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FOREWORD

ACCA is pleased to present this comprehensive catalogus
that documents projects assembled for Lyndal Jones' Danwin
with Taars axhibition. The exhibition and catalogue ane par of
ACCAS ongoing series of ‘Influential Australian Artist” surveys
which recognise artists who have provided a foundation for
further genarations and whose practice has continued to be
active and evalving,

Darwin with Tears brought togather works from many of Jones’
impartant long term projects including The Prediction Fleces,
From the Darwin Transiations and Tears for what was dona,
And as part of ACCA's ongoing commitment to assisting artists
1o create new work, wa were delighted to realise an outdaoaor
commission for the exhibition, The raw beauty of this latest
addition to the Tears for what was done saries was a wonderful
intaraction with ACCAs distinctive rusty building and a draw
card for visitors over the winter months.

In this catalogue several writers offer new perspectives
on Jones' work and on connectad areas of Interest. Scott
McQuire surveys the works included in Danwin with Tears,
Professor Elizabeth Grosz speculates on artistic excess,
the libido and Darwin; Emertus Professor Margarst Plant
contemplates liguids; and Claire Doherty congiders Jones'
most recent artistic and environmantal endeavor The Avoca
Project. Commissioning Curator Juliana Engberg introduces
the ACCA exhibition and Lyndal Jonas reflects upon her own
practics,

ACCA is particularly grateful to the Australia Councll for
support of this exhibiion through its Presentation and
Promotion Granmts program, We also acknowledge South
East Water's support of the outdoor commission. Thanks
alzo to ACCAs Associate Curator, Hannah Mathews who has
brought considerable exhibition experence and smoothness
to her role as Coordinating Curator. Qur special thanks and
congratulations to Lyndal Jones for the inspirng body of work
representad hare.

Kay Camphbel
Executive Diractar



YOU..WILL SEE STARS...IT WILL ALL END IN TEARS..,
BAMNGL.. "

JULIANA ENGBERG

Some of the key images of the twenfieth-century exist as chalk-
drawn diagrams and annotations on blackboards, These doodles
af theory, speculation, social squiggles, nterconnacivitias,
poifical slogans, formulae and other scralchy scatologies are
the charsmatic and scmetime cataclysmic mark-makings of
histonical mind shifiers like Rudolf Steiner, Albert Einstein, Stephen
Hawding—and developers of the atomic bomb—to namea a few.

Agtist, Joseph Beuys, made blackboard mind-mapping famous
as-an arifact when he adapted the pedagogical tool 1o transfer
social theories onto a form of speculative social sculpture with
political potential. Like Einstein's famous blackboard, upon
which he wrote his revolutionary E=MC? theorem, which is
collected and archived as a relic of historcal significance, Beuys'
blackiboards have become revered and valued as examples of
authentic, automatic artistic prophesying.

Of course some theones am best left as just that: theores, it's
debatabie, for instance, to suggest that the world ks a better place
for having converled the idea of the atom bomb into monstrous
functionality,

Intrechucing Lyncal Jores' Darwir with Tears exhibition is a set of
projecied texts that are demved from ber The Prediction Pleces
series of 1981-81. In a post-modam gesturs that intends o de-
authorise the certilude of male science and socia constructs,
Jones uses a type of ephemenad blackboarding to throw the whole
‘thecry thing' up in the air. The ‘Big BANG! and ‘superstring’
theorigs, star garing and flying drearms, horoscopes and hapoy
endings. ., unhappy endings. ..are offered up &s a kind of reirvented
chaos-cosmos of proposition. Jones' past-modern twist delivers
whimsical, or perhaps ironic romance to those scientific things
that colide and fizzle in the night.

Logged, like a set of coordinates into her consteliation of theorias
and thoughts, are hidden galades of ideas that mutualy exist,
Or to put it another way, that have nead of mutualty to exist, For
instance, the symbiotic inferred in the superstring theary that
reciuires every “boson’ (particle that transmits a foroe) to have
a comasponding fermion (particle that makes up matter); thus
creating the concept of ‘supersymmetry’.

When Jones created The Fredichion FRieces in the eary 1980s,
theory was big and feminist theory, in particular, was attempting
1o findd & place of strength and articulation amid the reign of male
acoounts of human histony, One of the funnier outcomes of feminist
writing at the time was the adoption of parenthesis— (hisitory for
example—ihat mimicked a form of scientific formuta construction
and made obvious reference to history being a8 male namative

ovenwriting the female. Jones' The Frediction Peces, with its
caloulations projectad imo the space of the gallery canopy, both
parodies and celebrates the creative outpouring of exploding and
imploding ideas that shaped the thetretical terrsin of the times.

Another outcome of feminist theony was the call for a femaie voice.
Writers such as Héléne Cixous challanged women to write their
own stories, write thair own bodies, rather than allow the fathers
of history and [terature 1o define them, In ber ground-breaking
manifesto, Laugh of the Medusa, Cixous impassioned:

Wioman must write her self: must write about women and
bring wormen to writing, from which they have been driven
away as violenily as from fheir bodies—Tfor the same reasons,
by the same law, with the same fatal goal, Woman must put
hersall into the text—as into the world and into histonye—by
her own movement,

.. Tha future must no longer be determined by the past. |
do not dery that the effects of the past are still with us. But |
refuse 1o strengthen them by repeating them, to conter upon
them an irmemcvability, the equivalent of desting, 1o confusa
{he biological and the cultural, Anticipation is imperative.

... Women's imaginary is inexhaustible, lilke music, painting,
writing; therr stream of phantasms |5 incredible,

It might be said that Jones heeded the cry for anticipation as
a form of emancipation, and invented The Praciction Peces 1o
assert this sensa of a new femals imagining. Having unleashed
the romance of mutuality, she then weni about the project of
putting women into the world and history through a new sel
of ‘translations’ or exchanges between the proper names of
evolufionary and psychoanalytic theory—Darwin and  Freud
—writien in the female voice,

Inbmglngmgaqharinrtrnﬁrsmmﬁummmﬁammw
series, the extent 1o which 'voice' and lexts are predominant
inscription devices for Jones B made clear, in this historcal
installation at ACCA, famale volces caollide and multiphy, building
a story of interconnecting and overlapping desire, unleashing a
cacophomy of Cousian phantasms. They become a powerful
collective ripple of subjectivity against the alleged abjectivity of
the historical proper names which have previously obscured the
farmale narrative,

Wa know that Freud was much taken with Darwin and with
Darwin's obsenational methods and theores on evolution and
soxual selection. Darwin's The Expression of the Emotions in Man
and Amimals, his introductory thesis The Ongin of Species, and
the later The Descent of Man provided foundational propositions
for Freud’s thoughts in his own thearising, in panticutar, Inhilitions,
Symptoms and Amdety and Toterm and Taboo, Freud admined the
empincism of Darwin's research, which could be uselully crafted
fo support hes own approach of obssring patients and their
avohing emaotional and sexual status



Freud's desire that the authorty of a scientific approach
woldd verify and suthorise his work was much enhanced by
hia own ability o write with a kind of learned and romantic,
yet clinical, certainty; however, the aclual process of
psychoanalysis between himsell and patients was a morg
robustly potyphonous event.

In her mamoir, Tribule o Freed, Hida Doofttle (HO) provides
a particularly wonderful account of her anatysis with the father
of paychoanalysis, expasing the multiple voices of father, lover,
suitor and mother thal Freud adopts, and which HD, in her own
turm, performs to Freud. HD's account is a vivid re-voicing of
Freud’s male narrative that subsumed her own story—which is
not to say Freuds anaksis of HD is wrong, only that thare was
ahwrays more of an exchange of emotions and desires than his
measured scientific account would have us believa,

Another male, 10 be re-casl, rks in Jones' project: DH
Lawrence, author of Women in Love, Sons and Lovers, and
Lady Chatterfey's Lover. Lawmnce's prascient femals’ voice
is gven ful-bodied expression by Jones’ claiming of the
auditory space—na longer imaginary, but imaging desire. ‘Ha'
—all of Lewrence's salf-conscious protagonists (the ‘lovers’, the
"sons’}—is recast as the ‘'man an the couch’ in Jones® double
project Aoom with Finches and Freud’s Couch; a move which
fiips (as HD's does) the power base of peychological dialogues
and monologues, while [Darwin's) finches enact their instinctive
miating an the other side of the wall.

Let's not forget that Cixous wants the Medusa to “laugh’, Few
hawve commentad upon Jones' humor, and yet thene is a wicked
gense of it in much of what she assembles. Using the appliance
of semictics, another of the theory funster things, she itemises
the power 1oois of ‘'male’ construction and the nature motifs of
the ‘female’ with a considerable amount of tongue-in-cheek-
ness. Flowers, as they always do, sign the female anatormy
Woman ride harses, drift through flora, and chat chat chat. Boys
have loud cars, propellers, circular saws and other phallic toys
1o perforate and bulld with so as to become desirable catches
for females who “want' to nest. Fireworks, homs biowing, and
snouty sounds all announce a sexual catharsss, Post-coital, we
have the tears—befome bedtime: after the affair is over—post-
thasis—perhaps.

On a serious level, we have the Tears for whal was dane series
where Darwin's The Expression of the Emotions in Man and
Animals provides another aspect of Jones' investigations into
human bahavice. Jones' Crying man 1 is an endless loop of nead
and want that remains unresolved and unrequited. In this work,
the ‘man’ is cast as the universal dual child/adult who secks
ampathy, sympathy, comiort and protection anyway he can get
it; repficating the primal relationship batween infant and mather
and endessly practicing the saparation ardety that produces
conflicting anger, hurt and guilt.

Back to The Prediction Pieces and the theories, that shifting
coamos of prediction, which have sought to clarify and improve
our world. Tears are about protection, and the ‘tears for what
was done’ ane now shed for the lack of predkction and foliow
through that sees our world amiving al a post-orgasmic
consumption phase.

Jones' newest work, commissionad for the outside of ACCA, s
a larment for an earth that s at a precanious point of its evalution.
Thera = no irony in this project—but there s andety as we
prepare to separate from our over-consumed comifort things
to encounter the necessary next evolutionary survival stage.
As Jones wrote in “The Prediction Pieces: As Time Goes By":
“Your,..will a8 atars,..it will all end in tears... BANGL...",





















SOME RANDOM NOTES ON A PROCESS...
LYNDAL JONES

The yaar 2009 marks the bicentenary of Charles Darwin's birth
and 150 years sinca publication of hés major treatise on evolution.
For ma, bringing together From the Darwin Translafions, my
series of art installations based on Darwin's study of seual
salection, with later works that provide an emoctional and
erwironmental framenwork and anabysis (Tears for what was doms
and The Avoca Project) Is a wonderful opporunity o create a
small prologue to these celabrations,

One of the defights of this exhibiicn is being able to see these
instaliations fogethar as a single new nesponsa 1o the sublect.
(in fact, new versions were made for four of the works, and a
fifth completety new work, 1000 datals from the Facts of Lifa,
was made from the video material from two previous works
whaose technologies had become outmoded.)' This has made
it possible to re-think the peolect; to attend to certain elemants
that perhaps lay there quietly waiting for a new context; to draw
them forward, to make a new sense of what might othenwise
now be well-trodden ground of historical inferest only; in fact,
now, to ses thass large projects (always recognisably to do with
B WOman's voice and empowenment) as slemants of an ongoing
environmantal concern.?

In the 1890%, concemed as | was with what seemed 1o me
to be a repressive attitude to sexuality, | simply wanted to find
anather way to produce sexual images that were generated by a
woman's desires, With woman as the subject, | wanted to makes
works with the focus on seouslity,

From Sexual play in the Galapagos lslands:
I remember reading somewheare that young adulf humans
expenance sexual desire, have an explicitly sexual thought,
every three minutes. Or perhaps even more frequentiy
Pertiaps it is actually as offen as every 30 seconds.
What about someone who is 30, or 40 or 60 or 807

I remeamber raading somewhera that many women lsam fo
argasm by developing sexual stones, sexval fantasies that
they then employ as they make love,

From Freud's Couch:

You see | want fo falk about sex but | don’t know how o
Star.

Actuatly that's not quite frue edther | want to just straight out
talk sex, tak dirty,

Mot to shock you. | would hardly think that was possibia.
Wias it?

Well, perhaps to furn you on, I'd ke fo be able to do that.

These works werg not 1o join the writings of many feminists
&5 a further analysis of the patriamchal voice; they weme to ba
unapoiogeticaly a woman's exploration of sexual intensity.

Fram Demonstrations and Defails:

Today | woke, and with the same struggle with the cold and
metal of i, put on my armour,

It is cold. The metal s cold against my skin. And heavy of
COUrSE,

But with the comforf of custam, And the comifort of the
breastplate over my heart. And the knowledge too, that |
fook strong. At least | look strong.

Beneath the metal shell fhere is also the private beauty of
the green shift. Saa green. It goes well with my skin.

It wasn't actually the vast phalanx of philosophers' writings
on this subject that were of iImmediate interest to me but the
artists and writers who had also set out to find 2 woman's
erotic voice without compromisa. There ware Anais Nin's
short stories, Dalta of Vanus and Little Binds, The Stary of O
by Paulineé Reage and The Lover by Marguerite Duras. There
was Mancy Fridays important anthology Women on Top that
survayed the breadth of western women's fantasies for the first
time; the fiims and performances of Caroles Schneaman; the
sociclogical performances of Annie Sprinkle; Anne Rice's and
Angela Carer's sado-masochistic nowels, Working Hol, the
poatic novel by Kathleen Mary Fallon; the painting projects by
South African artist Mariene Dumas; the drawings of US artist
Sue Wiliams; the painting installation T1LT.5. by Maria Kosic and
har defiant billboard SITCH: the sly ongoing posteard project by
Australian performance artist Barbara Campbell; and, later, the
film Romance by Catharing Breillat. These ware the images and
language of erotica—all produced brazenly and without apology
through the voices of women.

It made sensa that extension of the empowermeant of women
should come through a description of our fantasy worlds. And
where better than through engaging with works of art might we
play with asserting a whole range of sexual roles? In locking
atflistening to these works, now, | befieve this applies equally
in 2008,

On another tangent, Gilllan Beer's writings on Darwin had ahways
bean imporiant to this project. It was she who first clarified for
me 1he central issue in the ongoing mis-readings of Charles
Darwin's theory of evolution. As sha wrote in Darwin's Plofs:



One of the persistent impulses in interpreting evolutionany
theory has been fo domesticate i, to colonise it with human
rmeaning, 1o bring man back to the cantre of its intent.?

At the time of making the works, this reminded me to seek
ways to shift the content away from a continual focus on the
human. [t didn't wark of course. It is only possible to ses the
plant and animal workd in an atwork throwgh human eyes—ie.
o 'interpret’ them, However, in seeing this axhibition, | can say
that plants, animats and humans are &t kast equally present.)

Bear continued on the same page:

Evolutionary theory emphasised extinction and annhilation
aqually with transformation..this was one of s most
disturbing edements. .,

In fight of the now acknowledged international crisis of climate
changa with its accompanying very real threat of "extincticn and
annihiation” of many specias, It is fitting that Darwin's work be
re-assessed for the prescience of his ideas: we urgently need
to grasp the implications of his proposition that we are not the
cantre at all.

Within this shifting context, it is also timaly fo reconstruct and
reprasant this seres of arworks based on Darwin's work
on seual selaction (from a woman’s late twentieth-century
viewpaint) now supported by works on the politics of emotion
(Tears for what was dong) and framed by The Avoca Project
{www.avocaprolect.orgl—a new senes on art and place and
climate change.

However, | also note the tendency to present in hindsight
a seamlessly coherent history—one that might not actually
have occummed. To avoid this ‘flattening’ and generalising of
the history of the development of the works, | offer a small
selaction from papers and scripts that may serve 1o elucidate
that development.

What folows is & collection of writings not includad in this
exhibition but taken from scripts or associated writings that
marked different stages of the project.

The following piece, found in a 1993 notebook, was writlan
as an initial framework ‘explanation’ for the series. It provides
a reminder of the political issues around Darwin’s work at the
time, and highlights the central importance of Freud in any
discussion of desire.

In the Flesh—an the evolution of sexuality. ..

At a recent seminar in London the French playwright and
theonst Helene Cixous spoke about the importanca fo her
of wrting by the fght of the axe,

She was describing herwiiting as a praciice that necessarily
meshes danger and fmmediacy of style with images of
violence and of passion.

And what were the greal fopics for Halgne Cixous? The
concemns fo be fuminaled by the fight of the ave as If
falis?

Sex and death.

As someone who read and re-read Angalique and the King
with a torch under the bedoovers when | was twelve, | can
vouch far that.

it was clear even then that sex and death were the primany
sources for andiess excitations and endless readings.

Sax and death,

Az | kigtened fo Madame Civous, | worred about the new
seres | had chosen fo focus on for the next ten years.
How would | recaoncile the need for this degres of danger
and passion with the work of a ninstesnth-cantury former
minister of rafigion who had spent most of his §fe in physical
pain, i with the fear that publication of his theores would
destroy his reputation?

Charles Darwin and danger? it sounds unikely dan't you
think?

Darwin's Theorny of Evolution has always been parfictiany
fascinating fo me, Not least because it is st caled a theony
but it is also assumed to be fue.

Ag ‘theony” @ has managed fo refain the authentioiy
assocated with scientiic methodology And  yel s
immediate broad populanty i England and throughout
Europe as something closer fo “fruth’ meant it was also a
most persuasive ool fo those who used .

One horrific consequence of the populanzation of Danwin's
theory has been to jushfy the massacre of milions of
people, ‘Natusl selection’ became simply ‘our selection’ in
the nare of racial puity or ethnic cleansing.

That it continues fo be oufragecusly slanfed o serve
genatic politics of both the left and right one hundred and
thirly five years affer it was first published only serves fo
confirm its pofency

The terms ‘nafural sedection’ and “sunival of the fittest”
make handy slogans.

‘But vou said this theory wasn't dangerous. That ail sounds
pretly dangerous fo me," | hear you mutter,



That's true. Bul the dangers inherant in writing sfones by
the fght of the axe’ ara of a folally different arder o the
dastruction of whole pecpias,

Of covrse Charles Darwin focused on sex and death,

That he dic! so with all the romance of the pigeon breeder s
raithar hare nor there,

Tha fact that every new ediion of his works sold out on
the day of publication suggests thal the milions who read
his evalving theory gimpsed the light of the axe on their
parsonal place in the universe.

So last year | searched through Darwin's archives in
Cambyidge for my own clues to a fascination with questions
of hertage. For a giimpse of the axe fafing.*

While there |, co-mcidentally, found mysedf surmounded by
scholars of a second theory who did not seem (o share my
anthusiasm for this topic That theory? Psychoanalysis,

In the shadow of thelr palite silence, paranoia set in.

First parancia’ they think I'm supporfing Biological

Not an afogether uireasonatye parancia Since it seems
that references o biology offen arouse fears of the
‘nafurefnurture” debate that has haunted gender and
other phitnsophical issues in recent years. The most recent
baing the declaration by the bioiogist Simon e Vay that
homosexuaity is genatic.

(There s sometfing penverse about wanting fo work in
biglogy at this paint in time when the fashion of thought is
50 clearly agamst ff).

Second paranoiz: Because I'm dealing with a ‘scisnce’,
thwey thirke ' arguing for objectiviy

But many sclentists, pariculary fhose involved in the
phifosophy of biolagy or cosrology, ague precisely this
point within thelr own academic community, They have no
interest in sciance as ‘obfective’.

For whatever the reason, psychoanalysis seems Nitie
inferested in evolufion.

Of course though, if operafes both ways.

Time Magazine recently ran a faatune article on Freud in which
it outined (with some gies, | thought) the incipient death of
psychoanalss as & reswlt of the development of highly
specific mood-attenng drugs ke Frozac. The authar saw ihis
as the tiumph of the mbional over expenNsve guesswonk,

Darwin and Frewd,

Wiy iz it that these fwo most iffuential of theorists seem
to speak at such langents to each other? Darwin and
Freud.,

It fs a5 If the two discourses—avolution and psychoanalysis
—apevate, not so much i conlracichion, buf an hwo
completely different planes of thought. Diferent languages,
different modes of analysis, no conmacting points.

And maybe that's why | tumed fo Cixous [perhaps more
as playwright than as theorist). And to sex and daath, Sex.
Death. Death in sex, sex in death, deafh, sex.

For, f Evolution can be sald o provide an explanatory
framework  for the workings of reproduction  and
Psychoanalysis an explanation of the sex and death
drives, theores about sex and doath are precisaly what
both have in common,

For the Adelaide Biennial in 1994 | alongside the first
installation, Room with Finches, the following was performed
as a speach. The series was, at this stage, more generally
about issues of evolution and adaptability. The shift to
focusing on Darwin's work on sexual selection began, in
fact, through this writing.

The personal and mental fife of every human being Is
shaped by cullure not least through languages and the
cultural hertages that they embody,

We dance together but | am unsure, the music is Braziian,
Siide your feet, dan't ift them you say This is different,
shide your faet, shide your feel, And everywhers, you are
aif shaing your feet and your Fps and moving 0 real close.
Is there room for & woman fo do this? And now with you
hare, | am with increasing sureness sliding away thers,
Jjust shiding away, and you know it works with this music.
Perhaps too well, as you move closer damn it and | see us
shding away out the door, any miniute, and how am | going
o concentrate on my writing about sex if I'm off doing it
and how will | explain to him then next week. So | wander
off. Mot shiding. What a wimp, What a wasp.

We discuss your ability fo reside in two cuffures. So how
do you do the differences | ask? Do you transiate? No.
No?

I switch, | just do it in two languages, English in Toronta,
Porfuguese i Brazi.,.or from moment fo moment, de-
pending on who 'm with, And | don't kiss you when we
firzt mest here but in Sao Paulo of cowse, And death, it is
further away here and sax it is further away herg...



Is thiz what | wani, this further away space of intalleciual
disfance? Frankdy, no. It's not enough. And if not, where
might that siiding reside tn me?

There 15 in the background a grandmolfer whose name
was de Farrant, She spoke French and only afterwards
English but her name, her hertage, was ltalan. She was
very elegant, Casmopolitan, Your nose is lfalian, she fold
me in French.

Tha family tree, all there in body parls assembled. The
mother’s fair skin, the father’s small feet. You know, your
grandfather was in the theatre in England, You must have
got it from him, A pot-pourri of features, continually remixed
with every new chifd. But wa though! that noge was a bad
Arnglo-Saxon versian, you all say in disbelial. No, | respand
smiing proudly. It's a vary fina ftaian one. And then | iook
you over for fraces. ..

Is this closer to the sex and death yet, | wonder? is this
closer?

Somathing happens. In following the fravels of Charles
Darwin to Chils, Ecuador, the Galapagos lstands, # s
nacessary fo leam soma Spanish. Without the lisp you
undlerstand.

Yo soy. lu eres, &l es, ells s0n, nosolros somos, vosofros
s0is, eflos son, ellas san...

The first name however doesn T transiate wall info Spanish.
Another name? The middie name. Ah, Margarita. After yvour
grandmother, Of course, Yo soy Margarita de Femranti,

50, Marganta oe Feranti. Who speaks Rafian, of course,
and also Spanish and yes, also French on occasion, Who
partakes of the word differenfly,. Who does nof transiate.
Who slides her feet fo Braziian music when she dances.
She siid, she is siiding, she will slide...

Two years [ater in 1995, when writing a grant application for
Spitfire 1 2 3, the basis for the work and my understanding
of my direction had become much clearer through the action
of making and reflecting on the earlier works.”

When Charles Darwin's theory of evolution is discussed if is
usually associated with his theory of natural selection.
With it's emphasiz on the gradual change in plant and
animal populalions through chance advantages of particular
individuals in changing environmments, this s a theory of
deap history - it looks back through aecns of time.

His work on sexbal salschion & fess wall known,

This theory focuses an the particwars thal create affraction
that in furn fead fo mating. It ioaks at variation in constructs
of baguly in different populations, at the imparfance of each
of the senses, at behaviours involved (competition for favour,
dlemanstration of abily fo protect the resuifing infant),

Savual selection, then, analses & parlicular moment in
time.

My proposition is 1hat Darwin's theory of sexual selection is
as bound in culfural notions of beatdy, shion and prosaic
notions of usafiiness as in genetic hard-wirng. And that
these, in fum, are offen determined by ow past individual
exparience of cultural inhertance,”

An eample; Danwin himself, despie iz knowledge of
rules of breedingdnferbreeding, marmied his cousin. They
had sevan children, a number of whom were sickl In
straightforward, evolulionary harms, Danvin made a rmistake,
lsaving weakened gana stock.

Howaver, f could be argued that, through his ideas, he has
aitered the Kistory of humanking in a way few peopla ever
have the apportunily 1o do gematicall:

And it was his marriage that enabled ihis lo happen. His wife
knaw him from childhood, looked affer him through years of
sickness, protected him from social inferruption, provided
him with a good dowry (thus ensuring Ws fnancial security)
and apparently created an emotionaly nch and comiortable
home life. it was Damnwin’s axcellent choice of a wife that
provided the supportive ervironmen that enabled his ideas
o thrive.

Success in maling is & complax concept with & wondsrfully
messy inferweaving of genelics, socil influences and
chance.

Az mentioned earlier, Mancy Friday's book The Hidden Garden
(1992) had catalogued a whole range of sexual fantasies sent
to her by thousands of women® and, in response, | set out
to explore sexual language and sexual fantasy from a wide
range of aspectzs. it was great fun. As a result, within the
script for Demonstrations and Details from the Facts of Life
fnow 1000 details...) the complications of the sexual moment
for humans are described in a number of ways.

First, it is a straightforward Issue of attraction. ..
What are the signs to notice. ..
Diating pupils
A too-iong second glance



An infimacy of tone
Moths around & fame

Heated skin, healed cheeks, a swollen mouth
The betrayal that is the touch

Ampwhers

That touch can be anywhers

The breasts swed

The labia swell and become red

The nipples stand out

As does the penis and the clitoris

All swelling, all redidening, all reaching out
All reaching out...

But thera is atso the acknowledgement of connection. ..

With ail that detafed information about sex

Why don't they mention the rest of it?

With the cock in the cunt

And the endless soft kissings on stomachs

And the hittings together of hios

And the squeezing of mipples

And tongues onto clits

And the detals of sperm pushing on the coatings of eggs
And the biood and the sweat

And the soft moans and the calings out

With alf that, with its pushing and pushing and rhythms that
bl and relegse

Where is the mention of attachment?

There iz gossip...

He mamed his cousin you know. You'd think he'd know
belier.

There is direct talk to the viewar

Don't roll your ayes at me!

There iz an example of the poliics of sexuality. ..

She was raped.

The judge said that It was because of what she was
weanng.

That she excited the man and they couwdn controf
themsetves,

I f'elt incredibly sad.

You know, that same judge comnvicted a woman last week for
stealing. And the depariment store that had laid its goods
out to seduce and tempt was not once accused of exciting
that waman beyond har confrol.

Andd then a mone theatrical sense of the potency of the moment ..

They talk of darkness,

Of yearning,

Of the pain of i,

Of the desperate, psychic need for union,
Diarkness.

There's fever
And the mention of death.

There are foolsteps i the snow, bul whoever was there
Is now gone, ..

Tha silence is a soff ong, Wind in branches... thal is al,.,
The garden s clearly deserted.

Here the pain is as evident as the joy, making the shift into a
sefes on explicit emotion an understandable next step. That
thesa works are in fact a seres of steps is, | hops, becoming
evident through this glimpse of associated writings. This
accumulation of what | regard to be propositions (g5 they
don't provide a specific conclusion but open up a range of
exparences as ideas) will be completed here by a description
ol Room with Finches, written in 2002, that makes the
argumant for art:

in the instalalion, it was clear that both the rational and
the emotional could simultaneously reside in a physical
matenal presence that iz an artwork. That it is able fo
bypass the over-deferminism of some views as it is able
lo include the complexity of the unmeasurable,

An exampie: the instalation Room with Finches compnses
& large aviary, infermally Bf, il of ive fnches. As they
socialise, find parlners, mate, feed, they are moredibly
noisy. By walking around behind the aviary, you can
waich a video projecled onto the externor rear wall of the
awviary iftself. The video iz an image of Freud's couch, A
young man can be sean (from the analyst's posilion only)
hying dlown on the couch, somatimeas clothed, sometimeas
undressed, A woman's voice can ba heard, talking fo her
analyst of her sexual fears and fantasios.

The finch is recognised as the central icon for Darwin's
theory of evolution. Tha ‘couch’ with its Persian rugs is the
central scane for Freud's body of work. They are visuatly in
‘opposition’, And yet, i is nol possible to watch the birds
without hearing the woman describing her fantasies and
neither is it possible to watch the video without the noise
of the birds intruding.

So it is possible to expenance onesell as first zoologist,
then analyst (fo take on and inhabit offen quite disparate
roles); to engage, to always be implicated, fo aways be



complex and contradictory, to be able to both think with
faaling and fo feel intaligently:

Now for the guestion of suffering and the question of
enfayment.

Over and over over and over over and over

1000 datads foem the Facts of L wes made from the anchml video installations

Demonatration: and Detafs from the Facks of Lie (3 mulli-screen imersctive
wors whiss lechnokogy became outmoded and i 100 sxpenshva 1D Mpoduce)
and 1000 Yoars of Saasd Pay (8 Teery' of VHS fapes. also now & mdundan
technology),

| should have reakssd. in iis refusal i0 maintan umankind at the centre. Danrsins
progect prolouncly challenged the moral omen, i doing this, he foreshadmeed tha
much laer work of Gea theorets e James Lovelock (Thompson, 1887 that
dhessctilen My possitie futures compkataly dewvoid of humans.

Beer, 1083

| epent bwo weeks in 1903 m the achive mom 5 Cambaicgs Unsersity Litepry
wilh pocess 1o Dansin's notebooks and oiher small accoutrements from his
aichive.

Shelcirake, 1888

Wha the project was Trat undoniakon, with e foous on Sl reprodhection,
| was concomed about the necessanly txckmiely Piterobixual toous of the
jproject. Bt in orienting T veorks 1o Danin's (hoonies ol sexunl selection, «th s
nasocintic apparenthy recundan! extrivvagancess in e apganduses of alirclion,
o mor cormplkin: acuakly coold b articulaied. Bersichs, Danwin hirmsell broke the
s, Mo rmaimiod s cousn

Il 15 termptng o decide this s o Lermancksn posbon. i, howeser, angung for o
compiox understanding of the dotenminants of appansnty gerstic changes 1o be
congiaomd as possibly socinl ones

Tha types of smanl tartasies bibad n Nancy Fridays boak Women on Tog (1981)
ncluche the foliowing: the idea of the Geat Seductness’; the lantsry of control;
sodetic faiagses: wdhibiionism; women with women; fantases of the lortndden.
eRCReEs {mone Sam, M rrsn, bagger penies]; Oonl s masturbalion; groun sex;
wabching fwo men haoe s bang Fu rran
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TONGUES UNTIED: SPEAKING SEX IN THE SPACE
BETWEEN FEELING AND KNOWING

SCOTT MCQUIRE

Do | take my shoes off?*

The first thing you see across the darkened room s rectangular
space defined by light; a visual fisld framed by a box-like structune
—a cage. in fact, in which several dozen small birds flutter
around a branch. The ighting and the truncated branch serve
o emphasise the affinity of this setting with tha cinematic close-
up, as if this was a giant frame enlargemient from a naturs film,
As you approach, you gradually realise that the birds, finches,
are not images, bt real, From the other side of the structure, a
wormian's voice can be heard, Walking around, you face a lame
video projection of one of modemity's primal scenes: Freud's
couch, reconstructed as a sat, or rather, a scene, Depiclad with
lingering closa-ups of the sort of rich Oriental rugs thal weare a
feature of Freud's own study, the couch is presanted as a fatish.
Mo master shot regulates this scens, and, in its absence, tha
elements begin to drift into new constellations. Fragmentary
images evoke uncertain presences. We see a man, hing or
saated, dressed and undressing, repeating cerain postures and
gestures, while 8 woman's voice recounts intimate childhood
memonies and mature sexual experences. Or fantasios,
The ambiguity between the two marks the work's point of
SLUSpEnsion,

These are some of my memores of Lyndal Jones' Aoom
with Finches presanted al the Adslaide Festival in 1984, The
instafiation, which included the video Freud's Couch, marked a
new point of departure for Jones, Following her decade long
seras of The Prediction Pleces (1881-91), From the Danwvin
Translations (1993-2000) would take her around the world
making and showing art for the next seven years. The work
presented In Adelaide, with ts explicit references o Darwin
and Freud as two of the founding fathers of modern culture,
flagged the conceptual terrain the senes would traverse. Jones
et serigs, Tears for what was done (2001-06), infiated with
Deap water/Agua profunda (the first video installation chosen
to mepresent Australia at the Venice Bennalel, continued
har ambition 1o make art which engages complex social and
philcsophical issuss. Yet Jones' an has never been didactic,
It's appeal stems from its capacity to touch multiple registers
simuftaneously: its commitrment 1o the sensual as much as the
concaplual; to fealing as much as thinking; 1o reflexivity and the
process of tha journey rather than the moment of arrival,

I waich. And begin to move cloger,

Categorising Jones' work according to its formal attributes
has always been difficult, given its fluid combination of video,

site-specific installation and performance. Yat the formal
heterogeneity of her methods should not distract attention
from deeper continuities. One of the pleasures of experancing
50 many pieces reassembiled in one lpcation ks pracisaly that
it sharpens awareness of the way cerain phrases or images
are circulated between different works: the way thal certain
guestions—about sexual attraction, about chanca and meaning,
about the intersections between art and scienca, about identity,
innecance and loss—ane retumed to time and again with different
inflections; the way resocnances are established not only within
but also across different series.

While Jones has often made art which is technically demanding,
she has never besn driven by technology. Father, the fiaxibility of
‘rienw miedia” (the capacity to remix elements and o reassemble
discrete components into new formations) has allowad her to
reaise ambitions she almsady held. In this sense, the deepest
thread running through her art is commitment to what Umberto
Eco dubbed ‘the open work': art that actively admits complaxity
by encouraging & multiplicty of readings. Jones herself has
described her stance as ‘propositional’. Among other things,
this approach demands a different sense of time, It requires the
confidencea to withdraw, 1o refuse the temptation to overcrowd
things, to allow images and words in the space to breathe so
that ephemeral juxtapositions and contingent patterns might
reveal rich lavers of condensed affect. 1t also requires respect for
the capacity of audiences to relnguish the guide-ralls of familiar
narrative arcs and invest ther time in cpen-ended exploration,
And, finally, it requires mlinquishing the fantasy of finality,
of somehow amiving at a poimt of completion, of a finished
master-work. Jones has always preferred the seres, and it is
charactaristic of this sensiiity that all the work for this exhibition
has been remixad anew.

It will & end in foars,

In her art, Jones frequently asks us to explore the dialectic
batween chance and necessity. Why does one thing happen
rathar than another? Wiy cid this happen hera rather than there,
now rather than than, to me rather than you? What if things
happened differently? Contingancy is both a window through
which the unexpacted might enter, and a means of reflecting on
iha poetice—and the politics—of arderng. In Do Not Go Gently,
Jones drew on speculations by celebrity physicist Stephen
Hanwking about the end of the expansionary phase of the universe
lsading to a revarsal of entropy. Ths rather abstract physics
was reworked inlo a pearormance i which temporal enigmas
wiara embodied in reflexive narmative structures. For Jones, as
for Ricouer, stories help to consiruct time. While her work often
has a narative dimension, Jones' stores are non-linear and
complex, fragmentary and elliptical, comprising silence and the
unsaid as much as positive declarations. To paraphrase Jean-
Luc Godard's famous quip, these stores do have a beginning,
middie and and, but not necessarily in that order,



Concearn for ordering is one of the trajectones along which The
Prediction Pieces meaets From the Danwin Translationsg, At the
moment whan the waning of religious cosmology in the face
of Enlightenment aritique had created a need for explanations
capable of marying the new sciance—with its novel faith in
ohservation and empircal proof—to older existential questions,
Darwin's theory of evolution proposed a radicaly differant
temnpiate for thinking about time and change, Jones' series of
‘transiations’ asks us to consider the manner in which avolution
altered modern understanding of the natural world and the place
of the human animal within i,

The Father? The father? No, it's abouf coincidences,

The real fecundity of evolution as a meta-namative i the way it
evenually percolates info common sense, bacoming atrophied
in sterectypes or reinvented In parody. Darwinism, reduced to
the tag line ‘survval of the fittest’, reappears again and again
throughout modarnity, as the substrate for phenomena as
disparate as eugenics, nec-iberal economics and biological
justifications for gender specific social rolas. For Jones, it is this
penumbra, as much as Darwin's own research, which forms
her point of departure. Works like Sexual play in the Galapagos
istands seem to begin closest to Darwin, but inevitably take us
on journeys elsewhers. While the footage, shot by Jones on
a wsit to the Galapagos Islands in 1983, & somewhat familiar
from nature docos, the lack of a *voice from God® narative
interpreting it i not. Jones rarely uses long shots or situating
shots, preferring a mosaic bullt out of details and fragments.
What is revealed is 8 complex ecology of sea lions, iguanas,
tortoizes, blue-footed boobies, crabs and sea urching dwelling
amidst sky, sarth and water. If this elamental Image track seems
fiernly located in the domain of Maturs, the audio track which
overlaps it—a polyphonic narrative of a sexual encounter spoken
in different tongues by several women and men—mplies it s
ahways almady crossed by Culture. And with cullure comes
fantasy, imagination, memony and desine,

My fover is coverad in fur, Like an ammal.

Comparson of humans and animals recurs across several works
in different registers, Demonstrations & Details from the Facts of
Life and 1000 years of Sexual Play (remixed together here for 11
sceeans as 1000 defads from the Facts of Life) presant multiple
vignettes which explom a language of bodies, but also of words.
Clozely cbserved human behaviour, such as budders at work,
an urban dinner party or a country wedding are intertaced with
images drawn from the animal and plant wordds, and cross-
hatched with different women's stories of birth, sex, attraction
and langing. Boys i lowd cars eschaws the primacy of a lemale
narrative wiice for a collective choreography of the everyday life
of a group of young men. Formal repetitions of actions such
as driving, getting in and getting out of cars, departing and

returming, are established in a complex cross-screen montage,
suggesting the enduring social pattarns—the whorts of time—in
which these particular instances are embedded, The camera’s
close attention 10 the awkwardness of the boys, the way thay
push and jostie aach other, reminds us of the restricted social
language young mean often have for expressing attraction, which
ig instead displaced into mock aggression. Yet Jones is not
loking down an this world with disdain, bat into it with candour
and affection, respecting the boys” obnious price in their vehicles
even while she underings the sexualisation of the car that JG
Ballard drarnatised so darkdy in Crash.

On one level, these works ask us (0 question why “animal’
commonly designates those who are fess than human? As
Montaigne quipped, when questioning the stupkdity customarily
inferred to animats: “When | play with my cat, who knows i |
am not a pastime to her more than she s to me?.* Animality
is associated with loss of control, equated with viclence, or
perhaps—and this is Jones' most reguiar point of departure—
sesual abandon. Comparing human and animal behaviour
through her eyes, we are moved to ack: at what point does a
claw becoma a hand, a beak bacoma a mouth, a cry become a
voice, an eye become cogniscant? What itinerary of desire leads
us to want to forget 50 totally that we are amimals? In suspending
ong of the kay opposifions around which human identity is
assignad, Jones opens the field 1o new questions. And in place
of the linear temporality of eugenicist theores propagated by
adherents, including Darwin's nephew Francis Galton, we ane
remindad instead of the Darwin who radically decentred the
place that humans hold in the world, After Darwin, man coukd no
longer elevate himself with the comforting fiction of divine ongin:
as Mietzschea put it with characteristic acarbity; This path is now
forbidden, since a monkey stands at the entrance’.?

You affsred me this in the beginning,

The Garden of Eden offers Jones a scene ripe for plucking, In the
biblical account, Eden is the place in which man was first granted
dominion over afl animals, The story of the expulsion forms the
matrix of one of the West's enduring narrative pattermns, in which
an originary plenitude is followed by a calamitous ‘fall’. And, of
course, Eden is the scene of a new gendering in which female
fartiity is re-inscribed wathin patriarchal logic as secondary and
derived rathar than originary. i depariure from Paradise denotes
a threshold of entry info consciousness, It also designates a new
awarenass of sexual difference governed by shame and a loss of
innocence, the mythical moment when, in John Berger's terms,
animal nakednass was transformed into cultural nudity.

If Eden didn't exist, you fesl Jones might have had to invent
it. And she has, in several iterations from Wocllicomooloo to
Kwangju. Each probes the gendering of the border between
nature and culture in particular ways. Moving from the cbviously
fake plastic foliage used in the first instaliations to video footage



of luscious rainforest shot in the Tropical Conservatory at Kew
Gardens in London—the nineteenth-century forerunner of new
tourist attractions such as the Eden Project, a domed rainfonast
in Comwall—Jones pokes her fongue at the ostensible
innocence of nature, In her Eden, images of a naked woman and
man fade in and out of the foiage: cccasionally they mach for
& pomegranate (elymologically 'seeded apple’) or look directly
at the camera, implicating viewers in an exchange of knowing
looks, Is there consciousness without self-consciousness,
innecence withoul shame? The namative usad in earlier versions
is told by a woman in a matter-of-fact voice, an intimate
confession describing an intenss sexual experience biurring pain
and pleasure, the movement from ‘shocked burt’ to “hot hurt'.
And, in what forms another thread linking many of these works,
she dwells on the circulation of flud elements: of the wetness of
tears, of the ocean, of skin, of sweat; she speaks of wetness in
her mauth and in her cunt.

You see | want fo talk about sex But | don't know how o start,
Actualy, that's not guite frue either, [want to just straight out talk
sex. Talk dirty.

I it still necessary to defend such an approach against charges
of pormography? Perhaps only because these designations stil
function o paralyse sexual expression.® The salient differance
between art and pomography is not about explicht content but
the way the elements are mobilised. Jones' naratives frequantly
stress repetition, but instead of indicating endless wory about
sexudl difference culminating in tha nevitable ‘monay shot' of
the porn film, where male ejaculation seeks 1o prove the victony
of male potency ovar the fear of impolence, repetition In Jones®
work signifies the limitless irmuption of desire, Crculating across
many of these stories, by way of cuftural repositonies variously
named Freud, Darwin and Edan, is the question of desire. What
do women want? Freud famously posed the question and
equally famously failed 1o answer it. Jones doesn't presume to
answer for him—the era of universal claims is finally ower—but
instead offers mulliple volces—tongues—each speaking their
own desire, lust and carnality,

You do look beautifil in wniform.

Spitfire 1 2 3 began from stones Jones first heard from her
mother and aunt, both of whom married Spitfire pilots. In
Darwinian terms the Spitfire piiot was ona of the “fitlest’, He
was also a prototype cyborg, a man integrated into technology
al a new Intensity, symbolising the modarm marriage between
spead, death and desire. In the version displayed here, the
camera remains passve, welded to the plane's movements,
Rhythm is established through editing, embefished by a doubile
audio track which varies depending on the spactator's posilion
in the viewing spacs, The fields over which the plane flies are
cast as the scane for uncertain encountars: on the ona hand,

fhe sexual fantasies and experiences of womean below haaring
the plane pass overhead; on anothar, the poppy-covered kiling
fizlds of war zones from Flanders to Sarajavo and beyond; and
on anather, the backdrop against which the body experiences
its own disappearance in weightless rotation, The openness of
these inimate voices speaking English, German and Serbfan
coalesces inte namative [attices (one thinks of Marguerite Duras,
af Chantal Akerman), forming a seres of honeycomb chambers
in which your own mamonas, feings, and experiences begin
to insinuate themselves, becoming entangled in the spaces
batween the stores being told, caught up in their hasitations
&nd overlaps, lending tham a peculiar emational resonance.,

MNow it's about deep kissing.

Porirats of two women refurns to the thems of sex and danger,
but here the danger is less the thraat of imminent death than
the danger of paralysis, of being left, passive and waiting, Two
fernale woices begin discussing another woman, perhaps the
woman whose face we see in close-up. Ara they visiing an ant
galiery? Who is she? Where is she? What does she wait for?
These questions, which form the stuff of the quintessential
modern narrative form, the detective story, are not so much
answered but played with, as i they were instruments, The
process unfolds in the enigmatic presence of the wornan's face,
lending it & compelling intimacy. As Bachefard reminds us: ‘the
human face is above ai an instrument of seduction’® We are
invited to consider what & being said and what is left unsaid,
to match the said and the unsaid with the woman's changing
expression, We ara asked to walch her, 8s she counts, as the
tone of the overheard narative veers from sensual to angry and
anxious, Chairs, like words and knives, are flung, Tears borm from
troubled depths signal anguish rather than pleasure, Counting
gves way 10 breathing, waiting in anficipation to waiting with
resignation.

What remains so sirking about the spread of pom into
mainstream cullure is the mpoverished sexusl imagination it
usually reveals. Jones is distinctiva in her refusal to either comply
with stersatypes (think Madonna's sex book) or to abandon the
figld entiraly. Her work deftly punclures the reactive caricaturs
of ‘faminist art’ as humoress and uninterested in pleasura.
Who else has created a "porrvographic’ work inwhich the penis
—1the mythical phallus—is not the centre of a cmactic monay-
shot, but part of the ebb and flow of a tidal process, stiffening
and detumescing like a clump of pink corl rising and faling in
irnvigible water?

Wiy do | always cry tears of joy?
In his Expression of Emotion in Humans and Animals (1872),

Darwin famoushy used photographs rather than drawings to
reproduce typical facial expressions, You imaging he would have



lowved a camera capable of reproducing moving images. The
capecity for revealing teftale signs (8 look. a swallow, a facial tic
so momentary one might have dreamt it) opened up what Waltiar
Benjamin aptly callad the 'optical unconscious’, In Jones' hands,
the ‘data’ gathersd by the cameras eye s not mobilised to
support claims to scientific truth, but to form an enigmatic mimor
reflacting on ideas of "normal’ behaviour. Crying man 1 uses a
motion-tracking device so that the man's noisy lament gives way
to sient anguish once a spectator approaches 100 close. He
Must Mot Cry shows a range of different men on the verge of
tears, Some of them look straight at us—at the apparatus—and
a welling sense of infrusion and shame forces us to ask: what
is the nature of the prohibition against men crying? Grying in
public still raises questions about personal character (recall, for
instance, recent debates over whiather Hillary Clinton was ‘tough’
enough to be President). Equalty, fallure to cry at an occasion like
the funeral of a loved one can lead 1o condemnation as heartless
and hardenad,

It these works continug Jones' exploration of the gendenring
of social beheviour and emotional display, they am framed
in a manner which deliberately svokes the former Howard
Government's parsistent refusal to apologise to the Stolen
Generations. The public outpouring of emotion on Februany
13 2008, when an apology was belatedly made by the Federal
Parliament, and tears were finally shed for some of what has
bean done, underined tha vital rofa that public grist can play in
healing personal and cultural rifls.

What is it about water?

IF | could begin this essay again, | would begin with water.
Water seams ever-present in Jones' art: as the wetness of sex,
as the liquidity of emalions, as the incarnation of non-linear
logic (fuid dynamics) that links the infimate scale of bodiy
expanance 1o global issues of emdronmeantal sustainability and
spacies sunvival. Marlana is a work literadly framed by the subtle
movemant of water. Tha camera remaing passive, Changes
in the scope and depth of the visual field are dictated by the
mavement of the farmes. At times, the close-up scruting tums
Ihair scamed hulls into abstract arrangements, like a Mnor White
photograph, When a second vessal enters, its handrall bisects
the image, forming abstract arrangements reminiscent of colour
field painting. For most of the piece, it is anly the gentle swaying
of the frame that indicates the liguid presence of water. Like the
other woman whose portrait she twins, Manene is waiting. In-
batwean journeys.

Water is renowned as the feminine elament, the alement of
metamomhosis, of renewal. For Paul Claudel, water is also a
form of sight: “Waler is the gaze of the earth, its instrurnent for
Isoking at time'® Jones |s thal rare artist who is at home in the
ambivakence of its constantly changing surface as wel as its
evar maone complax depths.

! Al tha sul-headkngs 5°6 1eken Iom works in s show

® Chmted n Demda. J, The arimal that therslos | am (mone o lolew)', Critical
Inquiry, 28, 2002, p. 374

" Metzscha, F, Daybmak: Thouphts on e Preudices of Momily, Cambridge.
Cambricige Uniersity Press, 1897, p. 48

* When Sassal piey 0 the Galapagos fsEncs was bmadcast on ABO mdo in
1825, Senator Richard Alston (Ihan Shadow Minster for the Aris) was inspned
oy @ report on Today Tonight 1o descrite it 88 “an cbacensly wortod sex therapmy
taga’,

" Bachelad, G, Waner and Dreamz, Dallas: Pegasus Foundation, 1883, p. 41,

* Cuoted n Warer andg Dreams, p, 31





















ART AND THE ANIMAL

ELIZABETH GROSZ

The animal defines what is most beautiful and artiul within
tha human. A Is of the animal. It comes not from somathing
uniquaty human—reasorn, recognition, intelligence, or sensibidity
—nior from any of man's highar accomplishments—a special
inclination to the agsthatic or the ethical, 1o beauty or goodness
—but from something excessive in the world, from what is
unatie to be predicted, from the animal. Whalt is most artistic
in us is also the most bestial. Art comas from that excess; in
the world, in objects, in iving things, which emables them to
ba more than they are, to give mora than thamselves, their
material properties and possible uses, than is readily given in
tham. Art is the consequence of that excess, that energy of
forcae, that puts life at risk for the sake of intensification, for
the sake of sensation itseff—not simply for pleasure or for
saxuality, as psychoanakysis might suggest—but for what can
be magnified, intensified, for what is more, what is perhaps
too much, but through which creation, risk, innovation are
undertakan for thelr cwn sake.

Psychoanalysis has tha relations between art and sexuslity at least
haif-right. Art is connected to sexual energies and impulsas: thay
both come from a comman impulse for more; what Nigtzsche
called the will to power But for psychoanalysis, sexuality
transtorms itsetf into art only through representation and the
trangtormation of organ-pleasure into material production; art is
the esgpression of a sublimated sexual impulse, a desexualization
of libide,' This capacity for displacement, for transtering sexual
intensity or libido into desexualised or sublimated creative
actvities is, for Freud, a uniquely human capacity; the result of
the untethering of the drive from a seasonalty regulated cyclical
senuality.” It s only the saxual drive, not sexual instincts that can
be deflected into non-sexual aims.®

It is not exactly true that an is a consequence of the excesses
that sexuality or the sexual drive poses, for it may be that
sexualty itsall needs to function artisticalty 1o be adequeately
sexual, adequalely creative; that sexualily (considered naither
drive nor instinct, but the alignment of bodies and their
practices and activities of bodily intensification) itsalf needs to
harmess excessiveness and invention to function at all.

There is & connection, a convoluted and oblique refation,
batwean Freudian theory and the understanding of sexual
salection developed in evolutionary theory, especially Darwin's
awn writings: that is, the attraction to and possible attainment
of sexual (though nol necessarly copulative) parners'—
human and otherwise—and the forces and energies of artistic
production and consumption. Art ks of the animal to the extent
that creation, the attainment of new goats not directly defined
through the useful, is at its cona,

For Darwin, as opposed 1o his Spencerian and neo-Danwinian
successors who functionalise his work, and who reduce sexual
selaction to some secretly complex version of natural selection,*
the living besing is "artistic’ to the extent that its body or products
have within them samething that attracts, appeals, or entices,
not only members of the opposite sex, but also members of
the same sex and mambers of different species. This attraction
invariably involves some intensification of the bodys organs,
extramities, covering, head: some magnification and alleration
of morphological features according to sexually biturcated
characteristics, Sexual difference, rather than eproductive
relations, structures morphological change. Sexual sslection
doss not invaratly have a heterosexual object (indeed it is not
uncomman for the abject of courtship 1o be of the same sex, or
of & different species, or éven an inanimate chject!). But it does
involve some evolutionary transformation of the body according
to its status as male or female, some perceptible change in
copor, in the use of organs, surfaces and extremities, in the
development of techniques of display, in skills and abilities that
differentiate an organism from those creatures mormphologically
similar to it with which it competes while attracting the attention
or Interest of those momphologically dissimiar ta it which
it attempis to atiract. This calling to attention, this making
of one's own body Into & muli-ssnsory spectacle involves
intensification. Mot only are the organs on display engorged,
intensified, puffed up, but the organs which perceive them—
BArS, &yas, Nose, skin—are alzo filed with intensity, resonating
with colors, sounds, shapes, rhythms.®

This may be why Darwin claims some species of saimon, trout,
perch and stickleback change their color during the breeding
season; from drab to indescent and back, depending on
which sex thay are.” This is not simply the kind of functional
coloring that acts as camouflage to protect fish from predation.
Konrad Lorenz has suggestad that this spectacular coloring
may act as a form of aggression; the vivid and unambiguous
defence of temitory. For Lorenz, ke other Meo-Dareinists, this
excess i3 not in fact excessive: it is the bodiy expression of
something Fke a termtorial imperative, a key elament in the
struggle for survival, These beautifully striking and provocativa
colors, shapaes, organs, act, for Lorenz, as leritoral markers,
postars or placards of possassion; markers that function fo
scane rivals and defend temritory. Thay are randared functional,
all excess and redundancy eliminated.” But Tor Darwin himsedl,
these markings, which he acknowledges may sarve aggrassive
functions are nof the conditions of termitoriality but are the raw
materials of sexual selection; excesses that are produced
and explored for no reason other than thelr possibilities for
imensification.”

Many battles betwesn rivalrous males fought apparently over
territory ara, in fact, undertaken, in Darwin's opinion, primariky
to attract the attention of famales who may othersise rermain
indiffarent to male display. In the case of battling birds, the
territorial struggle is, In many cases, primarly theatrical,



staged, a performance of the body at its most splendid and
appealing, rather than a real battle with its attendant risks and
dangers, "™ Ormamental display ccours In the most successiul
and aggressive males, and even those males who are most
successiul at fending off predators and rivals are not abways
guaranteed to attract the attention of a possible parner
Although beauty of all kinds displays itself, this beauty puts the
creatura in some kind of potential danger; it has a cost." MNor
can the defense of temitory in itsell be identified with sexual
success. Sexual selection imperits as much as it attracts.
Tarritory |s only produced when something, some property
or quality, can be detached from its ongin or its predictable
function within a regime of natural selection, and be made
to have a life of its own) to resonate, just for Itsell, Teritory
is aristic, the consequence of love notl war, of seduction not
defensa, of sexusal selection not natural selection,

Art is of the animal to the extent that an is fundamentally
bound up with the two features that characterse all of animal
existence: the force of sexual salection (that is, the vibratory
power of seduction—attention, attraction, performance,
courtship); and the force of tarritorialisation (the lecsening of
qualities from the milisus in which they orginate and function
through the construction of a boundary or frame within wiich
these qualities can exist in different form), Are animals artistic?
Certainky, if by that we understand that they imensify sensation
{including the sensations of their human observers), that
they enjoy this intensification and that it entaids a provisional
stability such as the constitution of a teritory Implies. This
animal-imensification is artistic even if it s not yet composad,
nat vel art (it s refrain-like); and further, it provides the marks,
the amblems, the very qualities by which a composed art
becomes possible, Art is of the animal precisely 1o the degrea
thal sexuality is artistic.

A, the excessive composition of material elements that are
always more than material, is the major—perhaps the only
—way in which fving beings deal with and enjoy tha intensities
that are not contained within but are extracted from the natural
world, chaos, Ar is whena intensity s most at home, whana
matter is most altenuated without belng nullified. (Perhaps, we
can understand matter in art as matter at its most dilated, matter
as it most closaly approximatas mind, diastole or proliferation
rather fhan systole and comprassion [as is usual], and whera
becoming is most directly in force). Art is whaere life most readily
translorms itsall, the zone of indetermination thraugh which all
becomings must pass. In this sense, art is not the antithesis of
poiifics but politics continued by other means,

Art is not a self-contained activity in the sensa that if is
disconnected from the ways in which the natural and social
worlds function, Art, however, is not a window onto thesa
worlds, a mode of their representation or exploration: it does
nat take the place of social or political analysis or philosophical
speculation. Rather, it s where Intansities proliferate them-

selves, where forces are exprassed for their own sake, where
sansation lives and exparments, whera the futurs is affectively
and perceptually anticipated. Art s where properties and
gualties—sounds, rhythms, harmonies 0 music;  colors,
forms, relations of surface/depth and visibilityfinvisibility in
painting: planes, volumes, and voids in architecture, and so on
—take on the task of represanting the fulure, of preceding and
SUMIMONING up sensations to come, a pecple 0 come, workds
or universes to come. Art IS intensaly political, not in the sense
that it is a collective or community activity (which it may be, but
usually is nof) but in the sense that it elaborates the possibilities
of new, more, sensations than thosa we know.

Bare survival seems rare in even the most harsh climate and
conditions: the mare difficult the reglon, the more inganuity
and artisticness Is Involved in the production of qualitiss.
The Thormy Mountain Dewl Lizard of the Westarn Desert in
central Australia is capable of survival in even the drest of
climates because it is able to live on waler generaled only by
condensation; yet it does so much mare than survive. Mot only
does il produce the most vivid and striking colors and ocolor-
changes, it has also perfected the theatrical arts of stillness and
speed. It survivas in the most forbidding of conditions, inspiring
totermic identifications; serving for many Aboriginal peoples,
and through them, perhaps ‘Eurcpeans’, as an emblem, a
Dreaming, of many of their own struggles and triumphs, both
dadly and histarically, It is because thare is an animal-becoming,
a Devil-becoming, in the co-existence of traditional groups and
the thomy lizards in a common terrain—where each fights in its
own way in the same conditions—that human subjects become
inscribed with animal-becomings, the movemants, gastures
and habits of animal existance (which I3 not confined to the
visual ars but occurs sbove all in dance and music) and that
animals, even lizards, becomea endowed with human wishas
and skills, wisdom, fortituda, cunning, calm, anvy, gratitude.

It is this excess, both of harnessable forces, and of unleashed
qualities, that enables both art and sex 1o erupt, al the
same avolutionary moment, as a glorification of intensity, as
the production and elaboraticn of intensity for its own sake.
While there is a becoming-artistic of the animal world, the
amargence of arl proper, the eruption of sansation in and for
itsalf iz made possible only by this prior animal-becoming, with
its own peculiar perhaps even unknowable sexual rituals and
pleasures. It is because of the beauty of tha Thomy Mountain
Devil Lizard, its pecullar epidermal geography, lts characteristic
ways of moving, its color intensifications, that it serves to spur
on human art making, which does not so much seek to imitate
or represent it as o partake in some of those features and
characteristics that allure and attract.

An is the process of making sensations live, of giving an
autonomous existence to expressive qualities and matarial
forms and through them affecting and being affected by life in
ite other modalities. As songbirds are themselves captivated by



a tune sung by its most skitful and melodious rival, and fish are
attracted to the most striking colors and moverments, even if
thasa are not their own, so these gualilles—malody, sonorous
expression, color, visual expression—are transferable; the
human borows them from a conscious or long forgotten
treasury of sarthly and animal excess,

But art is not simply the expression, recognition or celebration
of an animal past, a pre-historical alleglance with the forces
that make one; it is not memonalization, the confirmation of a
shared past; it is above all the transformation of the materials
from the past into resources for the future, the sensations not
available now but 1o be unleashed in the future on a people
now ready 1o parceive and be affected by tham,

' 1 vl cutiined Freud's socoun of orl and the special reiation he posits batween
repressed hamosawmlity and coathe sublimation in Grosz, 2001,

-

For Freud, sublmation & the capacity for exchanging a sexual lor 8 deseLislised
anm whech conssts 0 the sewsal trend abandonng fis mm of oblsning a
COmpanem of o meproductiee peasun and taking on another wihich I8 elated
panatically o the abandonod one but s 256l no longer seaal and must be
dascribad an socsl W call this process ‘sublimation,” in accordance with. the
penernl pestirmiala thal places social aims higher than sexual ones, whech am al
Ibatiom seli-nisrestod, Sublmaton is, incdentaly, only A specisl case in which
sl Trenchs o allachad to othen, non-seal, ones. (Freud, 1917 345)

" "The seooual nstingl..is probably mome strongly developed i man than in most
of the ragher animals; il i certainly mom constand, since it has simost entinsly
owErcomi the periodicty to which i is fed in animals. i places: axtroondknarily
farge amourts of foroe o1 the disposal of chitsed activily, and & doss his in
wirlug of ils espocially marked characioristic of being obie fo displace [ta m
wathout malerialy dimarshing in inlensity, This capacity to uchangs B8 oignally
sexual arm lor anciber one, which i no longee smasl but which is peychically
redabad 10 b first oim, is calied the capacity for subémation, in comrast 1o the
ckapimoeabelly, in which e waiun for chelisation bes. the saxual instinct may also
exchitst & particulary shatinate faation which renders il Lnsarscaabis and whech
sometimées causes |t 1o degenanats into whal are described B8 abnomakbies.
(Freud, 1008: 187)

* For Darein s quile cloar that nol sl membens of any speciss need 10 Bproducs,
Theawre iss i high blological tolerinos for @ pencontags of sach groun nol reprocucing
with i pelrticular dittrimond for that group, and some advartages:

[Spsiection has been mopked 10 the fomily, and not fo the cvidual, dor
e Bk ol gaining sondcoabls onds. Honce 'we may conciucs Thal skght
modification of suctue of of inssinct, comolated with tha sterile condition of
centain members of 1h commundy, have proved advaniageodus: consaouently
1he Rertle makes and females have flounshod, and transmitted o thelr ferils
oltspring a tendency 1o producs sterke mambars with the same modficabon,
(Draradn, 156E46:; 354)

| e in rminct e The wiorks of Sorme of the rrosl wisl-kroan ned-Chanwiniuts,
Donnott, Dawiana, EO Wison

! Alphonso Lingis has spent conscanmabis efor deoussing the poswerhul offects
ol “orgars 10 be looked al® which lunction wel beyond the lage of rutural
solpcton: 1he more spectacul fishes often e of daplhs whirs ether thay
o thor predators am bind or oparale thiough olher sorses than vision, This
ks & cloar that thens i an anceds. lall over Som or in addibon 10 1 rods of
survival, 8 momphologecal capacity for intenatying bodes and lunctions that does
not operate only or prmardy n terms of an external iprecatony7) cbacner:

Tha color-biind ootopus vulgans confols with twenty nenaous systerns the
W 1o theea millon chromatophons, ndaphonss and ucophones Btied n is
shary; only Rfteen of thase have been comlabed with camouliage or ermational
siates. Al rest in ils lar, 0= shin Fnvents conbnuous ight shows. The aparkid
g strecked coral ksh school and scatler &8 0 suge of Mo dominated by
A computson for exhiilion, speciacle, parade.. The most arfhal Bendod
pigments the-deep has 10 show are nside B shils of sbeiongs ksicl, inside the
bones of parmotish, on the becke ol ving cones, wheh tha very abelonas [Eic]
and parmotiish and conas Themsahes shall niner see 1horm. The most omate
fkins B on the rudiorachia, blrd Sea suga. in the mams tysses, funor s
miies bakow the nst biie mya of the kghl, the fish and the croba. smost all ol
them biind, Burninale 1hair Letnows colons wilh ther own Dicluminescence, for
o witness. [Lingis, 1084: 8-0)

" Daréin discusses in extensive detsl the seasoril transformabons in coloring
I vanoun species, ranging from birds 1o rpiies ond fish, which intensify their
Bopeal for the oppots sec In e case ol (M sfickisbeck, for suarmple, o fizh that
can be descrined as “beautil beyend description”, Danvn quotes Wringion:

Thi back &nd ayes of 1he lemale o smphy brown, and the belly white. The
eyes of tha make, on 1he other hand, ate ‘ol the mast sploncd gmen, having o
matalic katre e (he gresn faaifiers of some homiming-birds. The throat and
ity are of & Bright crimson, e back of an aefy-grien, and the wholes fish
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Incandascenca.” And after tha these colowrs all changs, the
oot and bedy becoma of a pals red, S back moe green, and tha gowing
links subsida.

Thiat with fishas tham sests some close rlabon Detwaen thesr colouns and e
sl funcbions wa con clearky ses;—frstly, from the adult males of ceren

ot pll pther 1imas of the yoer am identica in colour with the females, often
ncauirng briliant tints during the spasning-season. (Derwin, Tha Descent of
Mon, 1581, Book B 1415,

" Loy wgues thal Ba four great biclogicel dives—hunpern, sex. Jear and
mgrgsion=—musl each be undersiood in terma of natuml selecton alone.
Like other noo-Darsnians, he meduces secunl splection 10 nobumal selbcbon,
themty' simplfiying and mondaning evokition mono-directional, eguixed anly by
tha saloction of randomiy acouimd charactenstics and not by the unpredictabs
vagaries of {asie and ploasun that seunl selection enisls

While inle-species aggrossion may indesd be rked o questions ol speces:
survhal, 9 Lonng rcogninges, intm-spacies. aggresson, which no doubt impesnts
indridumnl males, nevestholess seams 1o benaft the speces to the sxtent that the
atrongiest make rivals will preval in the propagabon of the rd ganerstion. Strking
coloing, powerhul singing ablities, varous rihual betamdours—thosa | wil suggest,
Toilorwing Darwin, which sonm saxual seisction-—am, for Lorenz, subsitutes for
goressive bofurdor and sonar (o perpettale s asms. See Lorenz (1866 14-15),
Daolugn and Guation's critique of Lomne's mcuchoniam (1687 318), Bogue
[2003: 57} and Gonoskn [RO02: 48-46),

* Darsin angues that afthough it is possibla that the brillant coloring of fish may
sorve b0 polect thom fom prdaions, os Lomne and Hueday claim, & 5 more
Ekaty that i makes them mon vdnerable to predators, which lends 1o atfem ther
function as seunl lureg mom (han as aggressive plocards or banners;

B s posaible thal certain ishes may have been mendenmd conspicucus in ondar
10 warn birrds arel beasts of pry (e explained when feating of catorpilans)
that they wens unpalabable; bul it i not, | believa, known (hod any Bsh, at
leset arry freaf-water foh, & ryected from beng distastehul 1o fish-dovouing
amimals. (Darwan, 1961, Book I 17-18)

* In the case of the brd speces. Tetmo unbelus, (ho balfies Dotwoen ks "o
ad a sharn, perommed (o shiw Mémssbes (o (e graabest advartiage bifo the
acirirng emakes who assamible around, for | hive never been able 1o fnd 6
makTed e, and seldom mom fhan @ broken faather Derwin, 1881, Boak (I
504.

' Even wal-armed maes, who, I might hive been ihought, would have
afiogethar dependad for suctess on thi iy of battis, aen in most casaes highty
orramented; and (hesr oMamnits Mo Desn accuinsd &l B gnnse of Somao
lnss of power, In olhar chses, omamiits hove bost soqurod at the cost of
Incransed risk frorm binds. and beasts of prey. (Dansin, 1981, Book It 1230,

7 Dz sUgIgeaLs a8 much in his provocatie and mther Sirang discusson of the
weork of Gérand Fromanges; that arl is poltics waih allimation ond joy:

It = siraings, ke wary & nevohibtnary acts becauss of whal he loves in the veny
i P winlad, b desstroy. Thise ars no mokitionanes But the joyful, and ro
poitically and sastheticaly revoludionany painting without delght, (Deleuzo, in
Delevire ana Folcallt, 1993 T6-77)
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SYDMNEYVENICE:
‘WHAT IS IT ABOUT WATERT'

MARGARET PLANT

Sydney/Venice: both water cifies, with their life and dafinition
&8 cilies shaped by thelr aguatic foundation. Recantly their
waters have bean joined by Venetian projects that aim to make
Venice an international centre of discussion for Citfa d'Acqua.’
But directhy, and poetically, their suaces are both merged and
juxtaposed in Lyndal Jones' Deep waterdqua profunda; thair
two walers camy meaning, both in their dapths and on thair
surfaces. They am elusive and charismatic, beautiful, intriguing,
raflacting. And water is always dangerous. Regularly besleged
niow by agua alta, Vienice is in danger of relinguishing is treasures
fo the sea. The lagoon and the city, flooded so catastrophically
in 1965, is in waiting. A whole city, and a civilization, lives in
dafiance of the elements.

The waters of Venice's lagoon and canals have been recognised
as unique since the sidh-century, when Cassiodorus wrote of
the earliest seffiermant, houses raised up on stilts in the lagoon,
and water dweallers adept in their singutar ervironment, Sydnay
has been seftled by white people for just over two hundred
years, but its waterborne life is now well known: the swimming
and sailing; the spectache of Harbour Bridge and Opera House:;
the housas and apartments, often ugly red brick, or high risa,
crowded together, ghoating over the water, as greedy for water
views as the palaces on the Grand Canal.

Perhaps Venice is too well-known, celebraled across centuries:
from tales ol pilgnms en rowfe to the Holy Land and from
merchants travaling to the East in diplomatic dizpatches; from
paintings by Canaletto and Guardi for the tourist market at
home and abroad in the eighteenth-century; to the Romantics
and Ruskin meditating on the fall of the Republic: *in the fall of
Wanice think of thine', Byron advised. In the twentieth-century
it was nat only Thomas Mann's Death fn Venice and Rtesaturs,
but paintings, fims, opera, advertisements, and Madonna's
Like & Virgin. The city is sated with referances; ltalo Cahing
has Marco Polo say to Kubla Khan—in fnvisible Ciies (Cifta
irviztai—'Evarytime | describe a city | am saying something
about Venice,”

Both commuter and tourist are farried on the watars of Vanice
and Sydney, In both cities newspapers are read, tha Sydney
Morning Herald or | Gazzetfino, but most watch the walter,
and cameras are at the ready. These water cities have mixed
life around their shores: wharves, dwellings and offices, naval

egtablishments—arzanal, Industry, pleasure grounds, hotels
and restaurants, marinas, quays and jetties, and pontoons
tor passenger travel—tor the feries and catamarans crossing
Sydney Harbour, and the fermate for Venatian vaporedfi, In
the longest joumey across Sydney Harbour, the green fermas
—Ccharacteristically double-decked and double-ended—cross
to Manty, which has its back to the harbour and its face to the
ocean, Jefcats also make the crossing, Manly is one of the
main pleasure resorts, a surf beach patrolied by fesavers, a
marine wondertand, a Corso: it is the Lido of Sydney. The trip
from Circular Cruay takes in all the harbour, edging out in front
of the Sydnay Bridge, past the Opera House and the Botanic
Gardens, the lortress island—Fart Denison, the bush and cliffs
along the Morth Shore and Taronga Park Zoo, past the marings
of Rushcutter's Bay, Rose Bay and Waison's Bay, and near to
the ciiftz of the heads at the entrance to the harbour and the
Open sea.

Like Vanice—with its Lagoon, Bacino and Grand Canal
—Sydney sees itself as a oty of display: of carnival, water
pagents and regattas. It lights up its harbour and its bridge
with fireworks, adorns its waters with fall ships: ocean-going
yachts sail out for the Sydney Hobart yacht race amid a
fiotilla of craft and crowds on the headlands on Boxing Day.
Sydney hosts the annual Gay and Lesbian Mardl Gras in full
pursuit of camevals. s waters have been celebrated since
First Settlemant, Conrad Marens painted the first [lalfanate
villas bulit on vantage points of the harbour and Turmeresque
distances of s2a and sky, intent on the unique light of & water
city. In the 1880s a group of painters was seduced by the
Harbour and Circular Quay and by the ferries, than powered by
steam and paddiewhesl; Tom Roberts painted them, trailing
smoke, coming into the Quay. Arthur Streeton painted Circular
Quay in 1893: he thought the, ‘bright coloured stone and
greening-blue water—must be ke Venica, "7

Writers have described Sydney Harbour, For Kenneth Skessor
whose poetry and prose camed its sights and sounds, there
was an acknowledged likeness 1o Venice—or is the desire for
Vanice experanced universally, the archetypal city of waters?
Sydrey was, "8 kind of dispersed and vaguer Venice'; its
Harbour, ‘creeps between the thousand inlets ke & senes
of grand canals, and across them glide the gondolas, the
Sydney ferry boats...". Al night, ‘they tum into luminous
water-beaties, filing with a gliding, siiding reflected glittar that
bubbles on water like phosphorous.’ Above all, it is the water:
‘The water is like siflk, ke pewter, like blood, like a leopard's
skin, and occasionally meraly like watar, its pigments run into
themselves, from amber and aquamaring through cobalt to the
deep and trangull molasses of a summer midnight._."."



But it is not that fermes are like gondcias: they are like vaporettos,
sturdy, work-a-day boats crowded at prow and stern with
spectators, ploughing across tha waters in tha summaer
season, or in fog with radar turning and horns souncding. With
them come water sounds of embarkation and disembarkation
from the foating platoons that are their stations, points of
departure already in gentla motion, in anticipation of the journey,
Attendants of fermes and vaporetti, in working gloves, and with
anviable command, the same in both hemispheses, hande the
thick ropes that hook moarngs, and then expertly reclaim them
as the boats depart.

Weiter cities have their particulas music. The sounds of Venice,
its acoustic properties, are long fabled. Not only its musical
tradition; the home of opera long before La Fenice, and of
contrapuntal music echoing arcund the five domeas of San
Marco, and the vermacular songs of the water, the barcarole
and the cries of the gondolier (for Venice s a rowing city), Even
before cars, Wagner in residence in Vienice i 1858, compasing
the second act of Thstan und lsolde, came for the slence, and
was moved to write about the hawnting call of the gondolier.

In the Vernce Biennale of 1998, Bil Fontana's soundscape—
Acoustical Visions of Vanice—was broadeast from the Punta
dalla Dogana; the cries of seagulls, the plash of the gondcla
oars, the bash of the vaporetto as it pulled in, the clinking of
matals on moored boats, the sound of people unadulterated
by conventicnal traffic and amplified by tha wnnels of buildings
on either side of canals, and by the waler itseff, constantly
lapping and slapping at the proverbial walls of marble and the
fongamante edgad with lstrian stone,

The music of Venatian-bom composer Lusg Mono sounds
acmss Venetian music of the twentieth-century, picking up its
rich mélange; the bells from the many campanis, the water
vessels, motor and oar, and all the mix of human voices and
faet. In tha last yvears of his ife—he ded in 1980—he gpole of
tha spatial music of San Marco as Giovanni Gabngli composad
it, and of the ‘'multi-universe’ of Venetian sounds beyond San
Marco. Nono listened to musac as if it wene colour, hearing, ‘the
stones or the skies of Vienice. .. (the) rapport between undukation
and vibration,” The toll of balis and the movament af water
sound In his late composition for piano and magnetic tape,
..Soffarte onde serene... it might be translated as .. sufferng
serens waves... '

Journeys across water are rites of passage, as in birth whan
the baky journeys forth fram the amniotic fuids, to the terminal
crossing of tha River of Lethe, the last ferry trip. The symbolic
of the waters on which human beings venture foster analogies

that are sexual, sliding, giving fuidity, instability, the threat of
drowning as loss of contral, or surmender to immersion o that
dangerous oceanic feeling. In a water city, life and death are
in constant proximity, like calm and storm, and the rise and
fail of tides. Kenneth Slessor wrote in water metaphors in his
poem Sieep:

| shall baar you down my esiuary,
Carry you and fery you lo burial mysteriously,
Take you and receive you,
Consume you, engulf you,

In the huge cave, my belly, Eve you

With huger waves confinualhy.

(And Slessor remembers the paradigmatic traveler in Marco
Poio: ‘He's gone; and with him, flowers and birds...And aold
Vienetians 100, have died..,."

Depth of water lies balow the surfaces that move parpetually,
miroring or tuming abstract, in tha forms of colour and light.
Captured in Deep water/dqua profunda, the water sequences
mimic the constitution of Fe and action as agueous, shifting,
reflecting and destroying reflections; they flow with the facility
and mobility of buman emotion, memony, intercourse, of
passages from one shora to another, of waiting, and departure,
carried on surfaces that run to unknown depths, The mestings
of waters of a swimming poal in Malbourne with its warning to
a clientele in English and Italian (both hemizphares are relevant),
and the Manly farmy—for Australians the most recognisable of
farries—and the vaporetto of Vienice ply through global waters,
though each is distinctive,

One of the best known writings about Sydney and its fermes
iz Skassor's Five Bells, a poem written in 1939 about one of
the poet's friends on the way to a party on the North Shore
who disappeared from a ferry and drowned, pulled down by the
bottles of liquor in the pockets of his overcoat, His body was
naver recovered. A mural painted by John Olsen in the 1870s
for the Sydney Opera House gives visual form o the poem: a
blue pancrama; bells, buoys islands inscribed on the speead
blue surface; creatures waiting in its depths with tentacies ready;
the mask face of the drowned man, and all the tumull of a city
winding and intertwining around its edges.® Skegsor wiota:

Desp and dissolving verticals of light

Feery tha falls of moonshine down,..
Might and water

Pour to ona rip of darkness, the Harbour floats
In air,...



The time that sounds with the five bells is of the time and nature
of water, and different to that of land.”

Sydney Harbowr, then, is not only fireworks and camival, and
a surfing culture; it has s darkside—Iike the suicide from “the
Gap', a raditional place for anding ie, which i such a sobering
episode In the novel by Christina Stead, Seven Poor Men of
Sydney: Michael ‘wrapped his coat round him as he wished
fo wrap the deep sea round him and is sleep fathoms down.
He wishad to sleep, to have the water sing as now for ever
in his ears..."." In the first pages of her novel For Love Alone,
Stead reminds us that all Australiang are dwellers on an Island
continent, and they must be mariners (a1 least balore air travel):
“Oh Australian, have you just come from the harbour? s your
ship In the roadstead? Men of what nation put you down—ior |
am sure you dhd not get hers on foot 7™ Until the coming of the
raflroad across the lagoon of Venice in 1846, averyone was a
rmariner in Venice,

Faar of water—the apprehension of being afloat, or submerged
—and the seduction of water, the exhilaration that attends
the desire for the joumey that leaves land... Mixed with the
aguaous foundation of ife, we encounter the instability of all
emotion, and the fear that attends the fluidity of waters, and
deep feeling. The philbsopher, Luce Irgaray, accused her
maka predecassoe, Friedrich Mietzeche, creator of Zarathustra,
of preferring mountains and dry land and the make tarmtony of
hardness, domination and confrol (although he was a lover of
Wenice, the city of music for him, and a place of solitudes). He
Is charged with fear of women in the face of their slusiveness,
their emotional fuidity—rtheir difference from the mala, in short.
Irigaray gives waming: There is no perl greater than the sea.
Everything is constantly moving and remains aternally in fius.
Hence with a thawing wind, bad forfune arrves.,.".""

The waters of Sydney, the waters of Venice, am constantly
meving: they am surfaces of seduction, and danger,

This text was first pubished an the occasion of the 45th Venice
Biennale in the catalogue accompanying the Desp water/Agqua
profunda exhibition af the Australian Pavitfon, 2007

i Centro nlemarionale "'Cita o' Actgua’ (The intamatienal Cantre 'Cites on Water'
Asancialion) was founded in Venics in 1888 by the Venoe City Council, tha
Linkverzfy of Ca'Foscarl, the Uinversity instilule of Archtectus and The Consoann
Venana Nuova, Drecior: Fino Brufiomesso, The bi-montnly mevew Aguapoks,
published for the ntemational Cantre “Cies on Waler', devobed the tssue of
Juby-Ausgust ol 1, no. 4) 1992 to ‘Australia ot 8 Tuming Point', and Syaney i
PArICLEST
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" Glessors A Porret of Sydney” was Sret publshed in 1850 in Kennalh Slessor
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Matenal and Laffers. 1 Hagked (Bd |, 5t Luda! Unnersity ol Queenstand Prass,
1207, p. 4.

* For Lusgi Nono's comments (my fransiation] see fiono & cum di Enro Restagno,
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[composed 1876) 8 recorded by Deutsche Grammaphon [Maunzio Polin,
piana), G423 246-2.
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" ‘Five Bels", Manneth Skessor Salected Poemns, p. 1218
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Fpbertaon, 1065, p. 248
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THINKING THROLUIGH AVOCA

CLAIRE DOHERTY

| have never been to the Avoca Project,

Instead | have come 1o know the project’s house and inhabitants
through & constellation of digitised archive documents, site
plans, anecdotes and responses that have begun to gather
around and 1o ba produced through this cumulative project. And
50, this text must be a consideration of what the Avoca Project
might be beyond first-hand experience; what imaginative charge
it releases from 10,000 miles away, as a durational artwork in
place over tima.

Inifiated by Lyndal Jones in Avoca in 2004, the project’s site and
haost i the Wattord House located in a small Central Victarian
Goldfields town, two hours north-west of Melbourna, This is
how we first come to locate the project: by its relativity to other
places, as a mapped and static location. 35.405, 143.43E. But,
almost immediately, the Avoca Project destabilises us from this
anchoring point, sending us ricochefing off the map to other
points of ongination, both real and imagined,

The Watford House, a Victonan weatherboard building—known
locally as the ‘Swiss House'—was orginally shipped plank by
plank, joist by jost, from Europe in the mid nineteenth-century
1o take up residence as the town's hotel on the High Strest, bt
was then moved on red gum tres rollers downhill to its present
location on the Avoca river flood plain. [Aleady my own lesicon
of cinemalic images serve as the wsual substitutas for these
joumneys: from the self-buid fasco of Buster Keaton's One
Week (1920) fo the iconic hawage of the Quoyle house across
the Newfoundland ice in Lasse Halisidm's fim version (2001) of
the Annie Proulx novel The Shipping News [1994)].

Clearly identifiable as animmigrant by is architectural incongruity,
the: house s bath itself a nomad and a temporary resting place
for migrants. It has existed—through & process of remaking—as
a dwelling, materally and socialty, for over 150 years. In this
gense, the acts of refurbishment on the house and is site by
Lyndal Jones, local collaborators, ‘project experts’ and residant
artists and writers can ba seen, not only as restorative, but,
crucially, as a facet of the house's ongoing process of being
made, unmads and remada.

It we understand sculpture as & process of embodimant, of
emergent forms, then the Watford House and by extension
the Avoca Project, through s vanous guises and in 15 vanous

locations, might first be understood as a processual sculptural
form, an immigrant body and accumulation of matedals and
histories on which and through which a new set of narratives is
baing played out. In its derelict state, the house may well have
evolked the paradgmatic uncanny qualities of the gothic hauntad
or ‘dead’ house, || am wisualsing Wiclor Hugo's skefches of an
empty Guemsey house for his novel Les Travallaurs de la Mer
(1866)]. But in itz cument metamorphosis, s historcal and
recent pasts am being exposed, made presant (rather than
remaining latent or merely absant) through an ongoing process
of transformation and recuperation, The Watford House has
becorme both the subject and the medium), the object, model and
platiorm, lor a procass of imagining by its resident and transient
community. And 50, | am imagining that an initial encounter
with the Avoca Project at fist-hand might well send you back
and forth between the infriguing, multi-layered materality of the
house (its rotling numbered timbers, its restored veranda, its
flooring and windows) and its mythic status, Gaston Bachelard
describes this comelation betwean form and imaginative charga
in his phenomenological account of intimate places, ‘A house
that has been experienced is not an inert box," he suggests.
‘Inhabited space transcands geometrc spaca.’!

But thaugh the house itsell might well act as a metaphor for the
fate of the town, subjsct to the forces of ndustrialisation and,
more recently, globalisation and climate change, the Project
does not seak to become a nostalgic representation of the town
of Avoca, or to recuperate an authentic moment in history, Jones
is clear to conceive of this work as a dynamic collaborative
model of sustainabiity in the present-—active in a global netwark
of intardiscipinary projects engaged with the future of our
environmant—as well as a physically-bound, site-speciic 10-
year project, The Avoca Project should not only be conssdered
then as a temporal sculptural form, nor simply as fascinating
metaphor for a seres of social and environmental higtories, but
also as the descendant of the actvist emvironmental projects
of the '60s and early ‘T0s which have found new resonance
in more recent processual, collaborative and interdiscipinany
contamporary projects warkd-wide,

Often characterised by the remote nature of their locations, far
from the centras of contemporary urban culture, such projects
have rizen 1o recent prominence through their dispersal and
documantation in survey exhibitions such as Groundworks:
Ervironmantal Colaboration in Conternporary Art {curated by
Grant Kester at Carnegie Melion University, Pittsburgh, 2005):
and publications such as LAND, ART: A Culiural Ecology
Handbook (edited by Max Andrews, RSA, London, 2006) and
Dasign and Landscape for People: New Approaches to Renewal
{edited by Clare Cumberidge & Lucy Musgrave, Thames and



Hudson Lid, London, 2007), Ongoing projects such as the
land ust oulside Chiang Mal, Thailand, initiated by artists Farkrit
Tiravanija and Kamin Lerichalprasen (thelandioundation.org),
and Andrea Zittel's High Desent Test Sites (highdesarttestsites.
com) in the Southern Mojave Desert, California, began, like
the Avoca Project, with the purchase of a plece of land by an
artistis), This was the catalyst for a series of collaborations
and experiments, acted out upon and through tha land, often
imwohing interdisciplinany discussions and intenantions,

The participatory, often cross-disciplinary processes involved in
these projects is akin to that of groups such a5 Argentingan
Ala Plastica, UK-based Commen Ground and Danish group
Superflex, whersby the artist's primary authorship i= used as
@ visionary maans fo engage participants and visitors and o
secure funding support. Ownership of the project invariathy
becomes exchanged and shared, though authorship of specific
facets of the project might be clearly identified, such as particular
architectural interventions, residencies or texis,

In their survey of these collaborative projects dedicated to social
and ervironmantal change, Cumberlidge and Musgrave draw
out the key shared principles, suggesting that these projects
in commaon:

s  propose renowal as A conbinuous, open-ended
PrOcess;

* take a holistic, multidimensional approach 1o their
designated situations;

. maximsse  resources—material,
BCON0MIC;

*  usae local distinctivensss as a starting point for &
vigion of the future;

*  @ngage professionais to work outside thesr normal
sphara of practice; and

+  share an awaraness of symbolic value;

human  and

Within this confext, the Avoca Project’s sustaingble cradentials
{such as the imgation mechanisms and hydrophones embedded
in the undsrground water tank by Jones and Migel Helyer)
can be viewed not memely as the oulcomes of a collaborative
environmental strategy, but as an integral part of the artwork as
a process of imagining, as a sita of possible futue scananios,
The local distinctiveness of Avoca and the specific problems of
the Wattord Housa and its plot of land offer 8 structure [both
physically and concaptually) by which collaboration can ocour.

The Avoca Project, through these sculptural and social processes
and throughits responses tothe specificemdronmental challenges
of that location, might at firs! be considerad as dedicated to the

production of ganius foci, a sense of place; as exemplified by
Lucy Lippard’s response 1o the rootlessnass of moderm society
in The Lura of the Local Senses of Pisce in a Mulicentferad
Society (Mew Press, 1997). Lippard's engagement with place as
a site of authentic and rooted identity draws upon the humanistic
mataphysics of geographers such as Edward Relph and Yi-Fu
Tuan. Relph, for example, pesited a bounded notion of place as
a moral converse to the rootlessness of mobility, suggesting:

Roads, railways, airports. cutting across or mposed on
the landscape rather than developing within i, ame nat only
features of placalessness in thelr own right, but, by making
possible the mass movemnent of people with af their fashions
and habits, have encouraged Ihe spread of placelessness
well beyond thesr immediale impacts.

At its heart, this phenomenological consideration of place
evokes the balief that to be human is to ba ‘in place’. But this
essentialist view of place hardly fits the dynamic aspirations of
tha Avoca Project, In Jones' vision for the Watlord House there
is no authantic home to which the artists, ‘project experts’ and
vigitors ane seelang 1o retraal; furthermions, the house's particular
histony is persistently being ‘out of place’. Rather, Jones’ future
wizaon for Avoca comelates to a more progressive idea of place,
as advanced by geographers such as Doreen Massay, David
Harvey and Tim Cresswell in the United Kingdom.

In her essay ‘4 Global Sense of Place’, Massay states that,

What gives a place its specificity is not same long internalised
history but the fact that it s constructed out of a particular
constellation of social relations, meeting and weaving
together at a particular locus. Instead of thinking of places
as areas wilh boundares around, they can be imagined
as arliculated moments in networks of social relations and
understandings, bul where a rger proportion of those
relations, experences and understandings are constructed
on @ far larmger scale than whal we happen {o define for that
moment as the place itself.. .And this in tum allows a sansa of
place which s extroverted, which includes a consciousness
af its links with the wider world, which integrates in a positive
way the global and the local *

in this sense, the Avoca Project can be understood as a
constellation of particular economic, social and material relations
al different points in time, but also [as Massay further develops
in her 2005 publication For Space) as a relational space. To
understand what Massey means by these miational qualties,
we might consider her visit 10 the town of Keswick n the Lake
Destrict, England. Massey writes:



This is the event of place. It ks not just that old industrias will die,
that new ones may take their place. Mot just that Hill farmers
arouncd here may ong day abandon thair long struggle, nor that
the Iovely old greengrocers s now tumed into a boutique seling
tourist bric-a-twac. MNor evidenily, that my sister and | and a
hundred other tourists soon must leave, It is also that the hills
are rising, the landscape is baing eroded and deposited; the
chmate is shifting; the very rocks themsahes confinue 1o move
on, The elemeants of this ‘place’ wi be, at different times and
speeds, again, dispersed

5o the Avoca Project occurs through engagements betwoen
things in progress, people passing through, land undergoing
shifts and changes, erosions, deposits, fabrications and
interventions. The question that Massey leaves us with is, What
aspects of place endurs? It is here that we might finally begin
to consider the Avoca Project as practised place, as a model of
Edward Soja’s ‘thirdspace’,

Firstspace, Soja argues & empincally measurable  and
mapped, produced by social processes; whilst secondspace
is conceived space—sublective and Imagined—a  positivist
concept of space. ‘Thirdspace’, Soja proposes, ‘as lived space
is portrayed as multi-sited and contradictory, oppressiva and
liberating, passionate and routine, knowabile and unknowable. It
is & space of radical openness, a site of resistance and struggle,
a space of multiplicitous representations.. It s a meeting ground,
a site of hybridity..and moving beyond entrenchad boundaries,
a margin or edge where ties can be severad and also where
naw ties can be forged, It can be mapped but never captured
in conventional cartographies; it can be creatively imagined but
abtains meaning only when practiced and fully lived,™

The Awvoca Projeci as thirdspace produces place when
practiced and ved; a space of inarralations, consistently under
construction, always in the process of being made and remade,
not just materially but socially, It is an event in progress rather
than rooted to its physical limitations or in search of complation.
Lyndal Jones daescribes the project as both poetic image and
a model of resilience. It s in between these two artistic tropes
—ihe representation and the model—and bebween these two
periods ol ime—the past and the fulure—that we can locate
the endunng legacy of the Avoca Project: a space of workings
out; a landscape and architecture onto which propositions are
drawn; a node in a netwaork of conversations and discussions
about lived experience and the possibdity of changa.

! Bacheied, G, The Pootics of Space, sl publshed 1568, ([Englsh trans.)
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LIST OF WORKS

Prodiction Piece #10; Do not go gontle [1861/2008)
35mrm sida projection instafation
4 projectors on plywoad pillarg, aach with B0 sides

From the Darwin Translations: Sexual play in the
Galapagos lefands (199572008

awco visual insialation

T roondors and spaakorg

looped

Camera: Lyl Jones:

ko Anng-MMare Frayoun, Rokando Ramos Lyndal
Jores and studonia from the Canberra School of Art
First reconced for The Listening Foom, ABC Flada
Mational {prochicer, Tony bacimgon)

From the Darwin Transiations; Roowm with Finches

From the Danwin Transfations: i the Garden of Edan
[1Ea7r2008)

d-channel vidoo projecton with audo

20 ming:

|Periormens: Ingnd Chisson, Faruk Avdl

Voio: Lyrctal Jongs

Carmera: Tim Patterson, Lyndal Jones

From the Darwin Translations: Boys in lowd cars
EE72008)

B-chanrid vdeo progecbon with ks

2 mins

From the Dsrwin Transiations: Spitfire 1 2 3 [1696)
video installaticn with audic

looped

Calection Austrafian Cantre for the Maving Imaga
isows: Milana Cancar, Madi Koetich, Doonno Flagkny,
Lynclal Jores

Composer: Daad Chesworih

Sound realsstion: Migsl Frayne

Tears for whai was done: Crying man 1 (2003)
Intpractiva video propection with audia

OopEd

Parforrman Chits Libnck

‘idao! Tim Patbarson, Lyndal Jones
Intaracihvty: Hamy Sobol

Deep waler/Agua profunda: Porfrarts of two wamen
(2001)

2-channsl woieo prosection with eudes

20 mins

Parfommor: Tama Bulabovic

Voices: Maruela Coles, Lyndal Jones

Camean: Patrick Bume, Gany Warnar, Tam Gruchny
Production: COP Meda

Ecditor; Lired Harmison

From the Darwin Transiaiions: 1000 detals frowm the

Facts of Life (000 [2007)
12-channel vidao instaliabon with audio

loopad

Porfonmers: lis Waton, Cira La Jos, Aunra Loggeti, Ay
Farall, Angua Blacktwm, Stephen Cummings. Sue Dood,
Kim Donakdson, Juan Ford, Devid Garlick, Metsss and
fan Goodman, Michaal Hutchison, Tory Lioyd, Deborah
Ly & Linda, Ak Warwrooondtiatis, Sarm Mikekson, Graama,
Margaret, Anceow and Rochne Jones

Carmra: Lyndal Jones

Eclior: Bria Trenesry

Audo support: Ngel Frayne

Preduction of 1000 datals fom e Faces of Life was sup-
ported by this Victonan Gowsmment hvough Arts Vickora,
Departrment of Premier ard Cabinat,

Tears for what was done (2008)

outdoor instalation, 150 x 44 galon dums with watsr
and neon

cormmissionsd by ACCA for the xhibition

MNeon bt Detn MNoon

Drums: Icaal drums, Cheltennam
‘Water: South East Water
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