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forcword

The NEW series of commissions by the rising stars of tha arn
world has become a much anticipated event on Malboume's
cultural calendar. This vear our own Artistic Director, Julfiana
Engberg returns as curator of NEWDE and has put together a
charactenstically fresh and exciting medley of talented young
artists. She has selacted six indnidual artists a5 well as one
artlst collecthve, making this our largest NEW sa far. For the first
tima NEW has also embraced artists from outside Melbourne.
Artists from Sydney and Turkey Creek, Wastarn Australia have
besan invited to be part of this important oppartunity.

The NEW season Is ahways full of excitement and axpariment-
ation as we witness the varety of ways artists mest and respond
to the spaces of ACCA within their own artistic processes and
projects. The MEW exhibition is an important opportunity for
artists, in which the ACCA galleries become something like an
expanded studio, where arfists” big idess can becoma a reality,
And once again this year's artists have risan to the challenge.
Helen Johnson, Makeshift, Laresa Kosloff, Matasha Johns-
Messenger, Darren Sylvester, Giles Ryder and Shaun Witson
have each, in their own way, produced wonderful, inventive
and thoughtful works.

Literally dozens of peopla maka the NEVW series what it iz, and
we want to thank all the artists, their teams of assistants, our
vast group of volunteers and ACCA's own crew of builders and
instaflers for once again putting In & massive efiort. Thanks
als0 to the writers who have sach brought new insights to the
wiorks in the exhibition,

Anna MacDonald deserves particular acknowledgement for
her management of all the artists’ projects, which she has
done with great professionalism and enthusiasm, assisted by
Danny Lacy working through many of the installation logistics.

ACCA audiences look forward to entering into the evalving
ervironments created by the new commissicns. We know you
will be beguiled by this latest seres of experiments in space,
Enjayl

Kay Camphbell
Executive Director
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MNEWDE delhvers sevan projects by arlists interested in reinvestigating
carain aspects of aristic presentation. Arguably they also all seek
to extend the parameters of thelr chosen artistic idiom by infitrating
other mfluences, methodologies and technologies into the purity of
these legacies.

Agpacts of modemism, fom the geomatric expariments of the
Bauhaus and Russian constructvism and monocheomism, for
instance, ane revitalised in the projects of Laresa Koslof and Giles
Fyder who each restage, in quite diferent ways, the wvitality of
these modern foundations.

Kosloff ‘performs’ geometry in a sedes of physical expeiments
that imalve her wearing art costurmes designed in the fashion of
abstract canvases. Keslolf plays her organic seff represented by
her visiohe, naked legs) off against the rigidly organised word of the
modemist line (painted onta her cardboard body) In a sequence
of events allempling alignment. Hers s a project that intersects
painting with sculpture, architecture with performance, and film
with theatre — all key players in the repartcire of early 20th century
modarmist imventions - particulary as they were pursued by the
factory. af modarmism at the Bauhaus, Thers is, | suspect, a hind
of faminist critique in this work, as well as an interrogation of the
assumption thal modermism fulfills the physical requirements for al
bodies able and othsrswiss.

Giles Ryders work extends the aristic exercises in optics,
monechromism, and colour fisld with works that reassert colour
and clarity, and effect luminosity.  Ryder's works seerm 1o foliow
on from the experiments of Dan Flavin, whose usa of the ordinary,
industrial-mads, fluorescant tube light was, by virtue of promity
to the white cube of the gallery, and by phenomenclogical
immanence, turned into a subime colowr wash. Rydar's colour-
band paintings. made from reflective, automobile paint ornto
alminium, sham tha technical hardness of & Flavin, whie they also
pursue the saftness of the optical blur.  Refering also, perhaps
to lan Bum's early reflective colour field surfaces, Ryder's panels
recapture the slusive body in minimalism.

Ryder's use of neon off-cuts takes up anothar one of the modernist
disiegues, with the necn santences of Bruce Naurman, and the

rmirirmial gestures of Fabrizio Pliessi and Manio Merz, Even the active
pairting of Jackson Pollock seems to lurk in thesa light skimmishes,
They ssam to expand the taut modemist signs of these anists
by loosening tha gestune in a reference perhaps 1o strest grafitti
Ryder's neons become gestural, while his painted panels bacoms
shifting planes on fixed surfaces.

The minimal constructions of Dan Graham, Bruce Mauman,
Robert Morris and Robert Smithson travel through Natasha
Johns-Messengar's elaborate, spafial conceits.  The modarmist
rmirror is reintroduced In her works 1o create disorienting segues o
blocked alleys and bind comidors, But, whersas the eary minimal
sculptures tended to be individual, and entity-based structures
— primary objects - Johns-Messenger's works are site-related,
inan site-depandent in certain ways, as they exlend, sxoncise and
problematizs the archilectural space in which they exdst. Through
the t=a of mirors, lghts and fransparencies, as well as kinetic
evants, Johns-Messenger activates both space and the body of
the viewer by creating iImprebable architectural conundrums, Not
quite a labyrinth, mone a three dimensional mathematicel puzzle,
akin 1o Escher's complcated spaces, Johns-Messenger's project
ia playtul and taunting in equal part.

Hetan Johnson's wall and paper painting, The Cenira for the
Study of Adhocracy: Frogucing Singulanties in a More and Morg
Standardised Word, is more like a social, economic and political
labyyrinth, ard extends the protests and engagements of (ife and
art which emerged 1o chalienge cersbral conceptualism. Johnson
picturas the intricate. and ever mutually involving exchanges
of symbolism, signifiers end consumerist codes that become a
part of an indhidual’s complex identity.  Fashion and ideclogy
menga in clashing confradictions; the passlonate poitcs of
ecology and personal waste co-exdst; sexism and athvetising ans
duplicitous dogmas that unfic feminist rescive; ulopla grows in a
pot plant while natural idylls are felled. You get the fealing that the
optiméam of the peace and love generation has besn sullisd by
its own shorsightedness and compramises. Johnson's world is a
complicated, implicated soctal and political space, populated by
those whose future i being determired now, and shaped by their
own choices and engagemants,



Juliana Engberg

Darren Syivester is also concemed with identities, His projects move
between the styles and influsnces of Pop, Pop-culture, New Wave,
Disco, Post Modemism, and the prat-a-porter of DY and raacy-
to-assambie lifestyles, and point to the ways in which uniqueness
is @ construct of desire morphed with packaging. In two video
works Sylvester adopts the personas of Pop-stars David Bowia
and Kate Bush, miming [but withouwt sound) thelr scngs, Heroas
and Wuthening Helghts, respactively. Sylvester's restaged video-
clips duplicate, with amazing precision, Bowie's androgynous salf-
rapture and Bush's extravagant, feminine gesturing, Each seems
e a gynihetic renderng of the salf through Sylvaster's stylised
archelypes,

Syhvester also offers up 3 soft-serve ice-cream 1o lucky recipients in
hig vidaa lnop, If Only Do One Good Thing in Lile, This 5. The titks
itealf, like tha frea IKEA product that he peddies, seems overswest
= a feal good mament = much Be the fantasy of shopping, and
stopiping briefly, in the wall planned, ife i good, clean and efficlent
world of the self-assemble décor that is the IKEA utopia. Perhaps
mast compalling in this project s the opportunity 1o watch as
peopie self-seiect to be rewarded of excluded from this fittle
gesture of happiness. .. suspicion overiding gratification... unless
you are a child, for whom his gratuitous gifting seems natural and
abnious.

Syhvester's fatucus feel good moments are extended into his
heanily constructed and deliberatety sentimental photographs,
KODAK momants and snow-filled revenes damonstrate the ways
in which memories are constructad from the already pre-existing
image repertoire made available in colour cormact catalogues. The
Mestié logo, now made into a 3D syrupy scuipture, reveals the
cantrived nurture and nature that promises lova and provision.

Shaun Wiison re-enters the word of the child. His 1975 constructs
a amall space of disonanting size, scaled o require the adult visitar
1o raadjist their body 1o a cubbyhole adventure. Inside his small
viewing room is projected an endless kbop of films that have bean
digitally re-mastered through an animation program. The films, as
a result of this technical process, obtain the chimera of paintarky
abstraction. Fgures are blumed, evenis and peopls, once

Introduction

objectified by the camera, are made subjactive once again, and
open to imaginative Intermogation, The child's halt grasping mind =
reacoLEinted with the adult’s more courter-infuitive apprehenaion
of things, and as a result veracity and fantasy becoma proactialy
intermingled, Like memory tself, fitered through time and the
slipping namations of oral histones 1old and re-told in the famiiial
reiterations, Wilson's films become mercurial and elusive, Even
though these are films from Wilson's own famlly archive, and
therafor attached to certain actual circumstances, they become
powerful memorias for everyone: shared by, and patentially potent
for afl, by virtue of their permeable status.

The Makeshift collective also creates a space of imaginary force
out of thase favorite playvhouse materials — cardboard, and found
things. Makeshift bulds a poetic set of spaces full of potential
discovery and perhaps some trepidation: part maze, castle,
dungeon, latyrinth, hidey-hole, secret passage, hidden garden
and dangerous dark place. This & an exparimental and organic
organised space. Not so much ad hoc, as following the infermal
opporunities of logical and ilegical turns providad by the restriction
of available area, the space is all the fime being requined to entargs
& an expenence. IR cerain ways Makeshift's growing, evalving
project resembles the development of memory function and
rephcates the ways in which knowledge, information structures,
natworkes and wabs grow from their cwn oot systems and miutate.
A three-dimensional Google experience, you might call it

Makeshift’s investigation space, sends us back to Wilson's 1975,
and Johns-Messenger's conundrum space.  Laresa Kosloffs
cardboard costurmes remind us of the plavhouse of the Bauhaus,
and KEAs carmy-away-n-cardboard. Giles Ryder tuns the
modermist icon of neon into sublme squiggles, whille, n thair
standardised units, Johnson's people seak indhiduality out of the
mess of ideclogy, logos and commerca,  That's NEWDS,
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BIOGRAPHY

orn Melbourne, 1974

Laresa Koslol is a video anist who makes
Super B fims, hand-draswn animabons,
choreographed video works, sculpluras and
inatakations

Sinca 19098 she has held solo exhibitions at
Gertrude Conternporary Art Spaces, TCB
palary, VWeslspaoe galany Penthouss
Pavemant galery, and Grey Area Art Space
Inc. Koslofl has participaied ina numiber

of growun exdhibitions in Australln, incled

ing Make i Moderm curated by Jukara
Englarg, 2008, Trudh Linversally Ackrdw!
ediped curaled by Febecca Coates, at 1he
Aumtralian Centre for Contamporany A,
2005, Fashcing Park al ACMI, 2003, and
{tive workd rmay bal Fantastic, part of the13th
Blennake of Sydney, In 2002, Intemational
exchibitiona include: The Moon Wi Save Our
Azs at Castiefisld Gallery, Manchester, 2004,
thi srdare B0 X 80 at Gazon Rouge Gallery
in Athens, 2004 and Multl Mecka Art Agia
Facific in Beiing, 2002

In 2002 Kosloff was swarded on Australia
Council New Yark studio, and is cumently
complating an MFA al Monash Uiniversity,
Kosioff iz 8 committas membe ol
CLUBSproject inc., and 8 sessional lectuner
at BMIT Univarsity and Monash University

SELECTED BIBLIOGRAPHY

Phillip Watking, ‘Fellow Anthmopold’

axhibith atalogue assay, CAST Tasmania
2005; Rebecca Coales, Louss Adler, axhibi-
tion catalogue essays, Truth Uiniversall
Acknowredged, ACCA, Melbourms, 2005,
Lily Hibberd, "Making a knolb of onasal”

in LN Magazing, s 2004; Aoben
MNalsan, "Shifls of pride and perspective’ in
The Age, February 21 2005; Jo Higgins,
"You can't handle tha truth’ in Siahe of the
Ansg, August 2005; Robart Malson, Thanks
for the memones' in The Age, July 23 2003;
Acbert Melson, *Bird's eve ook al thia othe
workd of treas’ in The Aga, July 23 2002




laresa kosloff

For MEWDS, Laresa Hosloff directs, performs and hand-makes a
senes of abstract objects and costumes that communicate feslings
about daep and shallow space with rederences to modern theatrical
performance and design. In Spir & muscle, 2008, she exacules
nine short gestures that intentionally biwr the distinctions betweaen
modemn dance, gymnastics and yoga: movements represantative
of the balance belween sirength and vulnerability, poise and
awhwardness, masterful control and uncertanty, Har face is masked
by @ changing display of Suprematist forms and shapes, simplifying
tha figura into geometric blocks of colour. Her bare lags remain
axposad and appesr disembodied, throwing the physical symmatry
off balance. Throughout her parformance, Kosloff's movemenis are
shaky, even clumsy, contradicting the logical formal structures and
tha innate expressiveness of the prop paintings 2he waars,

Kosloifs video parformances are grounded in the modemn move-
ment and Bauhaus tradition, and express her fascination with the
shifting contrachctions nherant n modamesm, Sorl & muscle is
developad from marny sources, including Pablo Picassa’s aarly Cubist
axperiments in costume and theatra design and Oskar Schlammsar's
mventive dance performances developed for the Bauhaus stage.
Schlemmer devised 8 ‘workshop' of experimentation premised
on a sat of inteflectual and philosophical approachies towards the
challenges and problems of avant-gerda dance creation. Mary
of Schiemmers Bauhaus performances explored the refatianship
betwaen the hwman figure and space, and used geomelric costumes
to tranaform natural movement into standardisad, anificial gestures.

The articulation of Koslof's limbs s angular and all lnes of direction
and compesition playfutly parody tha regularity of the human body's
mation in space. Her naked legs animate the inanimate abstract
forms af her costumes representing a play of contradictions batwean
imparaction and precision, individusism and  standardisation,
organic and maching, chance end exactitude. Her performances
arise from working through drawings rather then rehearsals, a
storyboard of gestures and graphic representations of problems
that have not yal bean solved, daspite accurale preparation, There
& nathing definite or 'absolute’ hers; only amusing and inventive
contrasts of form, colour and mavement and intultive iImprovisation
and experimentation.

Spirt & ruscie also responds to modermst divisions and gendar
digtinction. As cobserved by Whitney Chadwick ‘.. modanism
colebrates masculing authority, construcied categories predicated
on binary oppositions, where women have occupied the negative
relation to creathvity and high cublure.” Kosloff paints her ocwn
series of moderms! artworks and uses her body as a canvas,
Eterally Insarting herself into the modernist canon. Har ‘presence’
rather than ‘absenca” within the oppresaive forms of high cuiture
challenges the distance modernism espoused betwean dsalf and
that which it objectified and mastersd. Kosloff contrasts masculine,
geomalric forms and areas of pure colour with the fleshy tanes and
curvy shapes of the famale body, emphasising the tactile properties
of the works, Her gestures are expressions of female physical
power, blurring distinetions betwesn conventional repressntations of
the fermale ‘passive’ body - the ‘pose’ - and the ‘active’, masculing
body, absorbed in the display of physical perfection,

Kostoffs strong imterest in comedic actors from the silent film
&ra iz aiso avident here, particulary Charlie Chaglin and Busier
Keaton, and more recantly Jacques Tat. Through Spint & muscls,
Kosloff uses her non-objective painted costumes as ‘characters'
to reference raal figures; for example, her monochromatic white
diamond with tha black top hat pays homage to Charie Chaplin.
Chapin's playlul stylisations, namely his rode as the ‘tramp’, altersd
our perception af ocdinary people through costurne and gastures,
randering naturalistic representations of actors as “unreal’.

Koslof's use of comeady alludes to contradictions intrinskc fo modern
utopsas and utilitaranism, Her work's playful component draws
from the comic configurations employed by Jacques Tatl and his
struggles with the modern city. In Mon Oncle, 1958, sach scenario
demonstrates Tati's inability to adjust to his ultra-modarnistic,
technology-driven  surroundings. Comedy and chaos converge
and firmly established utoplas are undermined by incompatance
and awkward, comeadic gestures. This crisis can De traced 10 the
madernist myih of progress and mestery, Man Oncle oscilfates
between utapian ideas of mobility, liberation and order and emotions
of disfusionment and failure. Spidf & muscie also speaks of trying
to it into" eesting framewarks imposed by modernism; situations
structurad for exchusions and fallura. Like Tati, Kogloff adopts humour



Liza Vasiliou

and play to destabilise these comventions, contrasting mademity's

‘cocl’ gualities with dissymmatry and disharmany, evaking a desire
for connection and meaning thal seems destined for failure.

Kosloff also draws from Buster Keaton's use of clownery and his
pragmatic namative structure. Keaton's humorcus storyieling acts
out playhul subversions of the connections that hold the facts of the
warld together, llustrating the incongruity of quest and resolution,
will and action, Likewisa, Spint & muscle displays disunity betwesn
task and complation, The weight of each costume appears 10
comicaly influence tha choreography. Koslolf responds to problems
In 8 pragmatic way, attempling to balance abstract concepts with
emotional impuises and the physical with the psychological.

Hoslolf also alludes o the cinematic inventions of space played
out in the antics of Keaton, As David Calrns observes in The Gag
Reflex, "By accustoming us 10 sea the world as fial planes, Keaton
has prepared us for a joke in which a charactar is surprised by tha
presence of depth in a world that appears 10 him as wel as us, as
purely two-dimensional.’ ¥ Kosloff wanta us to acknowledge how
a sense of self is defined by how we navigate both real and fictive
space, a lteral and metaphorc collision between states of interionty
ancl axtariority.

As distinct from Sprir & musche, which utiises the studio as her
backdrop, Dizry pupd favours a black, formaliet satting whare Kosloff
inhabits an open, unlimited area and wanders aimlesshy. Spinning,
rotating and Fmping produce wobbly and unpredictable movemants,
Like Keaton, she siands in absiract space and appears shocked
and disoriented at the discovery of occupying a three-dsmensional
anvironmant. She is confrontad by her own solfude and appears
to strugghe with form, space ard meaaning. being surcunded by
nething but eamptiness and a black void,

Hem, Kosiof uses Kasimir Malwich as a refarent, constructing
her costume and thealrical design according to his Supsematist
paintings; ‘Malevich pioneemsd the black square on tha white
field as one of the first forms in which pon-objective fesling came
to be expressed. For Malevich the black square denctes fesing,
while the white field expressed the void bayond this fealing.”

Spirit & muscle

Malevich's negation of tradition, in favour of the ‘representation of
the unpresentable’, was al the core of his prectice.’ His paintings
siggest a feeling of nothingness and infinity, elushe qualities that are
played out in Koslaf's pardformance through disorentating effects,
addrassing the nature of subjectivity as she struggles to position
hersall in relation 1o the woed.

Modemism espoused a ‘wtoplan dream of a8 space beyond
representation,”™ Like Malevich, Koslolf sesks refuge In the “square’
torm. Throughowt modern art, the square has provided a visual aid
to an existantialist quest. it has provided a metaphorical means to
transcend realty and produce a portal into another realm; a doorweay
to nowhare of the threshold to ancothar world, The square has enabled
artisis to conceptuatss and create new reablies in an endeavour 1o
find & ‘meaningtul connection, identification and signification for the
Inengplicabla mysteries of the universe.™ Kosloff inhabits simple cublc
slructures that provide an opportunity to search for a formal solution
to her own existential problems, whilst allowing the spectator fo
exparfence the same kind of ntroverted, salf-examination,

Both Spit & musce and Dizzy pupll imvestigate aspecis of
modemism, exploring the relationahip of opposites that upset ideas
of ‘stability’, ‘mastery’, and ‘absolutas’. It ssems fthat no single
narrative can suificiently account for all aspects of human experiance,
Kosloff's work disputes modernism’s claim foe autonomy and the
saparatenass of the assthetic from the rest of human (ife.

! Witsirey Chadwichs iWomen, A aag Socaty Thames and Hudson, Londan, 1990,
9

* Dwvid Caims, The Gag Role’. Sonses of Croem e sensesolorsmi cony
contentn 0430 he, QoG edaw himll 2004

¥ Herschel Browring v, Theodes af Moo A4, Unkeerady of Callomsa Press,
Barkalay nnd Log Angeles, 1088, p. 343,

* b, p. GAAT.

* pinl Foster, Postmocen Cufun, Bay' Pros, USA, 1883 p B

¥ Homschel Browning Chip, Theoeses of Modem Arf, University of Calfursa Pross,
Busrbplery and Loo Angelos, 1088, p. 345
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giles ryder

Today abstraction has moved far from its modernist ongins, which
saw aesthetic truth and cultural resistance as infrinsic to abstract
‘art rathar than values bestowed upon it Many artists have aiso
bypassed the deconstructionist approaches of postmadernism,
where abafraction was strongly impiicated 0 the crisis of
representation, and in which the siatus of abstraction as a histony-
miaker, syromymous with modermnity itsell, was broadly challenged.
Pest-deconstruction artists have cast aside texiusl analysis of
art that has the capacity to address experience in ways that ana
synaesthatic and infuitive. This is certainly the case for Gles Ryder,
who uses aesthetic and perceptual effects. and forms of display
to enpiore cerain qualities of feeling and value in the nature and
relationship of things.

In its materials and processes Ryder's work acknowledges tha
ks betwoan abstrachion and modernisation, where Industrial-
sation generated 8 new, sedalised mass culture that both
inspired and challnged abstract art. The texiure of daily
ife, being produced by economic forces, chaBenges Ryder
o reappropriate its arefacts and transform them for his own
purposs, to suggest dimensions of indviduation In our cultural
chaices, in contrast to the atness postmodamism atirbuted 1o
art and e

Simultareous allusions 10 commaodity culture and vanguand arnt
open his work to mulliple audiences, evokdng diversa mamories,
enpanences and bodies of knowiadge. The shésed seductions of
design objects, for sxamgis, inhabit the pure forms and surfaces
of his work. Raferences fo the car recogniss fhe aftractions of
commodity culture while challenging the comemparary taste for
ant-contemplatve, "drive-by' ar.

Rydar's concrete reflactions on the world start from the readymace

and the moncchneme while drawing on abstract expressionism,

19608 colour feld and hard-edged absiraction, pop art and

minimaist sculpture. His use of these scurces, however, Is morn

concamed with open affinities than with a unilinear, evalutionasy

art history, and we coma 1o understand his work through Hs
: :

The onginal role of the readymade, for example, was to raflect
on art practioe and the discourse of aesthetics, showing how
cultural assurmptions could be easdy brolen, The monochrome
estabshed a form of painting that was rigorously cbiective and
free of meaning. Abstract expressionsm bebeved In the im-
mediacy of subjsctive experience. Minimalism sought 1o eliminate
sesthetic values 1o focus on tha physical interplay of forms,
materials and context, Pop an challenged the divisions betweasn
High art and evenyday experience in consumar sociaty.

Ensniared In the trap of lormalism, 19605 sbstraction cama lo
look like comarate graphics. Although representing diffierent art
higtorical moments and positions, the comvergence of thesa
examplars in Ryder's wokt suggests how cultural forms are
caught between their own pasts and othar fulures: our vantage
point in time inverting the sense of before and after, of oniging and
effacts, '

Conversedy, thore ane clear points of departure betwesn Ryders
work and earlier art. The readymade shifted the bass of art from
production 1o sslection, making the artist a manager of ideas,
Ryder's repeated, modularforms can appear as If they are ordered
custom-made, and most use technical knowledaga from outside
arl, But Ryder makes them himself through compiex, labour-
ntensive processes. For instance, he prepares the aluminiatm
bases of his paintings 1o achieve a balance betwean duliness and
brightness. The layers of clear and opalescent auto anamet that
cover the aluminium vary from- area fo arsa to produce subtie
optical focal paints, and create the Impression that ight is coming
out of the work,

Ryders work mvoles amond viewsl and phenomenclogical
expenance rather than the strategic use of an practices to make
a point. This is especially evident in his 'neon’ works. Seen
from the side they ae wooden panals painted in epoxy nesin,
raised on woodan beams and scattered with megular toms in
mecn fube, suggesting ther ordinariness. From above, howeves,
the shiny resin cawsas the vertable iquefaction of the surface,
wisually captunng the viewer, the gallery architecturs, the squiggly,
gestural reflections of the neon fube and ther more delicate



Carolyn Barnes

radiances, While they recall Jackson Poliock’s mlocation of the
carvas fram the wall 1o the floor in apposition to formalism’s thesis
of pure ‘opticalty’, they also celebrate perception and sensations
as vital dimensions of art.

In presenting multiple, overdapping and Intersacting  cullural
tendencies, Ryders works ae Imventories of an increasingly
pervasive cullure in which experience is driven by the produclion
and manipulation of afects, highlighting & process Mike
Featherstons calls “the asstheticisation of everyday Ife’, *

Lately aflect has becoma the subject of larent theoretical inguiry
and & principal framework through which to compeshend our
expenence of the world.® The tum to affect reinstates the Idea that
thera are sides to art beyond s social and institutional rles, The
British writer Simon O'Sullivan argues, “There is no denying, or
deferming, affects. They ane what make up ife, and an ... Affects
are .., the stulf that goes on beneath, beyond, even parallel to
signification. But whal can one say aboul affects? Indead, what
needs to be said about them? ... You cannot read affects, you can
only experience them." * The renewed emphasis on sensation and
emoticn in art is an important shift from the overwhelming focus on
social meaning and its orifique In postmodemism. Rydears work;,
mgrecver, shows that perceptions ame not @ bundie of indaefinable
responses. His attention to visual detall, materiality and form
has an explanaton power, suggesting, as Michasl Polaryi once
arqued, that we know more than we can say,

¥et Ryder's practice s nat independant of social influences, Ha
gained his knowiedge of the effacts of paint on metal during six
years spent painting Brisbana's Story Bridge, & set of daily routines
and practices that were absorbed into his work. His broader ant
acthity also establishes points of self-reference for hes work. In
Sydney 1o present their own work and that of other artists. Such
artzst initiatives extend back to the late 1960s in Australia; 8
primary aspect of human acthaty in the information society s the
growth of what Michasal Hard! and Amtonio Nedr call the “affective
labour' of human contact, meraction, social ratwoeks and fgrms
of commérety,' ®

There's no denying affects: abstraction, materiality and
process in the work of Giles Ryder

For Hardt and Megn ‘affective labour” can ba actual or virtual, Art,
in fact, suggests how “the instrumental sction of ... production’
can be ‘united with the communicative action of human relations.”’
In Rydars work communication occurs through a process that i
embodied, grounded = forms and matenials and charged with
rasonances from art and the workd.

' Ths dod i esplored i Mowrd Snger, “Shone Lisane's Art Hassory', Octiobae 107,
Surmor 2000, pp. B8-121

! M Featfwrsion, Consomer Cufure and Postmaeersen, Lonoon, Sage, 195, oo
-3,

* S Clruw Harmumingm, ‘iwokirs) Afect: Cultunsl iheony ind fhe orbologessl L', Sl
Siuckag. Wol. 10 ho. 5, Sepismber 2005, pp, 548-50T,

+ Sirnon 0 Sulivan. “Tha Assihetos of AReet. Birking e beyond rgissentaion’, Angelald
<nama of ihe Theoretica! Mumandes, vol 6 Mo, 2. Deoambor 2001, p. 126

¥ Wichief Poinmy, Personal Knowiedie: Towsti & Post-Crtical Philbsanty, Chicago,
Uinwwpraily of Creengs Press, 1874

* ackusd Hien wned Arttonio Mg, Emors, Cambrags, Farvart Linkonsty Priss, 2000,
PO, 262-280
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Matasha Jonns-Massenger developed her
site-specific-spatial instaliation practice
duting & Mastars by Reseanch in Fine Arl at
FAMUIT Uiniversity, completed in 2000, From
2007 io 2003 sha was a studo resident

at Gertrude Conlemporary Arl Spaces.
Australian exhibdions include Primavera
2004, at the Museum of Contemporany Art
in Sydney curated by Vivierna Webb, Dt
gt the Perih institute of Contamporary Art
curated by Bec Dean, Skinned at Birrarung
Marr curated by Rose Lang, as well as other
axhibitions &t the Centre for Contemporary
Phatography, Melbourme, the Contempornany
Art Contro of South Australia and tha
Canberra Contemporary Art Space. Johng-
Messenger's international exhibilions have
Flﬂdhwm.Tm.Bﬂgﬂlﬂ.m
Ahwan,

Jehns-Messanger continues her indnidieal
practics alongside ongaing colaborations
with Leska Eastman (ncluding Pointform at
Conical gallery, 2004) and the Open Spatial
Workshop OSW with Terrl Byrd, Bianca
Hester and Scott Milchel, recant winners
of ihe inaugural Mebowre Prize for Urban
Seulptum, 2005,

SELECTED BIBLIOGRAPHY

Robert Nelson, "Exparimenta Vanishing
Point” in The Age, Seplember 28 2005;
Kit Wisa, “Pointiorm’ in LIV Magazine,
March 2005, pp, 28-29; 'Sping Has
Speung” on The Art Life (artile blogspat.
com), September 15 2004; "Primavera’
an HenryThamton.com [wasw.hannytham-
ton.com), September 12 2004, Lucinda
Strahan, 'Coming from the Right Angle’ in
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Aobert Matson, ‘In and Out of the Loop” in
The Culfture, July 9 2003, p, B; Kale Shaw
‘Home Loan®, Caroline Springs Warehouse
Conversions calalogue essay, 2003, pp.
B-11.



natasha johns - messenger

‘Aeality iz not always probable, or lely'
Jorge Lus Borges

Early in the coursa of her practice, Natasha Johns-Messenger
complated a degree in painting at RMIT University, and despite
the manumerntal scale, and the visual and matarial expansiveness
of her curmant waork, this background is evidenced in her ongoing
proclivity to vestigate, stretch and tear af the Smits of real and
reprasentational space. Hor works are often groundsd In the
formal and pictorial concemns of minimalem, but explode the
picture plane — and the viewer/participant's sense of self and
place — in transformations thal are as spectacuiar and thaught-
provaking as they are disorenting and uncanmny, Monochrome
surfaces, architecturally scaled construction that mimics its
surmounding environs, mirronsd panets, live-feed video projection
and photography have all been employed invaricus configurations
by Johns-Messenger to presant visunl conundrums rich with
paradax and intrigue; conundrums which highlight aflemative
configurations and narrative fragments that run paraliel 1o the
parceved prasent mamsant.

Pictonal, physical and vidual space are thus substifuted,
reconfigured and displaced, and the distinction betwesn thess
vanous levals of represantation become increasingly bilumed and
difficult to distinguish. In this way Johns-hMessenger's nstalations
both emphasise and problematise the inexiricable miationship
betwesn the myried modes of visual information via which
we struciure and define the wordd. In this process of opfical
unraveling, the viewer/participant’s own presenca nacessariy
compietes each work; and in this tightly-bound triunwirate of
salffemdronmantimage. the mone radical concems of har project
bacoma evidant.

Equally at home in the refined architecture of the gallery as In
heaviy-trafficked  public  amenas, Johns-Messenger's  wiork
engages the epresentational problams of ant history whilst firmiby
focusing on the here and now, selectively modibing the visual
fabric of the everyday, Birarung Look-bax, her work n the City
of Matbourne's 2004 public sculptune exhibition Skinned, invaied
the construction of a mverside ‘viewing box’, This device offared

four reconfigisaed and altered views of the surmounding iandscaps
and tha passers-by at Mealboyme's Birrarung Marr inner city park,
These alterations n the ‘real’ ulilised the basic technology of the
miroe 10 mamic: the mpmsentational properies of photography
and video. Birarung Look-box manipulated and reframad the
posteand-styleviews ramed by tha park's picturesque landscaping,
whilst also suggesting the coegstance of surveilance and morne
ntrusive visual technologies: 8 complex metange of the vanous
ways-of-looking thal underscore contemporary civic lile. The
sile-spacificty of Johns-Messenger's wiork lends it 8 democratic
e0ge and suggests a commitment to accessibility beyvond an an-
world audience, whilst also communicating something of bath the
compledties and potential alernatives 1o our present situation,

By contrast, Pointform, Johns-Messengers recent collabortion
with LesSa Eastman, spectaculary modified Melbourme's Conical
gallery through a succession of mirrored panels amanged in strips,
which diagonally bisected 1he space. The seamless installation
of these structures cast the mieror architecture of Conical off in
discrienting directions, extending and realigning famiar walls,
windows and fAoors, whilst other viewer/participants could be
seen in fragments - a fioating head or a pair of legs here, a de-
embodiad torso there - according (o the mirmors' visual vivisections,
Tha resultant spectacie fransfigued Conicals seff-conscicus
architecture, pitched by the galisry as a challenging context for
sig-specific installation work, into 2 giddy and vertiginous space
with ambiguois boundarnies. In effect, Paintform turned the visual
logic of the gallary in on itsell; splitting the visually-facused arena
into & spectrum of posaible waorlds and thus hinting at the muttiple
patentialities beyond a seemingly fixed sat of spatial parameters,

The collection of nstallations which Johna-Messanger has devised
for NEWDE combines the vamous elements of her practice,
sxploning and reconfiguring ACCAS monumental architeciural
space - with an intervening pendulum-form suspended from
the cefing - as wal as the wewer/participant’s own perceived
image. On one hand, Aufomatediogic underscores Johns-
Messenger's onpoing appropriation and reimvention of modermist
visugl language. But the instafation also engages her more
radical inchnation fo disrupt the easy flow of everyday visual
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semiotics and empower the viewer/participant to imaging new
and fransgressive posaibiifies,

Same sections of ACCAs walls have been removed, excavated
and rearrangead 1o reveal the geomedric, paintery grid of materials
that form the suppartive framework of the building itsalt = perhaps
playfully referencing the kind of ant one might expect 1o find In
such & place, and then revealing fsalf as something which,
although seamngly more mundane, provides a new insight into
the conditions in which we ame being invited to kook, Elsewhers,
& mirrored viewing device offers 3 view of the back of the viewer/
participant's own head; whilst another provides an upside-down
raflection, with eyes perpetually cbscured, The canetul finking of
the viewer/participant's own physical and visual presance with the
(iterally) deconstructed gallery underscores the art museum’s mle
as & kind of frame — no more or kess than the imegular architectural
fistd of Conical or the landscaped: expanse of Birarung Marr
= which can be negotiated and approached in numerous ways,
from the complicit 1o the contradictony.

In disrupting and redistribuling the stulf of everyday Ke, Johng-
Messanger's work reveals naw insights into the emnvronmental,
artistic and social conditions that envelop us, and whose less
covious chamactenslics, nternal contradictions and  latent
polentialties so often evede ouwr notice, We are thus invited to
look differently, in both a literal and concephus! senss; mayba just
for the few morments inwhich we ere immersed in the installations,
buil perhaps beyond. inlo a freshly re-imaglinjed fulure.

AutomatedLogic
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BIOGRAPHY

bom Sydney, 1974

Syheester works in a number of media,

and likens his work to that of a Pop-sang;
detallng unhersal narratives of emaotional
fife. Sytvester's Pop-song maments, simple
ard true, Bring about nostalgia, sell-evalua-
tiom and, like a Kanen Carpenier song on thi

A Melbourme-based anist, Daren Sylvester
has exhibiled exensiely ihroughou
Australia and overseas including Ramote
Controd at 1ha MNational Gallery of Viclora in
2005-06, Sypematural Artificial at the Tokyo
Metropaltan Museum of Photography in
2004, Photographica Austrabs in the Asia
Tour in 2003, and Bittersweet &l the A Gal-
lery of New South Wales in 2002, His work
has been acquired into séveral major private
and institutional collections including fhat of
Sir Elton John, the At Gallery of NSW, the
Mational Gallary ol Victaria, and the National
Gallery of Ausiralia.
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darren sylvester

Identity and mimicry; the terms seem (ke mlics from the post-
colonial 1990s, & decade whan your cultiral sentity markesd you
as g voice 10 b listenad 1o whan previously you'd been sienced.
Critical engagement was stil possible: when you mimicked
anather’s language, identity or social ritual, you krew full wedl that
you weren't guite ‘rght’ enough, not guite white enough, ta pul
it off 'property’. Mimicry made a mockery of assimilation, while
keaping your idantity intact.

There was a lot of optimism in that thinking: the hope that society
would undergo an ethical change; the expectation that art and
cutture would be at the forefront of that process. In refrospect, we
can also detect a cartan wishful-thinking that this renewed baliel in
idartity would be embraced with open arms rather than comupted
in the form of cofled fists and flags donned as capes. Thera was 8
certamn naivety as well, for identity had anather name in the 18%0s,
familiar 1o thosae fluent in market-speak: “target demographic’.
If postootonial identity was something to be freasured, then
the market saw it as a treasure waiting to be tapped with new
reachymade desires and cosmetic colour-schemes, or a fresh bay-
band Pop-gong to which you could thrash out al your angst in
formation dancing repertoines.

This may seem like an odd introduction to the work of Damren
Sylvesier, but ts nol, A ‘relurn to identity’ undempins much
confernporary art practice in Australia, from Ricky Swallow 10
David Rosetrky and Selina Ou 1o Sylvester, Yet it s a retem mads
in full awarenass of one of art's “post-postcolonial’ predicaments:
the intersaction of markat-driven notions of identity and a cultural
assumplion that an would become mare ‘socislly ralevant’ after
posteolonial politics. For Sylvester, those expectations now sene
as madymades themsehves, mix-n-maichable al will, You want
artists 1o provide a societal benaft? That's fine: ha'll top off IKEA
patrons’ bargain-hunting bonanzas with an even chaapar ftem, &
frea soft-sarve ice-cream for their defectation. As the title of thes
videoed action claims, i / Onty Do One Good Thing in Life, This
Is it Not only Is thal expeciation satished so that he can move
on o his next propect, but he's managed to raise his dentty to
a corporate level by collaborating with IKEA on the project. It's a
case of two birds, one stone and all the perks as well,

B

This sensa of duality [or hybridity, to usa anather posiccionial
tragdemark] pervades Syhvesters practice; High-key colour
photographs, seemingly ripped from Welpaper®, accompany titles
at once aphorstic and profound: Don't Warmy 1'm Just Temporany;
If You Faif in Love Again, You'recA Liftte Oldern, A Littis Less Trusting,
These may appear to be tha diary entries of an ad sloganser, but
Syhvester has actually snipped them from the short stories that he
wiites for his own personal interest, as though they were Indexes
al his sanse of self. Yot as any celebrity-aspirant should kriow,
momantany emargences of the self nto the public ammna should
always be fitered in some way. Establish a cormmunity vibe: use
fhe all-inclusive 'wa', “you' and 'I' of best-galling salf-help guides.
And if yoir are going 1o be sean in public, you might as well be
more beautiful, i, parky and young than you really are,

But if this s art at the infersection of management and self-
rraragament, then it is art that is also self-consciously digunctive.
The moments capilured are less still than mummified though
always in haute-couture wraps). Tha mother's embraca of her son
in The Explanation is Barng. I's Simple. | Don't Cave bears all the
warmith of Freddy Kruger, despite har gongeous grin, And while the
Mestié logo — sculpted into actuality after years of 20 enfraprment
— echoas Pinccchio's transformation into the [ittle boy ha always
wanted o ba, |t sits drained of colour and context. Ona's investmaent
in an avatar, or mimicry of the ‘ideal’, is —as postoolonialism told us
- atways bound to 1all, But that doasn’t maan that identity remains
intact. Today's account of failed mimicry is more like the fable of the
Carpenters to which Sylvester frequently refers: Karen's sadness
could never be surmounted by the pop appeal of Richard's songs,
nor by the profits they ultimately reapad,

That doesn't mean, though, that opias ars dead and al
aspirations are bound 1o shatter, ldeals and heroes may be
fascinating and fun to mimic, but strving 1o match them on your
own terms takes mone work than simple seduction provides, This
is the unexpectad realisation that emerges from You Shouwd Lat
Go Of A Dying Relationship,

On first viewing, this video installation repeats the surface gestures
of what Sylvester gals ‘popular niklsm'’. His remakes of two
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fales of doomed love - David Bowie's Heroes and Kate Bushs
Wuthering Heights - face each other in what would be a dialogue
were the songs not muted, The dances or rather, Sylvaster's
pantomime enactment of them) fall short of fully translating the
lyrics' tragedies. What they prvide ts gendered clichés: ‘Bowile®
swaying steecally on the spot, ‘Bush’ dancing hysterically across
the screen. And while Sylvester's mimicry of their gestures |s
similar, it's nat quite exact. The nitial maral: the fantasy of baing
your favourite Pop-star as seen on televigion can't hide the reality
that, whan tha musc stops, you're the sama as you weare before,
just a litthe sweatier and holding & hairbrush to your mouth, As
David Lynch's Muthollare! Drfve reveals: o hay bands, there is no
band. it's &l just an flusicn.

But that is to ignore anather, even more pressing reality: this is
o just & nihistic portrait of contemporary ‘dantity’, but a Darmen
Syivester self-portralt {ane of the first he's mace). By locating
himsedt explicitly in the work, Sylvester realises that the terms of
reference change slightly, from being a mere copy 1o somathing
mara compkex. 1! gives prde of place to the arlists labour, 1o the
hours spen? crafling the body of work that glso gives body 1o
an artist's identity, This is not the chichéd ‘spark’ of either artistic
creation or creative consumption, but the months-long process
of work invelved: from researching and determining songs and
dance staps, costumes and lighting, to gamering funds and
selecting a crew, recording the performance and processing it
resdy for our own gallery-bound mitation of Sylvester, In other
wiords, it takes much longer than the three minutes and thify-cne
seconds of the songs to create one’s own work, 1o create the
work of the salf, Identity can never be taken as a given ioday;
it neads 1o be worked through and against the seduction of
spectaclhs. And whils Sylvester provides an imporiant reminder
that aspirations are stil possible, he also knows that they cannat
be naive: mimicry alone is no longer enough.

Fuck Me I'm Famous
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Shiaun Wilson is an artist, writer and curalor
mxpharing themes of memaony, place, and
scala through video, painting and minatunes.

and a PhD from the University of Tasmania,

Shaun has particpated in group and solo
@xhibitions and screenings both naticnaly
and intesnationally including at the Austrakan
Cantra for the Moving image, Melbourna,
Perth Instilute ol Comemporary Art, Kun-
simuseum in Norway, 24hiArt in Darwin,
tha Instifute of Modern Art, Brisbane, Ican
Museum of Art, Malbourna, Gallery 101,
Malbourma, CAST, Hobart, Cantre on
Contemporary Art, Seattha, the Canbarra
Conternporany At Space, Canbera and
i 1ha Thailand New Meda Arts Festival
MAFOS in Banghkiol,
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shaun wilson

In Shaun Wilson's 7975 we 28 a powerful exiension of the artist’s
faacination with the concept of the "Meamory Palace’; a place that
physically no longer exists, where time blurs recoliection in a
deconstructed sensibility, a filmic remembrance, nostaigia and a
yeaming to understand.

Wilson has structured 1975 around thres inter-ralated contantions.
Firsthy, that film can be used as a mode of articulating memory and
place. Secondby, that film can play a central rale in rermnding us of
past mamary, And, thirdly, that the death of someone close can
impact on a personal sense of place and dentity. In 1975 Wison
irvestigates both memories and places by manipulating scalks
and film as modes to express. and through this come to terms
with loss and experence. Wilson s fascinated by the concepis
behind Ad Herrenium, the Roman book of retoric that describes
the process by which memaories are committed to physical forms
and placed within the interior of buildings and other darkened
places which were later termed "Memory Palaces’,

Wilson has constructed a scaled-down viewing room for the
wisitor to enter inlo and experience, in which a video projection
of meonfigured home movies centring on the mcent loss of
his grandmother, Madge Barbone, ts playing. For Wilson his
grandmother symbolises a teasured time of summer school
holidays, watching the midday movie, special trips hand-in-hand
1o the local milk bar for lce-cream, and, most importantly, tnusted
corversations. Wilson's melationship with his grandmother is
mitegral 1o entering the conceptual world of 1975.

The archived footage, draem from the artist's family’s home move
cofaction fimed by his grandiather Tory, s complimented by a
miriaturised copy of Maoge Barbona's 1975 Iving room couch
as recalled by Wilson. In fact, the entire space that is the artist’s
‘Memory Palace’ is scalad down in propartion to his body hesght
as it was In 1975 when Madge Barbone would babysit the threa-
year-oid Wilson two days a waek. Wilson would waltch fascinated
85 his_grandfather and grandmother ran ther cofection of old
homa maovies, through this process passing to him the famidy’s
oral history, Wilson can remember Madge cooking spaghetti and
oiher ltalian foods while teling him fravel stories of Germeany,

a2

Guam and the LUSA. His grandfather, Tony, an ex-Unied States
Air Force serviceman would regularly screen these home movies
In the Iving noom at night —a scene evoked in the darkness of the
1875 memory room — while Wilson sat on the couch enfranced,
dreaming of exglic other words far away from his 1970s
Mefbourne suburbia, It was here sitting on Madge Barbone's
couch that Wilson was first exposad to tha family archive, it
visual presentation and oral stonytelling,

In 1975 Wilson's intention s for the world 1o appear as understcod
through the ayes of a three-year-old, The views has to adapt thelr
awn personal scale in order 1o experience Wilson's account of his
filmik: arvd spatial memories. When we change our scale, perhaps
we change our mamones foo? We are not used to being forced
Inta & half-crouching position o enter a gallery space. To add
1o our discomion the walls of the room are deliberataly askew
and the ceiling seems almost too low 10 be comfortiable. Wilson
has debarately scaled down the door, walls, roof, couch and the
video progection of 1975 to create an infimacy between the viewer
and the artworc, It 15 almost as if we are three years old again, as
we view Madge Barbone's treasured home mavies. For Shaun
Wilson the housa iz ‘one of tha greatest powsars of integration for
thoughts, memorkes, and dreams of mankind'.' With this in mind
there is a strangely uncomicrtable feal to Wilson's inlerpretation
of Ad Hermanium,

The majority of the film footage used in 1975 |s specific to the
cantral rof that Madge Barbone played within Wilson's family as
miatriarch and much ioved grandmather, Wilson possesses what
appears ta be an endiess supply of family archival Standard and
Super B film, some from as early as 1854: 'Complately undarmining
the structura nbarent in their callulold origing, Wilson manages 1o
produca tha Busion that indvidual sequences: are enolded into
themsatves, allowing the viewer to perceive the smallest datad,
the mast sublla of changes within the image."”

One scene in 1875 depicts 8 cashmems-sweatered woman
turming seductnely, and holding what may be a 1950s Coca Cola
soda drink bottle, The scens coud be a long forgotten party.
Wilson gives no hint 88 to his characters |dentity. The “dame’
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with the drink bottle may be his grandmather or a family friend.
Tha woman appears in a siow motion, dream-fke sequence.
The scene's forbidding and dominant horizontal fne of deep
fluorescent biood red adds waight to the feeling that all s not
quite right in this ‘experience of desp time'.? The unusual vintage
soundtrack of this sequence aclds 1o the sena sense of a history
lost farevar.

Wilson is fascinated with the transierence of time and the re-
interpretation of memony, as can be ewidenced through his
extensive use of home movie footage: “Through projections in
living rooms and bedrooms all over the world, these abundant
quotician moments are harvested, processed and presaned only
whan they ane stored away in the dark, enclosed places - pantries,
garages, wardrobes — for eventusl retrieval and emembaring in
a distart future.™ Wilsan engages the highways and by-ways of
hig family's filmic stockpile as if he is a time travaller wanting to be
resunibad with his mamarss,

Tha hook of the enguiry that Is 7975 Is that the viewer s saeing
the mherently perscnal (the home movie) displayed publicly (as
art}, Wilson draws our attention to the fact that “an outsider can
easily miss the hidden stories and secnet resonances buried in the
visual fraces left by the people who captume their ives on film'*
There ig in 1975 a sense of the family secret, hidden, forgotten,
but about to be revealed. As Wilson cbserves, 'Because a home
movia can be a personal reflection, watching one can be fike
rearfing someone etsa’s diary. The intent of thes is obviols = they
ware never intended for cinematic release, only destined for tha
Iving rooms, halways and other home spaces of family and
friends, "™

Tha images in 1975 are second hand and tha majonty ane out
of focus, as family snaps and movies often are. One s left with a
disturbing voyeuristic feeling of viewing that which we should not,
an almost vuigar joyous delight in the revelation of another's private
hoeriz e, Wilson has commentad that as, ‘[plan spectateor, the
audience can experience a sociclogical and philosophical premss
that is expressed through a seres of namative connecticns.™ In
his own revisiting of Madge Barbone’s Iving room, Wilson imites
us into his story.

The Memory Palace: family history and 1875...

Wilson has used 1975 as a means of coming to terms with his
grandmather's death. He was traveling to see Madge when he
was informed that she had died, In the process of reconciling
hirmself to this sudden separation, Wilson reminds us all that the
home moves, OVD and video footage that we so treasure as
rocords of special famiy occasions provide us all with an inroad
into the spaces created whan people die. Fim connects meamaries
1 time, past ftime, lost time, fulure time, Film enables us (o evisit
other times as if in some kind of other space, transporing us 'back
o the future” to bid farewsall; an unfinished moment 1o be ravisited
and re-exparienced through the Imparfections of memory,

For Wison, 1975 has enabied him to 0o back to childhood by
adapting scale to memory and to represantation - to say goodbye -
articulating this moment through home movies; reinventing Madge
Barbone’s persona today, through captured moments of the past,
This process gives rise 1o other personal mamcories and allows the
vignwer 10 refresh thair own memornes whis viewing the work,
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born Melbowrne, 18TS

Haden Johnson graduated from a Bacheloe
af Fing Art [Honours) majoring in painting a1
RAMIT in 2002, Sirce graduating Johrson
has presented solo exhibitions at Gallen
Schnawzer in Osko, Studio 12 a1 Gerrude
Contemporary At Spaces, CLUBSproject
Inc. twith Kylie Forbes), Westspace gatery
and Bus galery. as well as contributing

Lo & number of group exhibtions and film
sCcreanangs. She hes undertaken a number
of curatorial projects, mast recenily curating
the annual Shde program at Gertrude Con-
temporary Art Spaces. Johnson completed
a studic residency & Gerinude Contem-
parary Anl Spaces in 2005, and recantly
returned to Melbourme from a four-menth
resdancy &l the Nordksk Kunstnarsaner
Dgisdszen in Norway. Jobnson has also
contributed wrilings to Matural Salection and
LN Magasne, and has authomed 8 number
of calalogue essays,
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helen johnson

When is something contradictary, but not a contradictionT A Mika
jumper and &n ksraell military headscart lie casually together on a
young man’s unmade bed: a pomographic image of a voluptuous
woman dominates the cover of an extrems laftist magazine that
prociaims ‘sex is daad’; and 8 young man with car keys sits at a
desk taking comtern from an electric heater whilst supparting the
campaign for presenving emdronmental biodivarsity.

In The Cenire for the Study of Adhocracy: Producing Singularities
i a More and More Standarcized Workd, Halen Johnson invites
the viewer to observe a seres of everyday moments as they
Qoour In an organisation without hierarchies, and in which al
inclividuals and their actions contribule equally to the collsctive
state of things. Windows frame rooms cul into & roughly hewn
rock-face beneath a lush, verdant garden, Connections are
drawn betwean these interior and external spaces in ways
that interrogate the complex ralationship betwsen natural and
acculiurated landscapes. The painted paper panels of Johnson's
interces are here literally superimposed over the natural
landscape, which has been applied dimctly onto the surface of
the gallary's walls. But the natural landscape Is not innocently so;
exolics axis! alongside native flors, areas of wilderness give way
to neaty tended plots and a lemon tres thrives on the urine of a
diligan! young gardener,

Within The Centra for the Study of Adghocracy, individuals put
consumabile objecis to unexpected usaes while they seek to
align themselves with a collective idantity through idicsyncratic
appropriations of shared symbaols. Johngon draws our attention
to the artificiaiity of simplistic distinetions—between naturs and
cullture, producer and consumer, individual and collective—and
thi fluidity af such concepts as they exist in tha ‘real world', She
positions everyday practice in befween acocepted expressions of
cultural identity and dissent. In 50 doing, the artist imites the
viewer to idaentify (and identity with) the many, micro day-to-cay
appropriations that allow indrdduals to exist comfortably within
impased social systems and in the context of grand historical
narratives. Johnson's work reveals the extent 1o which wa livie in
franslation a1 the level of the evaryday,

Walter Banjamin recognised in translation & ‘removal of ona
language into another through a continuum of transformations'.!
Jahnson gives shape 1o such continua wathin the loaded contasdt
of parsonaksed interiors: At The Centra for the Study of Adhocracy
everyday translations find expression in the ways in which things
are put to use, Here, seemingly kreconcifables objects coalesce in
ofherwise unremarkable spaces, In their combination, the viewer
bacomes aware of the subtle, although significant and continuing
changes to the meanings of things. Set alongside a poster for the
RAF or Red Armmy Faction, Swiss Mo Wave and UK punk alburm
covers proclaim social values and palitical affiiations, as well as
miscal taste. A military headscard, ownad by someone who is
raither |sraed nor in the lsmel amy, is combined with a Nike
jumper and becomes an edgy fashion item. And on tha body af a
pre-pubescant boy, anarchist badges and punk insignia from the
1880s reveal a desire, tinged with nostalgia, to belong to social
rmawvemants that have changed significanthy in order to retain their
CLITanGY.

Like French social snd cultural anmhropologist, Michel de
Certeau, Johnson finds an slament of freedom in the vanety
of ways indhiduals use, and in so doing, subvert the Intended
meanings of, consumakbde objects’ In their Idiosynoratic
consumption ‘users make ... innumerable and infiftesimal
transformations of and within the dominant cuftural sconamy in
order 1o adapt it to thewr own interests and fhelr own rules.™ For
Johnson, it s the artist's rola to reveal these subversions—aor,
as de Cerdeau would have it, these ‘manipulations'—as they
amerge in the minutise of everyday life.* She draws her matesial
from a range of sources including the Intarmet, chance personal
obsaervatiors, happened-upon images and staged photographs
o caplure sofated moments lumished with the clues 1o reveal,
upon interrogation, the everyday and somatimes thoughtless
actions thal sat thase scenes. Johnson establishes an uneasy
visual relaticnship between objects—a diagram describing the
response to a mass outbreak of disease and a poster of a hurman
pyramid, madern monochrome geometric alongside decorative
Victorian furnishings, or a portrall of an artis! completing the
represantation before the viewar, She asks us to guestion the



Anna MacDonald

relationship betwaan things, and in so doing to interogats our
own ways of being in the world.

This playlul exploration of averyday detads s perfermed on a8
grand scale. The arist's wall-painting might echo panoramic
representations of urban and natural landscapes, but her
subject and the material of har work belie the possibdity of an
“ail-armbracing view'. In the same way as Johnson's figures tend
more Wowards life-size than to the monumental, her arrangeament
af matanal objects defiberately confuses the meaning of things,
rather than removing potential impadiments to an undisturbed
aspact. Whila panaramists sought 1o conceal the artifice of their
representation, Johnson's view s salf-consciously constructed,
Indead, she goes so far as to integrate its construction into her
subject. The paint, utensils and poriraits of members of the team
who assisted Johnson in the installation function as s reminder
of ite arifice as wall as a descrption of the collective, creative
process invohed in realising this work.

Mo tonger a means of making palatable the confusions of an
everyday life radically altered by industrialisation, the twenty-
first cantury panorama, In Johnson's hands reveals the chaotic
reality of life in a post-industrial age. This Is nat an andous
chaos, howsver, nor does it subside into relativism. Johneson's
work may be indebited to postmodernism’s legacy, but her use of
pastiche and her sutwersion of dominant structures should not
e confused with a blanket proclamation that “anything goes’.
Instead what wa find in The Cantre for the Study of Adhocracy
is & compiex and changeable narrative aptimistic of resolution.
Indnaduals find hope and camfarn in the ad hes relationships that
develop (between things as well as between people) through
evaryday exchanges. It is these small daily transformatians and
their impromptu particularities, not the imposed structures and
systems from which they are drawn, that constituta tha real word
of Johnson's imaginary landscape,

Everyday Translations

! Walter Berjarmin, 'On Language ma such and on tha longuage of man'. Sedecred
Wintings Vokurw 1, 1973 1026, od. Buliock, M & Jonnings, 44 W, The Balauss Presa
ol Harvan Unnersity Press, Cambrdgs, Messaohusatts, London, England, 1368, o To,
Saa aino Waller Bangamen, "The task of ire imnpiatee, cooed, pe. 253-263.

FTres froodom m nof grven (&t last not in equal measure), nor i 8 abechute. Just as not
PVOTYOND Furs BCCASE 10 N S0 COMumabis objacts, thans am naal diflomoces i (Fe
modes ol Fanaiabon and evels of svendsy comion open 10 peopis of offerm sooc-
BCononie Bnd culLini bl

¥ Miched g Cerlssu, The Practod of Sveryday Life, trans. Simen Randal Undonsdy of
Calfior Pras, Bacsiey, Loa Angelirs, Lonaon, 1984, po, iy,

* e Johmpon, Arfisl's Statement, 2005
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makeshift

After what can only be described as loose destingtion an-
nouncemants, the tram conduchor, perfaps by way of apofigy
broke into song; 'm just a8 boy whose infentions are good, oh
Lord please don't ket me be misunderstood”. Just the one ling,
parformed with gusto, then alas, my joumey was over; I you're
Ipoking for Pederation Square or Flindars Street - you've come o
the e of the bne...'

Mermdands in Sydney’s west s a pretty drab suburb - funny name
though. It's drab for a lot of reascns, not least its sbundance of the
architectural phanomenon termed Terrain Vague', This describes
the unused or fallow areas created as a resull of poor urban
development — in @ way, sites that are both there and not thare.

The first project embarked upon by the Sydney colective,
Makeshitt, was appropriately titled, Temain Vague. Ironically this
interrogation of one form of ‘'bad amchitectune” led directly to
another. Their creation, a dark and hapharard network of funneis
punctuated by 'rooms' of varous sizes, engulfed the gallery space.
The viewer was left to traverse 8 struciurg constructed entinsly
from recycled cardboard, occasicnally happaning upon artwarks,
oher works wena revesaled only after negotiating crawl spaces and
other equally unskaly and uncomiortable routes.

Cstensibly born of recessity, the Makeshift collective began simply
as a means of producing installations untenable for a lone artist, it
had no real raison o'étre, bt & fluid roster of contributors, with each
mamber able to continue their own practice within the armatuna
that the group devised. As that armature, Tarain Vague was
incredibly impressive, but i1 also exposed the teething probloms
for such collaboration, This was evidenced by inconsistancias in
the quality of soma of the artworks housed within, Tha approach
allowed indhidual artists a curious lack of acoountability - just as
tha installation was based upon an emply centre, so oo it seemead
was the group,

For WEWDS, Makeshift has developed another similar candboard
behemoth, this time placed with the moniker - Walcome fo
Mermyands, However the "Marrylands® in this situation (while the
locality pun is intendad) is a reference to the artisls’ desire 10

=]

create a site of play, In Marrplands, Makeshift presents a scmewhat
rafined project, no bess freewhealing, bul the arfisis are cerlainty
mane awara of thair ability to manipulate the dichotomies implici
within the work. Furthammaore, the group hes developed a greatar
understanding of isall. Here the empty centre has a cumulative
effiect, enabling a lessening of sirictures and a broadening aof
posshiity. To be even mare explicit, It is a project immearsed in the
idea of potentiality, a network of “what ifs’ and sliding doars. Just
as tha viewer is forcad to navigate the work., the artists ane making
explicit the navigation of thelr praciice.

The comeady duo Hale and Pace once did 8 skefch wherg you
s8e 8 man walking along & row of shops befora stopping &f a frick
store and going through the door, it's funny because the trick store
was exactly that - a sef axgsting only as a fagade, 5o anyway, the
ouy walks through this door and sfraight info the Thames, .

This process of moving through the artwork both physically and
mentally, seeking that which may ba revelatony, is potentially the
ondy genuing com 10 Makeshift's project. Thers is no guarantes of
even commitmeant to an eventual end; the audience is laft with tha
basic matenality of the installation as their onéy logical cohanant sign.
It cartainly is a tender siuation - both anists and audience 1ogethar
an the path to discovery. However, Wakcoma to Mamyands, 63 a
progresson from Makeshift's initial project, escapes many of the
pitfals that can be associated with process-based installations.
The scaba af the propect, and the claarly labour-intensive processas
invaived in producing individual works manages 1o alleviate the
fealing that this could be a fippant gesture. Even mors appeaiing
s tha honesty of the gesture — this artwork may seem confusing,
and in many ways Its meant to be, but as an interactive artwark, it
cartainly gives you somating 1o take away with you.

In reaffirming the intuitive nature of the project, it = impossible 1o
igrone the matenality of both the structure and the works housed
within. As viewars push through the natwark, thay ane repeatedly
asked 10 negatiate and comprebend artworks in which the form
i confounded by its make up. Trees made of plastic and an
enormous, precarously placed phywood wrecking ball define the
spaces in which they ane housed. Hera the apparent respite of the



Christopher Hanrahan

OGS IS usurped and the viewer is left to manvel at the imvention
of thesa installations. Corversedy, another route may lead to an
Intimate and postic video installation followed by a room aglow
with lamerns. That these may be encounterad via crawl spaces,
or a hithans unforeseen staircase only continues the game. The
complaxity of the network dictates that these artworks may in fact
be discovand with greater ease: how you find them is based on
your instincthe reaction 1o the tunnels that face you.

Welcoms to Mempends confidently straddles varous modes af
arnistic practice. The labyrinth is home to both ideas and form,
each jasting for attention. As in a Choose Your Own Adventure
novel, there are a variety of paths rom which a narrative can be
evinced, s & happy result, and a welcome ona if only for its lack
aof didacticiam. In many cases the germinal theory for the poject
hag been developed; in some cases i has been washed away
by straighthorward artistic enthusiasm. It is an enthusiasm that s
adfcfictive. The simpla pleasure of encountering arworks within an
artwork that, by force of materiaity, chabengs and complimant
gach other, is impetus encugh to counter the claustrophobia
inharant in antanng the wark,

Welcome to Merrylands!
It's a tender situation - taste the waste,
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Darren Sylvester

¥ | Ordy Do One Good Thing in
Lifw, This Is § 2008

two channal DVD, sound

34 minutes

edition al &

Yo Showdd Let Go OF A Dywg
Ralatiorshio 2008

two channel DVD

3 minutes 31 seconds
editon of &

D't Wary, 'm Just Temporary
2006

lightjet pring
B0 x 120 cm
editon of &

¥ Yow Fall i Lowe Again, You're A
Litile Ohder, A Lifte Less Thusting
2008

lightiet prnt

B0 x 120em

adition of &

The Explanation is Boning. It's
Simpie. | Don'l Cars 2006
lightiet print

B0 x 120em

edifion o 6

Chilgren, Dan'’t Ba A Burdisn Ta
Your Farerits 2006
panted ABS plastic

52x 2915 0m

edtion of 6

Sulvan and Joanna Strumgpl.
Everyona at ACCA has bean
fartastic. Thank you to Jullana
Engberg for this graat opportunity,
A MacDionald for baing s0
fast on tho oomad, Danoy Lacy for
Haying yes to evenyihing and 1he
ACCA ingtatation and fromt-of .
houss teams.

You Should Laf Go OF A Dying
Redaronatip

On camera was Bruce McKanzie;
Brenton Vienables dimimed

the lights; Gilian Tucker ran
around; Chanlafia Baker and
Diaial Morsour appbed makeup;
Kirmien Choung did the hair; Steve
Jennings added mone smoke and
glow afterwards. Specsal thanks to
"The' Harnah Brocks for Dewd's
packat and dreas shopeing and
Jan and Kevada Dully for maling
it fit. Adam Green for the snglet;
Teresa Lana for making the
pwallary; Matthew Parkins and
Maonash Lnivacsity for the space
1o film and much respect 1o Dindd
Bowie and Kate Bush,

i Oy Do e Good Thing #n
Life, This ks it

Trarks to the suppon of Saly
Trusesit from IKEA and Anna
MacDonald trom ACCA wha
handied & the papanwvork
Immoived, &5 wel Bs the busy IKEA
kicsk gtaff on Saturday 14 January
2005, and 10 everyone who
pecapied B o ioe-Crm.

Chidren, Dor't Ba A Burdan To
Yeur Parents

The original armature construction
wis by Adaor Lynine, | maide thea
ety roced and Jarorma Frumar
ohicd the 30 modeliing and CAM fia
prenaration. Thanks 1o Aoy Hyde
for the phone rumbers.

Matasha Johns-Messenger

Automatectlogic 2006
site materials

Natasha Johns-Messenges would
kot 1o theink Anna Bardas, Dave
Coanll, Juia Messanger, Scott
Mitched and Pata Clancy,

Tory Sevil, Bucky Toller, Ghristian
Giynn il tha ol at Torkoy G,
Arvaryn end Emma, Col aret Tory
Gngsty, Danny Lacy and Sath
Ssidarman



All polours fade nfo the might 2004
epaxy anamal on panel, nean,
transformors, timber, vyl lettering
200 x 200 em

Sitver Strufter folaze of discn) 2006
patyurethans on paned, naon,
Iransformers

T x200em
Dazed and Giared 20006

DlurTitium
1200120 x 14 em

120 % B50 x 17 em

o - )
[ransparant radiation] MLRH 06
FPovtrait 2008
Eedoured and mironed Porspex

B uminium
202x124.5em

& Eguipmaont Fivis Dock, Jernifer
Hayas, Karen Cricott and ail the
Library Siaff 8t SCA and Fishar,
Sebastian Laurens at Capral.

Shaun Wilsan

1975 2005

Bmm as OV on single channs!
VD, sound

B0 ranubes

salfa, meed media

3 x 3T x40 cm

Shaun Wilson would ke 1o
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12,

13,

CATALOGUE IMAGES

Flucrochromadimerorchnime
errmmmfﬂﬂ o6
bd:‘uﬂ!ardrmwhm
and aksrmm

202 x 1245 em

Instaliation wiew

Instaltation view

Siver Struther (dare of dsco)
2006
polurethane on panel, neon,
transformers

T =200 cm

Installafors view
Matasha Johns-Messenger

. Automatedl ogic 2006

site matenals
(chatmi)

Automatedi oge 2006
idetal

Automnalect oge 2006
{chtandy

14, Automaled, ogic 2006
{detad)

Darron Sylvester

15. You Showkd Let Ga OF A Dying

1T,

18

19,

Relatonshe 2006
fwo channe! CvD

3 minutas 31 seconds
edition of B
g Sl {detail

. ‘¥ou Shouwid Let Go Of A Dyng

Felationzp 2006
wiceg sliis

i 1 Only Do O Good Thing In
Life, This ts It 2006

two channel DVD, sound

34 minules

adition of &

vidieg sl

I You Faif in L ove Agai, You're A
Lithe Oichew A Littho Less Trusding
2008

Tghtjet print

90 x 120cm

edition of &

The Explanation i Soring. II's
Simphe. | Don't Caro 2008
Eghtat print

80 x 120cm

eddionol 6

20, Chidron, Don't Ber A Burden To

21,

Your Panents 2008
paintied ARS plastic
52x 2% 15em
edition af §
instakaton view

Shaun Wilson

22, 1975 2005

Bmm as DV on singls channs|
CWVD, 2ound

B0 minutes

sala, mixed midia

93 x 37T x 40 em

wicdieo still

231975 2005
wigeo giils

24 IB.'-"! 2008

31, Wedicame fo Memands, 2006
i madia

et}

32. Weloome fio Memdands, 2006
|detals|

33, Wiscome o Morndands, 2006
|dartadts)

34, Wielcoma fo Meeryiands, 2006
idetais]

35, Walcome 1o Marmdands, 2008
{clitall
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Our thanks to sach of the NEWDS
arligis for thiir commitmant o ensur-
ing tha NEW commissons contnue
o pmvoka, hill, entice and engaps
ACCAE audence of poers and pub-
kz. Wa thank, and congeatulate amch
ol you for your wordkrful works.

contibutions make all the differenca
10 O program pulcomes: Michael
Cartmal, PAVOO Technologies; Sally
Trusoott, IKEA; and Visy,

WRITERS

Dr Carolyn Barnes s Cocrdnator
of Postgraduate Stucies in the Fac-

Malcom Bywaters i thi Dirctor
of the Academy Galery, Lintvergity of
Tasmania, Launceston. in 2004 he
ourated the Acacery Galary exhibi-
tion Shaun Witson - The Ermpie of
fine Stnad

Anthony Gardner = an art histonan
and ¢ritic: hased in Malboumne and
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Joff Khan is a Malbourne-based
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Communications Manager @ Gar
truoe Contemporary Art Spaces,

Anna MacDonald s Curatorial As-
sistant @ ACCA
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dent curatoe,
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