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e i its fifth year, the NEW series has bacome a key slement
within ACCAS programming and one of the most celebmated
events In the visual arts calandar. We look forwand to it, and we
have B sense that our audience also awaits the arhval of the NEW
warks with a good deal of anticipation,

MEW ciffers opportunities to some of cur best and brightes] anists
to create someathing extracrdinary in their own process, The
projects are developad with ACCA for exhibition in our unigue
galleries, Artists are encouraged to work with space in mind.
Every yoar wo see the evolving experimentation that cames of this
opportunity, The results are always surprising and engaging.

This year's NEW |s no exception. And we fesl @ new wave
of energy In the works of Anastasia Klose, Christian Capurro,
Brendan Lea, Nick Daviin, Damiano Bertoli and Claire Healy &
Sean Cordeira, Whilst NEW is not a theme show. it is always
interasting o observe the shifts and connections bebwean
works, This year we seem to be witnessing a return to the
low-tech assthetic of found objects and a reinterpretation of
materialism.

Many people contribute to the success of NEW and as well as
congratulating the artists, and Commissioning Curator, Julana
Engberg, wea would like to thank tha hardworking ACCA team ably
led by Coordinating Curator Anna MacDonald.

This year ACCA celebrates an important new partnership with
fhe Sidney Myer Fund which has genemously committed financial
assistance for NEW over the next three years, It s this kind of
sustained support which gives AGCA the capacity to achieve the
best for artists and for audienceas. In fact itwas the Myer Foundation
which kick started NEW five years ago as a fladging project of
the newly launched ACCA, and we thank the Myer family for thiir
angoing vision and commitment.

Sinca then NEW has become a firmly established annual event,
but | think you will agree it has lost none of Bs orginality and
freshnass.

Kay Campbaetl
Executhee Diractor



JULIANA ENGBERG

MEWDT

One of the first impressions you might gain from lockng at the
projects in NEWOT i that these ariisis ame in the process of
retreating from the sick, highly produced, and overtly finished
kinds of work that fall within the seamiess surfaces and structures
of post-minimalkam. And you would be right. There is something
miuch more farmless, scatological and un-cool about these several
art works.

Some of tham ame messy. Others use recycled tems rather than
lrvest in all new schmick gooda. Anather s a form of altered residue
and keeps company with the aesthetics of Arle Povera. Even
the most 'finished’ looking project within the sst of s, Daméano
Bertolis guite of works, draws ita moje from a bastard mibx of low
culture mesting the grandiloguence of museum deportment in a
kind of spatial/philosophical collage stand-of,

For ma sach of these projects represents an opening up of an
practice, and an engagement with potential failura and uncariainty
and lawlessness, For ingtance, not everyone will agres 1hat a visual
exegesis on the action drawing made by drag racers is a legitimate
subsject for art. And vel to me Brendan Lea's exuberant embrace
ol Westie car culture, iMermixed with a version of vernacular
cinematic "Westerns', such as Wake In Fright and Choppar, co-
joired by rony and awe, seems e a very funny take on the
macho art culture of action painting and expressionism. Lee's
‘proving ground” is @3 much about & dandy surviving the cufture
of the badlands of the western suburbs, as it is about the artistic
fussie betwean the blokey, absiract expressionist milisu of Pollock,
da Koaning, Gorky et al, and the upstart pop culture artists such
&6 Lichanstain, Warhal and Ruscha, or the let-it-all-hang-outars of
the “happening’ crowd,

Speaking of happanings, or drag races, Les's stacks of 300, and
more, car tyres, establish a dislogue with Alan Kaprow's 1961
post-painting 'happening’, Yard, i which a backyard full of rubber
autla tyres weme heaped randomly for viewers 1o climb in and
arcund. Les references Kaprow's free-Tor-all activity, now outlawed
by virtue of Lee’s relocation of such matsrials 1o a "gallery” selting,
In daing this, Lea makes the social sague 1o recent conversations
about creating a legitimate zone for drag racing. A longish bow
rnaybe, but not if you know your art, and | would suggest each of
the artists in NEWOT ane in deliberate dialogue with art practices
that preceda their time in the ring.

Claine Healy and Sean Cordeiro's past times 8 a case In paint.
Up until now: their practice has besn about stacking and bundling
the discarded, abandoned or bequesied objects of people’s lives
in sculptural gestures reminscent of numenous Sydney Biennals
projects where bunding and stacking have becoms requisite tropes
fo represant many disspora. Of coursa bundiing and stacks were
earfier 2een as a pant of the Arte Povera gesture: Pistolatta's Vanus
of the Rags for instance. Other artists such as Fichard Wenbworth
and Erwan Wurm have also invested In stacking, but mostly 1o prove
maes of voluma and mass, and 1o shrink existence: to exclaim he
smaliness of one’s own place within cosmic largenass.

By contrast, past fimes wants to llusirate the expansion of
existenca. Healy and Cordeiro have taken a small camvan; a
humibhe place of dwelling for a Berdin woman which provided her
entine domestic world for mare than 40 years, and enlarged it 1o
a vast monument of expenance. In dizsacting the litthe caravan,
and breaking it down inlo some 800 pieces of catalogued debris,
and then distribuling the pieces like a winged wooden butierfly,
along with scattered other bits, we are given a sansa of a kind of
catharsis: of a lite evolving and freeing to another stale of being.

The afterie, and transtormed life, of an image s something
Christian Capurro s iInferested to irvestigate with his works on
paper, Compress (the pit of doubivores). Images marked Lpon
sheets of paper as a result of having printer's ink transfemed by the
pressure caused by other image pages being erased, have been
corrected by Capurro’s intervention of white-oul, The comacted
images are ghostly baroque tracenes in which the human form can
ber discarmed bul not comprehended.

The contemplation of these compressed inky bodies ofier erotic
and Ibadinous conjecture, Some people might go swiftly to an
interpretation which is lewd and pormographic, but that is only their
own speculation, Eraicism is the more lkely outcoma of these
images since Capurro courts the audience’s own drives by the ever
successiul seductive device of conceatment, which prevents the
irages from descending into debasement. Capurra's edasing and
carmacting is a farm of ‘destrudo’, which Frewud would have defined
as the energy of a destructive Impulse, In Capurros frustrating
after-images, destrudo Is brought together with the drive of the
libick in & fight fior the survival of Eros within the viewer's psyche.

Capurrs's humble paper warks recall the strategles of the informe
used by artists ke Lucio Fontana, Cy Twombly, and arists aligned
with & kind of Hellenistic assthetic whose works are in senvice of
arousal and restraint,

Thers |s less libido, but mome ego, mone front-cf-brain activity in
Darmiana Bertoll's esotenc cosmoiogy of signs and samiotics. Bertoll
clusters art evwents to creats a kind of waird science of self, from the



wonderfully titked Does my brain kook big in this?, a bizame self-porrait
in the: Fypemaalist style and pose of Chuck Close's famous Big Saif-
Partrat, to the warped, wal-lsaning mimor plece Clear Light.

Round 1hings and plateaus are importand to Bertol, Bals and bakd
hesacts share space with gridded-up platiorms and spirtual pinths. The
finear and the cirsular jostls for posiion in his everarching propastion
of the "Continuows Moment” which has become a kind of manifesta
for his pursuit of the things that make up the confinuously momentous
events of a i in art practice. The year of Bartoli's birth, 1969, provides
perticular momentum and stasis for this investigation.

It | imaxgine & cinermnatic opening sequance & a way of describing
Bartod's progect @ would go something fike this: Blackness and slence,
Tolowed by a BIG BANG explosicn. The camara then 2ooms out to
show the immenssty of cosmic scatter, Colourful gas swirls and solid
fragments whiz past the point of vision, The camera then settles on
one small white speck, and 2o0ms in 10 revaal the maon, in tum the
moon rotales to expose planat earth, to which our cnematic gaze is
reww directed, W zoom fiy to earth, and ke a Googls™ satefite map,
fe4 in, incrementally, 1o inside the dark, quist space of a matemal
womb which explodes in the biological equivaient of a BIG BANG
accomparied by the screams of a baby, whaose round bsid head
modates o see tha moon; to which we visually ascend. From tha moon
Wi pan cut to the scattered cosmaos — this time filed with fragments of
radiated imsges — which, in its expanding inflirty ullimalely amves at
a dark slent space, whene we wait for the nest BIG BANG.

It's tru. | might be channeling The Wond According fo Garp here, or
eiements of Kubrick's 2007 A Space Odyssey, | have a vague serss
| could e messing with Woody Alen's Evenything vou aways waniad
to knowy about Sex (but were afaid lo ask); and possibly Planet of
e Apes. Mo doubit each of these owes some debt to osmcsis as
weld. And this is Berlols point, probably, that the artistic ego must
acknowiedoe the osmosis effect in the ever evohing moment of
creation within cycical evolution,

Arastasia Kiose's indebledness fo the existentialism of Sarire is
made expicit in har cheaply produced wall poster iIn which we see
the artist with her head bured in the French philosophical book. Othar
postens aggrandise her “stray’ cat Uber; show biowrn-up stills from hor
video works; display her badroom, har studio (2 small comer in har
rcther's Pasis studio/bed-sit), and her mother’s studic (3 table in tha
same epace). There is a lot of adolescence here: a load of symbilosls,
probably osmosts, snd a hint of catharsis:

Watching Kiose's videos, Fim for my Nanna, How lo be Mal, The
Cutsiclar, The Meaaning of Life, and mam, tha viewesr might ba tricked
intoy thinking they are encounterng the utterdy banal, But this is a
decelt, The appearance of Klose's videos, ther very basic technical
accomplshment, and the focus on common things — the artist and

her mmediate relationships and suroundings, her self-scrutiny
discontents, fealngs of abenation, fear of fallure, cat, lists — belie the
sophestication of their true examination, which & the universal search
for life's mearing, bul with a heavy doss of salf-awareness. Klose is al
too aware of Sartre’s concepts of negation, bad faith, and the “look’
to fal victim 1o her own existentisism,

Filrm for iy Nanna may appear to be about being alone and without
a marriage prospect, but it is actually a film about Beng-for-others,
about the self as dafined by others, but in a twist? rescusd from this
fata, Je suis une artiste, sussiel, may appear 10 be about advertising
oma's artistic existence, but in fact it is about the lack of ‘look” of the
others, a lack of acknowiedgement, and thersfore ‘nothingness’.
Although, of course, we tha viewers 'look” and themions the self
is restored.

Hiose re-establishes, and updates the assthatic daggy-ness of earty
taminist works, Her works are defiberately nall and home-spun.
Her seif-parformances cast her in the cantral role of experiencs in
samilar fashion 10 Martha Rossler, Lynn Herschmann (aka Aobaria
Braitmors], Adrian Piper and others, Klose's subject matter is
being - & woman, an artist, and a survivor, and naturally, as have
her pradecessors, she encourtears this with humour. Los Anceles
performance artist, Cherl Gaulke makes the pomt when she says:
'Performance is not a difficult concept to us [women|. Wa're on
staga every moment of our Ives, Acting ike women. Porformance is
@ declaration of salf - who one i .., and in performance we found
an art form that was young, without the traditions governad by man,
The shoe fit, and so, Ike Cnderella, we ran with it",

The construction of identity s not only about the roles we play but
the phenomenciogical encounier we make with other and the self,
Artists like Bnuce Nauman have been concemed with using the body
and its fleating encounter with the salf as a way of articulating this
investigation. Mick Devin continues this playful encountar in his TV
totems made with oid woadan box television sats, which have boan
manipulated 1o bacome alactonic minors,

This low-tech survellance of the viewer produces a chanming
interactve display In which the body is distribuied into bits and
pieces; the actualisation of Lacan's conoept of the coms maoneis,
But thisis no deep, dark philosophical hole of negation, but a jaunty,
friendty kind of encounter with the syncopated sell. Devin's works
taka on a kind of musicality, or physical poetry and connact in very
approachable ways with an audience seeking confirmation in art.

Yes, | would say the works in NEWOT are about the expanding
life; the enlanging cosmos, the fragmentary and the fleeting. So all
bodeas well. The body is out of the box of minimalism and back in
[he streat,



ANASTASIA KLOSE

borm Melbowrna, 1878,

Anastasia Klase i an nstallaton and video artist who makas work
based on epaiences from ke own life. Inher fims, Kose employs a
mitx of humour and pathos 1o express har cwn failings and heanbreaks.
Sha views har work as a celebration of life's banalities and tragedies.

Kose's recent solo exhibition Anastasia Kiose, .. The Best OF was hesd a1
Spacement Galery, Malbourne, in Februany 2006

In 1888, Kose compisted a BA af tha Unbaersty ol Mabourme, with a
doxubike riagor in Philosophy and Englsh, and in 2005 she completed a BRA
(Honours) with & majar in Drewing at the Victoran Colege of the Arts,

BIBLMOGRAPHY

Edward Colless, "Undiscoverad arlsts, Anastasta Klose® in Austraian
Art Colector, issus 36, April-Juna 2006, Michasl Ascraft, ‘Master of my
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ANMNA MACDONALD

THE TROUBLE AND THE PAIN

A worman stumbles, groping the wall in a seres of despearate,
and ulimatsly failed atternpts to remain standing, Owver and
ovear again sha falls heavity upon the concrete floor. Each loss
of balance requiras of her a greater effort in righting herself,
Getting to her fest again, she anticipates her next fall, Othars
are watching, and s0 she laughs at herself as she struggles
around the room.

Many people ghide by her, either absorbad in the efficiency
of their own bodies or craning their heads as they go
past, lika curious drivers coming upon the scena of an
accident, Others offer arms of support. They laugh with the
falling woman as they seek 1o steady her. But in offering
their assistance, thase more confident parlicipants make
themselves vulnerable. Like a drowner, the falling woman
threatens to drag down her rescuers, Before long she s on
her own again, groping the wall again, waiting to fall again.

Rolliarskating at ACCA is one of eight video works created by
Anastasia Klose for NEWOT. Unlike the other seven videos,
which are monilor-based works, this plece s monumental
by comparison with Klose's usually more intimate standards.
Projectad onto the end wall of the gallery, accompanied by
Ralph Vaughn Wiliams's The Lark Ascending, and without har
trademark humorous text-intervantions, this slow-mation film
depicting people roller skating around ACCAR large, emply
commission hall invites us to draw our own conclusions about
the way we refate to others.

In tha tragi-comic slapstick of the talling woman, Kiose reveals
humeur's social dimension. For Freud, the success of a joka
depends upon both the joke-teller and her audience; on her
abdity to commuricate the joke 1o another person. Laughing,
the audience complates the joke-work, affiming the joke-
tefler's judgement.’ For her part, in her seral performances
of personal humiliation, embarrassment and other forms of
suffering, Klose-the-joke-teller releases her audience from
their own inhibitions, W expenence her gumplion as well as
embarrassment; but from a safe distance and removed from
any possibiity of audience participation. Our laughter is Klosa's
reward = and her measure of succass.

Much of Klose's work pivols on a fundamental paradox. Agaimn
and again she explores in her films the difficulty of connecting
with others in any meaningful way, At the samea time, however,
the suscess of her work largely depends upon our recognition
of the suffaring (at times trivial, al others more sarous) that



shapas her e, Watching Mim for Romantic Artists, How o
be Mal, Another Day in Paracise and The Meaning of Life we
recognisa elaments of cur own fives. Like Kiose, we might:
stress about whether or not we will succeed at work; dwell too
lng wpon failed relationships and alienate those around us as
a result; spend avary Friday night in front of the telly; bicker with
those cicse 1o us and then feal guilty; use our time unprofitatly,
retreating to bed alone and fully ciothed in the middle of the day,
or stare out the window, walching Indian mynahs occupy the
world with an unquestioning self-assuranca we oursalves lack,

Klosa uses hurmour 1o explore ideas such as compassion and
sympathy, but not 88 a8 means to accuse those who laugh
with heartlessness or malice. Instead, it is in our laughter
that we recognise our fears and inhibitions and discover our
compassion. Playing with words and music, Klose jokes about
her own sutfering and we faugh with her, not at her. In Fim for
My Nanna, Klose walks down St Kilda Road and Swanston
Streat in Melboume, wearing a wedding dress, a veil and a
cardboard sign: ‘Manna, I'm still alone’, American pop balladeer,
Don Mclean, provides the soundtrack with his song Castles
in the Air; his music sighing the sigh of a guitar-strumming,
fioppy-haired, understanding young marn, He empathises with
Klosa. 5o too do the passing Punks and the Emos gathered
under the clocks at Finders Strest Station who offer embraces
and encouragement as Mclean seeks to be saved ‘“from all
the troubda and the pain’, Watching the scene unfold, we laugh
at the overt offers of commiseration showerad upon Klosa as
she walks through the city streets amongst the snap-happy
tourists who wonder at this lonesome brids.

In Je suis une artiste aussie, Kiose trawls through the streets
of Paris 1o the tragic straing of Edith Piaf proclaiming ‘Mon,
Je ne regrette rien’. In biack marker on recycled cardboard,
Kiose optimistically declares herself: 'Bonjour Paris! Je suis
une arfiste sussi', As Fiaf's voice reaches crescendo pitch, so
too does Klose's furious disenchantment when faced with the
disregard and occasional condescension of Parisians on the
right bank and, worse siill, the left. Witness 10 her becoming
maore and more disheartaned, our laughter offers the sympathy
she failed so uttery to elicit from the Parisians she had hoped
to connect with.

In his discussion of Schadenfrewde (the pleasure we take in the
sufiering of other pecple), John Portmann suggests that 'owr
own laughter may lead us to question the robustiness of our
compassion for othars.” Klose's use of humour presents such

an opportunity for questioning, The Outsider is a tribute to her
cat, Uber, a timid stray who had suffered at the hands of others,
Foor Uber slowly cams to feel at home lving with Klose and
her family, When he was hit by a car, howevesr, he remained
too afraid to let anyone come naar snough to help. The workd
ig- 8o crual’, says Klose, But far from chastising us for laughing
at the situation, she encourages our mirth, using humour bath
to allenviate suffering and to interrogate our responses to it For
all her playful and dagagy bravura, Klose executes a comic tum
with great sophistication. Thus, we lament the loss of Uber,
who never returmad home after being Injured. But we ara let off
the hook, Accompanying Klosa's video slide show, L'l Orphan
Anriie sings dateminedly, The SunWl Come Out Tomomrow. And
50 we smile ruafully, rather than cry, as humour and suffering are
again revealed to Us in unison,

In Klose's suffering, there is a sense of adolescent reverie,
The penicilin pink of the walls in her exhibition space; and
the poster-size photographs of her compulsively massy
bedroom that paper them, create an atmosphere of collusive
intimacy. Entering Klose's installation is ke being invited into
a teanager’s bedroom and asked to share in the hopes and
disappaintiments that animate both the persan and the space.
It's a rare opportunity to access areas that are othenwise off-
lirnits, And who could refuse the chance?

" Sgmund Frewd, Jokes and er Relaion fo e Lnconsciour (Standard Edition],
Transitech Jumies Sinchey, Virtage. London, 19560,

¥ Juhn Portrmanh, When Bad Things Happon W Ofer Pecpdle, Roufiedgu, Mow Yok,
2000, pood









1. Fall in love, then get

dumped

How to be me!

2. Cry and moan

endlessly about it







MICK DEVLIN

born Blackpool, England, 1966.

Mick Devin's praclice utiises a varaty of techniques incheding
portraitue, miniature diceamas, video and manipulated technology 1o
create mirmors that explore the human condition, His racent work uses
& mixture of old and new technologies often imobing the viewar within
th process.

Soio exhibitions include New Work, Sullvan and Strumpl Fing Art,

Selected group exhibifions include 2006 Tha Year in Arf, SH Ervin
Gallary, Sydnay, 2006 Sowing Seeds: the DRG Colection, Dubbo
Fogional Gallery, MSW, 2006, Life i Getting Longer, VCA Margaret
Lawrance Gallery, Malbourne, 2006; Raming routh, Orangs Regional

In 1891, Deviin graduated with a Bachelor of Fine Aria (Painting) a1
Vicioria Collega, Prabwan, and in 1994 completed Postgraduate studies
in Paining at the Viatorian Collega of the Arts, Malbaurna,

Mick Dendin is represented by Sullvan+Strumgl Fine Art, Sydney,
BIBLIOGRAPHY
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JULIANA ENGBERG

AANDOM CHANCE

Visual artists ofien undersiand aspecis of John Cage's philosophy
of ‘chance’ rather batter than mary muskc peopls who tend to
worry about the sound of silenca, ‘Chance’ in the way thal Cage
meant it, actually needs a certain structure to work: a parameater
if you lika. That's what converls 4 minutes and 33 seconds of not
playing music on the plano into 8 sound compaosition entitled 4°33°,
as compared to an open-ended slence in which a time frama is
nat provided.

The structure of Cage's famous piece of 'silence’ is created by the
fact that the piana is there, the musician ks there, the shaet music is
there: the non playing of the piano i defined by all these things in
concart with the sound of the world being allowed in to fill a gap for
a preciss patod of ime, What comes into the auditorium, aurally
air-borme = streal nosas, srens, coughs, rusting, mobide phanes
ringing. whispering... whatever - is the stulf of chance compoasition.
As Cage explained it, straightforwardly: “There s no such thing as
silence. Somathing & always happening that makes a sound,”

Cage-ian chanca aiso includes random systems. created out of
controlad situations. Mozart Mix, 1981, is a good example, in which
Cage 'composes’ with audience paricipation. Using 5 cassette
players with & playing list of 25 interchangeable Mozart fracks, Cage
aatablizhes the possibility, not infinite, but vast, of entirely new Mozart
compesiticns = urdfied by Mozart’s own notational signsture. Having
been one of Cage's collaborative composers, | can attest to the
sucoess of this salectively random event,

Visual artists interested in the Muxus of visual occurrenca have
embraced the concepts of chance and selective randomness,
and enisted the devices of optical capture to similar ends. Camera
obscura apparatus, mimors, CCTV, video cameras, periscopes
and the lka, have all been placed in service of optical gathering,
and, like a Cage compositicn, bean ghwen boundanes to organise
randomness into a specific encourter,

Bruce Mauman's seres MAFPPING THE STLEND (Fat Chance,
John Cage), 2001, for instance, is a great example of a visual artist
understanding the drama, comedy, pathos, and potential fallure
of the Cage concept. | take Mauman's use of fat” here to mean
big, as in a “fat sound', and so0 he has made an epic video plece
with chance playing out within the rigid parameters of the studio.
The dady hour-long vided i recorded over umpteen nights, and
the characters are mouse, cat, math, and whatever else enters the
soopa of the lans at any given tima, For all the randomness within
the pieca, it ramains tightly structured.

Like Cage, Mauman likes to mix it up. His works with miror
displacements offer ancther kind of ‘chance’ visual content. By
using the technology of CCTV to create "irtual mirmors’, and by using
real marroes in complicated interplays. Nauman allows spectators



10 see themsehes In ways and places that are unexpected and
digarenting. This displacing stralegy creates a strange, frustrating
sense of dislocation by denying physical access lo whal one
axpects 10 sea,

Mam June Paik was also devoled to Cage and his concepts of
chance, and saw links between these ideas and thosa of Fluxus.
His TV worlds were structured to colide culture nto an acthe
site of visual noise, and create a kind of electranic cosmos of
democrafically organised visua! mass with no one thing being mone
rivieting tham anather.

| menticn Cage, Mam June Pak and Nauman and thelr engagament
with chance, structune and the technological, cosmological coltage
that cocurs as a resull of this interplay, becausa these are the
cantral elements in the recent works of Nick Deviin. Deniin uses
the delineation of grungy oid, wooden box TV sets as a framing
strugture within which the body of the spectator and the gallery
sumounds bacoms puzzied and fragmentad to create a new visual
enargy. CCTV cameras caplure poctions of the speclator’s body
and disparsa them within a monitor stack as a set of rangom and
absiract body parts,

In Within YowWithout You heads appear in two monitors simul-
taneously, Feal and legs ame upside down, then sideways. Two
faces of the same person appear; the body stretched between
three monitors. Vertical nold sips and positions person against
person in unexpacted movement. Deviin creates a kind of ve-fead
monkey-puzzle out of tha gabary visitors and their emdronment.
This badily fux offers a very active engagamant betwean object and
protagonist which plays off the circumstances of misrecognition,
double-take, salf obsesslon and chimera.

Denlin's break-gown of the salf-image provides a jiced-up version
of identity formation, His TV stacks with arraved bodes lure the
viewer infa a game of identification that must, by virtue of its cwn
inherant disheveiment, deranga the concepts of the mimor stage
f. The 'I" in Deviin's evenl becomes a coporeal commune: a
sociological emdronment as much as anything, whene the concept
of the single self s positively Lndermined by the mutual nesd and
interaction of others and other sehes.

For all its positive social associations, no doubt this dismembering
of the saif can also causa a form of anxety in the viewsr, creating
ging dunkel Gestall: a sinister figure of fractured unity. Much as
It is playful, funny even, 10 momentarily wear another's haad, for
instanca, thens will undoubtedly be a desire to restore the totality of
the self and o reaffirm the gestall of the *I".

In cartain ways I has become commonpiace to think about
tedevision, video, and digital feed as a kind of evil sippery slda

down which humanity will fall - electronic media divorcing the
sall from salf through medation, with the edectronic eye always
monitonng ong's movements, But Devins playful TV tolemns and
hidian cameras anact an opposite kind of strateqy; they tand to re-
arient the =sall fo self. And differing somewhat from Nauman's play
of the slusive, retreating ‘1", Deviin's fidding with the mimor image of
tha viewer fixes the gare to the oblect and sublect in a sympathatic
and entertaining attempt at unification.

Dendin's work is, for want of a more kofty description, “friendly’
towards s subject, the 'I'/you, who looks at these TV stacks with
pleasing and re-affirming totemic quasties,

Thits k=2 ot necessarily tha case with Deslin's other work Apartment
In whech stacked TVs becoma windows into the workds of othars.
Filmirg into the rooms of the New York apartment block opposita
hig cwm, Denin has seized moving images that enlist our voyeuristic
complicity. Yet, while one might imagine that spying unsesn upon
the acthity of cthers might be captivating and feed our elicit nature,
it has to be said that the reciprocalinteractive encounter comgplicit
in the construction of self remains far more compaling than thasa
grainy, slightly murky glimpses of clher peopla's lives.

Unlike Within YowWithou! You, the subjects of Apartment do not
raturn the gaze back to the viewer. Linaware of their looked-upon
status, the Aparfment dwellers have no role to play in confirming the
viewer's own salf-reflection. Aparfrment differs then from cinematic
varsions of voyeurism, such as Hitchcocks Rear Window for
exanmple, in whach the viewer s ghven a role of identification through
the protagonist played by Jimmy Stewart. Unlike Stewart, there is
no risk of Devin's viewsrs baing caught out, and 50 the danger of
a retumad gaze, and the confirmation or persecution of the salf
through others has been removed,

Denin's Apartment in fact appears more like a stacked sat of still
bves, and its connection 1o painting i greatly enhanced by the
muted tonality of the old TV maonitors and the tight loop of action,
which offers only nuanced moverment. In certain ways the activity
of Aparfment s more aural than image based. The sounds of the
city, the happy cries of a chidd, the clatter of plates and mummaer
of volces mix with the gemaral hum of Mew York City in a chearful
Cage-ian composition of chance, looped around & momant,

Chance, selected randomness, the gaze and the gestalt these
are the essential slements of Deviins project and they culminate
1o prowice an updated wersion of dantity construction and ways to
angage with that knotty old numier, exstentialism.
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DARMIANG BERTOLI

bom Malbourna, 1963,

Damiano Bertol's practice uses the principles of collage 1o project
an ambeguos sense of time, and an ambivalent attitude towards the
ultimate functionality of art-making, Certain moments from arl history
and popular cuttum are reconstituted and m-aligned in a torm of tme
traved; hese works are speculations, and are the result of guestioning
honw artists negotiate the past and future through their works. Bertol's
work uses utoplan strategies, and ther subsaquent fallure, as a kind of
metaphocical stnecium that cormesponds to the ‘artist in the studio’, and
the so-called 'siccesses’ and ‘falures” of an arfist's practice.

Bertoll has held solo exhibitions at Ocular Lab, Melbourne and MOF,
Sydney, 2005, Gertrude Contemporary Art Spaces, Melbourna, 2003;
and 1" Floor Artigts” and Writers' Space, Melbowne, 2002 and 1898,
Recent group exhibitions Include Relentiess Optimism, Carlton Holel,
Melboume, 2007: Endgame: Late-Capitaisi Realsm, VCA Margarst
Lawrence Galery, Malbourne, 2008, Trinfiyfing - Ocular Lab @ Trnlly
Coege, Univarsity of Melourna, 2006; Acvenfures with Form in Space
- The Fourth Bainaves Foundation Sculpfure Project, Art Gallery of Mew
South Wales, Sydney, 2006; Stenn, Palazro dels Prigoni, Venice,
Maly, 2006, Mabonal Sculphuwe Prize and Exhibiion, Nationsl Gallery of
Australia, Canberra, 2008, 4 Short RAide in 8 Fast Machine: Gartrude
Contamporary At Spaces 7985-2005, Gartrude Contemporary Art
Spaces, Malbouma, 2005,

Bertoll is 8 mamber of Ocular Leb Inc, and a sessional lecturer at the
Victorian College of the Arts and Monash University,

Camtana Bertoll & representad by Neon Pars, Melbourna
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TED COLLESS

MOMENTLIM

Darniano Bertoli now calls most of his art - his assemblages
and collages, paintings and drawings - a Continuous Momant.
Each Individual work s an instance of the momentum of this
arist’s output. But not just consecutively as in a story, with
ong moment after ancther accurmulating (or degrading) armund
a climax. .. as in most artists’ blographies. Instead, we should
Iook at Bartoll's objects as all implicated in each other, Constant,
faithful and simultaneous. They eventuate on a plateau rather
than a gradient. That's to say, all of them will add up - if in an
Indefinite way - only to a single, self-sama momeant. No matter
how long, how much or how ittle he works at it, his art amounts
to this. A singular event.

That's a big clalm, and one that radiates self-mporance. But
it's atso a self-annihilaling gesture since it insists that tha anist's
work and (ife am coliapsad into a singular point. We can't exactly
sea what this point = the point of hisart - is for Bertoli, But as
with the physics of a black hole or singularty we can detect s
prasence from the accumulation of matter that is sucked into
its radical curvalure of space-time. And the gravitational pull
into that point — Bertoll's point, hig particular if ongoing momeant
- drags together a configuration of cultural debris in a gestura
pointing to tha year 1968,

Something happenad then, something that Bartoll exclusively
witnesses ...something otherwise unnoticed but which, ke
a prophecy, s encoded In the familiar inventory of the year's
momentous cultural events. The US Apollo mission's landing on
the moon incarmates such a sign, when it tums up in one of
Bertoli’s assemilages, for instance, through a threa-dimensional
lunar ghobe {a souvanir of the earty Apollo exploratony missions)
cradied on a metal tipod that stands over a minored surface,
That mirror is a sex object, forming the top surface of a Minimalist
plinth, fashioned after Sol Le Witt, and positioned at the level of
aman’s genitals. Glancing down at the mirrored undearsida of the
giobe you see up the moon's legs. Up its skirt. This plnth s the
marriage bed. But of course, daspile the offer thers ks nothing
to see up the moon's legs and no way In, Only & dark, bald,
smooth surface displacing the viewer's face, Like Duchamp's
Bricle Stripped Bara, the moon is a dystunctional sax toy.

Charles Manson's notorious death cult Inciles another hal-
Iucinatory voyeuristic inversion for Bartoll. In 1869 the Manson
“family" gate-crashed a Hollywood party and rituslistically
butchered Roman Polansks pregnant film star wife, Sharon
Tate, Manson's “daughter-brides” shaved their heads during
the trial, and in the press photos they look alarmingly ke
innocent Buddhist boy monks. But when Bartoll appropriates
those images their skulls bacoma moons. Like that virgin moan
hovering above the miror, their denuded heads reveal an up-



skirts vision of demonic chastity... a gorgon, an unimaginaie
love object. This object is only visits as a distorted reflsction of
Bertoli's desine to saa hirmsall in the avent.

It's an object also appearing anamorphically in the slick cunatuns
of the pinball, the instrument of magical artistry identified with
the protagonist of The Who's rock opera, Tommy. The pinball
wizard, 'a daaf, cumb and bliind kid', has nothing but uniutorsd
instinct to guide his moves. ‘Stupid as a painter,” says Bartali,
repaating Duchamp, Tommy is a natural genius in his art, but
cannot percelve what he ks doing, nor his achisvemeant. In that
sensa his ar is spectacularly sterile and narcissistic. He has no
identity, nothing but his own unseen, liguefied reflection off the
ball in play.

Nistzsche called the lover and the artist “moonstruck”, or
luratic. They do not dare ook at the real object of desir: the
organism with its natural functions, pulsations and secrations,
They live in thrall of the sign of such a body, captivated by the
despotic signiier of beauty; the gorgon's refiection. Bertolis
idantification of tha moon with the Manson family also has &
Mietzechean tone. The sublme desolation of Apolio, one might
say, copulating with the intoxicated blood lust of Diorysos. The
Mansan “daughlers” (daughters of the "son of Man®) in mad
lewe with their father and at his command, sacrifice an arlist's
unibarm child, Tommy, as remaote from the world as the astronaut
whose blank helmeted face reflects the spherical earth spinning
in & black cosmos, s the fostal state of the arist, a lunatic
impregnation. And, like a speck in this complexon of cosmic-
utopian dreams and sacrificial satanic nightmanss, in the middle
af 1968, Damiang Bertol is, hamsell, born,

What captivates this artist, then, is a series of obscure but
Incandescent detalls in an historical pariod, an iconagraphy that
tabnicates an omnous sign of the artist's own birth, This is ke
an astrological evenl: an angelic star hovering above a bam, or
a diabobcal partent or emblem manifesting in a bithmark., With
the methodical scrutiny of & cryptographer and the paranoid
conviction of a conspiracy theorist, Bertoli identifies clues for
an arcane message about his own arfistic Idantity, in a schemsa
as magnificently dait and inflated as the da Vincl code, This
narcissistic mystery appears in Bertoli's assemblages the way a
crop circle does in a wheat fisld,

When Beroll carefully repaints & monumental self-portrait
by Chuck Close with his own face supplanting Close's, this
becomes—iika the moon landing—a hallucinatory saxual soens,
In affect, both Close's iImage and Bertoli himsall are unveiled in
1968; tha yaar the moon also ks, in a sense, unvelled. Acquired
by the Walker Art Centre in the LISA straight from his studio

{and the first of his works purchased by any museumn), Closes's
painting was first exhitited in public in that vear Close ghves
birth to his iconic image and anistic camser as Bertall appears
in the world. In fact, they share the same birthday! Is Closss's
monotone moonscape face a miraculous sign for the coming
al the infant Barol? 15 Berloll the belated, avil twin? “it's ma
in ‘drag’ as Chuck,” says Bertoll gleefully, That's me, but not
really. That's the double of someone | don't rezambla, but who
could live my [ife, That's also Tommy, who has no recognisable
rafiection and whose creator’s name ks nothing but a sign of
misrecogniion; The Who, Who? This is the question posed
by the pseudo-portrait's companion péece; a fexible mimor
fammed inlo a perspex frame that's just too small for it. its
another superimposed salf-portrait, another sex oblect. This
oné recalling lan Bum's plonesring conceptual work of the 1967
Miror Plece (a bathroom mirmar on the wall): a se-portrait in
which the viewer, In orcler to see the work, takes the artist's
place, But it's the Burn piece in an altered state. lan Burn on
an acid trip, Tha mirror buckles, becomes liquid and drags our
reflection inlo its paychotropic lunacy.

All this makes sense, all the slgns confirm each ofher, anly within
a continuous moment, And the continuous moment is a secret
channal Bertoll discovers within the fantasies of the group of
Floranting architects, active around 1989, called Superstudio,
Thedr collages envision an endiess mathematical grid (of power,
traffic, information flow) over the earth’s surface, upon which
naked lovers and hippie famiies mam like nomads. Thay named
this architectural displacement of the earth a “continuous
manument”. Excising the “nu” from the monument, Bertoli's
moment screans the monument's nuchity, just as his own face
covers Chuck Closa's. This unspoken nakedness, the “nu”, is
aiso glimpsad in the mimor or reversal of the “lunar”, A hidden
annulment, Bertoli's moment i a secret blot or biur, a nothing
or “null® marking the spot of his entry into the world, there up
uncer tha bride’s skirt.
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CHRISTIAN CAPURRD

bom Dampier, Western Ausiralia. 1068,

Owver the last ten years Chiistlan Capurmo has exhibited in confemporary
art spaces, arfist-run initatives and university mussums of arl. His
multi-discipinany praction varously employs drawing, photo-graphy,
and process- and concept-based procedures. The artist is-taken (in) by
the comings and goings of images, by the desires and frustrations they
provoke, and the productive confusions thal rsult whan we take them
to be miore than they are. He would like to be dona with them but is not
it able 1o fat them go of 1o escape ther pull,

Selected solo shows include Ancther Misspend Portrait of Ebanne
do Sihowatte, multiples. verwes, Mealbourne, 2004/5; hsufferable
Nebudas and Other Couplings, (2004), and Gorgonia, (2003), Gertruda
Conemporany At Spaces, Melbourne; White Breath, {2000) and Trying
to Keep More Thart Ore Thing in Your Head at Any Ons Time - Vha
Timor Leste, Aug. 30 1999, (1999), West Space, Melbourne; After the
Deluge, Cormections, Temple Studio, Melbourne, 1999,

Selected group shows Include Vence Blannale 52 intarmational Arf
Exhibition, ourated by Robert Stoer, 2007 (forthcoming); Sefore the Body
- Mafter, curated by Geraldine Barow, Monash Unbversity Museumn of
Art, Malbourna, 20067, The body, The ruin, cursted by Bridget Crone,
lan Potter Mussum of Art, University of Melbourns, 2008/8; Cyole
Tracks Wil Abourd in Litopia, curated by Juliana Engberg, Australian
Centra for Contemnporary Arl, Malbourne, 2004; Parfarrnance Arsmely,
curated by Damiang Bertod, Ocular Lab, Melboume, 2004; Raw Hin
Christian Capure, Chol Sung Youn and Soyoug Kang, curated by
Cassie Kamilowicz, Galary Kobo Chika, Tokyo, 1889,

Capurro has been the recipient of Rolex Mantor and Protegh Ars
Initiative Nomination, 2005; Australia Council New Work Grant, 2004/5,;
Caty of Yarra Arts Devedopment Grant, 2004; Gartrucde Contemporary
Art Spaces Studio Residency, 2003 and was a Commettee Member for
West Spaca, 2002-2005.

in 2006, he completed a Master of Arts (Maedsa Arts) sl RMIT: in 1985 a
BFA [Printrmaling) at Victoran Coliege of the Arts and in 1883 a Diploma
of Photography (Fine At at the Australian College of Photography Art
and Communication,
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ELIZABETH BROWN

BETWEEN RAFTURE AND REFUSAL

*Separafion penatrpdes the disappesaning panson ke o pigmont and siseps him n
gantie radpnce” WALTER BERIAMN

To be lost In another's skin as it that was the only sabvation - the
amnasic, ascetic, asymptotic chanm of dizappearance.

An imvitation 1o fad - to a skce of time between 2.8 and 12 - into
the space batween an earicba and the wallpaper— inte the solemn
gecgraphies of Blue-Bloods in the skin trade - under the world of
Imeges, into & pneumatic world without grandty, iInto an uncertain,
undermined space ~ into the nap of the skin.

On, and in, the varous spaces of the pages, a particular
photographic sansiblity Is at work; ane that is attuned to the
idea of tatency and to the pursuit of somathing deep in the fitres.
Surgecal canesses - remning small sheets of summer skin — part
panacea, part pain. Disfiguring in order 1o figure. Frenatic rubking
annuling one thing causing a litany of bodies to condense on
the fipside, unbidden, as i they wera Impurities in tha paper -
massaged into being by the pressure of enticemant. A paradox
has occurrad In the making - 1he spawning of one skin by the
erasura of anather('s),

Whan he encounterad tham they wera fo fum toward the walls 50
that he wouldn't be disfurbed by their presance. What remained
wang thelr imprints weeping through the plaster - plasma through
a drassing.

Bodias thin, amorphous, aeral, ftorpid, libidinal - compressed
into Bobars of humid air, Velvet air. On fimsy sheets of paper, on
dissipating grounds with few spatial markers, they and we are left
to drft beyond honzons in vanous positions of vartigo and thll,
congrass and friction.

The gardan revolved as sha fed. His weight dropping in siow
matian bakine har,

The desire for only perilous things. Like the errant, evasive images
that both call to us and twum from us - the double-bind... the
restiess, hoverng, verging on looming. They amve In flashes,
reticent morse-code, migrainous symptoms of refusal.

Banana lounges, fejoa frees, white sfk-canopied hifls hoists,
smokey-grey cats and | fiied the gardlan they looked at through the
screan-wire door, wonderng why | never wanled my photograph
takan, Naver wanled a frece of what was already changing.
Wearled of exposure.



auras and scintilations

i all s hot e, his vivid %, and was now siant - refusing fo ever apen
hig routh again in case one lota of this sustenance should sip away

Im our “Funting for the rght acoidental notes” in the images, n owr
probings between surface and depth, pevhaps it is we, also, who ane
stretched between rapture and mfusal. The telecphobic squirming of
bodies (and minds) put under pressure - fustrations of discemment -
trying 1o make sormething out, trying to decide. Iritabites; of creeping
Intrusions in the mangins; of scattenings of the brain; of fesures in tima
and space — digntegrations.

Binkars, fongue te, bgging b nossroll bandages, pacifiers -
wardobe of an aight year ol gir. Repeling the hamess, i gats released
To wreak havoc, fo damaga aimest fo iha paint of non-recognition, On
and on ff gakops, foam and sweal, faling ams and legs. Uindf it drops
exhausied and & gone,

There, whene the physical plana fators, an the bodies
bricging bodies bodies astride fusion of bodies,

Ir thesr refuctant cpacity, in ther mirege-ike presence, they ane partialy
profected from sight, protectad from foo much recognition, Secreted
in just the right density, they proposs their clandestine state.

I falback positions

soundiess

pelicular

Spactal

urtinged

Rafusing 1o fully armve, armoured in slence, these fragile images rupture
the trapectony of our looking. Fokes of seer and seen ans in flux,

i1 the namow spaces batwean, we sometimes meef to fef takss of you,
Attendianis al the birth, flegal guests at the opaning, the time whan
we are closest, Ours are iminal ves forming holding patfems around
vou, phsarving the ol formiaiities that attend avery intimacy. We never
infervens; anlbokars only and secret stonyfaliers. Constructing your
risible biography, we ane the ghos! wiiters.

Lifting the "weight of being” {cavities of biissi)

The movemeant, the lightest and quickest of touchdowns - bumps
and tums = fiving. To avoid the desecrations of their eves, their
comoshve glance, come in at twelve o'clock high and leave that
way (D0 — way above - way above

ungrounched

euphoric
forgetting the bady

small deaths

“a slow farewell 1o extamals™

days o mirror the mind of no insiztence no agitation no proof no
nead of proof if such a thing exsted in lesser bght 8 shoughing of
wasting brightness unbecoming

A dalllance with the images - one of those eleventh hour dreams
on a concrate floor - a skin-gearch through the layers, a groping in
the dark, a rendazvous left spectacularly unattended.

Muttiplying uncontrofied in a mimored Visgas ballmen - glossy -

a luminous hasitation.
Undora by Bght

a destant ntimacy
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CLARE HEALY & SEAN CORDEIRG

Claire Healy bom Melboimne, 1971,
Sean Cordeiro barn Sydney, 1874,

Ciairg Haaly and Sean Condeno ana installation anists fom Sydney cumantly
resicding in Berin. Their collaboration begin in 2002 with the arwark
Location to Die For, a mock sale of property in Paddinglon, Sydiney.
Since then the palr have continued to focus upon Beues of archifectre,
genfrification and space invasion. Tha coupls continue fo Investigate
thase concepts — driven by fheir state of internabonsl peripatetic
Iving. This stranga situation & the resull of consecutivily sacuring the
Halen Lempriere Traveding Ar Scholarship, the Kunstlerhaus Bathanien
Rasidency in Barin, tha Anne and Gordon Samstag nfernational Visual
Arts Scholarship, and several ather grants and residences from tha
Ausstraiia Council for tha Arts.

Thi couple are founding members of the Impearal Slacks colactha, Thoir
waork has manifested itealf in a diverss vanely of sites, inciuding Mark's
Park, Bondi; an abandaned artists’ warehouse in the south of Germary;
and & disusad 10 station in Switzardand. Thay have also prosemod ther
work &t the At Autonomous Metwork, Yokohama: and Sparwasses,
Berrn, The parr have travelled and worked esxtenshaly, including
volurieering on national park programmes i lceland, rstaling pachinko
parours in Yokoharma, and making apple jice in Switzerand,

The year 2007 wil be spent creating work for the exhibitions: That's
Life, At Gallary of New South Wales, Sydney; Primary Producers,
Porfermance Space, Sydney: and Die Studienenden von Tany Cragg
Visrabschiaden Sich von threm Professon Unhvarsitat der Kinste, Berin,

Clire Haaly and Sean Cordeim are represented by Galiery Bamry
Heldouks.

BIBLIDGRAPHY

Dranial Paimer, Locking back: Themed projects’ in Fiase, issue 104,
Januany/February 2007, p. 132; Astrid Mania, Adventures in Fomm and

Space - The Fourth Bainaves Foundation Scuipfuee Profect, Art Gallery
nfhiawathmaﬂ Sydney, 2008, pp, 26-27; Edward Colless, Homa
and away' In Austraizn Art Collecton, wsue 38, Oclober-Decamber
2006, p. 106-115; Claudia Wahjudi and Simon Rees (ed. Claire
Hialy), Small Works: by Claine Healy and Sean Corgeiro, Kinstlerhaus
Batharien GmbH, Berlin, June 2006; Wandy Watker, “The memorabie:
Ephameral” in Samstag: The Anne & Gordon Samslag infemations!
Visual Arts Scholarsfips, University of Soulh Australia, Adelaida, 2006,
pp. 5, 8-11; Joel Mu, vonANGELS20RIOTS - A Collabortive Project,
Sparwasser and NewYorkRioTokyo, Barlin, 2006; David Burmows at al,
Hame invasion - Warks by Claie Healy and Sean Cardaio, Artspace
Visual Arts Centre, Woolloomookoo, NSW, 2006






JOMATHAN TURNER

PACKAGE HOLIDAY

43

In those old Road Runner carfoons, the wily coyote sits
astride rockets, motorblkes and all types of fast-moving
projectiles in his desperate bid to catch his lunch. Time and
again, as the coyots is calapulted along desart roadways,
the camera focuses on him, while the landscape behind
him passes by in a repetitive loop. Cactus, boulder, cloud,
cactus, boulder, cloud. It s a reversal of the natural order
of things. The animated, high-velocity figure is static, framed
and unchanging. The surrgundings move instaad,

In past times, the travelling caravan-based project by Claire
Healy & Sean Cordeiro, a formerly dynamic object is trans-
formed inte a&n immokde installation, althouwgh its transport to
the exhibition venue is itsalf an integral part of the concept,
On the floor, we see neatly ordered elements from a carefully
dismembered caravan, From our elevaled vantage point, we
scan over the spare parts as we attempl to decipher their
purpose within the original structure of the caravan. As we
move and change our viewpoint, the flat perspective shifts like
the lendscape in @ cartoon. Here the artists” vision of travel is
diffarent. The mobile symbol of a lssurely vacation is recast as a
cumbersoms mathematical puzzle.

A caravan iz a containgr of dreams, a sale enclosure, a roving
aqypsy's refuge. It reprasants ehalter from the elements, a homa
away from home, a place of joy and secrets, However, in the
hands of Healy & Cordeiro, this moblle Pandora’s box Is reduced
to its deconstructed parts, devosd of mystary, Thelr suburban
caravan iz no romantic nomad, but the ultimate middie-class
vacation vehicle, rendered useless. In an act of reversa logic,
simutaneously  overcoming the frustrations of freight (the
installation is only a partialy honest archive of the caravan's
own manufaciure, since some parts have bean modified to
sult international transport specifications). Healy & Cordaeimo
have dismantled and cut up an ordinary Garman caravan and
shipped it back to Australia - fike siced lunch. Holiday transport
itself has becomea the pre-packaged tourist. In its new form, it
ia virtually unrecognisabile; like at the beginning of a telovised
cooking programma where all the necessany ingredients have
been neatly chopped and prepared. If the menu has not yet
been announced, you don't know whether the chef s making a
savolry dish or a sugary cake.

According to the artists, this new project emearged from thalr
previous work flatpack, 2006, “The caravan was dismantied
50 that most of the pieces fit neatly into the rectangular 120 x
BOcm dimensions of a standard Eurc-paliet, for transportation
from Berlin to Australia. In past times, these pisces are placed
together as a fiat assemblage, as though it is a jigsaw puzzie,
on the floor at the Australian Centre for Contemporary Ar.



Although the whotle instaliation may seem fragmentad and
scattered, there s a unifying dimension to the peces. Even
in its sprawl, razor-sharp edges and perfect right angles &
evident, indicating that certain care has been taken in the initial
disassambly. The careful packing and stacking at the first stage
ensured that 8 maximum of materal could fit into each box.'

Due 10 the space constraints ingide a caravan, everything
has its own proper place. Life is neatly comparmentalised
and streamiined, In Healy & Cordeim’s catalogue of materials,
gpace considerations have been overturned. We ane reminded
of the scene after an asmplane dsaster, when the seclions
recoverad from the crash site are spread out in an attermpd to
detarminge the cause of the accident. Catasirophe, diskocation
and consaquence,

In Healy & Cordeiros patchwork wversion of contemporary
archasology, no attention is paid 1o the former function of tha
materials. The hofiday home is no longer a plece of roachworthy
real estate, but the staged scene of an invented disaster or a
disastrous irventory. "We are creating some kind of order out of
disorder, tidying up the fragments in an attempt to mend what has
bean fractured,’ say the artists. "We have constructed a wooden
viewing platform in the comer of the space. The platform is only
a matra or sa high, The lookout is similar to what you may coms
across whilst on a walking trail in the bush, There are also two
photographs on the wall seen from the viewing platform. One of
the photos is of the caravan before deconstruction, the other is
of the crates in which tha caravan was transported. In essance,
past fimes s partially reconstructing a holiday experence (the
caravan) within the parameters of a hobday expenence (the
viewing platform).”

Healy & Cordelro curmenity reside in Barlin. They have recognised
that |ust lika the Trabant [a much-scomed East German family
sedany), the bulky Image of the post-war caravan can still conjuna
up strong emotions and responsas. Thess includs the dismay
of a driver being stuck on a winding country rcad behind a car
towing a caravan, the nostalgia of misty-eyed recollections of
innocent summer holidays, or the cliched culiural dismissal by
snobs {in msponsas to the caravan’s disturbing abifity to transpaort
the chattering middle-classes, complate with Tupperwara
containers and fold-out chairs, into the midst of the praviously
pristing wildermess), Indeed, in Germany, the caravan park's
ingrained sub-urbanity has even inspired a suitably drab drag
name — Kara Van Fark.

While Healy & Cordeiro are charting the taritory in their cwn
specific manner, they ane nol alona In thelr use of the mobile
home as a metaphor to comment on modem dilemmas, In thair

first collaborative project in1996, Carsten Hiller and Fosemarie
Trockel created their Mosguito Bus from a Volkswagen Kombi
van, In which a swarm of biting insects were locked Inside
rather than shut out. More recently, Austria’s Hans Schabus
sliced his car in half to builld a traller, which he then closaly
documented as |t was hauled uselsssly around Vienna. Unlike
Andrea Zittel's Wagon Stations in California, (small capsules
that resemble car-towed camping trallers) or the felt-lined, feal-
good ratuges created by Tha Netherdands's Ateller van Liashout,
Healy & Cordeiro’s work is about deconstructing the mivth of
cosiness - dizsembling the inaccurate memornies of holiday fun,
They discuss the ideas of forgatfulness, dementia and censbral
disconnection to the past,

Lika their large-scale collaborative works, Healy & Cordairo ane
stearad by a highly social attitude, For example, when | recanthy
met up with the artists in Rome, much time was spent talking
about ideas such as the old crder confronting the new disorder,
the complenities of modem transport and the concept of the
‘ivader’ being welcomed by the local inhabitant, all subjects
particudarly relevant to the installation here at ACCA. Az ever, in
thelr work, the sssential discourse is tha role of wiling witness
warsus partiipant,

Many of us navigate daily through tounst-saturated spaces,
The archasological ‘excavation’ and display of a Europsan
caravan in an institution in Melbourme, complata with a specially
canstructed viewing platform, is @ meditation on the purpose of
tourism today. What are people trying to congtruct in their heads
by going abroad or fving in motion. Are we literally looking at the
cogs of tourism? In the and, If you keep 1o the rules, everything
is transportable. Hence Healy & Cordeiro's caravan installation is
not meraly the flattened husk of a portable home. After scrutiny,
the sum of s parts ks more than just soms of its parts,















BRENDAN LEE

borm Maryborough, Cantral Viciona, 1874,

Brandan Lee’s al looks at the associations thal are made batween
nations af place, fim and history, Through constructed and discovensd
fim locations, Lea presents open-ended questions about identity through
gannes and portray the underbely of Australian culture represanted via fim,

Recent exbibifions includa Two Birds With One Stone, At Galery of New
South Walea, Sydnay, 2008; The Beautiul Badlands, Crossley 8 Scolt,
Melbourne, 2006; Shootin' From ihe Hig, Perih Instiute of Contamparary
Art, 2005; Takin' a Shof, Instiide of Modam A, Brisbana, 2005; Video
Spall curaled by Blar French, Performance Space, Sydney, 2004, ..,
Metter of Time, Gertrude Contemporary At Spaces, Mebourne, 2003;
Death &= a Matter of Time, Canberra Contemporary Ar Space, 20038,
and Cut fo the Chase, First Fioor, Matbourne 2001. His works have bean
Included N an exiensive range of intemational exhibitions and festhvals
mcluding in Barsn, Amsterdam, London and Athens. n 2007, ha will hold
a major sk exhibition a8t the Bendigo Art Gallery,

Lee has also curated a number of exhibitions including WDEOLA
at the Australian Centre for Photography, AT =+ Aim at the Centre for
Contermporary Phatography with Natasha Bulock: oufTekeout (30
contemporany Austraiian wideo arlists) and PROUEKTE ol 1he Physics
Room in Mew Zealand, He was the guest edior of Pholofle no. T4
and has waitten for unhagasine in Malboume and Hjacked in Perh.
Lee recantly complated an Australa Councl residency in Los Angeles.

Brendan Les is represented by Crossley & Scott, Mefboume.

Apell 2004; Maria Bilsko, "A new ena for colectors' in Ausiralian At
Colector, Jaruary 2004, Barbara Bolt, "Viden hard sell’ in RaalTime, no,
58, February-March 2004; Daniel Edwards, ‘The ant ol in-batwean’
FoalMirma, no. 57, Oclober-MNowember 2003, Lucinda Strahan, “Glam art’
in The Age, August T 2003, p. 10; Robert Meison, Teltals nteractions”
in The Age, July 30 2003






TONY BIRCH

HIGH NOON IN BRENDAN LEE'S
PROVING GROUND



Enthusiasts of the original Mad Max film reguarly visit locations
on the fringes of Melbourne's western suburbs and beyond whara
many of tha car chase scenes were flmed. Brendan Lee s ona
such enthusiast. He = also an artist and fimmaker with a bit of
cheak and plenty of old-fashioned front. Lee has a deep affection
for cars with grunt, iIncluding his own rebuilt VK Commaodone.

Brendan Lee's Proving Ground confinues a tracition that
predates the Mad Max film by several decades. The histary of the
Malbourne west’s assocation with fast cars and the occasional
menace that accompanies them [both real and imagined) has
besn a dominant force in shaping its geographic and social
landscapes. For instance, the car parks of its suburban maliz are
as vital 1o its social function as any of the shops found within its
labyrinthine boweals.

Throughout the post-war era both dedicated car racing
enthusiasts and rebel-without-a-cause teenagers soeking
the adrenalin rush of speed, of the mechanical varety, would
spend their weekends hanging around the many speadways
dotied across the west, including those in the than far fiung
mystery subuwibs of Brooklyn and Laverton.

This atfraction to cars, and the resultant ‘racing in the strests’
and across the vast back roads of the westem plaing continued
into the golden age of strest car culture In Australia - the 1980s
- which are remembered as a time when the track car and
its streat variant became closs o inseparable in design and
performance, During the 1980s western suburban streets would
occasionally e taken over by hotted Holden Commeodores and
Ford Falcon 500s facing off against each other as gunslingsrs in
a patrol head's version of a John Ford western; and with as much
tension as that which surrounded the Bathurst 1000 car race
that annually decided if it would be a Holden or Ford that would
claim the title of King of the Mountaln,

Froving Ground, as with many of Less previous works ig a
celabration of both his obsessions and his dedication to his craft.
His art is a work-in-progress. It was once stated that the great
Amarican poat, Walt Whitman, wrote just the one poem — and
did so many thousands of times as he revisited landscapes both
tactile and metaphysical in search of meaning and the refteration
of an idea. While | suspect that Brendan Lee would prefer to be
labelled many things other than a post, ha does adopt & similarly
creative approach fo s work, which many posts, Including
Whitman, usa,

Lee's creative interests are based on an unassailable attraction.
He fiates on particular interests before creating works that
corvey the lovalty and affection he holds for his subject matter,
which may be an object, a sound, or the chorus of a raucous

rock song, Most particularty, he focuses on the social and cultursl
fandscapes that too many of us either disparags, marginaise or
axplotatively reconstruct as markeiplace fetish, Lee has no such
interest. While his approach may appear at fimes playtul and
suitably loutish, an astute commentary on contemporary society
is ever present. As a resull his work isals honest.

Les s unashamadly influenced by the work of those that preceded
him, such as the films of actor and director John Cassavetes, the
recent faature film Chopper (2000 - directed by Andrew Domink},
and Kannath Cook's disturbing 1961 novel Wake fn Fright. But
Lea's own work is never dervative,

One of Lees gifts as a fimmaker s thal ha 5 able to frame
aspects of cultural phenomana that appear ssemingly familiar
to us (even If only from the safe and comfortable distanca of the
flat soreen theatres or in our suburban homes) and challienge
both our prejudices and enjoyment, He inferrcgates aspects
of both sub and popular culture through his filmmaking while
neither disparaging nor romanticising the landscapes that we
are invited to entar with him.

It is obwviols that Lee loves his cars and the formative landscapes
of his youth, These places remain vital to a new generation of
suburban youth and young men, Whils the scresch of tyres and
the wall of smoke left by buming ol and melting rubber in the
[repeated) opening of Proving Ground might result in disapproval
of even a sensa of discomfort (for instance, ponder these two
words - carbon emission) | was fascinated that these burnouts
appear meaningiass (or evan futile) while at the same time beng
overburdenad with meaning and necessary expression,

The segmented namative that takes place in the saloon bar
of Proving Ground appears deceptively comical while visiting
a volatile terrain similar to that which hovers in the outback
shadows of Wake in Fright before the novel explodes into levels
of mascuiing viclence that pervade these kinds of Australian
landscapes. Tha drinkers in this bar are more disturbing becauss
fhey appear to be all too mal, They scream out at each other, with
mild obscenities, and al newcomears when offering yet another
beer, while being themsehes drowned beneath thumplng
repetitive music.

Although we can never be sure what might happan in places
such as Lee's saloon bar, or in the front bar of any number of
the rmany thousands of pubs across Australia, we do know that
amything could happen, and feel more disturbed (or excited
perhaps?) a8 a result of our uncerainty,

And this ever-presant manace of Australia - you just never know
— 5 the triumph of Proving Ground, You just nevar know,
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LIST OF WORKS

DAMIAND BERTOLI

Mind fsiand 2007
electrical

240 x 120 % 30 6m

Analysing the Transacion 2007
Glass, found objects
120w 60 = 80 cm

Psychotharapy and Growth 2007
C-type photograans
31 x 31 om aach

Dk they were and Golden Ejyed
2007
Formply. acrylic. C-type

116 % 1680 cm

Populating the Fisi 2008
Veneenad pinth, crysisl
128 » 40 x 40 &m

Cifar Ligttt 2007
Acrylic,
200x 100 x 20cm

Dows My Brain Look Big in This?
20067

04 on convas

200 x 157 em

All works courlesy the artist and
Meon Panc, Melbourne

Tharik you to Aoberl Deblals,
Fiona Abicans, Tristan Koanig,
Geall Newion, Josh Milani and
T Colless,

CHRISTIAN CAPURRD

Comprass (ihe pif of doubbyones)
2006/7

Werks on paper drissn under the
pressure of erasing other Images,
then comected.

Magazine pages, ink, comaction

Tiank you Libby Brown,
especially for your bext and s
companionship with thase

HICK DEVLIN

Wittun you, without you 2007
Televiglon monitors, CCTV

Andrea MoArdie [Colurrdéa) and
Adpon Cednn (Cohemixa

42 suig une artisle sussel 2007
DWVD for monitor, looped

4 minutas 50 seconds

Music: Nov, j mi rogratie men,
Ecith Pial (EMY)

Filmed by Exzabeth Presa

Howy 1o ba mel 2007

DVD for roofor, lbopead

3 minubes 42 seconcs

Music: Alone Agmn (Manurally),

Postars 2006-2007
Digital pholographs
118 = 84 em sach
All works oounlesy tha artist

Thanks to Elzabath Presa and
Graham Srmih for tha fiming, and
Simon Kiose, Sius Badey and
Gabnade da Vietn for help and
achice. Thanks to my famiby and
friends for walching my work, and
encouragng ma,

CLAIRE HEALY &

SEAN CORDEIRD

past times 2007
Cargvan, C-type prints, wood
Dimensions veriabls

Courtesy this artists and Gabary
Barry Kacoudls

BREMDAN LEE

Prowing Ground 2007

Dual channed proection, tyns, car
parts, wood, kghts, v
variabie



CATALOGUE IMAGES

BBEIBEEBRZ

Anastisia Klose, Postar, photographc Bizabeth Presa

Anastasa Klose, Rolerskating at ACCA, video still

Anastasa Wose, Alm for Romantc Asttsts, vdeo siit

Anastassa Kosa, Another Day in Paradisa, ., , vidoo st

Anastasa Hiose, The Outsidier, wiipo atll

Anastasia Kloss, How 12 b mal, video still

Anastasia Kloge, inatallafion view, photographc John Brash

Mick Denvin, Within pou;, withour you (detall), photograph: John Brash

Mgk Devin, Aoarimenl, photograph; John Brash

Mick Devin, Apartrment [detall), phatograph: John Bmsh

Mizk Dnvin, installation wew, photogrsph: John Brash
Damano Bartoli, installation view, photograph; John Brash

Damiang Bartol, Dank they wene and Golden Syed, photograph Chistien Capurio
Damiang Banoll, mmﬂm\dﬁ{dﬂm photographe Chistian Capurma

mmammﬂﬁmmmﬂw John Brash
Cilnirg Healy B Sean Cordelno, past times, photogragh: John Brash
Claine Healy & Sean Cordeino, past times, photogragh: John Brash
Brendan Lee, Proving Ground, production sl

Brandan Lea, Hmm{iund inslataton wew, photograph: John Brash
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ACKNOWLEDGEMENTS
ACCA

Each yaar ACCA happdy anticipales the
anival of newdy devised projects for
inchusion in its NEW serigs of axhibilions.,
What we moasa and whal is

delvered to ACCAS audences through this
COMMISSIONING procass never faks

1o surguiss and challsnge. And 50 we &y
think you to aach of the NEW
artigts for thelr work which has already
and not o Bk eeghtar,

We sre very gratelul o The Sciney Myar
Fund for its support of NEWOT and
contribution to ACCAS efior to promaots
contemparary Australlan art to ever
nCasing audiences.

Cur thanks also 10 Kmart Tyre & Auto Service
who havve offered special in
lind assistance to Brendan Lee's progct

A as e, thank you 1o our installation
team for thiss suppont and hand

wink, gnd to all our volunieens and
Irvigfiaiors who offer such fanastic
visitor sarvices.

WRITERS

Tory Birch, Schoal of Cullure and
Communication, University of Melbourne.

Elrabeth Brown [RAMP AGENT)

Edward Cofiess is a witer and Hoad of Visual
Art Thiory and Histony af ths VCA

Julang Engleng is the Artistic Diector of
ACCA

Anna MacDonakd is the Coondinating Curator
al ACGA,

Jonathan Turnar is & Roms-based
independent curalor and an criic, Ha is
correspondant for ARTnews and ART +
ALICTION, New York and Tablsau, This
Nathartands.

ACCA BOARD
Naomi Migrom
Char

Pater Doyle
Henorary Treasunse

Loulsa Adler
John Denton
Susan Moo
David Payes

Patar Jopling OC

ACCA STAFF

Kay Campbell
Exncutne Dingctor

Juliana Engberg
Artigtic Diracior

Jannifar Mizuik

Sheliay Hinton
Puliic and Education

Program Manages
Alice Gerlach

Anna MacDonald
Cocedinating Cusator

Leah Jackson
Front of House and
Voluniear Coordinator

Gabrielle de Vietr
Assistant to tha
Artistic; Director

Matt Hinkley

Rabecca Coales
Charlotte Day
Agsacime Curators



CURRENT ACCA SUPPORTERS
ACCA DONORS

Friend

Robbie Barker

Tania Brougham

Dr Joseph Beown AQ OBE

Rty Burke
Jennifar & Greg Goodman
Fobert Gould

Kirsty Hamilton & Hamison Young
Bruce Kesbiaugh

Meibourme Community Foundation
on behall of the P & M Bancroft

ACCA FOUNDATION

Gunrdian

Ao Leveirs A
Danvidd & Sonin Puyes

The Pratt Foundaton on bahat
of Fiona & Raphael Gamindge
Stinon 4 Lousg Shads

Advocats

Frank Mahiati & Evo Mahah AD
Josaphirg
Makmhm

D & Lisa Thanin



CORPORATE PARTNERS

CLAYTON UTZ

Ef Eprist & YOUNG

Guality In fverything ie Do

SOFITEL

Crossle y
‘Hotel

THE £&5. AGE

SANPELLEGRINO

PUBLIC PARTHERS

ARTS

.....

PROJECT PARTNER

Ao P

FIDNLY MYER TUKD
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