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At the moment the wordd seems restless and edgy and
uncertain and full of white noise and static. The Unguigt World
represents this sense of disturbance,

Thi exhibition setties momerntarily on a number of global places
where political, emironmental or social unrest occurs. | guess
you could call thesa 'trouble spots’, but | would prefer to call
them *piaces in process”: some for bettar and some for worss,
Whila there is troublie, there is also a tremendous willngness on
the part of the artists in this exhibition to be part of a repairing,
problem-solving process, Importantly, thers s a sanse of
urgency to get information out beyond. the mediated and
regqulated places of network media and sanctioned releases.,

Artists have a tremendous ability to make connections with
people. Because they are unofficial, and at the best of times
open 1o discovery, they allow us to witness a very personal
account of things that are often ocbacured by the restrictions
of commercial interest, government interventions and palicy,
and so forth.

Artists have always performed this function to some extent,
but certainty the group of artists in The Unquist Wond has a
strong link to the idea of art and life that spreads through most
of modemity and gained special force in the socially engaged
praciices post-1968.

Some people have asked if the works in the exhibition are a
raturn to *social realism’. | would answer ‘yes', ina way, but |
think thara i= stlll a lot of subjectivity in these works and that's
what makes them potent. | would be cautious about using a
term like 'social reaksm’ because | think, now that wea know
how prone things are to editing and manipulation, the ‘realism’
part of that phrase is somewhat up for graba... but these works
are certainly very socially real.

A good many of the works in this show commant on the role
media plays in depicting the word in disruption. and sbout
the way this depiclion can sometimes over-saturate and
even diminish our response to the issues covered. To ma,
arl, if compeling, cuts through meadia saturation. In certain
ways that's what differentiates ant from other forms of visual
tranamission, Salam Pax is a good example of this. He uses
visual dislodgings to make us aware of the constructed aspacts
of hig video diary. This means wa hava reason to remain aler
and aware and o remain open with enguiry. Conventional TV
and film-making try to make intormation seamless, make it
normaksed, so that yvou do not notice the manipulations. At
operates in a very different way,

Even whils encountering the bleaker aspaects of humanity's
struggie with itself, ant can oparate with humaour - and in this
enchibition | particulary like Kamal Ajafari's work for its inherent
humouroies poetic, which draws peopls 1o, Sandra Johnston's
ittle monitor works about memary and ‘the Troubles' in
Morthern Iraland are quite yrical, Lida Abdul’s works ame quite
provisional, Salam Pax's video diaries are hugealy phayful,
Gittoes's Gl guys get undar your skin,.. the list goes on.

There seems to be a greal wilingness on the part of exhibition
wvisitors to sit with a number of these works, which are often
quite dense, and to stay with them, One of tha works paopla
most comment upon is Ursula Bemann's Black Saa Fles,
and that's a big project which takes quite some time 1o work
thraugt.

Thanks to all the artists and authors for thelr contribution to
an exhibition and catalogue that opan discussion and debate
about this world that is restiess and unguiet. JE
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Mot all houses welcome you home. Some liein ruins; remindars
of devasiated memaries. You drag others along behind you,
hoping that in this awkward baggage a sense of belonging will
follow. St others are burdsnsome; houses that never aliow
you 1o leave, not even in exila,

In her moving image works, Afghani arfist Lida Abdul lays bare
‘the unhealable rft" of exfic experience.’ Abdul is currently
without a home-base, moving frequently batwean Alghanistan,
Germany and the United States. Her practice revaals the exile’s
struggle against the rp of displacement. In works susch as
The White Mouwse and those in the House series, the domicils
becomes a metaphor for the unhomeliness of exile. But the
rough texture of Abduls 16mm fims transferred 1o video
lsaves no doubt in the mind of the viewer that in her work we
are witnessing real life, The labour and concentrated effort that
characterice Abdul's performative actions convey an urgent
nead to heal a shattered sense of homa,

In The White House, a large-scale wall projection, Abdul is
pictured whitewashing the ruins of a dwelling an the outskirts
of Kabuil. Her large wooden paintbrush is heavy and the rubble
benaath her sandalled fest, treacherous. Abdul’s task is not
an easy ong. Some places are hard to reach, in others debris
hangs precarously from what could once have been a cailing,
swaylng under the pressure of brush and paint and always
threataning to fall. The ground literally moves beneath her feat
as she bends 1o cover up the rubble that now carpets this
ruined home. In the distance, people go about their business,
driving purposelully past while Abdul cares on with her
housekeoping. Mo-one slows to observa her labour, Therais a
matter-of-factness about her movemants that lends a sanse of
the ordinany to this intensely moving sceane.

Gaston Bachelard, who famously described the house as a
site of daydreaming and a shelter for dreamers, has meditated
upan the role housework plays in making a home. In carmying







oul domestic activities ha finds ‘a sort of consclousness of
constructing the house, in the very pains we take 1o keeg it alive,
to give it all its essantial clarity. A house that shines from the care
it recehves appears 1o have been rebuilt from the inside .2

But what happens whan thare is no longer any Inside? When
the protective shell is In ruins and the furniture whose polish
would once have lent warmth and Intimacy to a home has long
since been destroyed? In whitewashing this dwelling, Abaul
hes deliberately turned her back on rebuilding, at least in the
tracitional sense of post-war reconstruction. Instead, through
her labour she works towards a different kind of retum, one
dlve to the impossibllity of homecoming. Whitewashed, the
white house recedes into the surrounding landscape, no longer
a rerminder either of the home it onca was or of the unhomely
ruin it had bacome.

The need for the sacurity of home is greatest in the face of loss
and displacement. Like others iving in exile, Abdul sulfers the
burden of attempling to make herself at home everywhas she
goes. In the five short, looped films that constitute the House
sevies, as in The White House, the emotional and paychological
recoursa 1o homemaking is made manifest through physical
affort, Abdul drags, pulis, yanks and cames a miniatume,
dolhouse-like abode through the streats of Los Angeles. In
general, Abdul is mincful of her charge, canefully navigating the
rough topography of the inner-city bitumen, Only in House 5
does she allow it to ricochet from side to side and carser inta
the sharp comers of brick buildings. It is unclear if the fate of this
dweling is the result of simple neglect or deliberate damage, At
times Abdul appears to be tning to outrun her battered abodea,
But house and exile are Imevocably bound together, unabls o
escape the damaga they inflict upon each other,

Abdul's determination 10 kesp moving as she struggles in
the face of the awkward weight of her load is at once aws-
inspiring and distressing. Is her effort motivated by desperation

or wilfulness? Perhaps the assumption of this burden is one
way of wresting soma contral over the imposition of exle,
Parhaps in these works the house is a symbol of hope,
Nevertheless, thers is, in this series, an overwhelming sense
of the precariousness of Abdul's American 'home'; her grip on
the fimsy tie that binds her to her adopted abode is forever
threatening to loosen,

Reminiscent of Adomo's ‘lving-cases ... [dwelings which
arg] devold of all relation to the cccupant’, Abdul's houses
declare the exile’s ongoing displacemant and permanent
homelessness.” Even as she labours over them, these uselass
shelters seem to mock her efforts, insisting: “This is nat your
home!’. Their period architectuse does not reflect her history,
Their inhabitants, who stand on the miniature verandah—
whether to welcome or rebulf is unclear—are not har family.
In ez, Abdul Is denled her own home and burdened with
someons elsa’s house of dreams. AM

! Bt Said. Fofections on Eda' in fsfections on Exle, Grarin, London, 2001, g 172
¥ Gasion Bachelud, The Footics of Space, Beacon Press, Boston, 1669, p. 68

" Thecdor Adomo, ‘Fefuge for the Hofmelets' in Anima Mok Rafiecions o & demaged
¥e, varno, London/Mew ok, 3005, p. 30
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Thus it happens in matters of state; for knowing afar off fwhich
it i= only given 8 prudent man fo da) the evis that are brewing,
they are aastly cured. Buf when, for want of such knowledgs,
thay ara allowed to grow so that everyons can recogiisa them,
thare iz no kenger any remedy to be found, - Machisvadi

Visit iraq bomows s approach from magazine-style television,
basad on vox-pog, door stop Investigative journalism. Hearsay,
speculation, suspicion and consplracy theores wrile & script
that, like much that purports to be curment affairs programming,
makas news out of the fimslest of premises.

Visit frag opens with a bref ‘portrait’ of one of society's
outsidars: the citizen with a grievance against the omnipatence
of the forces of government. This salf-appointed modem
haratic, Kafkaesqus in his torment and disposition, is penmétied
hiz moment in the media spotlight through the camera. His
claims, written on thousands of sheets of paper, supparted by
gatherad ephemearal evidence, and his vigil outside the edifice
of the government offices whosa inhabdants thwart him dally,
establish an unsettling cverture fo the main business of this
short film. There is no denying that this is an Indvidual who is
uneasy and, we are forced 1o think, perhaps a litlle deranged.
But the guestion rermains, Did his agitated state of being form as
a result of his treatment from government, or i il a symptom of
his own infermal dabate? Either way, it announces a filmic tona
of parangiz,

Kamal Aljafari takes us to a business district of Geneva,
Switzerland whera the office of Iragl Airways appears as an
abandonad site. The empty office, like a modem ruin offerdng
itsalf up as evidence of a past chization, s investigated by
Aljatar’s fimic gaze, The soft, wom leather uphoistery of the
round, booth-shaped waiting lounge s panned over, revealing
the fittle cushion hils and troughs upon which the shacdow of
Arabic sign writing uncuates, as il cast over a desad plain. A
Hollywood-styla portrait of a young, handsome Saddam Hussein







hangs in its gilt frame, with its glass reflacting the merchant
world of the Geneva street. Cables and office equipment,
now dishevelled and scattered on the floor appear like
ancient tems from an archeological dig. Part of a wooden
crate, which once housed fine cognac, exists as a testament
1o the opulence of a lost, but possibly decadent civiltzation,

The harsh blink of fluorescant light lends a sinister affect to
the scene. Such a-light, In film language at least, generally
suggests interrogation under duress, The ancient, fallen
ampira, as represented by the ruin, is now the suspect: the
culprit who has sbsconded,

Aljatari switches from archeologist to sociologis! and embarks
upon his investigation into the sudden disappearance of the
Iragi Alrways business — which, it would seern, has done a
bunker. “es, it is confirmed by local tradesfolk, they wers
there one day and then phff, gone. But stil, as the shop
owner repons, the bills are paid, and so the kights are on
at night; the rent is kapt up, so that is not an issue, Still it is
slrange.

From one to another Aljafari seeks answers: from the local
men's apparel trader; from the women sitting at the café;
from the students who wander past daily, The sheer fact that
he asks about the abandoned office gives license to the good
citizens of the town to finally vocalise what they had secretly
held close. They were always lalking in groups, suggests
one; [ don't know what they were up to, offers ancther. it
makes you wonder, opinas yet ancther, And that loudest of
community laments: they kagt to themsahas.

The spectre of terrorism - plotting, secret cells, networks,
911, and other acts of mass viclence - hangs like the long
shaclow of the afternoon over this enguiry. Althaugh none will
say It, most who are asked see the pessiblity of the lragi
Airways office a5 a front for sinister activity. They try to ramain

open-minded, but fear has crept into their world. And not
only fear, but a kind of vicarious exciternent at the possibllity
of being in the midst of a drama that converts thiir ttle spot
on the globa into a potentially international place whare things
happean,

Aljafari's Visit fraq is not just about the kind of paranola and
speculation that can be aroused by the most mundane
events around us - such as the closure of a falling business,
probably due to the fact that no-one wanted 10 visil Irag post
the American invasion, Allafari's film is equally about the ways
in which media hypes a story, breeds an angle, sets up a
pramise for its cast of spectators and bit part players to act
out. Itis about context and how, in the shifting circumstances
of an unquiet world, even the prosaic can be turned into a
mosalc of intrigue. JE
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For this exhibition, The Unguiet World, Martanne Baillieu
presents an installation which she has called The Faith. In
a grey, enclosed room there are three tables of differant
hetghts coverad with spent tubes of oil paint. On one tabile
the glistening metallic tubes form a layer almost one foot
deep and on another the metaphoric mass of tubes seems
to have causad the lable to collapsa. While these tubes
are the literal residue of her painting process, which has
‘produced over one thousand paintings’, they are also like
discarded crusts, emply shells or even cadavers whose
souls have been released by the very act of painting
and found their way onto her cam/ases - not hara in the
exhibition but in a different world, somewhere elza.

There is alsc a soundtrack to The Faith - an arcane
compendium of sacred music from differant refigions.
These are songs sung by a single voice - a chant of a Gyoto
moank, a sang of Hildegard of Bingan. Even Aboriginal and
Sufi songs are includad. What is most striking in this scena
is the absence of the artist and her paintings. But as she
says: "Me' is the essence that | try 1o lose ... | strive after
something more abstract than mysell,” This s the hidden
subtext to her installation.

‘Installation,’ declared the Czech artist Jinl Georg Dokoupl,
‘is what plumbers dol' It was an amusing aphorism
for one of the leading proponents of nec-exprassionist
painting in the 129805 to make in a climate when thare
was an Insatiable ‘hunger for pictures’. But this appetite
for paintings waned as installation art came back with a
vengeance and guickly becamsa the new orthodoxy into
the 1990z and bayond. However, Marianne Baillieu did not
jump on this international bandwagon as it rolled into town,
she was already on it, Her very first solo exhibition in 1883
at Reconnalssance in Melbourne had been an ‘installation’
rather than simply a suite of paintings.






As the founder of Realities Gallery In Melbourme in the 70s
sha representad Roger Kemp, Fred Willams and George
Baldessin and was one of the first to show the Aboriginal
arlists from the Western Deserl. But when she decided
to become a ful-time artist hersell in the early 80s sha
gravitated towards a younger genaration of artists rather
than her own peers ([gven though Roger Kemp was one of
her artistic mentars), showing with Yull'Crowdey in Sydney,
Kayrn Lovegrove in Melboume and Beltas in Brisbane, Whila
she was comfortable with the idea of art as “installation” or
as ‘svent’, painting was her primary focus. And her paintings
are abstract and highly distinctive — a kind of whiring chaotic
calligraphy that echoes some of the gestural aspects of Frad
Willams but also the spontanecus mark-making of Tony
Tuckson and Cy Twombly.

There is also an affinity with the kinassthetic nature of Emily
Kngwarreye's output in the way both artists seen to think
with thair paintbrushes — how the gesture in their work often
gives rize 1o the thought and how they both paint without
any preliminary ptan or design and without hesitation, | am
the conductor of something that moves through me," savs
Marianne,

The titles of Marianne’s works and exhibitions often refer 1o
‘angels’, 'morphic fields' and ‘pranas’ beckoning to possibla
worlds and principles beyvond the visible, the mundane
and the everyday. Indead her intersst in Tibelan Buddhism
took a mone concrate form when she proposad and sat in
mation, together with her partner lan, in 1991 the first of 3
workdwide simultaneous 'prayers for peace’ organised under
the auspices of the Dalal Lama. These ‘prayers for peace’
ware avants (the other two following in 1984 and 2003) on
a massive scale comparable to Christo’s public events, like
the recent Gafes in New York's Central Park or even 1o tha
Baitic Way in 1989, a kind of proto-Fluxus event in which twa
milkon Latvians, Estonians and Lithuanians joined hands to

form a continuous human chain across the three Baltic States
to successfully {(as it turned out) challenge the power and
authority of the USSR,

Marianne has also travelled over the decades into remote
regions of the world - from the Guinkan caves in Morthem
Australia, 1o the Kalahari Desert, to Nepal, Tibet and even
to Inner Mongolia. What is she seseking in this resliess
and often solitary movement across the face of the earth?
Enlightenment? Epiphany?

| sanze a dislocation from ‘place’ - an absence of balonging.
This is algo evident in her paintings which are curiously lacking
in wiat one could call a ‘'motif’, unless of course one seas her
marks as representing ‘the invisible enargy fisld that exists
all ground us." As Marianng notes "there i no emply space
anywhers." Nevertheless this is in stark contrast to both Fred
Wilkams's and Emily Kngwarreye's highly energised marks
which are rootad in a very specific sense of 'place’ — ndeed
their paintings are reprasantations of landscape.

The Swedish painter, Richard Bergh, wrote in 1896 that 'the
landscape, that tract in which we fve, affects our ives, not
Just In the superficial sense of enforcing on us certain fixed
living conditions, but also the purely suggestive influence it
has on our soul. That drama which daily is in front of our eyes
puts its mark on our inner being... Every landscape is a state
of mind,'

These words come from the catalogue for the exhibition
Dreams of 8 Summer Night: Scandinavian Painting at the
Tumn of the Century. Purchased as a prasant for her father,
Jorgen Dalhoff, the book was never sent. for Marianne in
a wild frenzy of paint and emotion, had painted over each
page, both text and images in her characteristic calligraphic
swirls, Bloated and violated, the book no longer made a
suitable present but it did become the source for a series of



collaborations between Maranne and mysalf - the resultan
painting axhibited as To the Fatherand at Yul'Crowley in
Sydney in 1988,

Questioned about her deeply felt reaction to this catalogue,
Marianne answered thal it was the distance between ‘what
was propar and beautiful in Northern Painting' and her awn
work = ‘the differance between the way | should have bean
and the way | am' and the fact that some of the images,
particularly to do with sickness, loss and death struck a desply
parsonal chord with her. My own fealing is that sha was also
expressing the psyehic rupture from the Morthem landscapes
(bath geographical and culttural) of her birth. For Marianne is
a child of the diaspora. Barn in Stockholm of Danigh parents,
then quarantined alone in a polio clinic at the age of five for
several months, she moved with har family to MNelson in New
Zealand when she was 10, The remainder of her childhood
was spent in New Zeatand until as a young adult she moved
1o Melbourne wheare sha now lives and works,

| balieve that Marianne's paintings, while on one level "seek
the zacred in a modsrm world of the secular, they are also
about personal displacement, loss, dislocation and a kind of
axila of the scul, But painting can be a path to healing and art
itzalf an act of redemption,

As lan Balleu puts it in the following phrases of his poem titled
Marianne: ‘'she sees before the dawn ... Teals the undertow of
far-off forces, the swell of the king-fide surging over the sea
wall' and ‘then renouncing reason ... she embarks alone in
her frail craft.' IT
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Thers is mone than one way 10 map the desie lines of world oll
geography: pipefines, tanker routes, demricks, and refineres;
rans-national interests, millary objectives, classified zones
and security areas; sex traffic and undocumented migration,
And artistic fieldwork and video essays,

Ursula Biemann's video work, the Black Sea Files, maps
these and other desire lines that coexst along the Baku-
Tulisi-Ceyhan (BTC) oil plpefing, the largest of the Tran
Caucasian developmen! projects initiated o transpod
all from the Casplan Sea to Western markets,' Her work
comprisas fen videos, or files, Each documents a differant
aspect of the pipeline's construction - from tha history of the
ragion, throuagh its relationship to the West and the labour
and tachnical expertise involved in the transportation of o, to
the displacement of Kurdish communities, the trafficking of
women and changes to traditional local industries. The files
combing material drawn from sources including news media,
technical data and other background Iinformation, as well as
interviews and foolage collected by Biemann assuming the
role of an "ambedded artist” and as she followsd the trajectory
of the pipsline in 2003-2004.

Biack Sea Files follows the same route as the BTC pipeling,
but it Is the narratives that intersact, diverge from, disrupt
and exist alongside official representations that inform the
files’ bulk, These side-events of global oil extraction and
transporation reveal this region’s complex social geography.
Working ‘in the field' - 'jwlithout press pass or gas mask,
Without any licensa to record imeges. .. - Biamann was rarely
permitted access 10 key events and sites of industry. Instead,
she ‘was continually diverted to secondary scenes ...,
wandering around the lesser debris of histony.'? In this debris,
left in the wake, and out-of-frame of newsworthy events, are
to be found alternative narratives of oll extraction; ones far
mare complex than their poor, current affairs relation.

Marratives, ke pipalines, am structures of desire.? Blemann's
decision to complle fies and not to present a work more
detached from her personal experience in the field, reveals
Feer o desire to construct an open narrative that reflects the
aften happenstance nature of her research process: 'the file
seemed the appropriate structure for bringing a minimum of
order into a complex wab of intarrelations, ™

Black Sea Files may not be dgidly ordered, but it is highly edited.
Blemann skifully employs tactics famiiar to contemparary
audiences of naws and current affairs programs - scrolling test,
visice-overs and footage from the figld reminiscent of fve-to-
air broadcasts. In this way, she reveals the constructedness
of such narratives. Shown within and alongside interviews
out of Cayhan, the news media becomes one of multiple of
narratives.

Editing as the shaping of a visual narrathve Is another subject
of the Black Sea Files, one as impartant as the construction of
the BTC pipaline and the human side-events that problematize
the route's apparently uncomplicated, cartographic line. In
FILE 4, Kurdish exfies bum the waste paper they have been
recycling in Ankara as an act of resistance to another forced
displacement, this time from their adopted matropolitan home.
In an adjacant frama, we witness Blemann in a studio recording
the work's scripted volce-over, She asks: ‘What does it mean
to take the camara info the field, to go into the trenches? ..,
How to resist producing the ulimate image that will capturs the
whole drama in one frame? How to resist freezing the moment
into & symbol?' In fact, Biemann has effectivaly disruptad the
single frame by spliting the image before the viewer. Thene
can be no frozen moment or uitimate image in the Black Sea
Files because each file is comprised of two television monitors,
synchronised and installed beside each other, but screening
different picturas.




Biemann's edtaral technique provides an opportunity for her to
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There ase no uncomplicated exchanges in the Biack Saa Files

natead of tha symibols often associated in the West with tha

to which the omissi
maginary’ shape tha visible desire ines of official image-makeng
much as do stock-in-trade broadeast footage of heavy
handshakes and bird's-ave of burning ol
efineras. Fr the fiedd, Biermann brings us not only reports of
talks, prasidental addresses, crude ol prices or local msurgents,

but alsg indications of compeating understandings of land usa,

sucoesshll acts of non-violan! resistance and the appananihy

mevitabie and ongoing deplacemaent of commundsas ng and

working in the wake of oll, A
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Artist's note: In thinking about the idea of an unaquist workd,
my mind tumed from the sounds | hear 1o the sounds | make
- and in particular the sounds | maka that, thanks 1o modern
technology and obsessive governments, produce a sense of
disquiet inme. Inmy Chicago apariment my couch is coverad
with a lovingly home-made quilt and | sit or lie on it as | make
my phone calls to friends and family in Melboume, Invariably
we hear a click on the line and makea jokes about the FBI or ClA
listening in, noting that this American government assumes it
doasn’t nesd a warrant for such activities. Suddenty my home
of hand-rmade quilts and baked apple pies becomes a site
of potentially suspicious undertakings. 1.3 captured telephone
corvarsations - .all one minute long considers the relationship
betwieen this kind of imervention and the domestic space.

Author's note: | was asked to respond to the work of Louisa
Bufardec in the contaxt of The Unguie! Workd, After somea
lengthy and engaging email exchanges with the artist, wa
agread that it would best serve the project to compose a
pieca of fiction that seamed 1o work alongside Louisa's visual
art, just as oid technologies work alongside new, just as the
pleasure of phone comersation runs simultanecusly with the
threat of its illict observance, just as the desire to represent
runs alongside a desire for the assthetic: codes and patterns
running side by side. | have chosan 1o set my unguiet world for
Louisa's work In a parallel future.

Midday, and clear hard Eght shot the many small windows into
shards, a criss-crossed cutting of sunlight, Refracting, glinting,
blinding, all acute angles in a pattern of knives and blades,
the lobby's interior was an over-designed and unmanageable
terrain. Ana sguinted in annoyance, She adjusted her ap-
ertures, Across the lobby, flashing in bold orange letters, the
DayRead proncunced its elevated waming, an extreme czone
alert for the enfire aftemoon, Then, noticing bamiers at either
axit, she turned on har heals and returnad 1o the slevatar,
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It was annoying, the way the sensitivity of skin was both
its bast attribute - a reason for keeping it - and its worst
inconvenience. She longead for that new skin that everyone
was talking about, a fine mash of digital neurons with the
strength of chain-mail, resistant to extremes of temparaturs
and radiation. Then she might have cleared securty to
vanture outside. 'Outside’: an antigue construction from
a time before all things great and small were stitched inta,
Inserted batween and Imervoven with each other. The lobby
was fts own outside, palm trees swaying in the ventilation;
she could have stayed thers If sha had so desired. But Ana
was one of those troubled types, nostalgic about an era
when time had meaning and was not simply all of a pisce,
a simultaneity to be dipped into at will. A time when the sun
was not 5o hat and the warld not so troubled. A& time when
the rumbling drone of endless wars could not ba heard all
the night, and through the year. Her habilts were peculiar,
a5 if downloadead from &n obsolete version, an independeant
program running alongside her incredibla technological
strength. It was archaic, for example, the way sha insisted on
using the lobby monitor instead of her Biofeed. Sha wastad
20 much time and energy thal way, And she took panverse
pleasure in the fact. That too was archalc. But she wasn't
the only one, others weare doing the same. Sha'd even heard,
through her Facebook friends, of peapie who had had their
Biofesds surgically removed. She would naver do anything
s0 extrame but she admired thelr bravura.

Back in her apartment, the a.c. was cranked high. Ana liked
to imagine the “A' and the ‘C' glowing at the entrance to
every apartmeant, cool as the Alr Conditioning that shared
her initials, Fesigning hersell 1o an afternoon Indoors, she
took out her sewing and started up the program. The under-
rumbie could be heard from every cormer of her apartment.
She was usad to it now and it made a gentla rhythm with
the sound of the sewing output. If she had known, she

might have associated the clickety-clack of the sawing
machine with & typewnter, The sound of a typewriter was
an ancient and lost thing. Ana had one ald friand who dimly
remambered leaming about typewriters but that was all sha
knew of them,

The sewing machine clicked and moved forward, Iooping
the coral-coloured thread into the adjoining turguoise. She
composad her paletts intently, intuitively, working from what
might have been called her gut. She paused. She listaned.
For a brief period the rumbling had stopped. When it began
again she continued. Coral, furguoise. What were thess
nameas? Where did they come from? She did not know.
Her thoughis Bngered for a nanosecond more, What good
elymology, but for a fantasy of oniging? She programmad
magenta into the machine. As she sewed, she began to
speak inlo the phone. She knew that these were the most
secret places for exchange, and precissly becausse faw
people now used them, their ungainly mechanics almost
obsolate, volce communication was under the radar, as they
say, What is radar? she wondered in passing. But now was
not the time for wonder, only for the temporary pleasure of
speech, tha timbre of voices connectad o who-knaw-whom,
Parhaps It was true that these disembodied voices, voices
from without the internet, were fabrications. They had no
digital Identification tags, no authorised access, only instead
the tantalising pur and promise of conversation. Funny, it
should seem so llicit, so risgue, to speak, just 1o speak.

The ghosts of sounds haunted hee, the collective residue a
faint hissing, Fke gas escaping & faully valve, hovering at the
call level of her dally life.

Ms Chronos, are you there? Are you listening? MM
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Avalon has a powerful, threatening and brooding political
darkness without being understated, but with an invaface
kind of declamatory, confrontational sense of deflance.

It's got a sense of controfled anger and a curmency that is so
B o'clock news about it; part Iragl, part Soloman Islands, part
Parisizn Arabic riots, parl Lakemba/Cronulla unrest, It calls
up the turbulence and uncartainty everywhers where systems
seem 1o deliberately and calculatedly misrepresent people, or
just collide, or where oppression reigns and we witness the
remarkable breakdown of the social imagination.

Frustration explodes with riots and stones, ovarturned
cars, columns of smoke, cities on fire - describing a set of
predicaments helghtaned today to a new level of unbearable
social tension, or parhaps tyranmy,

Avalon operates nervously ke an unrestrained radical
critique of existing social and pofitical institutions and orders,
presented as bad faith... thrown into crisls where the dream
Is unable 1o be sustained because we amns compeled and
condemned to live out the inherent contradictions of the new
world order of global capital.

This Is not just & discourse on relational aesthetics, but
I'm sure Micholas Bourraud would make a sobd case to
include it in his manifesto and that probably wouldn't be a
bad thing as he seems to be rewriting a kind of laft-wing
trealise/social |declogy post-Marx and reflects a certain
dis-contentment in the sllence against the fear and against
the demoraiisation. Like the new barbarianism suggested by
Beniamin, who with 1he necessary violence will reduce what
exists to rubble, but not for the sake of vickence and rubble
but for that of the way leading through it: destroying with an
affirmative violence fo trace new paths of life through their
own materal axistence.









Avafton is done with the apparent simplicity of art... live art
on video, performance as video art - blurring the borders of
media and of mality... nothing other than the single action
of throwing stones... endlessly.. but aimed at you ma the
audience... defibarately bombarding us, ma, you...

Meothing and no-cne s safe or outside the stone-throwers’
demands.., We are not separate from this or their politic...
and nor should we be. Nor are we distant from their bleak
poetic thal reflects the language of the street whan there
seems io be no alfemativa but 1o vent something... In the
face of total polifical exhaustion when there seams fo ba no
sanse of opposition, when all that was radical seams to be
only a memon... and concenved now only as abject, or as
advertising campaigns for the chic - where fazhion seems to
recoup everything In its path for silence and no movement
can be suffocating... a slow daath of the human will...

It seems that the work represents the poetry of the only

responsibdity left that has any meaning at all and can be as
simple as it is confronting.

In a strange way it s amost pathetic in the context of the
technologies of militarsm of power, of smart bombs and star
war strategies or the increasing global trand to use military
force 1o secure the interests of the carporate state, whether
in Africa, China, The Philippines, [ran, Norh Korea or parhaps
even Austrafia.. wher the new ideclogy of legitimation
justifies pre-amptive strikes,

Something as dumb as a group of people throwing stones
stands as a kind of leitmotif of the post '68 generations’
attitude to affecting democracy... or at least reflacts the
potential of people to retain dignity - that last but vital sensa
of social rghts that are outside the control of the state...
Throwing stones gains new significance in this context and
a significance that itsalf becomas not only the subject of the

vidao work but the moral responaibility for everyone in order
to retain the right to dissent . begging the question: how |,
we, can continus 1o live in this reality, and whose reality is this
amyway...T That appears lo be the intrinsic value of the work,
which, with & sense of determined desperation, confronts a
fear that now seems to be embedded in every aspect of our
social condition - thank you very much John Howard, George
Bush, Tony Blair. Your right-winged, beligarent and offensive
views have reconfigured our workd and you know what,
it's not so nice anymore, and your bastardised rhetoric an
democracy and global security for the future has very littis to
do with anything other than protecting your own interests and
the interests of global corporate economies at the expense of
paople you me | and | hate to think of their impact in relation
to the serious quastions of increasing world poverty and the
impending ecological disaster that is racing towards us...

Avalon seems to draw & line of resistance - a line that we all
need to consider sooner than later. Somy about the rambling
prosaic but the work made an impect upon me and it was
kinda unexpectad in relation to its difference to your individual
practices and presents a strong case for the value of
collaboration and collective practice... collaboration seamed
o have opened up @ new space... & pofitical space for you
guys to work collectively where a differant notion of risk was
encountered, a risk embeadded in the idea of the difference
that can only be realised through the unconscious collective
or reinvented through the cofleboration, NT
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Nathan Coley is often drawn to study places of meaning,
particutarly through the agency of architecture. Places used
for worship, or for soma form of devation or baliet system
have become sites of inastigation for him, Sometimes he
has found these sites in the architecture of a oulture and
soclety, at other times he has made buildings that signity
thess beliefs and maanings.

Coley's fascination with bullt forms and the emotional
connection they have for people includes a study of pigeon
coops and their architectural daesign features; a set of
interviews about the concept of what might constitute a
sanctuary; @ mapping of churches in Mlnster, Germany;
the erection of a ‘prop' salpon on top of a bullding in
Christchurch, Mew Zealand; and the placing of a modsl
of the fagade of a ‘'show home' in varous locations
around Scotland. Memorably, Coley hand-made miniature
cardboard models of every place of worship in Birmingham
and Edinburgh in projects titlad The Lamp of Sacrifice over
a pericd of months, and then destroyved them,

Of course, many more projects than these make up Coley's
list. But linking them all is Coley's interest 1o discover the
kind of emotional, one might also say, spiritual, investment
wa make in and take from built forms.

It s bardly swrprising, therefore, that Coley has been
attracted to study the holy sites of significance in Jerusalem
including the Wailing Wall, the Church of the Holy Sepulchre
and the Temple Mount, These places of huge emotional,
spintual and termtorial importance for pllgrms of variouws
faiths eccrue a kind of power through the agency of the
people that use and visit them.

Coley's wisit to the Holy Land led him to discover the
psychological phenomenon known as the Jerusalem
Syndrome; a helghtenad condition of spiritual intoxication






which compels pecple to bahave in faverish, excitabile and
unpredictable ways, including shaving thelr halr, wearing
whites robes and washing their bodies, or taking on the
personas of biblical characters, such as John the Baptist
and the Virgin Mary.

In fact, Coley’s twin film presentations are much more
mundane than the descriptions of the Syndrome might
suggest. He documents a straightforward imterview with
Dr Mashe Kalian, District Psychiatrist of Jerusalem who
has diagnosed cases of Jerusalem Syndrome, and speaks
about those afflicted by this altered state of mind. Colay's
other film Is a study of the Wailling Wall, the Church of the
Holy Sepulchre and the Temple Mount, and the pilgrimage
that takes ptace in and around these specially significant
sites, The fim documents the daily ves of local people in
Jerusalem as well as revealing the behaviour of tourists.

Al the Wailing Wall pilgrims rub thelr heads against the
stong, they murmur and mutter and rock back and forth,
they internalise their meditations, they bang their heads
aganst the wall and push small pleces of prayer paper into
its crevices. Others set up tables with scrolls and books
and stand entranced in proximity to the Wall, Women are
no-where in avidence.

Around the Church of the Holy Sepulche and the Temple
Mount, the long lines of tourists, men and women, ame less
prong 1o jittery, obsessive-compulsive behaviours. Thay
are a throng of tired, disoriented tvpes, on a mystical tour
without specific manifestation. They wander arcund with
lourist brochures and books and consull tour guides and
follow the trall as requestad,

But it is the Wailing Wall that holds a special power over
paople. Jewish, Christian and Muslim pilgrims alike are
affected by Hs entwined significance - its promise of an

unbroken line between God and the Jewish people. its
meaning as the Al-Burag Wall for followers of Mohammad,
and its significance as a relic of Hered's Temple in which
Jesus was said to have preached - making the Walling
Wall a site of contested yet compulsively joined history and
mesaning.

Caoley takes us to the loci of religious convergence whare
indivicheal and emotional disguiet Is required 1o dislodge its
clear co-joined history. Coley's films indicate the madness
of histery and reveal its sites of disagreement, where sach
religious group sees its own vislon and version of history. JE
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George Gittoas's 2004 film Soundirack fo War examines the
recent American-led Imvasion of Baghdad, Irag. It is not only
the military incursion that interests the arist — although his
chief subjects are American soldiers — but also the infiltration
of American popular culture into a bastion of anaother, far
more ancient chvlisation. This is a place where gangsta rap
echoes through Uday Hussein's former palace while an Iragi
thrash band rehearses in.a suburban basement. Through the
medium of music, from hip-hop and heavy metal to gospsl
and country, a sequence of painfully young men and womean
discuss their experences In a city that Is to them at onoe
completely alien and oddly familiar, its menaced air and
bombed-out bulldings reminding some of their own mean
streats in Miami, Los Angeles or Mew “ork,

As Gittoes points out In his film, Soundirack fo War ks not a
documentary but a musical, its namrative carried along by rap
lyrics and songs, many written and performed by the soldiers
and civilians themsetves, This strategy was davised to access
the pears of these soldiers at home, who appeared to have
no interest in or understanding of what was going on outside
their own neighbourhood, This is & demographic that gets
its information from VH1, MTV and the internat, from tunes
downloaded onto iPods, or from the street, What Gittoas
understands is that the much-trumpsted apathy of tha young
iz somewhat missing the mark; they have moved into other
arenas, forming their own channels of communication. One
has only to view the rap battle near the end of the flm to
redlise how perceptive and eloquent the soldiers can be in
describing and analysing thelr situation.

Music provides some penetrating insights, but it also forms
a buffer, helping build an imaginary universe of gods and
damons. Pumped up by testosterone-fuslled anthems,
the soldiers launch into battle like the Wagner-heralded
helicopters in Apocalpse MNow. Under-prepared and over-
ammed for the intdcacles of urban combat, the soldiers









frealy admit the indiscriminate nature of the early days of the
imvasion, mowing down Saddam's forces and civilians alike.
‘it while some seam detached from the action, talking as if
thay are operating inside a computer gams, others admit to
the gruesome reality. ‘Death is not like the movies,' says one,
relating the stench, tha fear, and the fact that people take a
lomg time to die, even when their guts are faling out. His talk
recalls George Orwell's reminiscences of the Spanish Civil
War: ‘Bullets hurt, corpsas stink, men under fire are often so
frightened that they wat their trousers’, !

Orwell's writing uses gritty truths to skewer the propaganda
emanating from the media and both sides of pofitics as they
shaped Information to suit thair cwn ands. Through such fogs
of obfuscation and salf-justification, a broad outiing of war
may possibly be grasped, but its ambiguities and complex
ethics are ranely conveyed. Gitloes, too, goes into the field and
expanences conflict first-nand, from Cambodia to Somalia to
Micaragua, teling stores of cultures in crisis from an artist's
viewpaoint, His parlisanship is a sense of injustice rather
than a particular pofitical colour, and to these ends, he has
avolded taking on the mantle of a sanctioned “war arfist’, His
official deallngs and commissions are strategically planned
o enable the greatest access to cartain sites, situations and
equipment from which he can produce the highly-charged
work he wants to make.

Gittpes's work became politicised in the late 1960s - the era
of the civil rights movement, Vietnam, Marshall McLuban
and Guy Debord - and it stil camies a number of aspects
of that historical moment. Itz sense of urgency, its balief in
the role of the artist as social agent and commentator, and
[tz desire to reach into a wide cultural sphere have remained
consistent In his paintings, drawings, photographs and films,
Since the Yellow House days of the eary 1970s, Giltoes
has disseminated his work to broad and varied audiences
throwgh television and radio, sidestepping the usual an world

channels and their limited scope. Soundtrack fo War was
screenad on VH1 and the ABC, is avallable on Amazon and
ir Wal-Mart, and its entrée into the music world has plugged
the artist into another vast sphens of popular media.

This is worth mentioning, as the power of Soundltrack fo War
lieg not only in s brilllant premise or heightened sense of
realism, nor its use of tha documentary form so prevalent
in maingtream cinemas and art galleries alike. It is also in
its strategic positioning for maximum access to large and
captive audiences, conducting, In a sensa, its own infiltration
mission, However, while its tone s strident and its images
confronting, as 'palitical art' its Intent is surprisingly gentls:
probing the humanity from young socidiers who are bath,
and neilther, haroes and villains: and giving a face 1o the
anonymous citizens of a beleaguered city, who can sing the
Bes Gees white teling of the homrors of Abu Ghraib, Gittoas
laconically coaxes his subjects to express themsehes, to
bring an 1o this dark place, and then brings these stores
back homea - which, as both the Americans and Iragis tell
him, is where thay want to ba. RS

" Geange Drwal, “Looking Binck on The Spanish We' (1843 in Shooling an Sashant and
Oiher Essaya. Fanguin, London, 2003, p. 158
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A MNAME MEAMS A LOT JUST BY ITSELF! But names can give
too much away, Thay can haem in a narator and overpower a
complex narrathve, They can suggest one position whera there
should be mary,

Jenry Holzer's texts give voice 10 the unnamed subject. In so
daing, her work reveals other powerful means of identification;
the tone of a volce, the description of another, the response
ina viewer. Holrer's voices posttion the viewer as cipher, The
speaking pronoun I ducks and weaves, shifting from one
pasion toandther in a way thatl compets the viesser 10 quastion
her cwm place within this exchange, Who are the |, you, sha and
weT And how do they relate to meT Within thesa exchanges
everyons has an active role 1o ulfil, Everyone is responsibile,

Of her texts, Holzer has said: ' abvays try to make my voice
unicentifabla becauss 've found that when things are
charactenzed they tend fo be demssed.® Holrer eludes
identification in her work by speaking from multiple, shifting
positions. She compels attention by translating intensely per-
sonal observations into universal platitudes and presenting
therm at immense scaks in public places. Her Truisms, scroling
text proected onto ACCAs northem face, double back on
thamsahes, they contracicl aach other bul only 80 far as 1o
bring into question the possibiity of uncontested truths. HIDING
YOUR EMOTIONS 1S DESPICABLE but OFFER VERY LITTLE
INFORMATION ABOUT YOURSELF because HOLDING BACK
PROTECTS YOUR MWITAL ENERGIES. LABOR IS A LIFE-
DESTROYING ACTIVITY and THERE'S NOTHING REDEEMING
IN TOIL but MANUAL LABOR CaAM BE REFRESHING
AND WHOLESOME, EVERY ACHIEVEMENT REQUARES A
SACRIFICE and WE MUST MAKE SACRIFICES TO MAINTAIN
OUR QUALITY OF LIFE but MOTHERS SHOULDNT MAKE
TOO MANY SACRIFICES. EVERYONE'S WORK 15 EQUALLY
IMPORTANT but PEOPLE WHO DON'T WORK WITH THER
HAMDS ARE PARASITES, The truth is never simpie. That's why
it matiers.



Somatimes, when your voice s unidentifiable, you can speak
more frealy of multiple and difficut trutha, The Lustmord works
document sex kilings from three different positions, those
of the victim, the perpetrator and the observer. Although the
works were craated in dinect response to the brutality of the
Serblan-Croatian confict in the formaer Yugoslavia, their subjact
Iz considerably more complex. Holzer confronts positions wa
arae for the most part afraid to rest our gaze upon; the positions
that official discourses of war and confiict allow us to ignore. At
a tima when talk of weapons technology has taken the place
of concern for the innocent victims of war, Lustmand provides
a timely reality check. Like other human relationships, war &
brutalising. It is dirty and, B munder, has its sexual side.® I offers
guiity pleasures, and not just to its perpetrators. Observers are
also implicated in the dehumanising events of war,

Althaugh in these works the speaking subjects are not formally
Icfentified, these photographs of tesd written onto skin undenming
the usual distance between a viewer and the atrocities of war,
Each skin receives the capitalised text, written in aither biack,
blue or red pen, in differant ways: blue ink bleeds into fine
cracks, blurring the text's rigid Enes; sun spots puncluale a
straight-up statement; goose bumps ripple the skin around a
chiling assertion; sunbum itches under the pressure of a pen;
or blua veins reveal themsalves benaath the haalthy glow of an
unsullied skin,

Seduced by the warm tones and soft down of femining bodias,
the viewer is drawn into the chaotic exchange of vickent
action, At once witness and cipher, and pivy 1o the intemal
monologues of both vicim and perpetrator, the observer
must make a space, and take a stance, Bul where? Holzers
texts reveal the complexity of each subject position without
trivialising or making excuses for indafensitie actions, A victim
gleans some scant power by withdrawing and relaxing control,
I WILL NOT PREDICT HOW YOU WANT TO USE ME, WITH
YOU INSIDE ME COMES THE KNOWLEDGE OF MY DEATH.

She speaks in the past fense - MY NOSE BROKE - before she
exits the narative. A pemetrator works hard to whip up his
own cruslty. | TRY TO EXCITE MYSELF SO | STAY CRAZY,
Thiz Iz a violalion more sinister than vidlence stemming from
a pathological psychology. It demonstrates a calculated desire
fo humiliate and dehumanise, to ravage in response Lo, not in
spite of the devastated body, SHE HAS NO TASTE LEFT TO
HER AND THIS MAKES IT EASIER FOR ME. NOW THAT SHE
IS STILL | CAN CONCENTRATE.

YOUR AWFLUL LANGUAGE IS IN THE AlR BY MY HEAD, AM

" Jdonury Holar, Tresms 1877-TB
" D] e, it . Jerwry inker, Phaicion Prasa Limited, Longon, (068, g 45,
* Criganal quote: WIURDER HAS TS SEXNUAL SIDE from Jarey Holer, op. e,
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Whila Sandra Johnston is probably best known for her
parformance work, video and photography have played a
part in the realization of projects and the documentation of
har practice to date. Mow she s concantrating on the moving
image and does not figure in front of the camema. The recant
series of videos constitule her first fully realisad work to bring
to the fore the ways in which the formal aspects of the madium
act in refation to more representational content to produce
meaning, There is a quist urgency in her cument direction, In
this miode, the new work offers a timealy critique of what is now
archival tefenvision news and press photography as well as the
established history of art, Morthern Ireland, and ‘the Troubles',

Johnston's reflections on art and politics say much abaut what
she and simiarty-minded contermporares appear to agree B a
problematic process - where the mediation of reality becomes
an appropriation of reality. Cwnership, a concept central to the
iclea of social investment and civic life is, of course, an important
part of envisioning better times after the bad. The autharship of
the arfist, as an alternative to the commercialsation of news
and history towarnds some economic or sectarian advaniage,
is also at stake in Johnston rethinking what the social contract
Ioaks like in Morthermn Ireland these days. It is certainly obvious
that the commercial redevelopment of Belfast's city centre has
bean a highly contested issue for artists in recent years, The
iconography of the conspicuously corporate re-imagining of
Maorthern Ireland's cities and towns is that of the consumar-
citizen. An initial period of spaculation on what would replace
the idioms and ciphers of Mortherm Iish art - imagery consistant
with the Impact of vickent conflict on civilian life = has given way
to debate about what & post-ceasefire vemacuiar in art from
Marthern Ireland is or should be now.

Johnston's new videos strategically re-appropriate existing
written, film, and video materal and judapose them with
prestoushy unrecorded recollections, They ana as a counterpaint
1o the sensationalism of the media amchive and the exaggerated






He passed within a few feet
of myself and dozens of other
journalists.




corporata vision. A boy, unseen on screen, wants 1o know which
taleision stafion will be showing the footage being fimed. The
cameara reconds his guestion: “What side will it be on Mister?” We
understand the scenanio Decause the camera has also recorded
the voice ona of fhe crew = a man with an English acoent - as
he directs the camerawork. Maanwhile, the voice of a child is
haard explaining how his mother had spaculsted that the fitming
was for tefevision, It bacomes clear that the archive footage
represants a selection of viewpoints taken to Gustrale the
aftermath of an accident, The cenfral images are of the mangied
remains of a fence, a child’s bicycle, and a baby's pram. A coupla
of shots later, among the same twisted ralings, a small bunch of
fiowars has replaced the bicycle and the pram, and a crowd has
gathemed whera before there had been none. In addition to tha
pictures: ematic snatehes of sound, slences, voices, accelerating
car engines, doas barking, bicycka bells ringing, and a helicopte:.
On screan, taxd explaing that what happened was the result of
& car chasa and crash fvalving police, an IRA member, gunfing,
and a colison with a family group.

Video Images by the artist are accompanied by a volog-over
by peace campaigner, Mairead Carrigan Maguire, describing
the events af August 10, 1976. Sha explains why it iz important
to remember and why no monument exists on the spot.
The shooting dead of the driver resulted in the immediate or
subsaquent deaths of four memibers of the namator’s famiy.

Az rain falls on the windows through which the camera videos,
tha images becorme less and less viable as sources of forensic
or evidantial Information in contrast to the objectifying catalogue
of unattered television archive shots that begin this work,

Whila Mairead Corrigan Maguire speaks, the visibility of the
items and actvities N the images become more obscuro.
Colours separate from the umbrella from which they oniginate.
It is a commeon enough occwmence that the ‘optics” or pullic
parception of a situation is argued to be of greater importance

than whatever the realty may be, it would be wholly wiong to
reduca Johnston's treatment of the image to & literal or literary
metaphor. The status of the phetographic or video image has
itz own immutable logic in Morthemn refand where a culiure
of surveilance latterty took a mannerist tum: the rhetoric of
weracity accorded to the photographic image as evidence in
tha decormmissioning of paramilitary arms has never yet bean
authenticated by actual photographs or videos.

In the course of her videos, Johnston sets up emotional scenes
through their sesthetic structure: the memany of a particular
colour remaing bound up with a journalist’s personal confusion
and shock at realsing how the failure of empathy could be
measired in the failure to act; 8 cross-community mediator
describes as sumeal a sequence of comically anachronistic
incidents during a riot; a woman remembers systematic military
transgressions, her father, domestic colours and testuras, and
her unspeakable shame having seen her mother's suffaring
upon the koss of her husband.

Johnston's videos share charactenistics that have been termed
anti-archival in relation to photographic practices, wher
the indexical reference & absent or occluded by otharwise
photographic means. Johnston's approach to these scenes
sometimes gives the impression that the pictures have bean
distorted and that the playing time is not abways necessarily right,
Someatimes it is mevely an effect of the original technology or the
transfer from analogue 1o digital media that appears 1o falsify
‘real time', The conspicuousness of the materiality of the filming
and video processes n the sourcing and edifing of these works
fnkes the artist 10 a set of aesthetic values historically invested
with an oppositional sensibility. Sandra Johnston proposes and
dlalivers a critically hicid view in stark contrast to the redundancy
of the standard-kens sthos of official cufture, VC
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It truth is the first casualty of war then art might be the first
ambddance 1o amive at the scene — at least we can hope so,
now that journalism seems to ba losing nterast in the subject.
For art, mone than maost human impulses or sensibilities, would
seem 10 be by its nature, etemally at odds with war and the
mass-mindadnass through which war | sat in motion. Surely
that which Is personal and creative can never be reconciled
with what is collective and destructive.

Yet there are peculiar and anomalous things to considaer
- le the famous British regiment called fhe Artists’ Rifles
|perhaps a8 comment on the English art world) or the eeria
public silence of so many artists during the events leading
up to and surrounding a recent illegal and brutal invasion by
their governmeant and (in many casas) their benefactor, And
there are cartainly those who would nsist that alls fair= not
onby in love and war - but also in art - the world-weary. shrug
of emotional and moral Rainess {or perhaps shear perversity)
that renders strong experance meaningless and all opposites
tha same.

Then there is the classical, though rather musty, Milts and
Boonish view: that war itseff is an art form - a destined, sacred
and glorious ritual which gives meaning and diving honour to
otherwise banal humanity. And maybe, when you think about
it, 'the shock of the new' s a phrase just as applicable to
military activity as to paint on canvas — athough ‘shock and
awa’ might be more properly related (| would ke to think) to
certain public arbworks than to the American militany tactic of
raining missiles down upon a city full of innocent chvlians,

To confuse the mattar furthar, there are the many who regard
the reporting of warfare on television as a form of entertainment,
in the same way thal Goya's D¥sasters of War has been, for
some, an exquisite and delectable pomography: an actual
advertisement for the advantages and thrilts of military life.
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But in spite of the rampant arch parversity of the modern world
it &5 =t possible, if not now necessary, to innocantly contemplate
where art may be mast vitally located in retation to milltarism - the
monstnous exolic’ as the poet, Wall Whitman, called it.

In the aftermath and ashes of war, art as spirfual manidestation
may sponfaneously emenge In responsa to frauma. i frauma
can be defired as a gap in the coninuity of experiance or the
destruction of a sagment in ife’s ongoing thread of meaning, than
war in s pain, chaos and nsistent futility = far from bestowing
meaning on banal ves - is massively traumatic fo s physical
sundvors and reduces sanity and meaning to rubble as surehy
as it destroys bulldings and cities, it obliferates, not only He, but
inteligent ife also.

It is ressonabile, therefore, to wonder if, by means of war, the
destruction of sensithity and all that is unique, personal, and
hurrane, i one of the desper and lass obvious primal intentions
of the miltansed state; the need to brutalise and dominate as a
wayy of reducing societies - both the ‘enamy’ society and “our’
society - to the same spirffually devastated level as that of the war-
makers, who fear the vitality, the integrity and the inteligence of
peaceiul, creative humanity — the artist besng an eternal anchatype
af such,

et the chaotic and resounding incoherence of war in the psycha
of fts victims, and in the lineage of enfire cultures, is a trauma
that can be approached and sometimes macde bearable by ar
in its various expressions, Music, literature and magery - not
anly in the spontanecus meaking, but also in the mute behokding
— are often the only means (apar from love) by which sense, or
a valiid substiiute for sense, can be imaginathely made from the
maddening exparence of war and its fragrments. Whean all of tha
retributions and justices have been done and have faled, art may
offer some small measure of redempticon or, i you like, may ba the
most succassiul revenge possible for the indhvidual, and the anly
answer 10 the monstrous, overwhaiming catastrophe of war,

This & art in the waka of war, but what of art 85 & conscious
and proactive countermove to the mpulses thet would crush
it: tha latent or manifest war mentaity and militarism — and the
accompanying matters of Eros and Thanatos which move so
intensely and delicately in the spirt and blood of the artist in
particutar?

If the artist is, s has besn dlaimed, the prophetic voice who
somewhere ‘speaks the grist of the people’ then it could be
expected that the artist would b most unguiet, disturbed and
mpressive when the sumounding culture silently conforms
and subjugates itsef to the purpose of war and all its lles and
atrocities?

A war of survival may be one matter, but & war of imperial and
political ambition inflicied on a distant poweress peopie is another.
For at that point a huge moral trauma and a great comuption is
at hand, and the arist’s unique clainvoyant imagination must
surey understand the dire consequences and sense the fatal
disintegration that this entails for the spirit and soul of all concemed,
including subsequent generations and the natural world,

The artist is nothing if not expressively independent, and is sursly
fre to spaak loudly in @ way that a joumnalist or a scholar, ensiaved
by professional ife, cannct or dares not do. Sociaty expects this
of its artists and should demand it in the same way that plumibars
are expected to keep the pipes flowing.

Shall the artists then act upon their intuitive gift and upon what i
truly the defining slament in an artist’s blood? Shall they express
what & repressed (art’s most authentic and brilkant purposs) — or
shall thay abandon this unauiet workd forever and siink across the
bondar to accept citizenship in the slent modem state whene war
spems nommal and necessary end art seems weird and plesisanthy,
reasswingly pointiess? ML
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Twilight is @ transitional time; that stretched interluda after the
sun hags set but belore day gives way to night, Its ight decalves.
Outlines losa thelr definition, movements become mone fluid,
shadows shift and sounds betray invisible secrets. Twilight s a
metaphorical moment. It spaaks of an end - of youth, strengih,
action - but intimates, too, a sublle new beginning. N 15 a
time that can be charged as much with anticipation as with
metancholy. Light fades but darkness holds its own powerlul
potential, as well as the promise of another day.

Susan Moria's most recent moving image work, Twiight, is
a loopaed CVD presented as a large-scale wall projection. It
focuses on Ihe Aborgingl Tent Embassy located opposite
Australia’s Provisional or Old Parliament House in Canbera,
Fimed from within the Embassy, Momie's work presents a
narrative that spirals cutwards from the campfie centre of
this other provisional structure. As she goes she incorporates
images of colonial devastation and Indigenous protast.

A small, almost incidental domestic television s positionad
amongst the Embassy tents and alongside othes everyday
Iving apparalus, It screens archival footage of nuclear tests
orchestrated by Britesh and Australian governments and camried
out near Indigencus communities at Emu Field and Maralinga
in the South Australian desert between 1952 and 1963, Hera,
the mushroom cloud symbolises the disregard of powerful
govemnments' for already vulnerable communities, as well as
thair disrespect for a fraglle global environmant. But Morma's
pracemant of this footage within the domestic space of the
Embassy's iving commiunity 1ells a complesx narrative of cultural
survival, Not only a site of active protest, this camp i a place
in which traditional knowledge and skils can be passed on o
aach new ganaration.

Throughout it thirty-four-year history the Tent Embassy has
persisted under the shadow of actual and threatened dispersal,
Initiated in protest against the Australian Govarmmant's fallure to










recognise Indigenous and rights, it first appeared on the lawns
in front of Old Parliament House on Australiadnvasion Day in
16972 and has endured in its present, semi-parmanent form
since 1992, Recently, 'No Camping' signage was Installad
in the amea by the Federal Government and plans have been
laid to emect on the site a permanent, but static memorial to
Australia’s Indigenous population in place of the iving Embassy.
As yat no residents have been forcibly moved on,

Inthe face of tha Government s continuing refusal to adequately
address land rights issues, the Tent Embassy seems to
exist in the transitional zonae of a permanant twilight. There
ks, in Morria's work, a real sense of stasis or, perhaps maore
accurately, of two distinct lows of movement, one eliptical,
the other linear. Within the camp, Nosria'’s cinematic eye spirals
gradually outwards, retuming to the same areas, the same
colours and textures, but from different angles and in changing
ghts. Outside the camp, har gaze pans at a smoothar and
slightly heightened tempo - moving at ground level through
native to exolic foliage, trodden earth to manicured lawns,
imparmanant structures to solld and symmatrical architacture
- before looping back to the communal campfire.

In Twilight the close proximity, yet imeconciliation of these
two Jarring rhythms i everywhere in evidence. Fountaing,
boulevards and uninterrupted vistas of centres of colonial
powar can be glimpsed from within the more haphazard
camp. On the outskirts of the Embassy, a young Aboriginal
man ritualistically tends a fire bafore a memaorial that honours
Australian soldiers who died in battles fought elsewhers, The
fiuld, sweeping movement of his arms and the smoke he
tends, as well as the desaturated hue of his pink, hooded
windcheater contrast to the regular angles and rectangular
bulic of the war memorial. In such complex, confrasting
images, Morme conveys a sensa of two cultures frustrated in
thalr mutual desire for an uncontested sense of home,

Embassies represent the Interests of nations beyond
their national borders. Their ambassadors hold & delicate
position - part diplomat, part messenger - and work always
in the knowledge that their success s dependant upon the
hospitaiity of a foreign power. Canberra's Aboriginal Tent
Embassy represents the interests of disinherited nations to
an inhospitable governmeant,

Morre's work is timely. Her narrative bares witness to the
persistence of Indigenous activism and culture at & moment
when the Embassy community is sgain under threat of
official intervention. The architectura of this embassy may be
flimsy, but thera is a power o be found In its Impermanence.
Even I this doas prove to be another twilight of the Tent
Embassy, as it was in 1972 and 1975, we can be certain
fhat its deceptvely vulnerable structures will reappear here
o alsewhera to shelter other communitias drawn together in
protest. AM
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it's a lang time since Bob Dylan held up hand-painted prompt
gigns in his 1965 film clip of the song Subterranaan Homasick
Bluas. This informal, maverick gesture of protest and streat
poetry signalled a kind of ad hoc protest against officialdom
and indicatad the rise of a popular social movemant In the
mid-1960s in the USA,

In a kind of homage to Dylan's ethos of times changing and
people taking to the streets with their own voice, Salam Pax
opens ona of his video diaries by announcing himsali on
hand-drawn placards. That he does so swiftly indicates that
Pax is not only aware of a kind of popular cutture grown out of
Amernca - putfing immediately to rest the idea that a person
from Baghdad might be quarantined from such social and
cultural infiltration - but that he aigns himsalf in certain ways
1o the idea of regime change and dissent behaviour through
pop-cultural referanca,

In another introduction, Salam Pax sits on a bench typing on
hiz portable PC. The camera spins around him revealing an
architectura of some majesty, He sits in the courtyard of a
glearmning white building with filigree details and arabesques.
By visual raferance, he guickly he introduces us to a Baghdad
made not of ribble and committed 10 despair, but a city
defined by culture and history and beauty. with a hopsful
future. He sits amids! a regal place, another kind of white
house,

In anather introduction Pax shows us the freeway system
of Baghdad. A slithering set of serpenting shapes similar
to the downtown Los Angelas system. Wa glimpse a life
of commerce and commonplace behaviour, with office
workers and transport. Pax shows us Baghdad, the modarn
metropolis on its way somewhere, rather than Baghdad, a
civilization in regression.










Pax takes us on a tour of shopping places with his
mather; he follows the efforts of Yanar Mohammed whosze
controversial approach to addressing issues of feminism in
the context of Islamic customs has mada her the subjec
of concern for authorities and supportars alike, He falls us
that when his mother wanted to install 8 microwave oven
that the ‘authorities’ visited to investigate whether or not
anti-government - electronic  communications  technology
was being activated. He goes into the destroved streets and
gsome days cannot film becausa of the distressing events
af suicide bombings and milltary attacks. He takes us on
detours to architectural highlights of Baghdad. He loves his
country and he hates what is happening to it. And yet ha is
optimistic about change and wants the situation 1o be better
for his family, his friends and his couniry, He analyses the
probable successes and failures of the attampt to introduce
democracy via elections. He draws charts to show us the
refigious make-up of the Iragl poputation, He worras that
change will be slow and maybe even impossible.

Wae learn a lot from Satam Fax, the seif-styled, pop-culture-
loving, gay, Ive-at-home, architecture-frained blogger,
We glean much more from him than from the imbedded
journalists who accompany the coalition of the willing into
the zones of conflict.

Mot everyone will like Salam Pax. His Westarn bias might
be offensive to those who seek a fundamentalist lslamic
point of view. To those whe hold the Bush administration’s
view of an [ragi people in crisis waiting for US salvation,
his humour might seem flip and undermining. His gentie,
pay demeanocur might be viewed with hostility by those
who are bigoted. But othars will find a stole humour, and a
fond eye that makes a genuine contribution to our greatar
understanding about people In Irag who ara caught up in
its evolution from Saddam Hussein's regime to the LISA-
led invasion, and the subsaquent attempts to create a new
governmantal order out of chaos.

Pax ks not immung 1o the horrors he encounters and he s
often angry. He |5 also a proud Iragi and he makas it possible
to understand that the wish for change and improvement
doas not necessanly mean a vote for Amearnica. it means self-
government and self-direction on the part of the ragl people.

Salam Pax came 1o the public’s attention as a blogger,
but now writes occasional coverage for The Guardian
newspaper in the UK. You can stil access some of his
original stories on his Where is Raed? and Shut up you faf
whiner! website, JE
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Simon Parry's mega-megaphone lies, discarded on the
floor. Cversized and unwieldy, its usetulness is called into
quastion. The sounds usually associated with this portable
loud-speaking system = which is offen enlisted by the ad hoc
protest or union rally, or someatimes by the fnendly marshals of
children's sports and community events - have been replaced
by snoring: a kind of spluttering, obstructive sleep apnoea
kind of snoring.

Several ideas flow from Pemy's un-portable object. The
idea of the role of the ‘media’ in giving voice to community
concerns, for Instance, which has been found snoozing in
the face of recent events. The loud hailer also refers to the
instrumant of the town crier, the orginal transmitter of news
fo the people of the village, or the means of raising alarm.
The sounds of ireqular breathing emanating fram the object
in this instance, may be the voice of the people slumbsering
rather than shouting s objection to a warld in crisis.

Originalty sited in Melbourne's newest public assembling
aspace, Federation Squars, Perry's public sculpture also
makes ralerance to the recent emergance of a mass anti-war
santiment that was not heard by the Australlan Govemmant,
In this way the dermant loud hailer becomas a metaphor for
an apathy that has been created by a population's sense of
hopelessnass in the face of a deaf reception.

& mora optimistic interpretation may be that it is the skeaping
dragon of opinion restoring its ensrgy to be batter heard next
thime. JE
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This exhibiton was proposed to me asfintentionally looking
at tha darker things in our curmant warkd®:

The Ungutet World sounds lila the pep'asiva restiessness of
samsars; and the intentional @spsct of this looking at darker
things reminded ma of the'early struggies of the Buddha and
the.confronting chalignge ofithe Whee! of Life. From thara 10
thotghts of the Four Mobée Truths, the first of which is the
Truthrof Suffering, @nd to &n artwork begun at Bodhgaya in
1888285 a tribute to this ennobling discourse.

It was at"Bodhgaya. in India, that the Buddha achieved his
enlightenmanl,

Raizaed as.a prenca-maintained in luxury and protected by his
father from afy kKnowledge of the darker things, Siddhartha
Gautama was shocked when he eventually witnassed old
age, liness and daath) Shaken by this dramatic ancounter, ha
detarmined to undarstand the nature and causa of suifaring

and to find a way Devond it. Inspired by the axampla of a
spiritual practitionar, Relabandonad his e of luxury and
became an ascetic, for 5K Years practising body-witharing
gelf-mortification. MNeither extrema, ofpleasuras or privation,
brought him the calm gr wisdomhe wWas saaking.

Cinly When he accepled a young “Woman's. offering of
a nounshing.meal did he appreciate the importance of
maintaming & healthy body while continuing to train the
mind. In this way, he scon attained enightenment; fromidhis
lesson in modaration, be thereafter taught the MiddlaVay,
advocating a liie'of Balance rather than of extrames.




Some months aftar his enfightenment, Bucldha presanted
hig first teaching, The Four Noble Truths, Having intentionally
looked at the darker things in the world, he begins with
this compelling obsanvation: ‘There is suffering, It is to be
understood. It has been Undarstood.” The root cause of this
suftering, he says, lies in our attachment to things that ars
impermanent, and in our ignom@nce: about this. ‘Samsara i
rmind turmed outwardly, lost In its profeations.' (Tulku WUrgyen
Rinpoche)

Based on his own struggle and enlighlenment, he lestifiss
that sufiering can be ended. To do so_requires 8 reversal
of causes: if the cause of sufferingds oUr grasping and
ignorance thereof, then to end such sifienng requires us
1o free ourselves from that cause, 1o frée oursalves from all
grasping. “Mirvana is mind turned inwardly, mecognising its
true nature.’ (Tulku Urgyen Rinpoche)

The Fourth Noble Truth, known as ihe Eightfold Path, lays out
a practical method by which this rasull_'may be achieved, It
starts by axamining how we'presanthy view and understand
things; then, from wisdom 1o athice, considers how we speak
and act and earn a lvalihood; and third, gives instruction in
aspects of maditation.

For me, the Four Noble Truths are inspiring and helphil. As
previoushementioned, my contribution to this axhibition was
begun @t Bodhgaya in 1988. Some sketohes waere made
there and various possible components far this tribute were
also collected themsabout,
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Born in Kabul, Atghanistan in 1873, Lida Abdul
Tvird in Gormany and India as & rofuges bafos
micing to the United States. Hir work fses
1he lorrmakst traditions she kearrt o the LS with
the numerous sesthabic raditions. - Isiamee,
Buddhist, Hindu, pagan and nomacic - that
colactivaly influanoed Afghan art and oultune.
St i prociucid work in many madia including
vitden, firm, phatogrophy, nateilason and e
periormmance.

Anl's most recant worki has been featured

al tha Vionice Blennale in 2005, Kunsthalis
Vienna, Istariul Modem, Museun of Modem
At in Armham, Medherlands, Miami Art Contral,
Centra o' Art Conternpormn da Britigny and Frag
Lorrning in Matz. Franca, in 2004, Abdul was a
featured artist at tha Central Asian Blennal.

Recontly she has been working on proeacts
n Kabul, exploning tha nolationship babwean
architecture and identity in post-war Alghanistan

Websita: www. bdasboul. com

KAMAL
ALJAFARI

Kamal Alatari was born in Paissting in 1872
Ha grachaated Fom tha Postgraduate Program
of the Acadomy of Moda Arts, Gologne in
2003, Ha Nims inchide Vst fag, 2003, and the
newly firsshad (frm The Roof, 2008, & personal
meditabon on home and deplacement.

Tewd filrr Vit g hanpanad 0 me by chance,
or 50 | thought a8 e lime, &5 [ came acmss

e iy Alrwinys ofion i Geneva, all bl
ahardoned, ot S48 vacant: @ shed of samathing
that was il of pregnant quastions. ' a fim
about what we make of absence, whal we

can pour nto & i hinczight, | realsed thal

I pasfured lowards another empbineas. My
angaEgermant with s evnpdiness, o Bk of placa,
and 8 parpetual fpeling of beng out of place. is
something | have baen warking Mrough since
e,

Recen exhitxions include: isiand Lie o 51
Artspace, UK, cuaied by Paul Rooney; and A
Preture of Wi & Nar War st Wilkinson Galiary,
London, cursted Ly Armands VWilkinson,

Allator has mooked numenus awarns for Fis
wirk: inchiding, in 2005, he Siftung Kunstfonds
Falicwahip, in 2004, tha Friedrich-Viordernbenga
Visusl Art Prize of the Giy of Cologna and the
Jury prize B2 the Animinge Besenial Graz, and
was nominated for the Garmnn Shor Fim Prize
in Geold in 2003

Arga Dom, Vst Ird / Dber ain video von Kamal
Adatar’ on the Tede Zur Kuns! webste (g
www teterurkunst de/NRS1/2051_Domg.
it 2003

MARIANNE
BAILLIEU

Meananne Balleu win bom in Stockholm,
Swedan. In 1843 sha migrated o New Zealand,
wharm she compistad her schooling and
attonded univensty. She moved to Australs

in iha 19608, Shortly after, Bafliau foundad
Plasities art gallory, which she dincted until
selfing |t in 1880 upon deciing 1o becoma a
Tul-time artisl. in her painting, Baliou pma o
Epress what cannol be verbalsed o seen
wilh ondinary vislon: the energy of "prana’ of a
futoct

Major gahititions include: Pessibie Wonkds, solo
echitetion &1 the Bedas Lian Gabery n Brabana,
2002; Morphic Flelds, soho exhibifion curatid
by Jenepher Duncan &1 the Monash Linheray
Gallery i Molbourno, 1897; The Siusiion

o = A Sunviny of Non-Ciyective Arf, LaTroba
Unharsty A Museun, Meouma, 1995, The
Living Mandala [Guest Corator), Natonal Galery
of Wictoria, 1882, The Sublim imparstive,
curated by Simeon Kronenberg, ACTA,
Melbouma, 1881,

In 2000 Bnifou wiss seactod ior 1ha Arthur Boyd
Bundanon Thust Residency and was a Highly
Commendsad finaks? iy the Biake Priza, Sydnay

Fiadds mdibition calalogue essay, Monash
Uirsversity Galery, April 1997, pp, 4-8; Susan
MoCulioch, The Encyoiapmdia of Ausirslian At
revised edition], Allen & Urwin, St Leonards,
NSW, Aol 1534, pp. 63-64; Roas Moo,
Linmwirsal Baving axchibition cataingus, Kamnm
Lovagronee Gallory, 1582; Simeon Kronenbang,
The: Subiirme imperative exhistion catalogus
essay, ACCA, Malbourne, 1991, oo, 4-5; Ross
Moore, Acvance Ausimian Painbing odsbition
catalogue essay, Auckiand City Art Gallery, 1988,
o, B2-85,



URSULA
BIEMANN

Bom in Zunch, 1855 Umsula Bismann s &n
ortisl, thedrist and curator who has in recent
yBnrs prodiucid 8 body of work on migration,
mobity, technology and gender. |n & sores of
video eassays Bnd books ahe has focused on
i gendered dimanson of mgrant labous, from
smuggiing on the Spanish-Moroccan bonar
bo migrant sex workam moving from the Easst

b it West, In il of Biermann's work: thars ae
3 interEnkng denanakons: an understanding

ol how eomplax gocgraphical localion g to
idaniify, ihe degres to which ning Iechnologios
eee shifting our understanding of the relations
Ibatween places and the dimenslon of gendered
Sutyectidins through which these movamants
one P out, Her focus han recenity shifted

1o the comelation batwoan tha giobal fiow of
rEsoUrTas and thet of human mgrations,

Biemann's curatonal projects nclude Geography
and the Poltics of Moblty, Generall Foundation,
Viarna, 2003; St ol tho Migroes Musedm,
Estanbiil Bemninl, 18997, Her videon hirn bean
awardad with the Prix Paimarés o the Sagnmnl
of Moving kmages, S1-Gervels Geneva, 1he
Madiardwnsipreis at ZKM Canber for At and
Madin: and the Vioor infarmational Video and
Madis At Fastial,

Wiebsits: wwww. genbodias. o

Lirsuss Bramann, ‘Black Sea Files” in §-Jone,
Bacoming Eungoa and Bmyond), e, Ansaim
Franka, Actan, 2008, po, 18-95; Unsula Blemann,
"On Sruggilens; Prates and Arcma Makor'

In Bare Acts, Sarf Readtar 05, Saral Modin
Lab, Delw, pp. 145-140; Lrsuta Biemann,
“Wriling counter-gaography'Ecrine une contre-
peograptes’ in Acpel A TémorsCal for
Witnesses, La Ouartior, Quirnpar, 2004, pp. 41+
62, Ursuila Biarnann, ‘Remote Sensing - Visual
Geographes ol Gender’, Touriems, Fundacd
Tapées, Baroeiona 2004, pp. 260-283,

LOUISA
BUFARDECI

Bexr in Mebouma, 1868, Lousa Bufardecs
practice is canired around the raphosantason
af infoemation. Shea has based many wonks

on statistcal data, forms of mapmaking snad
codding, Mone recanthy she has explored time &a
o alalistc mpresantabin wilh sounceies,

Art Space, M ik, 2005, Dafy Cane Confer
Galeria Nous, Buchorest, 2005; Cycle Tracks
Wl Abound in Utares, ADCA, Melbourna, 2004;
PLIBLNSPARMVATE Tematanu Tumatali, Snd
Auckiang Thannial, Auckland, 2004; and Skin
Cesarind twith Danad Young), Anna Schwirtz
Gaflory, Mofbourt, 2003,

Bulardeci o recesed rumenus grants, wards
and reaidencies including! Gordan and Anng
Samatag inMemational Visual Ans Schoiarship,
School of tha Art Institute of Chicago Sacond
Yoor Infermational Student Scholarship: Arts
Vicioms Asts Development Grants; Arts Victoda
Export nngl Touring Furd Grant; Asiabric
residencies in Deil and Murriang: and Austrdn
Counal resdency, Los Angaies.

Loasind Bufanioci in roprssonted by Anna

Maurk; Titrrarsh, e Voyapers:
Paychogeography and time' in Phofofle, ho,
75, Spring 2005, pp. 32-33; Cynthia Troup,
Thix Socte of Gowaming Vislues” in PLIBLICY
PRIVATE Turnatanud Turmafaill, 2nd Auwckdand
Triannial, Auckiand At Gabery, Now Zoaland,
2004; Cyrihia Trowp, "Surveing Skin Cuanet’,
Aadoume intemadonal Arts Fesival Visual Arfs
Program, October 2003, Joal Crotty, "Brave naw
woorid of sight and sound’. The Age, October
15 2000; Ry Haskdnga, "We'ns walking af over
', Tha Paper, Ecition 28, 2001; Stuart Koop,
'Lonsisa Budardaci at Anna Schwertr Gallary',
ArtiTews. Spring 2001, po. B2-3,

CERKEZ
FUSINATO
MORTON

Aual i tha Srat collaboradive projact by Mutiu
Ceriaz foom 1964), Marcs Fusinato (bom 1964)
andt Calum Morton [pom 1965).

Thear resDecive works neve bean ncluded inc

Ml Cerlaaz: NEWDS, Australian Centre for
Confermporary Ad, Mebourne, 2008; Felthwonk:
Austrakn Art 1968-2002, lan Potler Cantrm,
Mational Gallery of Victona, Melbouma, 2003
if ffanbe Bianndsd, Turkey, 1999 and Seo
Paclo Beonale, Brazl, 1998

Marceo Fuasinato: Muthy Cerker Manco Flesnato.
ACNSW Contemporary Projects, At Galeny

of WEW, Sydney, 2005; VaraConnecions:
Contamponary Artists rom Australis, Hidle,
Zagreb, Croatia, 2002, Arf-Admic, Museam

of Comermparany Art, Sycney, 2001; and
TAUAF, Australian Centrs for Contarnponny Art,
Meltoirra, 2000,

Calum Morton: | 1th Thennais incia, Mew Doy,
2005; PLIBLIC/PRVATE Tamatanul/ Tumeatait,
2nd Auckiand Trionnial, New Zealand, 2004;
Fice Lip, Hambunge: Bahnal, Becn, Garmarny,
2003; and Sons of L, Malboursd Intemations
Bienmad, 1999

Mt Cawinz s representad by Anne Schwanz
Galory, Molbourma.

Maren Fusinalo s represanted by Arna
Schwartz Gialiary, Malbourra

Calum Morton is represantad by Anna Scimwnrs
Gabary, Melbourms and

Rostym Codey 9 Gallery, Sydney:




NATHAN
COLEY

Mairan Coliry, born in Glasgow, 1967,
irnstigatts th sockl aspects of our bult
emircament through a diverse range of media
inchiding priblc s gabery-based scuiptu,
pholograpty, drawing and vides,

Coliry's practicn is besed in an intensst in publc
Spdcn, and wgions how achfechune comes
e (e it @nc rrmnestiond, with meaning. it
reveals that claims 10 publc space ae mada by
groups of pecpls wha have differont ideas on
how it should be usad, and how the buldings
Ihiry ract manifest that group's vakees and
Ibdierfs.

Natnan Coley grachusted from Glasgow School
of Art in 1680 and has recently hald scio
exhibitiors &t Haunch ol Vienieon in London,
Cooper Galery, Lirsversity of Dundee and The
Frutrmarket Gaflery in Edinburgh. His work
rediting the irial of tha Lockertes bombers was
Inchated in Days Libe Theso, a group exhibion
at Tate Britan in 2003, His work ks curmntly
bseng exhibited & part of the Sritish At Show 6

Fiorn Bravdiey, Sussnnae Gasnshedmsr, Nathan
Fruftrmared Publications, Edinbungh, Locus+,
Menrcastio-upaon-Tyrs, 200:&; Natplke Audd,
'Mathan Colsy' in Days Like Thase: The Tafe
Trarnial of Confemporary Srtish Arf, gcds. Judith
st Jonathan Watkins, Tate Britain, 2003;
Matafie Fudd, ‘In the Gity” in Fabrications: New
arf and udaan mamony & Manchestar, ads,
hiatahs Rucd, Halen Hils, UMM, Manchester,

GEORGE
GITTOES

Barm in Sydney in 1048, Goonpa (Gttoes is an
endibtiting adist, Trmmaker and photographer.
Has hag been working on ihae therms of cusumes
in conflict eince the 19800, Gitood has waorkod
I many mgions including Alghanistan, Ching,
Priippings. Russa, Maddis East, regeons of
Alrica, Mortham irsland and Nicaragua.

Gtoas’s work smernges from his freguent trips
10 e ot line of human crisis and working
faca o face wath both combatants and wetms
of confict. He devised, fimed, diectad and
produced Soundtrack fo War as a result of his
tramvels in Iraq during some of the most tense
rrormearls of s recant hestony

\Wekaita: wian QRIS Corm

"Githodrs i Irag” on 80 Minufes, Channed 9,
Aymtralia, June 1 2003; Sasha Girshin, Acstrakan

Heathcote, Ausiralian Panfing 1758 - 2000
{#th Edition), Owfond Linkversity Press, 2001;
John McDonald, Fedaration; Austradan Art and
Socmly 1907-2001, Nations Gallery of Ausiralia,

Witnegs: The At of Geonge Giftpes, ABC-TV
Augtraia, frto Europe, 18949; Gavin Fry, Geonge
Gittoas, Crafiaman House, Sydriry, 15688;
Bemarnd Smith, Modoerrsarm's History, UINSW
Press/Yale University Preas, 1008,

JENNY
HOLZER

Bom Galipoks, Dhio, 1950 Cver the past

30 yisars, Jerwy Holror's largely ted-basad,
concopiun works huve been featunsd in puibic
Bpacel, munsums and arf galeres. From
street posters to LED screns, pholographs
to gt projecticns, Holzer is renawned for
bats that offer soca! and cultunal commeniny
Workes such as Thuisms, Mother and Chid
and Lusdrmond informogats sexusl politics and
walenci, ind ninaal the complindlies attanding
all intimate relasSonships.

Pevrnanant nstaliations of Hober's work can

b found &1 7 VWiord Trade Canter, Mew York;
Bundostag, Bardn Museo Guggenheim Bibao:
Harnbungsr Furesthaldle, Hambung: and Mussum
of Fing Arts, Bosten, Hor Ight progctions. hawe
beaen recently shown in Vierna, London, Dubin,
i, Washington DG and Masw York City,

Racond sok ashibtions. include: 300, MAK,

& Read, MNaw York, 2006; Moh! Feed, Galere
‘Yvon Lambert Y, Miw York, 2008; Jeny
Lady Pinkj, Monika Sprth Prilomens Magers,
Murich, 2005; and Jenny Holer with postry by
Heird Colal. Galorio Yyon Lamber. Parns. 2004,

Robsart Seoer, Jenmy Holer: Redsction Pantings,
Cheim & FRead Galiery, My York, 2008
Maurice Berger et al,, Jenmy Holree: TRUTH
BEFORE POWER, Hunsthaus Bregane, Bregene,
2004; Honn Coba, ot al.. Jenny Holrer—Neus
Htorusigaice Bedin, Th Amanican Acedemy
Berin and Matonaigaioda Borsn, Barin,

2001} Mare-Laurs Semadac, Jenny Moo,
capchiusée d'art contemporan de Bordeaws,
Bordoau, 2001; Michasl Auping et al., Jenmy
Holer, Mordermey, 2001, Museo de Are
Canternponing de Maonbamey, Monbemsy, 2001;
Peler Schypldahl of &, Jorvry Holsoer: Xanon,
Inkiree: Editions, Kisnacht, 2001 | Davia Josei
et 8l Janny Holrer, Phaidon Press Lid,, London,
1948; Noam| Smoli. ed., Jenny Holrar Whiting,
Schrifter, Cantr Verag, Stutigart. 1008




SANDRA
JOHNSTON

Baorm in Newlownards, Morthorn miand,

1588, Sintn grackmting fom s MA courss
in Fing At il the Uinharsity of Lister, Balfast,
in 1882, Johnston's practios has centred on
Podusing ske-reactive performance actions

from the daly evpariences of Iving in East
Batinst prior 10 the first paramiitany cease-fim,
It gracualy devalopod as an enguiry into the
compseites of how women's pressnce Wwas
porcased witnin parsTHiery tefriionss, and the
meda spectack of viclanca,

Subsequent solo and coflaborative projects,
crested in Insfard and inemationaily, have
continued 10 epiomn possibinies for faspondng
I The Tunchions and sansthities of 3 diversa
ranga of public locations, Thess inchide poiice

ALAloNS, emangancy Wands, migious instilltions,

prevali hofmes.

Friom 2002-2005 sha was an Arts Humanities
& Fesaanch Board Research Fellow at the
Uirivaisty of Uister. The concept of her reseanch
was 10 axplore posithve winys for arlists i
mervonag with the history of buldngs and paco
sigmintisa by tralmatic avorls.

Auth Jones and Ursula Burks, And the One
Dioesry's Stir Withowt the Other, Ormeau Baths
Galiary, Betlnst, Docomber 2005, Wikorio

In Ciea Art Magarins, Isaue 111, Spring

2005, pp. 68-68; Rosa Martinez and Maria D
Corral, 575t infemabions Exhibition of Visuo!
At 2005 Vankcn Bwonnake, Piezok, N York,
Augrust 2005; Dr Jill Bannt, Empudic Vo
Atfect, Trawms and Comtsmponiry Art, Standoed
Untveraily Presa, LSA, 3008,

MICHAEL
LEUNIG

Michasi Launig to an arlisl, cartoanist, poal
and cofmmentsins whise work has appearned
In neweEpapers anad books snoe 1985, He
wachay achibitad andt am e in verious ublc
oollections. Faa was born in Malbourra in 1845

SUSAN
NORRIE

Bom Sydney, 1853,

e are ot @ crfical and sipndicant moment in the
hisfory of ife worid and a3 an arisd one feels an
EOOrTOuS Msponddulty ho docurmind the truffis
of ol axpanences, nof just simoly erase histony
and s 8 colleative Bmnesia. As Cames
once sad Tam not a philosopher; | am an arfist”

Susan Nomie's lorifcorming exhibtions inchad:
I June 2008 &1 the Boudin Lebon Gallery in
Paris and ot the G Fing Ar1 Gallary in Washington
1D, and Elsswhens at the Busan Biennale, South
Homma, in Sepiemiber 2008, In 2007 she wil
represent Austreis at the Verce Blermale

Mo i The reciplent ol an APA Scholanship for
PhD studies, Uiriversity of Maw South Wales,
Syrireey, 2004 -F006, and was recantly selecied
for the Sally and Don Luces Artist Residancy
Program, Montaho, LSS

Susan Nome b mpresandod by Mon Gabery,
Sydniy.

Baroars Cread, “Susan Nome', On Reason
anid Emation, Biennale of Sydney exhibiion
catalogue, p. 158, 2004, Juliara Engoang,

A T workd burms” in A i Acistralia, Vol

41 Mo, 4, Winter 2004, p. 560; Helen Graos,
‘undenground passages’ and Rachel Kent,
‘Puirier of Darkness and Light' in Susan Mome
exchibition catalogue, Museum of Contemporarny
Art, Sycnay; 2003; Wayna Tunniciffe, Suwsan
Nowrie, Lingorfow, Arl Gallery of New South
Peoimier: Inguigition” in Feidwork, The lan Pother
Caire: Mational Gakery of Victoria, 2002; Jikana



SALAM
PAX

Sakam Pax = a8 pseudonymous blogger from
frv whaosm aila Where is Raed? recened
natably media atftenion during and after

e 2003 irvosion of Irac. n his blog, Saiam
discusses the war, his homoseousity, his friends,
deappearances of peopis urdsr the gonermement
of Saddarm Hussein snd his work &3 & ransiator
for joumalist, Poter Maass. He gove accounts of
barmbirgs and ofher attackes Tom his suburt of
Baghdad untd intemet accoss and 1he slociricat
grid ware imerrupted. Saiam emaned offine for
weeka, writing eniries on papes (o type ke

In iy 2003, after spaoulation that the blogper
‘wals Sonally a LIS, lsrasdl, or Imagi government
Eont sprmading deinformation about the war,
Tha Guardian irached e min down and primed
a siory Indicating that he did indeed e n g,
with the ghven name Salam, end was & 29-yaar
old architect,

Salam Pax, "The Baghdad Bioggor goss 1o
Washenglon' in The Guardian, Octobar 22,
2004; Balam Pax, Shut up you fal whiner!
August 2004 Rasd Jarrer, Rasd in ihe Adose
iracirhermickle biogspot.com), Googla, started
Miwch 2004; Sadam Pax, Salam Pae The
Baghoad By, Guardian Books, London, 2003
Peler Maass, “Splam Pax is Real’, Skte wobxite
Iwweslats com), June 2, 2000, Aory McCarify,
‘Salom’s story’ in The Guanan, May 30, 2003,

SIMON
PERRY

Bom London, 1862, For mon Than & dicid,
Simon Peery has desgned and produced |ame-
scaly urban arbworks. The works &m eite-speciic
nnd engige with wirous emergent themas within
the urian conted, Thate nciuda Thi dea of he
city 82 an evohing surlsse o gkin, the coested
nature of space, The roie of the arist as social
commentator and the dalogus behween an,
Pusmour, podBcs and popuiar culiuing

Racent progcts and exhibitions include: in 3008,
Levarape a1 the AMIT School of Art Galiery,
Malpoums, The loes of bhe Armal, Stoney

Hal Ginflary, Maibourns; City of Hobson's Bay,
Mawpon Lakes Sculpture Commission; and

I 2006, Mabalrme Prize for Unian At The
kookaburas, e lowiar and ihe distnbudor sed
incident, RACY Club Buding, Maelbourmno.

Peimy studied at Chelsea School of At and
1ha Royal Acadamy Schools n London, Ha

s the capiant of A numibar of awarnds and
scholyshing including: British Schoal 8 Rome
Saiwlarship in Sculpture: Lindaser Scholarship
Award, Echeard Stan Trust Travel Scholarstin;
and Royal Academy Gold Medal for Souptun.
He macently esiablished the Intemational Virual
Shudio Project, an cxperimantal collaboation
obwoan AMIT Bchool of A, Malbouma and
Cheimaa Schoal of An, Lenaon.

Leon Yan Schalk, Design City Malbxawr,

Wil L, 2008, pp. B1-82; Crvis MoAuiile,
RACY Cobection Catslogue, 2005, pp. 38-38;
Sian Pryor, Juiana Engberg & Chris McAuifie,
“Poltcal A’ on The Deap End, Radio National,
ABC, 2005; Angeta Mobasathinn, 'Commigsions’
in Sculpture, MNo. 8 Vol 23, USA, Novernbor
2004, pp. 28-29; Andrew MacKenzie, ‘Puble
LinbEty T in Archieciual Reviaw, Editon B3,
Ausiraha, 2003, pp, 4247,

PETER
TYNDALL

Petar Tyndal was born at the Mercy Hospital,
Maiboumma, i 1851, In 1872, with Chistopha:
Hartnay, he co-founded the Fostervile stuts of
Agrlind & Proghessie Cultural Expesienca. The
foundiation of Tyndals art practice was sat in
1974 wilh the resisation of his primin idecgram
- & cafining cuting with e of support: 1 & he
depandant frame of sell, and of our every olher
propechion. At is simplagt if f ‘somathing

Ernesaning thes deagram as human gallary
architecture, n 1981 Tyndal opened HAND
SPACE: ‘HAND SPRACE aufibils/edubitions ans
avalabie at & timas io the enargios of analsi

Pater Tynclall, = v avi,.. described as beng...."
FIARCE, 1581



LIST OF WORKS

Lida Abdul

The White House 2005
16mm fim transfemed to video
G rrirutees

Howse T 2000
16mim fim transfemred 1o vides
2 rminutes 13 saconds

Howse 2 2003
16mm fim irangfemed (o vides
1 minuie 53 seconds

Howse 4 2003
1Gmm fim transfoered o video
1 mrimap 15 seconds

Thoe 2005
16mm #im transfered o video
3 rrirutes 40 Seconis

Courtesy the artest

Courtesy th artist

Uinswila Beemann woulkd ke 1o
thansl twr closs collaboraton
Angets Mefitopoulos, Lisa Parks
and Ansalm Franke who inspired
and supported hie reseanch Tor
the Bizck Sea Fles. She = grateful
1o sonic mrtist Pater Cusack for

her Enstifute Tor Thaony of Art and
Design, HEK Zurich,

Louisa Bulsrdeci

13 capfured telephone
canvarsniions - al ane minude bng
008

machine ambroicheny on carvas
0 xBOcm

Top row:
200412708 16:42-18:43 Dan 51
Clair with her

2008/03MT 12:4212:43
“Mrangheta membet wah him
1898/05/08 13:46-13:47 someans
in the Uinited States of Amarica
wilh you

20080304 21:03-27:04 Masato
Takasaka with you

Michdie rov:

200051118 10:27-10:28 someons
in Australis with tharm

1973226 D4:27-04:28 someans
I Parismouth, L with ws
2006/01/16 20:33-20:34 Nicola
Kidman with har

1967/0226 D3:12-03:13 someons
In the United Statas of Amarica
with somecns n Ausirale
18651230 22:38-22:39 tham
with Martin Luthar King Jor

Bottom row:

2001712524 13:28-13:30 him with
Louisa Butendec

1894121 D8:21-08:22 Axirich
Ames with someana in Aussa
2001/0810 17:21-17:22 someana
In Alghansian with someons in
Soud Arsibin

20041205 23:453-23:44 Lousa
Bulardec] with Dan 51 Clair

Courtesy the arist and Anna
Schwantz Gabary, Melbourne

mdiion of §

Courtesy the arfisis, Anng
Scivwnne Galary, Mabaurne and

Hathan Coloy

Jenusakm Syndnome 2005
fw-Sorein video nstallition
16mm tim transtermad fo CVD

O Kakan inendew
11 mirdes T seconds

Jevusaln Spndnome
20 mirmtes 2 seconds

Courtosy he artist and Huunch of
\erszon, London

George Gittoos
Soundirack fo War g 2004
widen tranafemed 1o OVD

5 minutes

Counesy the artist and
Ca Producer Gabrialie Dalton

This wirk & supponiod by Fuptsu



Lintitie! (Sedectiang from Lustmor)
1084

FEx808cm

For the Centre

Light projection

© 2006 Jenry Hotzor
Couriemy Mo antisl

Susan Norrie
Tiwlight 2005-2008
oD

8 minutes 33 seconds

Courtesy the artist and Mo Galery,
Sycnary

Tudight i5 a colaboratie work with
David Mackenzo

Widea: David Machense

Couriesy tha anist, Jourmyman

Simon Perry

Putiic Addrass 2005
polyester resn, stesl, ubber and

Courtiesy tha oris]

Samon Parry wauld ke to thank
Neale Kanny lor his genemeity
and assistanca in the design and
tabwication of the work, and Paul
Doombusch for kés work on the
SO COMPOniT.

Michagl Leunig

Sacred Tast 2002
Tax18em

Bows and Arows 2003
13z 185em

Guanilgs 2003
13x185om

Might Club 2003
13x 185 om

Know-How 2003
13217 em

Loash 2004
13 = 18 em

Livie frowm ey 2003
13x 18 cm

Terronsm 2002
13x1T5em

Faikgy 2004
13x 18 em

The Miss3s 2002
13x2t5cm

Courtesy the arts?

Poter Tymdall

Dtad
A Person Looks A A Work of At/

1998-2008

A Person Looks At a \Work of Art/
sometn iooks af somathing,..
CULTURAL COMSUMPTION
PRODUCTION

Courtasy the arfist and Anna
Schwartz Gatlory, Meboune

WRITERS
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Our thanks o each af Tha
Uil Wionid artists and

wiiters for creating prowvok-
ing works that sncoumngs

reflaction end debate. Wea
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contributions,
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ACCA DONORS
Enthusiast
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A F Conigrman
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Pater Joging OC Surarrw Danies
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Ann Bennatt feerr Bution
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Anra & Moy Schwartz Tha byar Foundation
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Makcoim & Kalrina Allen
b Badkr
D Joseph Brown AD OBE
Ken & Lisa Fakdy
Jermiler & Greg Goodman
Floibeart Gould
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Froundation
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behall of the F & M Bancrof Famiy
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CORPORATE PARTNERS
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