin, and
though transparent, impenetrable. Oris it? Through
this density and restrictive oppression can he
]'I-I'.'.r'l.":Ei\"l‘.‘-l'l [‘.‘Il‘.'ﬂl." masses, fl'll."'l'.l'lﬁ

and structure. The flat red masses and their echoes
that define the edges of her work have spiritual as=
well as philosophical intimations,

Baby’s First Year 198692, Elizabeth Gower’s
book-form documentation of her first child, uses
that year’s (1986) front pages of The Australian
newspaper to correlate the private with the public:
I]I'.l' l]llﬂll][.’ll[]it!s l]f I.th}' ['Iﬁli'.lt'!i! llﬂ.]l}" fnnd I.ﬂhlf'l!l-,.
mother/infant instructions that she collected in
that year and superimposed over the paper are
as ephemeral as the national and international
disasters and catastrophes that have been noted
and then left hehind. But all things have their
implications, and front page news of Fergie and
Andrew’s roval wedding, like the first reports of
the Chernobyl disaster in that year, as with her now
six-vear-old child, have moved on with their own
CONSEUENCEs,

The works of Irene Barberis and Geoff Hogg
extend the tradition of secular artistic comment on
the fumi]y l]:lr‘uugh the genres ol portraiture and
the changing moral idealizations of what modern
families mean or should be like. Historically these
ranged from seventeenth-century paintings of
extended families that had nonexpectant views about
love or happiness through marriage or children, to
well-known French works by Louis Le Nain and
Jean Baptiste-Greuze which sentimentalized the
family life of poor working-class peasants.

In the eighteenth century, painting commented
on contrasts as great as the general acceptability of
sexual pleasure outside of marriage and family to
didactic paintings which depicted the mother with
H-‘E‘\'ﬂl'ﬂl. l'.IIi.]lIl"l'.ﬂ hﬂhg‘illg [411] I'H'.‘[' ilrtfuﬁ-tﬂ. us t]ll."
happiest ereature on earth, Other pictorial sermons
on the family attempted to educate the aristocraey
who were careless of nurturing their children, while
also providing bucolie seenes of the family engaged
in Fragonard-like romps that merged the idea of

18h&
bt b

Imuoms Tillers, Inherired Absolure 1992 Car.45

John B, Neeson, Small Reflection 1985-89 Cat, 39




maternal happiness surrounded with childven. with
the amorous desires of the husband to keep his
wile/the mother happy in this way. Much philoso-
phical and social thinking of this time was concerned
with the importance of the family and the child in
determining the gquality and value of civilization.
Geolf Hoge's references to nineteenth-century
Vietorian images of the family group critically pick
up on this moralized history. His reproduoction of
these industrial revolution family images comment
on the original artist’s sentimentalization which
l"ll‘-'l‘-ilnll‘-'ﬂ maore ]llljf;.l'lt!“t in terms of cOnteEmporary
“Family” history. The decorative dribbles, splats and
apillages that efface and obseure the original image
not only mark time from there to here but mark the
symhbaolic continuation of the way history and painting
misrepresent through idealism. The disconnected
pair of hands about to light a match above the
family at supper in The Noble Achievement of
Arkwright 1991, seem to place the whole project of
history and the family life unit within it into jeopardy.
Irene Barberis comes closer to a “balyy boomers’
interpretation of the pictorial *‘family” by using
enlarged 19505 rubber stamp images that evoke
children’s book illustration graphics of the period.
The artificiality of the “rubher stamp Family world’
is not only projected by the exaggerated canary
vellow and flusro vermilion environments in which
the families and the objects of their world are
placed, Build a Picture 1, Build a Picture 2, but
also |J}' the colour scales and tone kn}'s that are
placed in the margins of the canvas. These “family
worlds™, although immediately and amusingly
nostalgic of the artist’s childhood, quickly assume
nightmarish proportions when they hegin to read as
compacted discomforting elements of inter-relation.
A bus reduoced to the scale of a tov threatens to run
down a giant white horse galloping through a blood
red landscape, rockets appear to fall out of the sky

iz

over modern post-war bungalows, helicopters and
alien flyving saucers hover over the domestic
strectscape and nature appears disturbed. Barberis®
Build a Picture paintings. like Geoff Hogg's families
of the revolution pictures, return us to our own
family condition.

These absolutes of culture, infinitely reproduced
and inherited, have only one if any overriding
ideality that is worth maintaining across the multi-
plicity of their dispersions. It is certainly something
children understand very well (adults less so). bhut
5rlllli'lllil1g these artists understand even hetter in
relationship to their children. if their work can
stand as any evidenee...

It can no more be seen as the heginning. than it
should be the end, of the matter

Naote
1. Rose Joequeline. 19896, Sexwality in the Field of Visien, Versa,
Lemidan, g 233,
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Anxiety about the family operates as a powerful
node throogh which circulates the forees of social
control. I cannol remember a time when the fumii*_\-'
was not breaking down and when that breakdown
was not manifested in juvenile delinqueney, adult
erimes and/or homosexuality, There was a panic
about divorce in the early 1950s, vet they were the
years in which the divoree rate seems actoally to
have lallen, despite people marrying as never
hefore.' A study of the historical discourse on the
family and its hreakdown reveals that it is almost a
constant. Despite the great variations in European
family struetures, its laws and women’s place within
it, women have heen consistent in their diagnosis
that involvement in a family was far from an
unmitigated blessing, Their mild and intermittent
demands to b let out of the home have prutlumtﬂ the
most vitriolic of legal, political, economie and violent
responses, for in the last resort, the family is the site
in which a gender hierarchy is forced upon women
through the practices of sexnality and violenee.

The family is a site rich in the exercise of power.

No wonder that site is private — out of sight.

I was looking through some old books the other
llu}" and came g & ;lﬁ}'t'hu]ug)' texthook with
photographs illustrating the “*mothering’ experiments
carried ont in the 1950, Do you remember those
oo little Imh:.' t!lilnkt'yz-:. lr}'inj_f Lo cope with surro-
gate mothers of various Kinds - the wire mother with
sucking teat. the furry mother without a teat, and
the way in which one of the ‘habies’ clung to the
furry mum. reaching desperately for the milk of the
wiry one? The fate of these deprived ereatures was
deseribed in elinical detadl and T don™ think any of
them lived to adulthood to form normal reproductive
relationships,” This series of experiments expresses
very rh:arl}' the ill".'ipl"!'ﬂll' forees |}'ing Liehind the
concern in the fifties with the gendered aspect of
human nature, the desired normaley of mothering
and the need for women to do it amd to do it at home,

The monkey studies were hacked up by John

Family Life, Gender & Sexuality
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Bowlby’s studies of human children deprived of
their mothers by the second world war, and both
were concerned with that dfm[}ltrnie coneept —
maternal deprivation. Later studies have remarked
an how “the family” operates as a coded substitute
For *mother” and Bowlby's child is always *he’: *a
child is (maternally ) deprived even though living at
home if his mother (or permanent mother substitute)
is unable to give him the loving care small children
need . And so on. The enormous seientific and
popular interest in primate studies and the rise of

a popular family psychology, which established
maternal deprivation as the cause of 50 many social
evils, is related to shifting gender roles and the
reinforeing of gender hierarchies within the emerging
cconomic order of the postwar world.*

While many people look back to the fifties with a
good deal of longing for the simpler and happier life.
it was not unl‘_\' the nmnkv.-ys whuose mutht—rring and
adolescence was being svstematically serutinised.

It was during the 1950z that the explicit norms of
middle-class domesticity were hammered into a
partial reality through the creation of the normative
family home. These were the vears in which Aust-
ralian women were foreed out of the wartime
worklorce, out of the universities and out of polities:
years in which men became the sole bread-winners
for nuelear families, so that Australia became, and
is 50 still, one of the most gender-segregated
worklorees among the OECD countries, The fifties
was the decade that saw adolescence created and
fetishised. voung hodies sexualized so that with
inereasing consumption. the age of marriage dropped
dramatically and unbridled adolescent sexual
hehaviour became a threat. Child rearing became
central to femininity, and new and restrictive
notions of mothering allowed women to he blamed
for a range of male crimes varying from serial
murders, to incest, to male homosexuality: and
indeed, they were the years of a sexology which
created theories of deviance that suceessfully erased
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Australian homosexuality from the public agenda.*

During these years. Aboriginal life or culture also
disappeared from sight. It was possibile to grow up in
an Australian city without ever knowingly seeing an
Aboriginal person. or to live in a country town
without ever knowing anyone from the fringe camps
found near many of them, Yet they were there and
while forgotten and ignored by the settler population
in gum:ra], I.hu:,r were [ar from fargulten h_‘_r‘ the state.
Just as the filties were anxious and guilt-ridden
ones for women, they were also years of anguish for
Aboriginals. The increasing effectiveness of
government ageneies saw Aboriginal children taken
from their families, new government settlements and
mission stations established so that more and more
individuals came under better and better admin-
istrative ‘control’, Government policies took a
terrible toll an the Aboriginal population. With
outer boundaries of a whitened society guarded by
fears of an external Asian invasion and internal anti-
communist moral purges. with sexual preferences
erased and the suburban family held up as a safe
haven, the 19505 were a time when the suburban
back doar could be ﬁufﬂh‘ left unlocked for months
at a time. '['hey are not yvears that 1 look back to for
comfort but they provided the norms which the
Australian women's movement reacted nguinh‘si.

Leonie Kramer’s view of women's roles and Family
life epitomises the 1950s. *Women bore Men' shrieks
the headline inside the Australian Women'’s Weekly
in 1959." *It"s a woman's own [ault if men don’t talk
to her at parties,” says Mrs L. Kramer, She goes on
to explain to Ronald MeKie, the Australian Women's
Weekly jonrnalist, that “there is a strong leeling here
(in Australia), more among women than men, that il
is a waste of time to eduecate women, that in some
mysterious way. throngh education. a woman loses
her ﬁ*rnininilir,' Leonie Kramer, however, happily
married with two children despite a string
“r-ﬂ['ﬂ{ll"mil.‘ SUCCeEEES, i!i "ﬂ\'l‘l'tllt‘]!.‘ﬁs lll.!l[ll!n!i!l'lil.}]}'
feminine. She loves eooking and has no ambition o
aim at professorship and a full-time academic career.
She gives Ronald MeKie her special casserole recipe,
and suggests that women stop MO about house-
work and pottering abiout the house. and get out and
develop their minds through an interesting holsby,
Perhaps she saw her academic work as just the sort
of hobby that readers of the Australian Women's
Weekly might take up?

While the *beatniks™ provided an academic and
intellectualised sexual protest in the carly sixties, the

contrast hetween the family normalcies of Leonie
Kramer's fifties and Germaine Greer’s Women's
Liberation Movement and a variety of calls for sexual
freedom in the seventies could hardly be greater.
Greer’s was a eall for revolution and for joy in the
struggle. And while in that struggle. “Privileged
women (would) pluck at your sleeve and seek to
emlisi you in the * !ghl." for reforms ... reforms are
['Eg'.l'lf‘-ﬂﬂ-i\"ﬂ. 1‘]'""’ ﬁld ]ll’ﬂl’.'E‘Ei-ﬁ must I'I'E‘ ]'I'rﬂlif.rl.. not
made new.”

Greer calls the nuclear family of the 19505 which
offered Leonie Kramer such pleasure and so many
opportunities “crazy’, and sees it as a recipe for
disaster.” A good many women agree with her, and
the 19705 saw a conscious effort to move away from
the slavery and anomie of the isolation, privacy and
individualism of the old middle-class Family. Women
didn’t need to aceept full responsibility for nurturing
and mothering, men could nurture too. Women could
]llk'h'l‘!' Careers ﬂ"[l H-t.i." hl" g{]l}ll I'I'It“]“'.'l'!'l-. ']*hl"'r‘E Wis no
needd to marry and the state should rm'.ug;niﬂe alter-
]lﬂti\rt‘! ﬂl"l"dﬂgﬂmﬂﬂtﬁ. Mﬂ.l’]‘iﬂg{'..‘i [!l'lll[l'.l II‘I!‘ ﬂllf‘!ll:
child-minding could he shared among [viends and
family; housework should be revalued if not paid for,
The sexual division of labour could be rewritten, But
it wasn'l so easy.

Women are working more now than ever belore.,
although wage differentials remain. and for most,
the reality is the *double day™: men still don’t do
Sufﬁﬂil‘.‘ﬂt ].IUUEE‘WUI']{ Lo tl].llkl.‘ | I].:II.ITE‘I:'EHT_'E.. Hﬂl]
women remain clozeted in lesser paid work and in
lower status occupations. Women's sexuality
remains tightly controlled and access o abortion
and child-care facilities, never good, is now being
progressively withdrawn, The women’s liberation
movement has vanished into a rhetorie liberation for
‘men oo’ The language ol liberation has chaged
so that liberation hecame equality and then equal
opportunity for all, so that women’s specific
problems became generalised and thus invisible in
the iimg‘ﬂagt: of the press and the hureau-halrhlings
of politicians. And while the level of male eriminal
assault against women in the home and the workplace
is largely uncharted, it is certainly running at
terrifying levels. The courts continue to act against
women when they complain, and all too often female
vietims of violence become “double vietims® — first of
their spouse or close male velative/friend. then of the
courts amil the media.

In this context, historical narratives of the origins
of the Australian family and way of life make

—

Amaneda Laming
{From the series)

Lave Object
199]1-92 ((at.33

19



interesting reading, particularly those from the 1950s
which preceded the Women's Liberation Movement.
Morven Brown's overview ol the development ol a
distinetly Australian family to some extent summ-
arises the concerns of those yeurs and at the same
time makes explicit the often unspoken myths about
the essential nature of family life in a natural order.”
As in all origin myths, in his view the Australian
family got off to a rather poor start.” He details the
sexual disorder produced by the originary menless
women during the earliest colonial period. amd how
order was imposed by a civilising government and
the processes of men nlu\fing out of the city to the
primordial bush to ereate the productive pastoral
Land on which the future nation would be built, Tn
this company of men without women Brown explicitly
denies the possibility of homosexuality within the
fraternity, and notes the inevitability of the shilt
from strong male bonding to normative heterosexual
marriage. But because of their formative masculine
solitude the men can no longer speak of their feelings
anil 5o must place their wives on domesticating
pedestals while sublimating their sexuality and
inability to communicate in the companionship of
matezhip, Read from a feminist perspective, Brown's
historical sociology can be seen as offering a scientifie
account of the m}'thuhjgicul structuring of an
Australian suburban misogyny characterised by its
distinctive adulation of masculine strength. hetero-
sexuality and an intensive dislike of women, This is
seen most elearly in the homophobia, violence, and
aleahol usage of adolescence today,

If it were the case that legal, political psychological
and sociological narratives concerning the nature
anitl health of “the family” operate to collapse *Tamily”
{and its private domestic realm) into *women’ and
their masculinised children, it would be possible to
argue that what is at stake is women’s responsibility
for producing Australian masculinity, If one recalls
the supposed result of homes *broken” by women
who divoree or fail to marey, and the impact of
depriving the male/child of mother’s care (Bowlby's
war-torn refugee children and Harlow's monkeys).
then it is less surprising to find a psychology which
points o the mother as the !lrudurcr ol male homo-

sexuality within the heterosexunal male fraternity of
mates, while leaving the causes of leshianism obseure
and often invisible,

The shifting and experimental reshuffling of gender
roles and family responsibilities that characterised
the 1960z and carly 1970s, the emergence of sensitive
men. and the small but real gains made legislatively
and by women in the bureaveraey have done
|'nmar|au|:-iy little to ruffle the concept of a nuelear
family. headed by a male breadwinner and a woman
responsibile for ereating an emotional haven from a
heartless world, The ehildren coneeived during
those first free vears are now heginning to form their
own families, They are doing so in white tulle, with
engagement rings and pre-wedding showers. On
visiting Adelaide not so long ago, [ was struck by the
conjunction of two shops in the city centre. One was
a bridal shop, full of long gowns, flowing veils, satin
shoes, long gloves and artificial flowers: the other,
right next door. was the R.M. Williams shop, full of
ilrover's hats. elastic sided boots. moleskins and the
inevitable checked sports jacket worn by the mates.
A visitor from the 19505 would have felt thoroughly
at home.
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1988 The Thousand Mile Seare, Australian Centee for Contemporary
Art aml resional tour

STEVEN COX

HBorn: 1958 London
Children: Hadeian 5, Eden 6

Studies:
1978-81 Vietorian College of the Arts

Selected Individual Exhibitions:

12 Pingeothees Gallery, Methonrne
55 Pinacothees Gallery, Melbourns:
I98T 312 Lennox Street Gallery, Melhourne
198 312 Lennox Steeet Galliery, Melboorne
1991 312 Lennax Steeet Gallery, Melbourne

Selected Group Exhibitions;

1980 The Paris Prige, VOA Gollory, Melhourne

1083 The Keith amd Elizabeth Murdoch Travelling Fellowship

1983 Parspecta, NSW A Gallery, Sydoey

1987 312 Lennox Street Gallery, Metbournes

1987 Exguisite Corpse, 200 Gertrude Street, Melbourne

1987 312 Lennox Street Gallery, Melbonrne

1987 Yeung Australivns, National Gallery of Victoria, Melbourne

198 312 Lennox Street "n”i.‘r}', Melbourne

1988 The Ammunition Show, VOA Gollery, Melbourne

19091 Raizing the Furies, Toaring = Wangareatin, Gerelong.
Benalln, Shepparton, Albury, Warrmambaoal
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CHRIS BDYSON

Buorn: 1952 Pyorth
Children: Mally Rose 2%, Speneer 9, Laes 10, Marits 14

Stinlies;

1972-81 Musie Industry
LR A Vietoria l..'n"l-.po- al thie Aris

Selected Individual Exhibitions

1S Nielwsdsssn Breeet Gallery, Syiloey

1t 70 Arden Stevet Gallery, Mellisnrme

1987 70 Avien Steeet Galleey, Mellrne

1 Chris “_'rmﬂ FPaart 1, T Arcden Stireed Liallery, Melthourne
1988 Cheis Dyson Parr 2070 Arden Steeet Gallery . Melloarne
el Jandinh Mugh Hn”l-r:.', Melbonrne

I Hangiemg Arownd Drawing, Judith Pugl Gallery, Melbionrne
Pl Paing e Beck Yoiuo Bewil, Jodith Pagh Gallery, Mellourne
e Mamash I!I-"III'II'I"I-"I'\.H:I- il liogene I-.;i]rp-l.l.'lrtll l:uul'r)

Selected Gronp Exhibitions:

THES  Thiree New Patorers, T0 Arviden Stree Gulll*r} - Melbourne

Pt Stoncliieng Teneares Bethleleom, 2000 Gertende Steeel Gallery,
Maellsiirme

196 Fewrs and Hrr'rqlh-n. | |||'|1r|':sti.I} ol Mebberrme i:n“rr‘lu'

19tn Sk ipn:rp{'ﬁ'i'rf. 2001 Gertruile Steeet Gullers . Mellirne

1947 A Firse Look: Phillip Morris Aris Gram Poarchases, Dl Hall,
ANG Ao, Canlwrra 1987

19T Tk Work. 70 Ardien Steeet Callery, Mellouene

1T Yoz Aistradioes Natiomal Gallery of Vietorin, Melliorme

1987 Vovage of Discodery, Crescent Gallery, Dollas Texas

1T Whar is this thing called Scimce, Mellowne University Gaallery

1T The Lot of the Lameds, Ajon Fine Art. Ballos Texws

s A Svsten of Mfferences: Some Kecont Abstrac: Waork, curated
|.|.:.' Lanngis= Werd, 200 Gertrude Street, Melbowene

e Awemunition Shewe, VA, curated by Gareth Sanzom

198 A New Cenerntien. Austeallan National ﬂu“rr}

I9BRR  Areden Street Areists ar Artery Gallery, Geelong

1B Seveell Pictire Showe, T0 Arden Steeet, Melbourne

1988 Jacaromda Aet Society Acquisitive Drawing Exhibition. Grafion
Hegional Gallery, NSW

1968 The 9k Alice Prize

1989 Sewlprors on the Wall Othors an the Floor, T0 Avden Streer,
Mellusurne

199 Somee Melbowrne Artisti, Perth Gallery in conjunction with 70
Arilen Steeet, Porthi, WA

T HNeidelberg and Heritage, Linden Gallery, 50 Kilda

loe  Bow MM Inedtaonon Exhiberion, Melbioorne

1989 BP Aestrelio Acquisitive Prizes, Melbourne

10 Seatchmurn Hill Vinevered Aet Prize, Geelong Gallery

1y Change, Jodith Pugh Galleey, Mellwerne

1990 Yo Look this is Serious, Judith I'llE]: Gallery, Melboorne

19 Dimmesnd YValley Aen Awaed Colliserion

1 Sceotchman Hill Vineyard Art Prize, Geelong Gallers

190 Arr aeredd the Caneer Ward. Linden l:'-u[!-t-r:r.. st kililu

1991 Faees, Judith Pugh Gallery, Melbourne

1991 Safieater Festival, Acipisition Art Prize. Footseray

12 Personad Line of History, Shepparion Art Galleey

1992 Papwer Weroes Gallery, S0 Kilda

PHILI™ FAULRKRS

Bornr 18 June 1959, Englami
Cliildrens Parie 7% months, Hart 4% years

Stulies:
19TH-80 Victorian College of the Avts. Diplomo in Painting

Selected Individual Exhibitions:

1952 Show arnd Tell, Gotham City Art Gallery . Mellisnrne

1R Paintings, Sealpinres and Deaetegs. Boy Hughes Gallers,
Hrizhmne

16 Fell in Laee. 200 Gevtrade Street Gallerys, Melboarne
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1989 Narwre and Nurtore, Koy Hoghes Gallery, Sydne
1# Fumily, Iay Hughes Gallery. Svilney

Syl tesel Group Exhilitions:

1983 Awimad Tnagery in Contemporarey Aet. Ballarat, Bendigo,
Wonllongong Begtonad Galleries

1984 New Soadpioees, Divections, Melbonrne University Gallery

1986 Geilding the Lily, 2000 Gerteude Steeet Gallery, Melboarmne

96 Seeage Cluh Drawing Prize Echibition, Heide Pack Gallery,
Ml

17 (hpening Exhibition, Moseum of Contemporary Art, Brishane

1987 Young Australions, Natonal Gallery of Vietoria, and pegional
gulleries

[ Sedpeted Wareks, Lati anl Vietor Smoegon Colleation of
Contemporary Art. ACCA, Melbourne

198 Oppening Exhibition, Victorian Ministey of the Aris Boilding,
Melliene

198 The Amomirion Shooe, YCA Gallery, Melliourne

19 They re Stll Thinking Alowel, Ray Hughes Gallery, Syilney

199 Labor Macopuorvie Tavitation Painting Priee, NSW

1989 Row Hoghes at the Print Workshop, Prim Worekélop Aomese,
Mellsouirne.

(LU Tll'f*m.\' Awnsrevlion Arvisis, The Gallerie San Vidal, Venies

19y Seastebunan T Art Priee, Gevlong At Gallery, Geelimg

1l Thining Alowed, Bay Mughes Gollere, Syvdoey

Sl GABRIE

Born: 1949 Mellourne
Chilabrens Tolunile 4

Stuilbess

P72 Foval Melbonrne Distituge of Technology Diploma i Fioe
Arta, Fellowship in Fine Arts (Painting)

1974 State College of Vietorm, Diploms of Edueation

Seleoted lndividual Exhilitions;

1975 Genrge Patio anil IEwing Cealleries, Mellsorne
1975 Stwart Gerstiman Galleries, Melbonrne
1976 Siaact Gerstman Calleries, Melbourne
1977 Stuart Gerstman Galleries, Mellwoare
1081 Sooeet Gerstiman Galleries, Mellionrne

Selected Group Exhibitions:

1974 St Gerstmzn Galleries, Melliurne

1975 19th Tosmanian Art Gallery Torchase Prige

1976 Awstralica Printmakers, Prot Coonneil of Austealia

1977 The Money Shew, George Paton aml Ewing Galleries. Melliourne

1978 Wiched! Fowmdation Exhififon, National lery alVioloria
Mildern Sewlpture Trienniod, Lo'Trobe University
Drawings. Stuary Gevatman Gallories, Millourme

1981 Firar Sealprre Trivnnial, Melliourne

1988 Dutgrowing Assimilation? University of Tusimantn Centre for the
Arts, Huliart

1988 Comemporary Art Spaces Exhibition. organized by Australian
Firentennial Anthority and Chameleon Gallery, Holiare

11 Raefeveerds amd ﬁl*_'rmuf. State Libira ey of Yietirin, Mellsowrne

ADRIENNE GAHA

Born: 1900 Syalney
Chilidrens Lillinn 2, Max 5

Siulies:

197952 East Svdney Teclhnical College, Higher Art Certifinue
[984-B5 Svidney College of the Arts, Bachelor in Fine Arts
Selecte] Dnadividusl Exhiliitions:

190 Coeleles areed Museles, Mo Galleres, Svdoey
1987 A Mervhant Sailor’s Gift, Chameleon Gallery. Holart
1wy The Comel’s ”mnp, Mo l;u“q'r:r, ﬁ:rllrll'f

Selected {:r\tlup Exliibdtioms:

1982 Women's Wark, Coll Block Theatre, S:ﬂhlr}'
Scenes from the Boleony, Seymour Centee, Sydney
1983 Bunker to Bunker, Six Artiss from Betaville, Ao Unir, Sydney
1984 Leent Pagt the Post-izm, Art Unit, Svidney
Vertigo, Syidoney College of the Avts
1985 Perspecta, Art Gallery of NSW aml Halare
6 Draecing . Tasmanio School of Art Gallery. Haluot
155G 'l'rl.rmg Contemporaries, ACCA, Melbourme
The Hend and the Photograph, The Australion Contee for
Photography, Sydney
Future Directions, Flaxman Gallery, Lonidon
Hl.r‘.'l Williamson Prize. Ballarat Ar (;n“rr!‘
Self-Tmnge — The lmmolation Mivage, 1986 Biennole
Satellite Exhilition, The Lewers Bequest and Penrith Regional
Art Gallery

1987 The Guf:.h'ln Shibiloledh. 200 Gertrmde Street {:n“l'r}-. Melbanrie

Young Auwsteations, National Gallery of Yietori
Drawing Compaetition, Heile Pork and Art Gallery, Mellanirne
Backlaah, National Gallery of Vicloria

1988 Comtemporery Works from the University Callevtion, Fine Aris
Gallery, University of Tacsmania
Print Show, Pomeroy and Perdy Gallery . London
Homage to the Sjpearee, Flaxman Galleey. UK

199 peCremtion! Re-creation, Monash University Gallery,
Melbsurme

FLIZABETH GOWER

Baorn: 1952 Adelaide
Children: Huonnah 3%, lvan 6

Stulios:

1970-738. Prahiean College of Advaneed Fdweation, Diploma of Art anl
I)«-ﬂipl
1974 Meremee Hoose Teachers College, Diploma in Edueation

Selected ndividusl Exhibitions:

1975 Hawihorn City Anmt I:Illll'r_k, Mellsonrae
14976 Central Streen Gallery, Svilney
Creargre Paton and I":Ip.-ill; Gialleries, Mellwrne
1977 Powell Street Gallery, Melboarne
1980 Axiom Gallery, Melliene
1981 Coventry Galliry, Svdney
1982 Axion Leallery, Mulliourie
Institute of Maodern Art, Brishane
1983 Chrotine Abephams Gallery, Mellonrne
s Christine Abrahoms CGollery, Melluoaens
1987 312 Lenmox Sieeet Gullery, Melbourne
e Bellas Gallers, Heishane
1990 Luba Biln Gallery, Melliornn
1991 Queensland Are Galloey, Brishane
Bellas Gallery, Brishane

Selected Group Exhibitions:

1975 Wornen in Are, Western Ausiralian lostitwie of Teghnology

1976 Eust-Coust Drawing — Towards Some Befinitions, Insitute of
Madern Art. Brishane

1977 Fabric in Aret, Praject 20, Art Gallery of NEW

1978 Warks on Paper, Cunningham-Ward Gallery, New York
Treaswres af o Decade: 196878, National Gallery of Yictoria,
Mellwurne
Losit wnd Fowumd: I”:jllrr.: aarrrd l'mn'sm.. Lrrarpe Patom aml I':'n-irq:
Calleries, Melbiouirne

1970 Biennal of Svdoey: European Dinfogue, At Gallery of New
South Wales, Svidney

10 Dyanen and Cua rreredd: Ansiealien Contemporary f'r:ju'rh'urkl,
Art Lrallery of South Austealic

1981 f’l-rxpm;'tn.. Ari 1_;u]||'r:. al NESW

1 The John MeCaughey Memvoricl Art Prize, Sational Gallery of
Vietoria
Recens Ansiraltan Painting: A Sareey 701983, A Gallery of
South Australia

1981 Changing Hemispheres: Too Eros of Austealion At Abroad,
l_iniw-nil}' ol Medlvnrne r_;p"o-r!
(i Site, Tasmanian Schoal of Arvt Callery

1985 Perspeecta, Avt Gallovy ol NSW
faofeustralion, Gallerie Lillo, Foniflagionn Bovilueagun Lo Masa,
Yenive
Awstraticna, Galerijs Studentskog Centea, Helgtade

1t Backlash: The Avseralion Drarcing Revival 19761986, National
Callery of Vietorin

1947 Domestic Contradictions, Power Gallory of Comemporaey Art,
Syelney (towcing exhibition )

198 Mo# g Chanidon Touring Exhibition

19t The lntimate (Mfeet, 200 Gertroide Street Gallery, Melbonrme
Colluboraions, Bellas Gallery, Brishane (callaboration with
Jaohn K. Neeson)

1 B Artises Against Animad Experimentation. Deutscher
Brunswick Street. Melbourne

19 Embracing Speee, Art Gallery of Western Austealin
CHF the Walllln thee Air: A Seventies Selection, Monash
Ulniversity Gallery, Mellonrne
Artizta Muke Hooks, Linden Gallery, 5t Kilila ( Touring)

GEOFF HOGG

Barm: 1950 Tature, Vietoris
Childrens Tom 3, Felicia 4

Stunlies:

10760 Preston Institute of Technology, Certifieate of Art aml Design

1970-T0 MNathinal Gallery Sehosl of Art, Digloma in Painting

1972 Suate Colbege Hawthorn, Traimmed Technical Teachers Cevtilicate

1974 Free Acees=. Mural Stadios. National Acodemy of San Caclos.
Mexdim

Study af Public Art Projects: Chivago Public Art Workshops

Projects:

1974 Project Dieawings for Nottinghill Mural Project. UK

175 L} gon Stresd Murul. Mellonrun

1976 Swinborne Teclmical College Mural, Mellosorne

i':ﬂ-: |Jtr|,',1|.- Sealo Sieeel Consteuetion, Melloarene

I977-78 Building Tndustry Mural, Mol

19749 "is’-tllrl'_r Mural, RMIT. . Melbourne

19 Tuwramn Moral — Par 1, Mellvurne
Tureann Mural = Part 2. Melbourne

1982 Yietorian Trades Hall Comneil Contenary Banner
I'ﬂjjt-r.l “I'!-i“!l.. H:HIIII“H Ciy Connel

19R2-86 Founilead Vietorian Treades Hall Conneil Arves Workshop with
Murk “'ullwra'muu

1983 Musenm Stwtion Mureal, Melbonrne

198 Artist-in-Reshilence, Mellionene City Couneil, Flomington Murul
Mural Project: City of Xian Yang. China
ACTU, 1'||||:|ud1{|r' MIH}'I\- l:'rnjrr'l
Mural Project. Andrew Enginecring. Mellionrne

1489 Commissioned Works, Artist-in-Residonee OPDU, Melbonrne

Selected Exhibitions:

s Pubdic Aet Provessod armd fhl'llfnpmmh, Vietorian {:n]lqw aof the
Arte Gallery. Mellionrne

(L Hm.'k,:_:rm.rmf Wark, PI'T ﬁ||un- L :u“rr}-. Meollanrne
Artrcarks Aleng the Way, Ministry lor the Arts Gallers,
Melbonrnes
Porsgreeta, Art Gallery of NSW
Netioned Pormanent, Geelong Art l:;ll.“r-r!'

B3 HEF, New York, (euemtor, L. Lippand) USA

1984 Vietorion Vision, National Gallery of Vietoria

15 Warking Art, Art Gallery of NSW

1986 Working Art. Aet Gullery of NSW

1987 English in Newe Holland or Favenrie ﬁlurk':ﬁar Junrors,
Cliristine Abiea homes ﬂulh-r:v._ Metonrne
Macquarie Galleries, Syalney

19l English in New Hollond or Favoerite Stories for Juniors,
Exprrimental Art Founmdation, Adeluide
(hher Linseapes, City Gallery, Mellomrne
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Now Worlks, Mnrr.nul"iu.- Ceallieries, R:.'lillt-}'
Art Wark, Musawm of Vietria

14 Working Drawings, Mollinrne University
Second Ehift, Morwell At Gallery, Victoria
Tolpuddle Mareyrs, ACTU Space, Canbierm
Salamanca Gallery. Holior

AMANDA LAMING

Born: 1955 Melbonros
Childeen: Alexander 3, Clumdia 6

Studies:

1973 Roval Melbourne Institute of Teehnology, Mellourne
197477 Vietorian I':'u"rﬁw ol the Arts, I}i.llll:rml] in Art

1974981 Vietorias College of the Arts, l‘rv\slgrurluull,- I]i!llillll’.ﬂ i Art

Selected lodividual Exhibitions:

1982 George Poton and Ewing Galleries, Mellourne
1985 Talarno Galleries, Mellisurne

196 Tolorno Galleries, Melliouroes

P Tolurns Galleries, Mollisorne

P Solunder Gallery, Canbisrr

Selectd Group Exhibitions:
1977 Dhame Elizobeth Murdoch Travelling Followship Exhiliition
1979 Women at Wark, Travelling Exhibition, Wemens" At Union
191 Postgroduane Exfiibition, Vietarion College of the Avis
182 Mornington Peninsula Spring Deawing Survey

D Elizahath Murdoch Travelling Followship Exhibition
[R5 Mornington Peninsunl Spreing Driwing Survey

(ther Peogele, 1500h Victorian Celebration Exhiliition
198G Draweing Newe, Auntealinn Deawing Exhibition, Syilney
198 First Anstralian Contemporaey Art Foir, Melliourne
1ot Sr Kilde Warks an Paper, Aoqpuisitions Exhihition
1991 M+ N Natioral l}ulh-r:n of Vidtorin

CEOFF LOWE

Born: 1952 Mellimrue
Children: Ruby 4, Esther 5

Studies:
19064-32 Royal Melbonrne Institite of Toohnology

Selected Tnlividual Exhibitions;

1975 Powell Strees Gallery, Melbourne

1970 Asna Stimons {:II"I"']‘:{. {unbwrra

19749 Crosaley Gallery, Mellourne

1980 Robin Gilson Gallery, Sviney

1l Frovel Frrception, Powell Steeet l:l”vr:\r, Melbourne

13 Powell Strver Gallery, Melbowene
Ruoslyn Oxley® Gallery, Syilney

145 Powell Street Gallers, Melbourne

1986 Ton Famous Feelings for Men and Tower Hill Drawengs,
Intirntes of Madern Art, Brishane

197 Pownll Steeet Gallery, Melliourne

1968 Whae Binds Things Together, Rostyn Oxley® Gollery, Syidney

19 Roslyn Oxley® Gallery, Svilney

T Roslyn Oxley® Gallery, Syviloey

1902 Collerborations, Australion Centre fur Cantempairary Art,
Mellnene

P2 Rostyn Oclev® Gallery, Syidney

Seleeted Group Exhibivions:

1971 Elmine Targett Drowing Prize, Howthorn City Art Gallery,
Melbmurnn

1475 Arriats for Labar, Tooeak Gulleries. Melbonrne

1976 New Gonernfion Vietorions, Mormington Arts Centris

IR f;lmrgr: Art Prize; Gonrges {:n"rr}'. Melbomrme
Capited Permanent Award, Geolong Art Gallery

1981 Selected Works from the Michell Endowment, Banyule Gallery,
Melbourne

1

14

1985

(LU

17

s

19

Selected Works fram the Colleges of Advaneed Edueatiog,
Royval Mellwurne Institute of Technalogy, Melbourne

Aspects af the Landscape, Pawell Steect Gallery, Melbonrne,
il Beniligo amid Benalls Regional Art Galleries

Figeres amd Faces Deaun From Life, Heide Park and A
Gallery, Melbourne

Sebretad Works from the Michell Endoicment, Banyule Gollery,
Mellourne

Apocoalypse o Uiopda, University Gallery, University of
Melbonroe

The Politics af Piccuring, Tasmpnion School of Art, University
of Tusmania

Avchiteetura Pictia, George Paton and Ewing Galleries,
Melbinrne, and Artspace, Sydney

Weaning and Excollinee, ANZART Awstralion Artists in
Falinlnrgh. Edinborgh College of Art

Aspex Gallery, Portsmouch, England: George Paton Gallery,
The Lniversity of Mellourne Galliery

Towwer Tl and Tis Aretists, Warrnambool Ar 1:||Hr|‘"r

Vistnl Teasion, Anstralian Centere for Comtemparary Art,
Mellmunrne

Forsparcio, Art Hll"l:rr ol NSW

Folls the Shadmw, Bevonmuizssanee Gallery, Melbourne

Haowe Meeeh Bewonty Can I'Stond, Australian Centree for
Comtemparary Avt, Melloorne

Useler the e Beliine! the Eve, Deakin University

The Golden Shiblwleth, 200 Gertrade Street Gallery. Melbonrme
i'mmﬁ Awstralicns, National f:.ull:-.r}‘ of Vietoria

Ruocktosh, National Galtery of Vietoria

From Fiolid 1o Figuragion, National Gallery of Vieloria

Sh iphmﬂ'i‘nf. T Gertrnde Sireet f:n“n:r!, Mallonrne
Cremond Callege Weleanes N Art, Urmanid College,
Uiniversity of Mellmurne

History, Institate of Modern Avt, Brsbane

Starien of Austealion Art, Connmunwealth Lostitute, London,
Usher Ar Gallery, Lineoln

Artiznns, Leorge Paton amil Ewing Galleries, Mellonene

| Short Ridde i Fast Machine, 200 Gertrude Steeet Gallery,
Melbonurnse

200 Yoeors of Draving. Australion Noationol Gallery, Canbverra
Heiddelberg amd Heritage, Linden Gallery, St Kilia

Surd wnvel Serivg, Revont dwstralion Prints, Notional Collery
of Vietoria

Yrony, Humoar md Disaese, Manly Aet Gallery and Musenm,
Syiloey: Manash University Gallery, Melbourne

JOHN R. NEESON

Born: 194 Mellonwrne
Childrem Haonnak Y, Ivan 6

Studies:

(LU

Roval Melbourne Institute of Technology. Mallinrne

melected Individual Fxhibitions:

19734
1974
1976
Loy
1982
o84
(L
18k

(R
I
T5rr
v

Pinacorhees, Melbourne
Pinsesthees, Melbourne
Pinseotheea, Melboorme
Pineot b, Melbourne
Pinneotheea, Melbourne
Pimneothesa, Melbourne
Pinacoilieen, Melbourne
Macquarie Galleries, Sydney
Pinneotheen, Melbonrne

Ten Years in Hlack and White. Chomoloan Gallery, Haoliar
Hox MacAllan Gallery, Bristiane
Rox MacAllan Gallery, Brishane
Pinureathesa, Melbourne

Bellas Gallery. Brishane
Beulities I'.:-alh_-r:.'. Melbourme

Seleeted Growp Exhilitions:

1967

Hudy Komon Gallery, Svilney

TS Artist’s Artists, Natiomal Gallery of Victoria, Mellonrne
'f:-i.'ﬂl'lq'ﬂj. Tnwvitation Art Prize, f.:-nnr!,H! Store, Mellsmrme

1979 The Worlk and iss Context, Paris, Visual Avis Baard and Foreign
Affaies Department, Australinn Embassy, Paris

1981 Pinocotheca af Watters, Watters Gallery, Sydnoy

1982 The Sevensies, National Gallery of Vietoria

1984 Srudio Paretwio, Paretaio, Taly
Changing Hemispiheres, Two Eras of dustrolion Are Abroad,
Mellmirne University Gallery

1985 Gomer, Jonyns, Noesan, Walfl.. Fine Aris Gallery, University of
Tasmanin
Isolanstralio, Fomluzione Bevilaegua e Masa, Venice
Avstralieni, Student Cultoreal Centres, Belgeade aml Zogrel,
Yugualavie

16 Aspects of Tasmanion Landeoape, Centre for the Arvts Gallery,
University of Tosmanie

1987 Arthank's Big Paintings, bvan Dongherty Gallory, Syilney
The New Romantics. Mavyuarie Galleries, Svidney
Selreted Contemporary Degiwings and fnvitation Prize, Heilde
Park aml Gallery, Mellourne
Tiri M‘fﬂ!{ Fidraas, Conkaton l}u!ll-r}', Lannersinn

1988 The New Romantics, Touring Exhilition
Awstralion Topestrivs 1976-88. National Gallery of Yietiria
Contemporary Works fram the Collection, Fine Arts Gallery,
i’nivnruity ol Thsmanis
Geronp Show, Pinacothecs, Melbourme
Sr Kildle |, Duvivetion Exhibition, Linden Gallery, 51 Kilda

1968 Landscape and Light, Macquarie Galleries, Svdoey
Fire and Tee: Aspevts of Comtemporary Ausiralien Surrealism,
Manly Art Gallery and Musanm, Syvilney
Collnbaration, Bellas gallory, Brishane

[ The Second Australion Contemporary Art Fair. Melhonrme
Bellys Gallery, Brishune

1091 Muzguarie Galleries. Sydney
Are i Architectnre, Faculty of Architeetmre. University of
Mellsourme
Fran the Landseaper, Muscum of Comtemporary Art, Brishane

JAN NELSON

Born: 1955 Mellionrne
Childeen: Carter & months

Stuilies:
196 1-83 Vietorian f:ulll'p! of the Arts, Bachelur of Fine Art

Solected Individual Exhibitions:

1984 Chrastine Alraluims i;u]h*l‘}', Maellioirne
luin Clrdstine Aweahioms Gallers . Melbourne
1987 70 Arden Street, Melbourne

Realities Galleory . Mellnrme
1991 Realities Galleey. Melliourne

Seleetel Group Exhibitions:

1985 Awserabion Perspecto, Art Gallery of NSW

l9sa  Stowehing Toworeds Bethlohen, 200 Gertrude Sieee Calliery.
n‘l'llﬂlll rme
frathic Pereorsity and its Plecsuee, Institate of Modern Art
Hrizhinne
:\'hipli revked, 200 Gertemde Steeet I':-u.”ur:r. Melbourme

1987 Mot ienad Chesndon Touring Exhibition
Racklash, National Gallery of Vietoria
Gothive Perversity wnd its Plogapee, 200 Gortrale Street
Cealleey, Melbowrne, aml Chamelean Gallery, Hlaburt
Qeerelelivy, 200 Gertvmle Steeet Gallery, Mellivnene, aml
Comemparary At Gallery, Adeloide
Young Anstralicns, National Gallery of Yirtoria
Vovage of Discevery, Dallas, Texas
Whart ix this thang called Scienee? Melbourne University Gallery,
Melloriirme

9BH  Lati and Vietor Smorgon Collecrion of Australion Contomporary
Art, Australian Cemtree for Contemporary Art, Mellourne

19E re:Croation!Recreation, Monesh University Gallery, Mellisurene

The Wilderness Society Exhitation, Linden Gallery, 5t Kilila
1990 Anonymous, West Mellwurne

Ho Artists Agoanst Animal Experimentadion, Deotiaher

Brunswivk Steeet, Melliarne

Plaiform, Spencer Street Station. Molhourne

SIOBHAN RYAN

Borm: 1954
Children: Hunter 2V

Sl ins:

1977 Royal Melbonrne Tostitnte of Technology, Mellanene
107881 Slade Sehool of Fine Art. London University

Selected Groups Exhibitions:

1982 Rowar Stedios Xioes Show
1985 Opering Exhibsivion, 200 Gertrnde SteeetGallery, Melbionrme
1986 Castlemaine Ari Prige
1987 Theee Artists, 70 Arden Sireet Cullery, Melhowrng
Creseent Gallery, Dallus, Texns
Works on Paper, 70 Arden Streot Gallery . Mellvourne
Wodt and Chandon Touring Exhibition
Lot Churelie Exhibition of Emerging Art, Exst Brishiane
Eve Span Momariol Extiifition, Allury
St Kilde 1, Seleesed Aequisition Exhibition, Linden Gallery
Queeasliond Women Artists Invitation Prize
1OES Imuging Aiels, Australing Centre For Contemporsrey Arl,
Mebhurne
St Kilda 2, Selected Aequisition Exhibition, Linden Gallers
The Lntimarte Obfect, 200 Geetrude Strvel Gallery. Mellsoieme
x5 Exhibinon, Linden Gallery, St Kilila
Whitehall Evrerprises, Linlen Gallery . 31 Kilida
19 5S¢ Kilela Aequisition Shore, Lindon Galleey, 510 Kilda
1991 Awstradion Warks on Paper, Delia Geaee Gallery

IMANTS TILLERS

Born: 1950 Syalney
Children: Saskia @ months, Ladores 7

Stanilies:

1969-72 University of Syidney, Bachelor of Soimnes in Architectore,
Honores, Universite Medal

Selected Tndividuc] Exhibitions:

1973 Maments of Tnertie, Watters Gallery, Syddney

1984 White Abwrigines, Matn®s Gallery . London

19684 Bess Cutler Gallery. New York

1986 42Zumd Yenice Bisnnale, Austeallon Pavilion, Yeniee

T Galerie Susan Wyss, Zurich

1988 Pverers Tillers: 1978- 19088, Tostipate of Contemparary Arts,
Lonhun, The Thivd Eye Gallery. Glusgew, Orchard Gallery,
[Nerry. Northeen Teeland

198Y  fmams Tillers: 10300, Natioonsl Avt Gallery, Wellingion,
Covert-Brewster Gallery, New Plymouth

195N (e f'ﬂilltfﬂg ﬂhu:.'r'rrg. “"u“lmgl:mg City Gulliey, W r|.||111|=1||'|=_
Peter MeLeavey Gallery, Wellington
Poem of Eestacy, Dentseher Brunswivk Steeet, Melbourne

1992 A Lifie of Blanke, Plimsall Galleey, Holart, Monash University
Gallery . Melliowrne, Orange Regional Gallery. Qhusen Vietoria
Musemm aml Art Gallery, Lannesston

Selected Group Exhibitions:

1975 Lith Bienale de San Pawlo, Sos Panlo, Brazil

1959 3rd Bivnnale of Svadney: Envopaan Dialogue. Art Galleey of NSW

12 Dociumento 7, Kassel

1984 An Anstralion Aceont, P31 Stadio, New York, The Corcoran
Gallery, Washington 1, Art Gallery of NSW, An Gallery of WA

1087 State of the Art: Ideas and bmages in the [980s, Institnie of
Contemparary Arvts, London
Aprat Garede in the Eighiies, Los Angeles Coungy Museam
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19 Creating Awstendiog 200 Yewrs of Are I TRE- 988, Covenslumil Art

Gallery. Brishane: At Gullery of Western Austealin, Perth: Art
“u"l-::r of Now South Wales, Syllnr:r; Tusmanion Mosewm amd
Art Gallery, Hobare: Mational Gullery of Vietoria, Melbowrne;
Art Gallery of South Austenlio, Adelaide

Eedge 1o Edge: Australion Contemporary Arf in fopan, Museum
of Art, Osaka: Hara Musenm of Contemporary Art, Tokyo:
Nagoya City Art Musenm. Nagoye: Hokkaido Museom of
Mudern A {1 P8 Rnppuru

A Changing Relationship = Aborigina! Themes in Awstrolion Art
faag-1988, 5.1, Ervin Gallery. Sydney
Images of Religion in Australion Ari, National Gallery of
Vietoria, Mellwurne

1989 After MeCahon, Auckland City Art Gallery, Auckland
Amerivan Pife), Bess Cutler Gallery, New York

1990 Letviae Arr. National Art Gallecy, Riga

Lmants Tillevs with Isidore Tillers, Snow Drap o Loge 1992
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Catalogue
of Works

i

Irene Barberis

Build A Picture 1 1990
acrylic on polyioil

183.0 % 183.0 cm

signed onpeverse
Colleetion: the Artist

Irene Barberis

Build A Pieture 2 1990
acrylic on polyioil

183.0 x 183.0 ocm

signedd on reverse
Colleetion: the Artist

Warren Breninger
Father and Daughter 1987

mixed media on e-type on paper
signed lower right, lamb stamp
M0 x THD em

5T.0x 7.0 em

Colleetion: the Artiz

Warren Breninger

The sick child No, 3 1985
mixed media on e-type paper
signed lower vight corner. lamh
stamp {red)

32,0 x 7.0 cm

55,0 x 81,0 em

Colleation: the Artist

Warren Breninger
The sick child No.6 1987

miixed media on e-type paper
signed lower right corner. lamb
stamp {white)

Al % O em

430 x 6.0 om

Collection: the Arvtist

Warren Breninger
The sick child No.& 1989

mixed media on e-type paper
signed lower right corner. lamb
stamp

a2.0x 76,0 em

56.00% 79.0 em

Collection: the Artist

Warren Breninger

The sick child No.2 1985

mixed media on photographic image,
lambs stamp

Ad.0 x G600 em

a5 % Th.Oem

Muswellbrook Regional Gallery
Muswellbrook Shire Council

10

11

12

13

14

15

Steven Cox

Fresh Fields and a wee pal
1986-87

oil, enomel, chareool on canvas
190.5 x 165.0 em

signed and dated on reverse
Collection: the Artist

Steven Cox
Mighty Oaks From Little
Acorns Grow 1988

{Orriginally tithed “Figore In A Field™)
oil anel pastel on canvas

192.0 % 164.0 em

signed e,

Private Collection

Steven Cox
The Boy from Heathen Town

1991

wil, enamel, charcoal and pastel
U Canvis

1,755.0 % 14550 em

signeil and dated on reverse
Colleetion: the Arvtist

Steven Cox
lan Brady. Photafiliac 1988

oil nn canvas

180.0 x 180.0 approx.
signed on reverse
Private Collection

Chris Dyson

Spencer 1986

oil pn canvas

183.0 x 136.5 cm

signed and dated on reverse
Private Callection

Philip Faulks
Fail 1991

acrylic on canvas
13000 x T Oem
signed on reverse
Collection: the Artist

Philip Faulks

At Night 1987
aerylic on canvas
020 x 46,0 em
sigied on reverse
Collection: the Artist

Philip Faulks

We had a Baby 1988

oil on camvas

61.0 x 45.5 em

gigtied on reverse

Collection: Museum of
Contemporary Art. Brishane

16

17

18

19

20

21

22

23

Phiiili Faulks

Conceal 1990-9]

acrylic on canvas

132000 x 1000 cm

signed on reverse

Courtesy of Ruy Hughes Gallery

Philip Faulks

Reveal 1990-91

acrylie on convas

130 x 100 em

signed on reverse

Courtesy of Ray Hughes Gallery

Sigi Gabrie
Dialectic Choir 1984
o1l om canvas

163.0 % 245 om

signed 11
Collection: the Artist

Sigi Gabrie
The Labyrinth 1990

ail o canvas
178.0 x 302 em

signedd 1L
Collection: the Artist

Sigi Gabrie
Orthodoxy between the lines
1983

uil on eunvas

124.0 x 193.0 em
sigmed 11
Collection: the Artist

Adrienne Gaha
Lillian 1991

il on panel

26.0 x 26,0 em

labiel on reverse

Collection: the Artist

Courtesy Charles Nodrum Gallery

Adrienne Gaha
Bombalonni ( Doughnuts)
1992

ail im rag paper and wall paper
40,5 % 56.0 ¢m

label on reverse

Collection: the Artis

Courtesy Charles Nodrum Gallery

Adrienne Gaha
The Unicorn Hunt 1991

oil o0 rag paper

520 x 68.0 em

label an reverse

Collection: the Artist

Courtesy Charles Nodrum Gallery
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24 Adrienne Gaha
Strangers 1992
wil onn linen chinte
1.5 % 40,5 vm
lahel on reverss
Private Colleetion

25 Adrienne Gaha
Bokkepootjes I (Goat Legs)
J0u2
wil om linen
Mk AE em

Faloed am peeveerse
Private Colletion

26 Adrienne Guha
Winged Boy With Lizard 1989

ol o Lol

12,0 x 2200 0m
initialisel L.
Private Collection

27 Adrienne Gaha
Bokkepootjes 2 1990
oil wn plybosed insert and pine
Trame
339 % 26.5 em
signed fnset panel L,
Collestion: Don Williams aml
Suranne Buissink

28 Elizabeth Gower
Baby's First Year 1986-87
phaotostats and vallage (book)
OO0 x 1.0 e
signed inside cover
Collection: the Artist

20 Elizabeth Gower
Thinking About the Meaning
of Life 1990
aervlic on deaughting film
288.0 x TOO.0 cm

signed L1
Colleotion: the Artisi

30 Geoff Hogg
After Agriola 199
mixed mediom on paper
DH.0 x 130,00 v

not signed. oot dated
Private Collection

31 Geolf Hoge
The Noble Achievement af
Arkwright 1991

mixed media on paper
6.0 x Y50 oms
Calleetion: the Artist

28

32 Geoll Hu’_rg

The Truth of Clouds 1991

mixed media on paper
T80 x T5.0 em

sigmed on reverse
Private Colleotion

Amanda Laming
Love Object 199192
pencil om paper

25 small drawings

eavh 15,0 x 25.0 cm
sl L.

Colleerion: the Artist

Geoll Lowe

Merey Merey 1 1087

acrylic and oil on linen
T0.5 % 238.5 em

nol signed. not dated

Colletion: Jennie & Barrett Watson

Geoll Lowe

Merey Merey IT 197277
aerylic and vil oo cotton
not signed., not dated
Private Colleetion

Geoff Lowe
Headlooking [ 1987

awerylic and oil on eotton
nol signed, not dated
Pravate Collection

“m]H‘ I."ﬂwE

Head Looking 2 1947
aervlie aml oil on canvos
10,0 x 12000 em

not signed, not duted
Collention: Vinrose Pry Lud

Juhn R. Neeson

Toys. His and Mine 1987
122,00 x [68.0 em

signed on reverse

Private Collection

John R. Neeson

ldea No.2 1988

Small Reflection 19838-89
oil on ranvas

signed anad tithed on reverse
0.0 x H3.0 em

John B, Neeson

Collectiom: the Apiis

40 Jan Nelson

Transplant, Gift, Donor 1990
perspex anil chalk

2.0 x 320 em

nol signed, not dated

Colleetion: the Artis

Jan Nelson

(from the Series)

La Boudoir Hysterique 1992
felt, buttons, photograph, wooml
145.0 x 121.0 ¢m

signed , dated and materials on
reviTse

Callection: the Artis

Jan Nelson

I need a Heaven
e e

101 % S0 eem upprns)
nob gigned, not dated
Private Colleetion

Siobhan Ryan

Unit, Hunter & Boudoir 199
wil on woinl, 3 panels

AL0.0 x 220.0 em

AT0.0 x 22000 em

F70.0 x 220.0 em

signed on each panel Ly,
Collection: the Artist

Siobhan Rvan
Bang 1990 492

ol v wisinl

GLO x T30 x 80,0 em

signed L,
Colleetion: the Artist

Imants Tillers
Inherited Absolute 1992
uerylie, gonache, ailstick on
canvas boards

2240.0 x 228.0 em

ot signed, not dated
Coollection: the Artist

Imants Tillers

[sidore Tillers

Snow Drop In Love 1992
acrylie oil on 25 canvas bogrds
vach 3.4 x 2.5 ¢m

nat signed, mot dated
Collection: the Artist

Aibrevintions:
L. lowier eentre
Lr. lower right
11, bower leefy

Al miensiremenls i contimetres,
hwight befire widih,



