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FOREWORD

The ICI Contemporary Art Collection is a new initiative in ICI Australia’s continuing
support of the visual ans in this country.

ICI bagan its first collection of Australian art in 1954, This collection now represents a
sketched view of the history of Australia, reflected through its major art developments,
from convict days through to the 19705,

The Company was the first corporate buyer of Australian works of art on a significan
basis and an important aspect of the collection’s early imvolvernent was the patronage
provided 1o then promising, but relatively unknown, artists ike Arthur Boyd, Sidney
Molan and John Perceval. Today the collection is regarded as cne of the finest corporate
collections of Ausiralian visual art, and a number of pieces have been loaned for public

it was from this background, and with a wish to assist once again younger artists, that
ICI Australia in 1987 initiated its collection of contemnporary art. Works in the collection are
by established artists who have been exhibiting for at least five years and have a
reputation as major exponents of their chosen style and medium.

Selection of contemporary art requires a parficularly discerning aye and a detailed
knowdedge. and the Company acknowledges with gratilude the advice and direction
provided by Mr Robert Lindsay, Senior Curator of Conlemporary Art al the National
Gallery of Victoria, and Mr Bl Wright, Assistant Director of the Art Gallery of New South
Wales. As they say elsewhere in this catalogue there was encouragement 1o acquire the
best. Seak out the best and that is what we did Wa thank them for their enthusiastic
irmsohvammeant.

Similarly | would ke to thank Mr Russell Browne, Exhibitions Co-prdinator at the
Victorian Ministry for the Arts, who has guided us in the planning and execution of
various facets of the tour. Russell's work with the collection has been partly supporied by
the Australia Council and we thank the Council and the Ministry for their assistance.

The aim has been io provide an opportunity for people in marny parts of Australia to
see, understand and enjoy a major collection of Australian art as itis in the late 1980%s.
| hope that you find the collection stimulating and enjcvable.

Dr Michael Dealay
Managing Director
ICI Ausstralia

April 1989
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INTRODUCTION

The IC| Contempaorary Art Collection containg 42 works representing 37 artists from
throughout Australia. Principally assembled in 1988 the Collection was selected by Bill
Wright, Assistant Director of the Art Gallery of New South Wales, Sydney, and Robert
Lindsay, Senior Curator of Contemporary Art at the National Gallery of Victoria,
Melbourne
The following discussion was recorded in Sydney in January 1989,

Bill Wright: Robert, given that you've advised on a number of collections, | think what
would be interesting 1o talk about is the difference between this collection and others
you've done.

Robert Lindsay: | think the main difference is chronological, that is, the period in
which the Collection was put together. It has been assembled over the last few years and
it reflects the re-emergence of abstraction afier the earfier figurative style of Neo
Expressionism, with some artists looking towards Neo Geo (new geomelnic abstraction)
whila others are pushing off in independent directions. Another peint to be made is that
we wera working together, you in Sydney and me in Melbourne, and this is reflected in
the selection of works which provides a balance of artists from these two cities.
Melbourne has a large number of corporate collections and consaequently a subsiantial
amount of patronage is focused on painting and sculpture — on object makers, whereas
in Sydney some of the best ant is post-conceptual and installation work, a result perhaps
of tha patronage and the exposure associaled with the Sydney Biennale, which locates
art more easily in an international conlext. Sydney artists are more inclined 1o use an
international vocabulary if you ke

BW: That's been an impartant factor in the Sydney development. In a sense artists
have been very conscious of the presence of foreign art here. And it's really now quile a
long term development. Though | feel s misleading o think purely in terms of
Melbourne figuration/Sydney abstraction, because obviously there are works in both
areas that really don't hald to that mould. But one was aware in selecting the Collection
that there was a tendency within Melbourne art towards figuration which fends not so
much io be a reflection of international trends of the Germans and the ltakans and so on,
but a reinforcement in the development of previous Melbourne perspectives. Because
obviously there is a very strong figural iradition in Melbourne, and there is obviousty an
abstract tradition in Sydney. But neither is really exclusive of the other lendencies.

RL: One hundred years ago Marcus Clarke made the obsarvation that there wera
obvious differences batween the styles of art produced in Sydney and Melbourne when
the majority of the artists in Sydney were doing black and white illustration work for the
publishing industry which was their main source of income, while in “Marvellous
Melbourne” art paironage flourished and supported painters. Thal fradition has
continuad. | know it's an arbitrary thing, especially when you think about the various
centres within Australia. In the 12403 Melbourne artists like Boyd and Nolan painted
figuratively, and the 1980s have seen a return 1o iguration, so this is a revival of fradition,
if you like




The main thing about the ICI Collection however, is that it doesn't focus blindly on
either figuration or abstraction. | like its pluralism, and the way certain works are an
ensemble of parts. It contains a variety of styles.

BW: The ariginal brief was open and what interested me in the first place was thatl we
were baeing asked 1o put together a collaction of the best works, simply the best works, by
the bast young artisis. Those people we thought were the best artists on a very broad
base and it was interesting in that it was an attempt to give a general ovarview of the
scope of the activity today. | think if it has succeeded it is because of that original
pramise, of providing a representative overview. We havent developed the Collection
with any particular artist in depth: but | think what we have achieved is to locate and
acquire representative examples of the artists included, and within the Collection as a
whole there are clearly sub-groupings, tendencies which emerged in the process.

AL: We had restraints which wera implad, not overt. Basically, the overall size of the
collection, the number of artists, and how much we could spend on each particular work
dictated that the selection had to concentrate on young artists who had established a
reputation, but were yet to consclidate their careers. So they belonged 1o the category of
emerging artists. There were no resiriclions regarding style or media.

BW: We did create contexts within a contiest.

RL: Yes, so each person in a sense has to carry the bag for the whole contaxt. We
couldn collect everybody, o we have one artist whom we judged al the time to be
doing the most interesting thing, in say, new abstraction or urban realism. They are the
representative for that styla or subject matier.

BW: Of course there is another factor despite the Sydney-Melfbourne differance, as it's
a time when more artists from Sydnay than ever before show regularly in Melbourne, and
more than ever artists from Melbourne show in Sydney. So many of the people in the
Collection have scme connection with the other place and with other parts of Australia.

RL: | suppose it's the maturity of the commercial gallery scena Back in the 1960s
when commercial galleries were just evolving there were only one or two particular
galleries showing whole stables of artists, now you have a network throughout Australa.
One artist can be seen in a number of locations and contemparary ar isnl as focused
on two centres as it was. The selection of the ICI Collection did come down 1o specifics
and, as with all collections, it starts with the artist. You look at the artist and you make a
value judgement about their work. And it is a value judgement, about which artist and
which work you think is best. It's that interest, that focusing, that gves you a context
which you build upon with experience and knowledge. | think it should be emphasisad
that although you obviously consider those artists whose works you already admire, you
dont commenca with preconceived notions of what to acquire. It's the work of art that
attracts your attention first.
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BW: It was an interesting process. In fact we spent our early days making endless lists
and exchanging views and considering the various people we thought might fall within
this collection. And then the process, which | found the most stimulating part, of the time
spent in the studios and galleries, going through endless examples of the various
people’s work and in some cases waiting, because in some instances the works wera not
available and weo had to wai until relevant works came up by those particular artists, until
we found a suitable exampie. | think it's really quite remarkable that within the short time
span we actually had to realise the collection, we were able to gain access o really quite
different and marvellous works by each of the artists.

AL: You have 1o ask yoursel, i that the work or should | wait for another example?
Because you may have an intuilive feeling that this artist in their next show will produce
something better. Sometimes we went back in time a litthe, fior instance we were fortunate
to get Part 1 of Our Faith, which is a major Stieg Persson work. So we did go back in
time, sometimes wa wailed. The decmson making process is very interesting. Which work
oo you choose? The one that typifies the artist at that particutar time, or the work which
appears atypical, yel may allude to an important future direction in the artist’s work?
You're looking for a work thatl encompasses the most characteristic qualities of the artist,
and one which also slightly breaks what he or she is doing and gives you the idea that
out of this something else might happen. So that's where the leap of faith is, you believe
in the artist and you believe in this work. There is always this fine balance and hopefully
in retrospect you look back and say we were right. Of course, occasionally you believe
that the next work will also be the right one and that is why people continue o collect.

BW: | think the limitation | felt most in doing the Collaction, which, | think as it turns out
& right, was the idea that we were really guite limited in terms of frying to creale a
developed spectrum of activity, we were not really concenirating on developing any
particular artist in depth. Soin a sense the edge is a litthe towards democracy of
representation and of coursa the prionties you are talking about are doubly important
when you are doing a collecton of that limitation.

AL: The knowladga that the ICI Collection was to travel as an exhibition o a number of
venues did have an influence on the choice of works. Basically the only condition we
actually applied was that the works in a physical sense must be able to survive an




exhibition tour and possible installation later in & corporation’s headquariers. Qbviously
there are works, like those on paper which dont stand up 1o high ight levels and couldni
be shown in normal offices. which therelore weren't acquired. So the Emitations were
practical. There weran! ideclogical limitations. In fact there was just encouragement 1o
acquire the best. Seek out the best and that was what we did.

January 1989
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ARMSTRONG

Artist's Statemant
For some time | have been interested in crealing an interplay between geomedric and organic
lorms in sculpture, &s the piece Easy when you know how demonsirates.

Thes abstract’ concern of mine is juxtaposed with the figurative of narrative aspects of a pece,
each alemant baing of equal significance
Alsn:

The actualmness of tha thing

What it means

What can be said about it

Thie langer meaneng wiich lies outside its form

| feed like rounding i off somehow”
Bruce Armstrong, 16 February 1589,

Bruce Armstrong was bomn in Melbourne in 1957, He held his first one person exhibition in
1886 and has been included in numearnous group shows inciuding the Third Australian Sculpiure
Tnennid, 1987

His monumental carved anemals throwgh thesr massive scale and graphic simplification, allude
to past civilizations whane mysiarious crealures evole hall-forgotien narratives. Armstrong’s
arimals and iotemic figures are metaphors for human behavior which symbolize rather than
overtly state their maaning,

Bruce Armsirong attended the Royal Melbourne Institute of Technology from 1978 10 1981, His
early sculptures wera non-figurative wood constructions influenced by the formalist works of his
kecturers, Tony Pryor and Gedffrey Bartiet!. These early works were small in scale with separately
caned absiract slerments caraluly fabricatad and assembiled in formal, geomatric configurations.
In 1884, Armstrong, influenced in part by the ambience of Neo Expressionist figuration desired a
more mmadiate and spontanecus lechnique. He adopted the chain saw as a mathod of carving
hiz monumental animals with dramatically increased scale. The rough, expressive surfaces and
the stylized, ambiguous idenlities add to the impact and visual potency of these works.

Easy when you know how 1988, retaining the onginal form of the trunk of the redgum, is typecal
of Armsiong’s recent work, which is carved with a chain saw but now finished with a wood rasp.
The female figure with har tace hidden is partially disguised behind an animal mask. She tills
forward, her precanious balance symboising 1he tension batween har human and animal forms
— a seduciive trap batween figuration and tha visual sersuality of the miber,




Bruce ARMSTRONG
Easy whin you kmow how 1988
CArEd MgUM 1rgur|3 of Cyprus basa



Lauren

14

BERKOWITZ

Artist's Statement

Our relationship with natura has been one of destruction, and Tolems pays homage o the
surviving Bndscape, whilst deploving our conlinued abuse of the erwvircnment

The sculptures ara the result of experiences within, and responses 1o, the landscape around us.
The work evakes ghosts of trees past and spiritual reminders of the raped environment.

The cross-ike figure suggests the human presence as being an inlegral part of the landscape
with nature being a profound sgiritual entity in ilsel,

Pairted white, the sculpiures have a punty and a meditative quality associated with tha
untouchad amdronmeant.”

Lauren Berkowatz, 1989

Lauran Berkowitz, born in Mefbourne in 1965, studied sculpture at the Royal Melbourna
Instibute of Tachnology from 1883 to 1985, and was awarded a Bachelor of Ars.

Har earky works using cast plaster and cement have a surrealistic, organic quality showing tha
influance of Jaan Arp. After leaving RMIT, Berkowitz worked independently in a studio before
anralling at 1ha Victorian College of the Arts in 1988 in the Post Graduale Diploma course in
soulpiune.

Dwuring the two years of studio work Berkowitz' sculpture becamea more open and biomorphic.
She adopted welding as a technique which could provide an open lineal armature which sha
covered with papver mache 10 give an expressve, factile surface, an efiect that was ofien
enhancad by the addion of colour

Al the Viclorian College of the Arts her work became more abstract, with elaments such as
lotems and al-backed, chair-ike constructons formed from numerows fragments of imber,
becoming entites within a total room-ike amaonmant.

Her preseni work has an empalhy with the ecology conscious emaronmental arfists, Fschard
Long and Robert Smithson, Also with the spirituality and Iolemic qualibes ol abonginal bueral
poles, and with the reductive abstraction of Brancus, in paricular his Endgless Columnn, which for
the artigt Tinks the elements of the earlh and sky”.

Tatems. 1988, combines an abstract geomatric purity and bleached white surface emphasising
the patterns of light and shadows, wilth the fealing of a nbal ghost spirit of a now desclale
landscape, The malerals which comprise Tolemns were collacied from the bush, fallen branches
and twisted dead imbs of trees selecied for their inherent crganic qualites, As an nstallation
which aliows pecple o move between each element it also caplures the essence of the open
Ausirakan landscape and the psychological Impact of sacred and spiritual sites.
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Annetle BEZOR

Artist’s Statement
Some Thoughts on Painting, Voyeurism and Feminism

During the realization of the painting Odelympia much of my present understanding of the roks of
VOyBLIMNSM in painting crystalized. Par of this understanding was the admission of my own
voyeurism. That in fact being a visual artist gives me a rationale and licence to be one. This
parhaps axplains 1o a degrea my reluctanca o take on board hard line feminist injunctons on the
treatment of sexual icons. That | do try to communicate ideas and philosophy ofien called feminist
i important io me but almost beside the poent 1o the voyeurshc viewer. For esample, a 1988 work
calied Enfanglament Landscape-Libido lealures largely the figure of a woman masturbating.
Despite my intention and even in the presence of other legitimising imagery such a forthright
descripbion may indeed ‘sail too close (o the rocks of male voyeurism for some sensibilities. *

In Odelympia the intention was io represent the bodies of women | know in & realistic manner as
opposed lo the idealized version olten represeniad. Lising Manet's Oympia imerted within the
painting to support my abjecthve. ' Tha hard stare of Manets working class prostitule &5 widely
accepled as a counter attack on the possessie and lustful make gaze’ * But again becoming
aware thal | was providing nude bodies lor olhars 1o look at. Tha destruction of the image through
sanding and random splatters of paint is an acknowledgement of this and acts as a ved o the
viewer The goldiish can be taken many ways bul s symbaolic ol many levels of voyeurism and the
awaraness and vulnerability of being constamly exposed from all sides”

Annette Bezor, Adelaide 1 February, 1989
* Quoies from John Neylon, Adelaide Review, August 1988

Annette Bezor was born in Adelaide in 1950, and aliended the Scuth Austrakan School of A
from 1974 1o 1977, She was a co-founder of Round Space Arists Coliactive, Adelaide, and began
full-ime painting in 1983. She has been included in numerous exhibitions including Australian
Perspecta 1983, and the Baennale of Sydney. 1984,

Annette Bezor's work is concerned with focusing a feminist parspective onto images from the
past, especiady images of women. She appropriates and role-reversas images placing tham inio
a contempaorary contixd, thareby confronting the traditional make view of wamen, male voyeurism
and gender lype casting. By role-reversing familiar arl images she sirmes for liberation in a non-
sevist future.

The bile of Bezor's Odelympia. 1988 relers o the radition of depicling a recining female nude
as an boalsgue’ an Eastern female slave or concubing in a Turkish or exobs satng, One of the
mast famous of such paintings i Ingres’ Oolelisgue. 1814, This genre was continued by Edouand
Manat in his painting Oiympia, 1863, which was exhibiled in the Salon of 1865, Although Manat's
painting refers in pose ko Titan's Werus of Lirbino and that, in turn, o Gicrgiones Sleaping Wenuws,
it caused a scandal when first exhibited because of the conlemporary treatrmant of its styla and
subject matter Bazor's choice of Manets Qlympia is most apposite, for modern an i often sean
as beginming with Manets works. |Eis an image that symbolizes both an end of 8 traditon and the
baginneng of another The inversion of this icon of art history by Bazor symbolizes her challenge
1o, if not a reversal of, past make onentaled aesthetics. This confrontation with the past and with
high art’ traditions, is further emphasized by her addition of Walt Disney's cartoon image of
Finoochio's fish, Figaro, as a symbol of the popular and innocent an of the twentieth century. This
lizh continues an aguatic referance from Bezor's previous exhibition Heads Above Waler 1986, in
which she combined images of lamale bathing with lale 18th century Symbolist art.

Odlelympéa was shown in Bezors 1988 exhibilion Beyond the Vil in which many of the images
were distanced, partally obscured behind veils of paint,




Annette BEZOR

Odlslympia. 1988

oil on leny canvas with wood frame
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Comment

“To comprehend the abstract’ in Borgelts recent paintings one must chsarve tha function of
surface, which is crucial, This is not as a formal piciorial attribute but 88 a layer of resistanca. It is
best undersiood in lerms of equivalancy, as a metaphysical kayer, of mediation batwean tha
inbernal and its expressive evtarmalisalion.

The paintings are essenlially a poetic means of disciosure; they are both visceral and tranguil, a
terucus skin that constantly fractunes and reforms, sequentially inducing and Eberating unfolding
layers of insight. This fragmenting ripplhng adifice of marks and stnations bath inlerrupt and
reform in gradually transforming stages of provisony fiux, and the point al which abstraction’ takes
0N meaning is &t a point of conceaiment, of paradowacal resistance 1o completion or revalation,
That is, the work is completed in the consciousness of the perceiver”

{Extract from ‘Thange within Constancy: on the recant painting
of Manon Borgedt” Wikiam Wright, 1988)

Marion Borgelt was born 1954 in Mhill, Victoria, in the whaal belt of the Wimmera. Sha studiad
al the South Australian School of Art frorm 1973 to 1978, was awarded a Diploma of Painting, then
studied at the Linderdale Collage in 1977, and received a Diploma of Education. In 1978 she was
awarded the Peter Brown Memaorial Travelling Scholarship and studied at the New Yark Stucdio
School from 1979 to 1980. Shi held her lirst one person exhibition in 1978, and has bean in
numenous group shows including: Fourth Biennake of Sydney: Vision in Disbaliof, 1982; Australian
Perspacta, 1985; the Stah Triennale of India (with Janny Watson) in 1986,

Marion Borgedt's early paintings ware concerned with landscape, with the textured surface of
tha paint emuiating the open fieids of wheal strelching to the horizon in a gokden haze of dryness,
heat and inensa sunlight.

When sha was living in New York her work changed radecally. The open horizontal spaces were
replaced by the claustrophobic vertical spaces of the city's architecture. Single lemale figures
wera sihouetiad, enclosed, framed, and trapped within doorways or windows. Reflecting the
cosmopaoitan urban nature of New York, particularly the decadence of its night life, discos, and its
dislocated street dhwellers and trazies, Borgelt's figures wesa clad in latish clothing —
malafernaia bools and thigh-high stripad stockings evoking assocations with the pre-war works
of the German Expressionist, Max Backmann, and the satirical social realist works of George
Grosz.

After Borgel returned to Australia the image of the figure continued to feature in her paintings
Lribl late 1982, but with the associations of New York disintegrating, the imagery also
disappearad imward inlo an arganic inear patierming. This shift in perception was from exiernal
imagery to absiract concapls of endless space, infinity. A web of endless lines moving in an
organic, evar-flowing rhythm ol enargy evolving and dissolving.

Marion Borgedl wants to ‘paind from inside infinity, to liberate the imagination and allow the
viewer 10 personalize the images’ As metaphors for Mature the paintings arme smullaneously both
macro and micro images — calls, fibres, creases of skin, tendons, landscapes, analogies tor the
universe, diagrams for pafierns of thought,

into the topography of her recent paintings Marion Borgelt has infroduced nodes of locus, eyes
which punctuale the space pushing forward and back from the suriace. They are the eyes of the
painting, imagine the painting looking back at you while you ook at the painting” The eyes ara
the window of the soul allowing you 1o look into the beyond, behind the: ved into yoursell.
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Julie BROWN-RRAP

Julie BROWN-RRAP

Proposiions: Secial Strategies/ideal Spaces
Moreaworeau Wusewmn. 1987

ihree pholographic prints, hres cam@as paneis
[chednil)

Artist's Statement

1walk through the Musaum. | am in search of a specific image; the mastespiece. As | round tha
corner | come aye to eye with the glithering gold edge of a lange frame, and inside this frams,
trepped in & pose distoned by my angle of view, a woman reclines, frozen 0y thie masier s hamnd
Being offside, off cenire io this ideal beauty, my eyes seem io capture the vulnarability of that
form; o become par of that consirucied space within the painting, rather than the speclalor who
gazes at and info that vision of opulence. My camera is the only means to record thal fleating
impressicn, that moment of conspiracy, of conjunction. Like the tourst, ika the thiaf, | capbure an
image that later, when | glance at it in the privacy of my own space, becomes not 50 much 8 copy,
but the record of my own expenienca and memaory. My intervention as an arfist begins the
memend | re-enact that image, that memorny withen my own studio space and laker, when my
image is exhibdad on the Gallery walls, within another Institulicn, wilth another audienca,

o sland belore my iImage & 10 recall the aniginal, the masterpiece, that other place; but the
spacialon now SoCUpies a viewing position that destonts the ideal. To re-experience the omginal
Irsi wiesesar &5 forced o re-onantate, lo consicer that, withan the collapse of the waal lies the
possibiily of chaos,



A disenchantment wath iguralive space and narratne, rejechon of 1he kKeals of one-point
perspective ideals o an assarion of the basic claims. Colowr is overlaid by black, white and grey
— @ raturn to the minimal, ha phatsgraphie reproduction, he simple absenation of the framed
vwall of the Galeny kel

Between the idealzed space of the old masterpiece and the idealzation of the Institulions that
hiowsa that ar, the position of the arfist conlnues o remain unkanakble; and tor a woman artist who
15 burdened further by the heslorical uss of the femala form subjectad confinually o these
idealizations, that place = evan more untenable. Secral Slrateqesideal Spaces is an allempl to
daal with the neuroses of thal postion,

(Cucted from Eage o Edge: Austratan Confamponarny A fo Japan, 1988, p 28-29)
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Julis BROWN-RRAP

Froposiions: secfe! siangresioeal opaces
Morgaf ol Musaurn, 1987

iga phodsQrafint (NS, INres CAnvES panets
[detmi)

Julie Brown-Hrap was born in 1850 i Lismang, Mew South Wales, atiended the Universty of
Dueanstand trom 1963 to 1871, and was avarded a Bachelor of Ars From 15872 o 1978 sha
worked a5 a ganeral asssiant paricipating in a number of hime, video works and panormances
by her brother Mike Parc. During 1974 she allended East Sydney Technical College studying
pairling and drawing paridime. In 1975 she worked with the Sydney Universty Fing Ars
Workshop (the Tin Shads) and in 1978, in the Photo-Media Dapartmant of the City Art inslituls
From 1970 1o 1984 she was a parines ina free-lance phodograpiet busnass, and irom 1981 o
1983, she also worked al the Australian Cenire for Pholography, Sydney

Im heaer first one person exhibiion, Disclosures (Surrogale 1) — A Photographic Consiruct, al the
nelitute of Conlemporary Arl (JCA), Ceniral Street Galery Sydney, i 1982, (laler shown al the
Australian Perspecia 1983), she used pholographic images of hersell as the protagonist in works
which presented ancienl legends in & contemporary vermacutar,



For hier next major exhibition Persona and Shadow 1984, Julie Brown-Rrap again used
photographs of herself which were reworked and repholographed, Each work rapresantad an
mwmmm.mawmmemmmmdmmhm
commented on slerectyped social roles in an and society,
in Thiefs Joumal, 1986, she continued her feminist appropriation from ant history, The cantrepiece
of this show was a large folding screen, tited Philosophies of the
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Artist's Statement

“ . | see mysell primarily as an installation artist, When | do an installation around photography
[such as Tamptation fo Exist, held at the Austrakian Centre for Photograpiy. Sydney, 1988] those
sort of problems are engaged [ie the relationship of photographic imagery and fim]. In other
instafiation works not directly concerned with photograply those problems may be subsumed io
other ends. In either case I'm not concerned specifically with photographs bat with the whole
arsenal of phatographic techniques — screenprinting, airbrush, compuler generated images,
vidaa — in that most mediums can mimic the look of the other image reperioires. But there is
always a sight gap in this imitation. | work in this area — believing that by doing s | can highlight
certain ensions between materality and concept. That's why | call my method of working
‘material conceptualism For me, a video image carnes quite a different effect 1o, say, a film mage.
They aftan seem to employ different methods of framing, for one thing. My waork dogsnt emplay
narrative effects or theatrical efiects — unlike many artists working with film and pholography. |
use gesture and stasis but try to saparate them from any narralive speculaton. | also usa
photography &s an expedient shorhand for tontent” — when | needed a body i my piece Tha
chained woman, in famous Last Words, | set it up and photographed it. When il s simply one
elermant among many in an insallation photography can be used for its conventional
connatations”

(Extract from lnlerview with Janet Burchill by Peter Cripps. edited by John Barbouwr, 1988)

Janet Burchill was born in Melbourne in 1855, attended the Sydney College of the Ars from
1981 1o 1983 and was awarded a Bachelor of Arts (Visual Arts), In the early 19808 she worked as
a video and film artist, participating in Super 8 Festhals in Sydney and Malbeurne in 1983 and
1984: Anzar in Auckiand, New Zealand, 1984 and 1985; and in Australian Super 8 Image
Forum, Tokyo Japan in 1985 Janet Burchill held her first ane person exhibition, Tempiabon fo
Exist aic at the Union Street Gallery, Sydney in 1986,

There are a number of separale works with the calegory title Tempiation fo Exist. In the first,
Ternptation to Exist 1 (Clowds) Janet Burchill used a professional spray painter bo repeoduce on an
aluminium sheet a section detail from a photograph of a painting by Richier, thus crealing
associations with dot-screen process reproduction, ant history (Romantic cloud studies and the
original' Richier work) as well as this history of photography. Wuch of my work has a
propositional element which s, il you like, ‘post-concaplual. | use whatever i svallable o me
financially o get the effects and industrial finish | wanl — sigriwrilers, scanmeng processes eic. [
want the work 1o look as impersonal as pessible — as if it just arrived on the wall. In this | am 1o
make he viewer feel excluded from the work. To get that look | need to use industrial skills and
equipment. | also rely on the skill of others to actually make the work. That makes me mone of &
director than an artisan.”

In Tempiation fo Exist 3 (Tippd the double-portrall image, separated by a crisp vertical line, is of
Tippi Hedrin, the codl, rigid hercine of many of Allred Hitchcock hims. This work has a cool,
imparsonal mechanical quality with a high degrea of industrial fimsh, The choice of matarials
usad, as a portraitimage taken from the mavie The Birds, is infended 1o be a deliberate comment
agains! a lieral reading of the image as a ‘ictim' and a ferninist danial of voyeurism and
indentiication with the image.

In Tempiation fo Exist (Famous last words) the images exost as discrele entities ir {Fwair cwn Fighi,
iaral and devaid of overt narrative meaning. This stance, reading the work in terms of surtace
and materiality &5 aligned with the linguistic theories of the 1880’ in which words (2nd SayNS) are
units to be anakysad in erms of their structure. The ceniral saction L& uitime parolie famous' refers
to Structuralist theory. Ferdinand de Saussure in his book Coursa in General Linguistics relemed
to achual speech as paria His concern was maore with langue, the cbjective structune of signs
which made speech possitle in the first place, and i is this streciure that concems Burchill
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Timothy BURNS

Artist’s Statement

“The materials used for the painting were dry pigrments mixad with healed beeswax. The surlface
was coverad from the base upwards, thus allowing any incidence inharent in the process 10
rernain visible. Working within this paradigm, each panel was coverad with numerous layers, Ll
the desired resonance of colour and surface was reached. By the elimination of illusionshc
pictorial devices, | can clearly explore the act of painting, and the potential of paint s an amotve
vehicle,

The brush strokes, or evidence of apgplication, carry a major load of significance. Rather than
sarving anather intention, they are the intention-forming, & part of the subject matter of the
painting as a whole. Meaning or contant, is thus closely related 1o the act of painting.

The physical materiality of painting becomes an active subject in creating a visual aNGUAEE. with
which | can investigaie the primordial states of my reationship to Nature.

The painting is abstract in the sensa thal il i not a representation of Nature. But at the sarma ime,
it is not abstract, as it is intended 1o be read in the same wary 1hat one would [read) any olhir
exparience ol reality”

Timoky Burng, 1980

Timothy Burns was born in Sydney in 1960, He attended the Alexander Mackie College of
Advanced Education from 1979 to 1861, Awarded the Basil and Muriel Hooper Schalarship in
1981 and the New South Wales Travelling Art Scholasship in 1982, he travelled 1o Scandinavia,
Europe and Great Britain. From 1984 1o 1985 he studied at the Victoran College of the Arts, was
awarded a Post Graduate Diploma in painting, and held his first one person exhibion at
Reconnaissanca, in Melbourne, 1987,

Timathy Burns is concermed with the ‘pure act of painting; that is, tha manipulation of pant for
ks inherent qualities rather than as a medium for pictoral illusion. His lecturers al art school, Syd
Ball, Fred Cress and Alun Leach-Jones, all abstract painters, gave him a sense of the nobility of
painting’ as an act beyond pictorial represantation. He redates o the exstental immediacy of
applying paint o canvas and io the inherently personal process of painting which s unique to
each individual,

Az a non-figurathve artist Burns sees the content of his works locatled within tihe makenality and
the internal relationships of his paintings. It is the parcaption of the infinie variations of surface
texiures and typas of brush strokes, colour and tonal variations, the arrangement and the relatve
sizess of panels within the work, that are perceived over a period of tme, and for the artist give a
marrative quality’ 1o tha work, This, and his ‘purity 1o materials’ is the rason datre of
Burms’ painking.
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Artist's Statement

"My art is about people, and our relationships 1o one ancther, physically and emationally. Images
ara drawn from my own axperences and whal | see around me day 1o day. I'm maora intarested in
capturing the essence of a situation or portrait, than making it naturalistic. | &im to do this as
directly and freshly as possible. | want my pictures to confront and entertain, so the viewer can get
involved with them and hopefully respond to them. [ rather people love or hate my pictures than
say, pee, they're nice!’ The three youths, in my painting, stare at you blankly from the canvas,
bored in the city, hangin’ out on the corner. What are they thinking about?™

Jon Campbeil, Fabruary 1889

Jon Campbell was born in 1961 in Belast, Northamn Ireland and arrived in Australa in 1964, He
attendad the Royal Melbourne Institute of Tachnology from 1880 to 1982, was awarded a
Bachelor ol Arts (Fine Arts), then attended the Victorian College of the Arts from 1984 io 1885
where he gained a Graduate Diploma (Painting). His first major exhibition in 1386, Suburban
Slomp, was a two parson show with Peter Walsh, at 200 Gertrude Sireet, Melbourne.

In the early 1980s Jon Campbel abandonad the abstract style which had characterized his
work al art school and began painting images fram his mmediate environment, These images of
the beach, nighlolubs and discas, and the old peoples’ home nest to his studio in St Kilda were
outlined in black and painted in a rough expressive styla

In the mid 1980s Campbed’s approach o painting aliered radically. Adopting the procedune of
working through an exiended series of preparaiory drawings for each painting, he concentrated
on stylizing his figures down to simple caligraphic nofations and outlines. These preliminary
drawings allowed the final painting to be more spontanaous and immediate in execution, and as
Campbell exparimenied with enarmel painl rather than ol paint, his sufaces became thinnar and
mone direcl, T wanied (o keep the painting as fresh as possible”

His subject matter became more parsonal and autabiographical with images from his teenagea
years, of growing up in Allona — bike riding. going to the foaty, drinking and fights. Three youths.
1987, with its schematized images of youths casually lounging against the stark background, i
about boredom, Just hanging arcund, just being there’ The Three youths are in & cold
impersonal urban selting, a Saturday afiermoon with nathing to do.
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Jon CATTAPAN

Artist’s Statement

=, Scogter faith is an examination of the links between chidhood and adullnood.

2. It was made i 1886 after a parod of tme in Raly, Whila lving there | began a close personal
study of excvolive art in Padua.Also in Padua, is the Scrovegni Chapal containing Giotio's most
famous oycle of frescos

3 Struciurally Scooter faith s built arcund the idea of a kange recessne, dreany, nociummal
landscapa with images of childhood and adulihocd supsrimposad,

4, A sali-porirait image in the forsground, the scooler in (ha background, a remambensd 1oy, 1o
the right the adult artist is blurred, in moticn — stll ding a scooled

& These suparmposed mages form a narraiive hat deals with an iIMrospectve salf-assessment.
B. The scocler itsall bacomes a symbol of passage and continuity irom childhood o adulihood. It
also sarves as a comiiorling reminder of innocent trmes past. Thene is an implied threat in the
paper dart-missile.

7. Scocder faith was one of three key pictures from 1986 thal sagnalled the fenheoming use of an
overt diaristic narrative in my paintings”

Jon Cattapan, January 1989

Jon Cattapan was borm in Melbourne in 1956, He attended the Royal Melboume Instifule of
Technology from 1975 10 1977, and was awarded & Bachelor of Fine Arts (Paining). During 1878
he worked as a studio assistant in the printmaking department of Melbourne State College,

Many of the early ihames in Cattapan’s work weare taken from hterature, Like Sincnnaius, the
outskder ina surrealistic workd in Viedimir Nabokow's Invitelion 0 8 Beheading, mages of
alienation theead with a confrontabonal passion through the work of Jon Cattapan. His pantings
have an empaly wih Dada, #s anarchy, enangy and irmevenance Tor comeantion.

Whilst travelling in Europe i 1979 Cattapan found that he had lithe affinity with the deminant
forms of contemparary art, but was inspired by the masters of the angst — Hierommmus Bosch,
Edvard Munch and the aarly Picasso whose works seemed in resonance with his themes of
pessimism On the road he foliowed the devalopmant of Mew Wave music across Europe, its punk,
nihilistic aftibude, viclence and shock values achoing the piril of his painlings and the dea of
communicating strongly thnough the emotions.

Cattapan also mada a plgrimage to Belgium to seek out the works of James Enson, whose use
ol masks, puppets and skeletons fed Cattapan’s imerest in animism, the ides of attributing Iving
souls Io inanimale objects.

Adter 1984 he abandoned the aggressive social commentary and animism of his early work
with its dominani image of a donkey that had transmogrified into an equine self portrait, for a
safies of reactive studies’ Initially separate works on paper, crealing intensity through colour and
dedail, these sheals when compleded were then aranged logether into one piace, thair
disjunction allowing the viewer 1o individually interpret them visually and intellectually. The
imagery, with a cast of characters disguised behind masks, dealt wilh interpersonal retabonships

In his recent works Cattapan has been mare concerned with the Bfier mage, the lasting
memery, than with shock value, His colours have become sombre, Fes figures inhabitmg a draam-
ke space, a dianstc namrative aboul self within surburbia, They are highly personalised
interpretations from his immediate environment and are all based on aclual events, They belong
to Melbourne or more properly Melbourne via 51 Kilda’




Jon CATTAPAMN
Scooter faith, 1985
oil on inan canvas



Chris Dyson was born in Melbowmne in 1952 and attendad the Viciorian College of the Arts
from 1881 to 1984, He held his first one person exhibition at 70 Arden Street, Melbourne, in 1986

Chris Dyson is a paintar who experiments with different qualities and effects in paint. An
intuitive mark-maker, he oflen combines a varety of materials, paint textures and surfaces using a
formal of multiple camasas. His art is not about emotions. He is not an Abstract Expressionist
looking for graphic equivalents to emotional states and feelings. Rather, he is saarching for
intuitive yet logical connections between paint colours, suriaces, patierns and textura He strives
for the atypical and the unusual, for different effects and combinations of elemants. In his
prefiminary drawings which tend to be figurative, Dyson refines and purifies his images down o
their sirongest patiemns and elements. From these his eye is attuned and the “process af making”
his paintings begins. From than spontaneous marks and surface textures, Dyson builds and
improvises uniil personal intuitive patterns start to emerge from the painting, suggesting a logical
crganic development.

Although it is subliminal during the creation of 8 work, a Merary contant often emarges owards
ils compledion, & composition oftan reflecting the circumstances of its making and the cultural
ambience of the ima. Submarine. 1986, began with the blue, watery left-panal to which was
added the texured right-paned, evoking associations for the arfist of marine imagary, as well as
the idea of a flag, thus becoming for him a mild protest against pofution and the French atomic
lests in the Pacific,




Chiis DYSON
Submarnine, 1986
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Artist's Statement

“This painting derives its origin fram a smal line drawing of an automatic natural I shows a
woman reclining on a sofa, lost in high reverie. She thinks of a man, her comfortable suppor,
undergoes an anthropomorphic’ change then metaphysically transforms again. | enjoy the
disquieting atmosphere where meaning and irrationality co-exist. [t is the translormation of the
thought process itsalf that inmerests me in thes panicular work.”

Pater Ellis. January 1989

Peder Eliis was born in Sydney in 1958 and attended the Royal Melbourna Institute of
Technology from 1975 o 1978, returning after a year's deferment for major spinal surgery (o
compiete his Bachelor of Fine Arts (Painting) in 1978, This year of intense medical treatment and
its associated pain and rauma deeply atfected his view of e and became & major source for
imagery in his early painting. 1 became obsessed with operations and the aspect ol an nNnocant,
harmilass creature being manipulated. The pictures of this time contain animal images: bears,
rabbits and ducks being baoiled or stretched. . . The animals find thamsetves in totally absurd
conditions and siluations. It's never an atiempt to horrify or maoralize. | think it makes one fes ke a
detachad voyeur 1o an act of futiity. | think | enjoy the lension” This the tortured animal becamea a
metaphor for the human condition within Peter Elis’ highly personal aulobiographical imagery.

Efks’ inlerest in Surrealism, in the subconscious and automatic imagery was influenced by his
reading of Apallinaire, Andre Breton, Lautreamont and Alfred Jarry, and the Symbalist writers
Arthur Fimband, Stephanse Mallarme and JK. Huysmans

By the mid 1380s, the spontaneity of his early style and the emphasis on the automatic
subconscious creation of images — animals as victims and animism (the aftribution of a living
soul to inanimate objects) changed. Hes animals became hybrids living in a pseudo worid, thesr
graphic detail, high colour, surface lexdures and precisely drawn outines adding to the authanty
of Elli’ images giving a bizarre reality. Gone was the viclenca and aggressicn of the earker works,
replaced with a concern fior retationships.

In The sofa. 1985/86, the reclining woman is surrounded by a large masculing coat creating the
profile of the sofa, and a Picabia-like elephant, which are isolated in an open surreal landscape
that stredches into infinity. The figure is framed on either side by a candle, a Gothic symbol of e,
and a cascade of cioth scrolls — an 18th century symbaol of reverie. The sofe encapsulates Elis
dictum, “painting is the act of making somathing that does not a:dst, exdst”
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Artist’s Statement

O and Water is part of the range of work called CONDUCTING BODIES, a series of different
works including multi-panelied paintings, drawings and vanows instaliatons.

The tithe CONDUCTING BODIES comes from a novel by the French writer Claud Siman. In the
novel, Simon weaves differant narralives together, the strands individually are loose and open, but
collectively they present a taut and coheranl matrix, where focus and privilege are blumed to jar
any expectations of hierarchy, The structural montage which Saman utikses allows for 8 multiphcsy
of readings within the work. Appled 1o visual art the methodology ol Simon's work provides a
platicrm through which 1o explore differences in technique, media. stralegy, representation, and
meaning. Like an aphorism, the flexdbility of the title CONDUCTING BODIES offers the opportunity
to explore further sublities and resonances of language through an open framework of inverssons
and transpositions in the (mul-panef) imagery of my current sanes of work.

There are several layers of relerence embeddad in this shorhand title: the suggestion of
iranamission of impulse of power, in alectrical and non-alectrical senses; the implication of forms
of behavior, as in pood” conduct: the possibility of orchestration in musical sense; and the rich
presence of corpareality and malariality,

The fille is therafone genaric and not specific, the body" of the wark, and the body’ of meaning i
engages, is open to change and alternation, bath as a series, and within the individual works.

Generally, the idea of the body (as well as real bodies) is central to an aesthetic and cultural
project ke CONDUCTING BODYES which atternpls o invoke the Temining’ in gur thinking, and in
our systems of thought. The body is the sie of lension, a meeting place of nature and culture. The
compledties produced by the fusion and interpolation of the familiar images in new combinabons
is & gambil of enticement by fascination with the unknown. Tha precise selection and
combination of images creates the possability of surprise, where entirely new and unexpecied
reflections may question, frame or articulate the labyrinth of elements and tangantial dislocations
of the Teminine™

Merilyn Fairskye, 24 January 1989

Merilyn Fairskye was born in Melbourne in 1950, and attended the National Art School,
Sydney, from 1970 to 1972, completing her an course al Aleander Mackie Collage of Advanced
Education between 1974 and 1975 During 1977 and 1978 she travelled to Europe and America.

On her returm to Sydney in 1979, she bacame inleresied in an for public spaces and in
parinership with Michiel Dolk concantrated on mural painting. The largest of thesr many murals
was the Wooloomooioo Mural Project painted from 1880 to 1882, which represented the histary
of the area and the ‘working class politic! With an ideclogy which was critical of many social and
political values of the time, these murals refiected a polticalization of the arts.

CONDUCTING BODIES was Fairskye’s respanse 1o the impossitiility of representing leminism,
excep! by its absence. The titie not only made reference 1o bodies conducting and controlling
behavior and biological responses, bud also conducting social actvities — music, art, drama.
Within the format of the Iriptych are three categories: the image, the text, and optical lusion or n
later works a painterly textured surlace. Independent on separate panels, each act in & dialogue
of parts’ The texd, a dreamn text; anomymous from a psychoanalyst’s journal, is a record of &
woman's subconscious, the meaning lies elsewhere.

The dialogue of the three images in CONDUCTING BODVES / O and Waier, 19886, centres on a
simple diagram of ‘non equivalents: an optical illusion illustrating perceptual ambiguibes. Just as
there are inherent differances both real and perceptual, betwaen male-female, oil-walex, thane
are equivalents within the apparent differences in the images of Jane Fonda as Barbaralla from
the 1967 movie, and the army of Chinese women on Mao e Tung's Long March.
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Artist’s Statement

“Thera is no story behind my paintings, only a flow of feeings. | consider my art a brdge over an
abyes of boredom and amplingss.”

Question: Tn your eariiest work, above all in the black and white drawings, this kind of web [a
psychotogical space] was visible How i it then that you bagan covering the carvas with anather
pictorial structure™

Answer: The spider’s wab has always been there and is siill there. The drawings in black and
white were saif poriraits, the security net had the function of defining the leelings | had. | was
interested in myself not as an object bul as a recipient of feefing and the structure helped me
avoid mysell in painting. It was a way to avoid faling info an apparently limited cavern which
saamad 10 overshadow the struciure.

Quesiion: You somelimes use difierent materials in your work, What role do they play? Would
they perhaps have the job of contrasting with the real one?

Answer: The islands of picioral material and other material | use, are a prop o avoid falling into
Hmpaimkg-hﬂnﬁaﬁadwrammdm:ﬂrmmmm&md painting. | mix the
colours on the paletie then place them onio the painting. It is lke a floating istand in the sea. |t is
an island on which you can stand and all the paint around has somsething bo which il can cling.
{Exdracts from an interview with Dale Frank by Helen Kontova, Flazh Art, July 1984)

"All generalisations are dangerous, even this one. But, the golden rule is thal thene ane no rules.
And, every exil s an eniry to somewhers élse . ., gomeane once said, A fly that does not want io
be swatted is most sacure when it lands on the fiy-swatier. The exception proves the rule

A reputation grows with every tailure

It was said, Ar is a lie that makes us rease the truth. But, what then is the kast resont, are truths?
— they are irrelutable errors. (A)rt bes in concealing art, Its the last straw that breaks the camels
back. How then: how to paint a great and wonderful painting — Make yourself great and
wonderful and then just paint naturally . . ~

(Exdtracts from Tusting in the Pipe-Oream, Dale Frank: New Paintings, 1988)

Dale Frank was born in Singletan, New South Wales, in 1859, He briefly atiendad and reected
a number of art schools preferring 1o follow his own direction for his arl. From his early
performance ar 1o his recent mixad media works he has always sought o challenga the
accapted notions of whal constitustes art. His early performances were highly personal. Frank
ofien provoked a fealing of il ease and tension in the audienca with his enigmatic tranca-kke
utterances and private intimats monologues which, coupled with benign but thraatening use of
props such as a rdle or a whip, projected his complex introspactive psychalogical stake of mind.

In the early 1980s Dale Frank produced an exiended series of sel-portrait pencil drawings.
These large compulsive drawings were crealed in ane Continuous session. Starting from an
arbitrary sslected central point, Frank drew a single cantinuous spirafing line envashving a pattern of
eye and maouth-ike vortexes to fll the: entire sheet of paper.

By the mid-1980s Frank had begun io transiate the peychic energy figlds of his drawings into
thick textured painting, with an accompanying gradual dessolution of the portral image inlo mona
open and ambiguous linear patterns. These evoked associations with sublime landscapes —
open roling seas, walertalls and cavermnous underground interions. As these swirling images
subsided, Frank emphasized the flat surface of his paintings with an accumutation of objects thal
floated on a fém of paint. In his most recant paintings a deliberale, uneasy lension exsts batwean
his brilliant, sensuous use of coloured resinous surfaces and the overt use of non-art matariaks
and kitsch objects which visually attempt to overwhedm and dominate the Compostion,
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GRAHAM

Artist's Statement

Since 1882 | have been working with the balance between pleasure and pain. An nilially
beautiful image of an object on closer inspeciion becomes threalening, or reveals a lotally
opposie aspect, & red shape could be a flower or & wound,

In 1882 | performed in Perth A Fine Ling, a performance abowt pain to achieve beauty, eg. foot
bindnglcorsets. It was also about the history of women in Weslemn Australia. The titke o the
performance came from the song by The Divynals, Theres a fing line batwesen pleasure and
pair, Other tities | have used indicate similar themes: Balancing Act) A Balance of Power’

Mare recantly | have been less iaral in my use of titles becausa the work has become less literal. |
am pleased aboul this. My areas of inlerest remain ihe same: pleasureipain, powenoppression,
terminism/ sesuality identity. My method of working has changed. | used to start with The ideal
row | accumuiate things and respond on 8 mose infuitive level io my choice of things’

and placament!

The red work was mada from things | had colleciad, the tail | found &t an Aboriginal music festival
in Wi | thought it was a special, powerful thing. Whan | ammed # into the end of & red lacquered
spear it became very sexsal. The red lacquer is for glossy lips and nails, a threatening imtation.
The razor strop was my grandfather’s, he was the opposite of the glossy red lips; also a black
lsather razor strop has 50 many connolations — the glossy red can become blood. | found the
metal weight in the park — it seamed like a hidden weapon usad in a crime, 8 cosh, the glossy
reedd becama the bud of a fuchsia flower hanging down”

Anne Graham, 11 November 1988

Anne Graham was born in Buodon, Derbyshira, England in 1949, She studied at the:
Manchester Pohytechnic from 1968 to 1971, was awarded a Diploma of Art and Design and
aflended the Royal College of Art, London, from 1971 1o 1973, wheve she recaived a Master of
Arts. Sha arrived in Australia in 1975 and studied al the Weslern Australian Institute of Technology
fram 1382 1o 1983, whare she was awarded a Post Graduate Diploma of Art, She has worked as a
perfarmanca artist and exhibited sculptures in numerous shows including Australian Parspecta,
1985 and the Third Austrakan Sculpture Thennial 1987,

Al ant school in Manchester Anne Graham studiad painbing, but the focus of her interest soon
turned 1o sculptune and 1o perormance ar,

Al the Royal College she bacama increasingly intaresisd in constructing environments and seds
with backdrops as props for parformances, Sha confinued this intanest in Australia
photographically recording her tablaaux 5o that the photo-documentaton bacama the fom of
public presantation. Later howevar, her parfarmances becama thealrical presantalons with the
objects usad as props bacomeng haghly crafied and sculphural entties in thair own rgivt

The iconography of her sculplures revolves around themes of secauality, balance and
eggression, She ofien employs phallic shapes with highly polished and sansusl surfsces, ther
erclic power enhanced by her choice of matesials and by her use of colour. Her works are both
evocative and alienaling with familar objects dislocated from known slluaticns by changeng thair
size and finish; with a precarious balance between male and lemale antities.
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Anne GRAHAM

Red spears: sirop, hung, quewe. 1988

carved and panied wood, horse-hair, leather BENOD
patvansed and ruslad sieal in thees seclons
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Artist's Statement

*Painting. 1988, is obviously abstract, it does nol represant anything outsida itself, othar than an
like: itzalf. With this painting | was thinking of Mondrian and how | could usa his art 1o exiend my
own naticn about what can make a painting and whal can maks a painting work. The scale is
misch larger than amy of Mondrians paintings but uses simiar elaments, flal areas of paint not
rriaking any llusion of space.

This painting ultimately became about balance, using thesa simple elements to slrike an
emational balance, a certain order that would make & hold together as a whole, abstract painting”

Brent Harris, 1989

Brent Harris was born in New Zealand in 1956 and emigrated o Ausiralia in 1581, Praviously
self taught, he atended the Art and Design course at Footscray College ol Technical and Further
Education in 1981 and the Victorian College of the Arts from 1982 to 1984, and holds a Bachelor
of Arts (Painting).

Ha hadd his first one person exhibition at 13 Varity Streel, in 1988, which established him as one
of the maost interesting, young, abstract painters in Melbourne, His work has a spirituality and
purity which, although drawing upon the pioneers of abstraction, retains a personal and unique
quality epiomizing e spint of New Abstraction.

Tha restinss, aclactic mood of art in the lale-1980's has bean marked by a regaction of the styles
that openad the decada, which for many artists had become an easy substitute for content. Neo
Exprassionism, the dominant figurative movement with its paintarly impasto surlaces and intuitive
figurative imagery. aimed to appeal direct to the emotions. Some artists moved iowards a cool
detached Symbolism with a more universal allegosical narrative, while other artists gravitated
towards the New Abstraction with its cool, conempiative mood, spirfuality and purity. Within this
ambience Brent Harms sought 1o discipling the expressive intenssty of his aarly higuralng works,
adopting an abstract mode, his colours becoming sombre and aimaost manochromatc wathin
hard-adge, geomelric configurations.

Harris admires the purity and harmany of the geometric abstractions of Piet Mondrian, in which
the universals of nature are reduced to a dynamic balance of verticals and horizontats. Harris has
developed a similar black and white grid struciure for his paintings, but has eliminated the
primary colours often associated with Mondrian's paintings. In spirit, Harrs is closer 1o Kasimir
Malevichs painting of the white square on a white ground. Harris' quest is for a similar purity and
spiriteally in his work. 1 want my paintings 1o be abstract and contemplative, | dant want to hang
depictions of nature on my wall®

Ancther major influence on Harris has been feliow New Zeatand artist Calin McCahaon. His
large black and while lexi paintings, takan from wide ranging sources such as The Bible and
Maor poems, have a religicsity in bodh their visual impact and their conlent, enhanced Dy
McCahon's uncompromising reductive punty. Harris' paintings pay homage 1o the masters of
abstracton and his quest i to ouch upon the timeless thread that runs throwgh all abstract an

a2




Brent HARRIS
Painfng. 13848
gil an thaee coflon-duck pamnats
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Bill HEMSOM

Unifleg 188586,
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type C colour-ping, od, 320

Comment

Unitied 8586 draws into complex arrangemant a sanas of apparently disparate motifs. Thare
are portraits whech benvilder and tantalisa, especially the faces of the children in uncompromising
hght. These are set against Henson's eere definitions of suburban houses and descriptions of the
landscape of the suburbxs. His contral of angle and kne, with his luscious and explosive use of
colour, &5 awesome in the images, something at once restrained and prodigal, In Hensan's
presous work the colour was all but refined out of existence. Here he creates some astonishing
mannerist effects using the light of dusk and sunriso in counterpaint 1o the lurid blues and reds of
shopping-cenire neon. More spectacular still are Henson's baroque studies of cioud and sky
winch, a5 they gesture at the infimile bestow a sort of granceaur on the buldings and the peogple
theny also render insignificant”

Michael Hayward
(Extracts from catalogue, Cortermporary Australan Art to China 1986-589, 1988, p34)




Bill HEMSOHN

Linfithed 198586,
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Bill Hanson was born in Melbourne in 1955 and aftended Prahran College of Advancad
Education from 1972 to 1975, discontin uing in the second year of his photography course to
oliow his own independent direction as a pholographer

He held his first one person exhibition at the National Gallery of Victoria in 1975, which
consisted of portraits and figure shots of cancers. caught at the “indecisive momant® the gap
bahween the gentle intruion, recognition and the cordrontation with the camera lens; between
narmal activity and the wooden pose, These works were an afternpt o subnear the comentions of
CAlEhing the mament’ wath s commved candid realdy, and the joumnalistic socal nasrathe

In 1878 Henson exhbited Untitied sequence 1977 the first of hig ensembles of images that
build a deliberatety ambiguous visual and emationg ambience. For Henson, the potential of
Pholograpiy resides in its ability to animate the speculative capacities of people. Photography
Can present 1o the viewer all the details of reality as the unchallenged visual evidence of the
world. Thenalone, what is left out, or alimingled by shadow and soft focus, s as mmportant as whaal
15 S68n
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Bill HENSON
Lirmtitiasel TG0 56
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Tha subject of Uniitled sequence 1977, with its dark, solt focus, ethenaal mapes of a Eangusd
and androgynous naked youth, is nol the reclining figure lost in shadows of undarasnty, or ine
axtremna close up with details etched in highights. Rather, it is the ambiguous mental state of the
incirviclial and the imerpretive gap between the viewer and the mmage thal forces Iha viewed
0 SpECulabe

Billl st i s o grooups of works Untiled sequence 1979, (32 images in a linear progression of
five groups) and Uintited 198082 (220 mages) focused on the exdernal texture of crowds —
urban figures and groups waiting al infersechons, others caught in motion, faces made
anomymows because their eyes and aces ana |68l N shadow, INdviIauais pamially coscurad and
adrift in crowds. All capiured within the grey oppressive monumentality of a city where the
architecture intimidates with its visual authority and conlronts their autonomy, Pholographed in
eastern Europe in 1979, the ematicnal timbre of these saquences is puncluated by gaps
deliberate breaks in sequence, which dislocate and change ihe viewer's patiern of
expectation Within the sequence there are abrupt changes of focus, from sharp 0 blurred
images, from intricate detail to generalized impressions, vanations from close-ups 1o distance
shots, and changes in the densiy and tedure of the image. Thesa images, like those of Henson's
foliowing works, ane about alienalxan and ansiety, the sympiomes it nat the disaase of tha
20th cantury



Bill HENSOM

Lintibee 198588

rmage 750 orimt 3

fypd O codoar-preint, ad. 3/20

Henson's nesd group of pholographs also evobved from the themsa of grchiteciune and its
relationship to people. In Untited' 198384 he establishes a desturbing dalogue babween opulant
heavily ornamented Baroque interiors, and mages of sex and drugs in the exploithe workd of
young. homeless children The contradiciony natune of mimacy and mpersonal detachmen of
these almest black and while images rescnates a tealing of unease. of haunting disquiet and
posgrant beauty,

i producing his seres Untitled 198586 which concentrates on subur 8, Hanson was aware
ol Ihe numarous cliched approaches that he wished to avond, SUCh as the social essay or the
sabncal commantary. Living in the suburbs he was aware that iy are an expression of the
dessres and the dreams of the average person They represent a suspension of reality and the
wigh fulfiliment of the maleriakst ideal. With their new beick houses. neon signs, supermarkets
senica slabions, they are the dormitories of the indusirial age. Untitied 198586 highlights the
nfrospection, the acceptancs of the prosaic, and the Danality which characterises tha suburbs,
Wwiile akso capluring the beauty of Romantic sunsets and chiddren playing on grean lawns
Detvwman the patterns of tiled ool
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Bobh JENYNS

Bob Janyns was born in Malbourna in 1944 and attended tha Caufield Institute of Technology
from 1961 to 1964 whare he was aswarded a Diploma of Art. Although intially an abslract panber
Jaryns' interest moved to sculpture while 1eaching art in secondary school. During this time he
fabricated three wooden, full-sized 1930% style cans complate with passangers as Yeaching aids!
The first major work which he exhibiled was a boxing match, wilh combatants carved out of
wood, nspired by the exiravagant medsa billing for a Mohammed Ali prize fight as The Greatest
Sporting Event In The History Of The World: This was Jeryns' first ol many satirical comments on
conbemporany cullure,

Bob Jeryns is a sophisticated folk artist who has maintained a consistancy of style, a
commitment enhanced in the 1970 by his growing knowladge and admiration of folk and tribal
arl. His figures are devoid of any sculptural pratensions of realistic carving, yet they retain a basic
honesty. The simplicaty of their rigid columnar bodies and unarticulaled anms, their elementary
paintwork — pink for flesh, black for hair, balies the compledty of his parody and comic wil,

Tha Plane Show, his first one parson exdhibition at Watters Galery, Sydney, in 1973, had a Boys
Own Anniad quality, It consisted of six large early modal Fokker asroplanes tabricated in wood
and clath with plane’ letiered on one side and picture’ on the other — & joke on the concepd of
the ‘pecture plane’ as an aspect of conlempaorary abstract painting. In his next exhibition The Tit
and Toe Show Jemms parodied the comventions of depicting female nudes in well known
classical paintings, with his own varsions of Botticeli’s VWanus rising from the waves, Ingres’
Odlaisque and Rubang’ Three Graces — as simply styled figures, painted in bright pink.

A Star seen somewhere 1988 comes from The Prickle Show in which Bob Jemyms used
tableaux of carved figures against evocative backdrops to parody the personaliies and
pretensions of present day poliica. One work showad a drover's dog with its leg cocked over the
the Australian Labor Party flag, whil in ancihar, a cowboy Ronald Reagan rides imlo 1he sunsed
throwgh a desert of cacti. In A Star seen somewheve, an arlist stands expectantly in front of her
paintings waiting o hear that she has been swarded an an-prze.




Bob JEMNYMNS

A Star seen somewhena 1988

carved and polychromed wood, synihefic polymer
paind on four carmvas boards



David LARWILL

Artist's Statement

"My paintings arrive due to the physical act of painting what | interpret to be the correct
organization of colour, line, and form, on the right scale.

This | find very stimulating because, with an ever increasing group ol images and through the use
of line, areas of colour, fexiune and shade, the combinations ane infinte”

(Cuoted from the Moat & Chandon Touring Exhibition catalogue, 1989)

David Larwill was borm in Ballarat, Viclora, in 19560 After travelling through Europe and
America for two years from 1975 1o 1977, he returned to Australia wilh 8 strong comysiction of
wanbng to ba an painter and consaquantly enrclied at Preston Institute of Technoogy in 1960,
However, dissatesfied with ar school, he again traveled overseas from 1980 to 1881, before
returning to Melbourna whena ha becama a lounding member of Roar Studios.

Roar Studios was establishad in 1982 as an arlist’s cooperative, in inner urban Melbourne, It
proclaimed its role as providing a vanue for young anisls, and for raw, aggressive ar that would
challenge the accepted values of contempaorary an. it is a role that David Larwills art exemplifies
N Many ways.

Fvoiding the floodiide of conlamposany Halian and German Meo Expressionism, Lanwill and
many of the Roar Sudio anists lpokad back io the innovations of the American Absiract
Expressionists; o the early work of Jackson Poliock, particularly his semi-figurative paintings such
as She wolf (1943); 1o Willam DeKooning's Woman series; (o the painterly innovations and pictorial
distorticns of Pablo Picasso; io the iolemic tribal paintings of Aboriginal art, and to the calligraphic
expressionism of lan Fairseather and Tomy Tuckson.

The principal themes of the Roar Studic arbists were urban and suburban narralives drawn
direcily from their inner city lifestyles, but by the mid 1980s Larwill had established an
indapandent identity separate from Roar Studsos. Hes imageny, as in Bungedore-lype welcome
1888, was drawn frorm his country ife style. Larwill's schematized reductive images, drawn with an
almost graffiidike rapidity records with diarislic simplicity, his social encounters and redalionships
layarad within a pattern of exprassive paintery ines.
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Lindy

LEE

Artist's Statement

% . lome i makes no difference wihether | paint from nalure or from another artist’s work. | paimt
only bacause 've seen. Thus by using tiphers of the visible' | can add or subtract from the
accurnuiation of meaning that this style of painting acquires over periods of time. That i, by
concantrating on certain gestures and casting it in a differsnt format | can make the image my
o and irmest it with & whosa new sel of values. In my work | do not wish to make a fietish of the
onginal or compal the vieswer b0 read off a set of historical references”

(Quated from Moet & Chandon Touwing Exhibition catalogue, 1987)

A current form of parsonal expressionism has imagery rools in German Expressionism and
Amernican Abstract Expressionism. Things must have their contexd, but this idealized contex
provides only ready-made techniques, thick brushstrokes, for proving Buthentic’ — ‘personal’ —
Bxparance This veneer of integrity can be, on closer examination, more like an unknowing
parody of Exprassionism’s shyle’ Singular allegiances o style sabotages any broader
consideration of specific intent and conlent. Such a regime would also be antithetical fo
eclecticisnms spirt of enquiry’. makang lorays inko artishc practices, general modes of
communication, into the currancy of ideas and meaning, while at the same time evoking strong
FEsSpONSas in he viewer

Som fear that such sophisticabon laads o a codification of the unconscious and the
conseguential eradication of the metaphysical. But it cannot be said that the unconscious and tha
medaphysical ecast without any relation to the operations of the material world or the
actingiviewing subjact. An appeal to mataphysics s not tha sole province of personal expression,
Awe-inspiring phanomeana dont necessarily occur just within the depths of subjectivity but can
also be suggested by the manipulation of mages and phenomena producad by the material
world. Art that draws upon a bank of alesdy existing imagery can be a departure for
demonstrating the metaphysical”

(Quoled from Empty Gesture; QN THE BEACH, No 6, Spring 1984, p.1)

Lindy Lee, borm in Brisbane in 1854, allended the Kelvin Grove College of Advanced
Education, Brisbane from 1971 to 1973, and was awarded a Diploma of Education. In 1978 she
attended the University of Calgary, Alberia, Canada and the Linkversita Per Stanian, Perugia,
bedora completing the first year of a Bachelor of Arts degree at the Chelsea School of Art,
Londan, between 1979 and 1980, Returning to Australia she studied at the Sydney Collage of the
Arts, 1983 to 1985 was awarded 8 Bachelor of Arts (Visual Arts) in 1984 and a Post Graduate
Diplorna in painting in 1985, She held her first one person exhibition in 1985, antitied Black s nol
as Black as all that, at the Union Sireet Gallery, Sydney:

In the 1980's climate of Pos! Modern appropriation of quoling directly from the orginal, of an
art about art, Lindy Lees early concapiual work was located within two main areas of art practice
— Zeros phalocopiad images presanted in the form of magazines, and painting. In both, the
images wena selecied from pre-existing an sourcas — M see 50 many reproductions of paintings,
thiwy are rore tarmiiar to me than natura. | ive in a city, its a natural phenomena, art about an, it's
the ‘synihatic cultura”™

Lindy Lae's painting method consists of coating the canvas with a uniform black oil and wax
surtaca inlo which she atchas her images, scraping back the black wax to reveal the underlying
coloured ground, the colour gving body to the image. The image in This heart, 1988, is a detail
from Eugena Detacroi’s painting Entry of the Crusaders into Constantinople (1840). For Lindy
Lee black is a silent colour, its aura adds to the pathos of har paintings. This black ambienca in
This hear! helps amplify an intimate mormant that is a detail in the vast pancrama of Delacroix's




Lindy LEE
{hig haart. 1968
Wil And o O ootlon-0uck



Stewar! MACFARLANE

Artist's Statement

Wy work has had ils own momentum and wban vision since bedore | entered Art School al
sixbean, | have not felt ry task i to find a new form ol style of an. In this way | have not fglt or ssan
mysell in the role of a painter concerned only with lormal elements of painting, and the problems
lhey created.

Although | may nat see the whole story or fully understand my motivaticn | am excited and
compelied to crystallise images from the everyday world. Perhaps | akgn mysell mose to the poimt
of view of a film maker or story leller than that of a painter.

Extremias in normal situations alten spark my initial ideas. Spiritualty and sexiusl erolicism arna
baoth elemants thal inspire and hopefully embue my work.

To keep my work uncompromisad by polibeal or social climate i essantial. | wan the work &0 ba
of thie dscade, the vear, that it i painiad in and of the the artst, urban, make and a travelern

{Cuoted from Mot & Chandon Towning Exhibion catalogue, 1989)

Stevearl MacFarlana was born in Adelaide in 1953, He atiended (ha Soulh Australian School of
Art from 1970 to 1974, was awarded a Diploma of Fire Arts (Painting), then in the followng year
travelled o Mew York whers he attended tha School of Visual Arts from 1975-77, and was awarded
a Bachelor of Fine Arts (Painting). Returning to Australia in 1983 MacFariane afiendad the
Victorian College of tha Arts in 1984 whare b was awanded a Post Graduate Diploma.

An aarly influsnce on MacFadane was David Dridan, an academsc, realst landscape painies
who as his high school an isacher, encouraged MacFarlana to paint realisl compositions of sireet
demonsirations and bar room tableaux. This choce of ganne has continued in his work 10 tha
presant, His paintings are concerned with the unexgplained slory, drama within surburbia, with an
ambiguous sublex of sexuality, infimacy, violence and aggression — The choica of subject
mather always seams aulomatic”

During ihe five years MacFarlane lived in New York he worked as a studio assistant for various
artists. This aliowed him to observe the working methods of Alex Katz, Janet Fish and Chuck
Close at close quarters. Impressed by the technical virtuosity of thesa Mew York realist painbers,
MacFarlane abandoned the reliance on photography which had been the basis of his tachnsque,
predarring instead to paint from real life,

Other major influences on his work during this period were the tonal realist works of Edward
Hopper, with their revival of the anecdole’ within common place and banal settings, and 1he fim
warks of Alfred Hitchcock with their absity to create drama and peychological suspensa through
sinister defad in a normal setting.

In The boarder. 1987, the subtend is an integral part of the narrative and crealas a double-
entendre. Who i the interloper in the intimate environment of the houwsa, the girl or the old man?



Stewar MACFARLANE
Tha boarder, 1987
0 on colbon-guck
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Comment

It is an illusion, of coursa, that lasting things seem first and what is most suparicial is,
expariantially, essantial in Hilare Mais' sculpture. | am referring to the paint, the colour. Itis so
exacily adapied to the size, shape and character of the wooden construction it covers that it
seams to fuse with and saturate the form, as if colour was a pnmal substance and the sculptures
were hewn out of il Mais' work also makes strong claims to be considered as painting in ils own
right, in the tradition of the shaped canvas. Indeed, they have a remarkably direct connection to
the tather’ of the shaped canvas: a lot of the colours she uses wera inherited from Bamett
Newman's studio, a gift from the great American painter’s widow. Thosa clarion cobalts and
mécmight blues, fire-engine scarlets and blacks are, therelore, precious substances and Mais is
virtually obligated io tend the sacred flame when she dips into tham.

Ara the struts of Hilane Mais' grids and the gauges of her spirals Barnett Newman ‘Zips’ which
she has re-trained in other directions? Maybe, but her four or five variations on the theme of
interiaced spirals also appear to come directly out of a sculptural tradition. They seem io me
mapgnificent tropes on the subject of Brancusis The Kiss. The interferance patiern where spirals
ovarap creaie the shape of 8 mandorla such as frames of the Vingin and Chid in Medienal art.
The double helix of DNA is also impled, The close-up vortax of the lover's staring eyes, the
labyrinths of the inner-ear (regulating a sense of balance and also, presumably, assuring an
equality of the sexes’ in thess configurations), and even a pun on the artist’s name (maze) ans
destilled in these exquisie imenbons”

Hitare Mais by Terence Maloon, 1989

Hitarig Mais was born in Leeds, Yorkshine, England, in 1952, She studied at the Bradiord
School of Art, England, from 1870 to 1971, the Winchester School of Art, England, from 1971 to
1974.and was awarded a Bachelor of Arts. She then attended the Stade Schoal of Fing A,
Landan, from 1975 to 1877, where she was awarded a Slade Higher Diploma. She then travelied
to America wherne she heid a fellowship 1o the New York Studio School, New York, from 1977 1o
1978, Afer two years as a visiting artist at the Stabte University of Mew York &t Purchase, Hilarie
Mais arrived in Australia in 1981, She held her first one person exhibition at the Cunningham
Ward galiery, New York, in 1877 and has participated in numénous group exhibitions including the
Second Sculpture Triennial in 1884, the Third Sculpture Triannial in 1987.and the Biennale of
Australia in 1088

Hilarie Mais' sarly sculptural works have a three dimensional drawing quality. They are carelully
and elegantly constructed linear wall pieces which exploif cast shadows as part of their
architectonic nature. She quotes her early influences (mainly architectural), as "English vernacular
styles, early modernism, William Marris . . . My early work was a kind of yrical constructan,
mﬂmtbamwngmm{bﬂdhﬂhﬂhm-c; and amdative fomm . . . from 74 on | had a strong
interest in the Russian Constructivists, particulary ihe Stenbedg l:lmlir'-ars. Rodchanks and Tatlin®

The cool precision of her early steal works gained a hand crafted quality after her arrival in
Australia in the early 1980s. Parallal with the emergence of expressionism in painting and tha
renewed appreciation of the painerly mark, Hilarie Mais used timber, finished with a tastured
papier mache surface, to enhance its expressive potential.

In the mid 1980s, after a series of small semi-abstract wall pieces consisting of stylzed phaliic
images and schemaltizad Gusion:like cartoon images of heads, eyes and ears, Mais' sculplures
bacame infricate non figurative wall pieces in which she created optical etfect through the use of
overlapping and interweaving patierms, intlense monochromatic surfaces and interplay of
shadows. Tha waiting — anon. 1986 comes from & series of spiral works in which inlerconnecting
circles pay homage 1o tribal sand drawings, and medieval Celtic decoration with #s intertwining
snakes as symbols of the cycles of tme, regenerabion and death.




Hilaria MAIS

The walling - anaon. 1988

sawn and canved wood, plasior
Eyrinenc pohymmes paint



Viclor

MEERTENS

Artist's Statoment
Fau prefminary

| can't find one singla post-cand of a unkyard ampwhera. ['ve spent most of the day searching.
Plenty ol Madonnas and Christs and sweeping views and soft furry animals — but no junk. (And it
lends itsell 20 wall). Have you ever trisd recining on a sheet of corrugated iron? Rather thana
goft, comiy, nice, cushionad couch,

Yesterdiay (rmy Firsd day in Pua) | went up lo the Rue Des Pyranees for s much heralded view of
those mountaing. Instead of mountains of rocks and soill and trees and (almos]) snowcaps, | saw,
in the: best junk-yard ever, mountaing of scrap-metal. Warmed my heart and mada my nose blisad
— | was so excited, | got there quickly, and it had everything. Without doubt, the top
art-shop in iown

What a mareellous ofier of riches on my armal. Fouwr cascading mountains of discarded matal —
plenty of cormugaled iron and thin, flat, black tin {burni), shaped lke car doors; loads of domestic
waste {(squashed petrol cans, bicycles, prams, children's ioys), the ubsquilows motor-car plad
high, crushed and fialtened, aboul fifty in all; industrial rejects, sirange machine cogs and whirly-
gigs. thick coils of copper wire, and medtal (Shirkey Temple curled) shavings-peels of metal apples;
root spouting — evenything scamed and twisled and comoded and far cull Gave mea another
blood nose. | wanied to make taventy-five sculpiures in five minutes flat. | had to calm

rrysel diovn.

Wha has seen this? Who can | talk to about this? Everthing’s OK! Everything's OK. You know what
it's like to be in tha countryside viewing a magnificent sunset | cinemal). What can you do? Go on
back o tha farmbouse Sunseats have been happening for quite 8 while — often, in fact, Go on
back and have a cup of lea — cakm yoursalf — exultation and sound habits — you'll come apart
al the seamds oherwise,

It was tmely bringing along a scar. it doubled as a handkerchiel, How 10 ask somabody (in very
inadequate French). Do you have some tissues? You see, I've got this blood nose . . . | was
standing in the junkyard and . . . | was meant to see the Pyrenees, baut | saw Henri Baradat's
scarp-metal yard . , . and | was a goner”

Victor Meeriens, 17 Seplember, 1588

Victor Meertens, of Dutch exdraction, was born in 1952 in Seymour, Victoria. The earfiest
influences on him were his tamily's strong religious beliefs, European Christian raditions, the
forms of church architecture, its music and rituals, and, almost as a constrast, the open grassy
paddocks of the dry Austrakan landscape. As a young artist Meertens greally admired the
passion and spirtuality of Vincent Van Gogh's paintings. but at art school was drawn to the strong
intellectual non-objective approach of Kassmir Malevich and the abstract purity of the Russian
Suprematisis. Using found objects he created sculptural assemblages following the
Consiructivists” mathod.

From 1977 to 1879 Meerens altended the Royal Melbourne Institute of Technalogy, and was
awarded a Bachelor of Ant (Painting). He tawght at Dimboola i 1981 belore retuming to
Melboumne enrcling al the Victorian College of the Ans in 1884, and was awarded a Post
Graduate Diplorma, He hedd his first one person exhibition at Rhumbarallas, Melbourns, in 1985

Gradually, the crisp archilectural geomatry of Mearnen's early sculptural entities constructad in
comugatad iron changed, taking on humanoid figurative qualiies. Their surfaces, like Rodin's
sculpiures, became broken and fragmenied. calching light and creating shadows, inchaasing
thair visual drama and emetional impact. In Paw prefimingry. 1988, Meertens has enhancad this
surface vitality by his expressive additon of paint



Victor MEERTENS
Pty predmingry. 1988

cofmugaled gahvansed ron, synihelic enamel
oV A timber irama
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John R

NEESON

Artist's Statemant

“Lata 20th cantury painting, No 7. 1988, is one of a group of works under ths tite, Generally these
painkings have hwo pars, an inferior space defined by archelypal stil-life elements, side by sde
with an exterior space, represenied by an expanse of sky.

When compasing these paintings | caonsider the harrmarny in tha matching of these two,
primary Spaces.

in all the compositions, the interiors represant combinabions of observed and construcied
alerments, and, it seems o me, bacome metaphors of reasaning and deliberation.

The exteriors, on the other hand, being fluid and vaporous, allow for madiation and liberale
the imagination.

Formally, the still-ife, drapery, and the artificial ight sources of the interiors are symbolic of
European painting, while the expansa of sky and infinite space of the Landscape’ are
uniquely Australian.”

John B. Meeson, January 1288

John A. Meeson was born in Melbourne in 1946, and attended the Royal Melbowrne Institule of
Technology from 1963 to 1967, was awarded a Feliowship Diploma (Painting), and attended the
Sacondary Teacher’s College, Melbourne in 1970, He held his first one person exhibition at
Pinacotheca, Melbourne, in 1973, A retrospective exhibdion Ten Years in Black and While:
19771887 was held al the Charmeleon Gallery, Tasmania, in 1987,

Dwuring the 1870s John R. Neeson worked within the idiom of Pop Art progressing through a
sanies of abutling carvasaes, which incorporated an actual cbject, such as a door, ioa final
abstracted image of that object. In later works Meeson refined this reductive progression, edging
it towards abstraction. The rectangular formats of his paintings were divided by grid structunes
formed by overlapping squares which echoed the structure of the carvas. Within these divisions
there were minimal surface variations and subtle shifis in colour created by his use of wax crayons
over blackboard paint. These tactile surfaces gained an additional llusion of space by the
incorporation of archilectural elements, ranging from ellipses — denved from round table 1ops —
o trianguiar parspective projections of room corners, which ware then ambiguousty and
obligualy ovariapped dividing the surlace and creating a sense of picional deptih, When Meason
was Bving in London in 1981, throwgh necessity working in small scale in black and white on
papar;, ha was inspirad by the fragmented space and the compositional arrangement of images
in Picasso’s Guernica, His works evolved an Blusionistic space with shalts of light and cast
shadows giving a solidity to images which began ko move and inhabd a tinema
SCIeEn panorama.

By the mid-1980s, these theatrical associations with the proscenium arch had become a
struciural device within his compositions, framing in Barogue piciorial comentions his increasing
interest in the landscape. The interior spaces, curlained off from the open exterior landscape,
which feature in Baroque Ar, receded in imporance in Neeson’s paintings as the open rural
landscape was balanced with the inleriors, efflectively dividing the compositicn inlo two
discrede sections.

Meeson was arlist in residence at the Paretalo studio near Florence in 1883784 and his intenest
in including the landscape within his paintings as an equal partner was indially inspired by alian
art and scanery, Later, while ving in Tasmania, he was inspired by the rugged magestic
Tasmanian wilderness, its dramatic sunsets and clowdscapes, and Decame intanestad in 1hea
sublime with its associaled Romantic pictorial raditions.

The beginning of modarmn ar is often attributed to Paul Cezanne and his approach lo analysing
and abstracting landscape into patterns of colour and shapes — an approach which is
encapsulated in his staternment, Treat nature by the cylindex, the sphera, the cone’. Neeson's
inclusion of these three objects in his work Lafte 20th century painting, no 1. 1988, pays homage
1o the source and traditons of early 20th century art, coupled with a contemnporary revaluation of
18th century landscape traddicns.
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Artist's Statement

| understand Art as an institution in the sama way that Law, Nature and Humanity are, ihey are
socially constructed notions, not real or natural things in the world, Being Constructed” their
function contributes fo maintaining existing social structures. In this way | see Ar as an oppressive
and reactionary tool used to infimidate people and maintain class division, Of course the things
that paople make — an products — anenl in themselves appressive — it is the idaology
surraunding them | object fo.

Corvarsaly, making and viewing ant can be a Bberating and power-giving actvity. In my wark |
hope 1o give power 10 the wviewer in tarms of some pleasurable experience. As wall, | don beleve
that you can be ‘wrong’ whan responding 1o art — any response is correct. This i because ones
exparianca wilh ar is determined by class and education — when you Det it it i not because of
snmaspamlsamibiﬂypaﬂmwmmnmmnurﬂy.immlmimalha!mnymammw
by a picture, what you expenence is your own desire (libida). This expenence 1% ultimsalely
available to aryone bul unfortunately whole groups of expents are founded upon

sUch Bxperiances

As wall, such experiences tand 1o be interpreted as spiritual. | see them as being very much
located in the body” To see it this way is 1o privilege the viewer {rather than soma Thing' in the
painting) and aliow for many different and varied responses. For me it is impartant not o privilege
one reading over others, such as the spiritual interpretation of bne fruth’ or ‘universal trutih”

(Exdract from artist’s stalement 19848)

Elzabath Newman was born in Melbourne in 1962. She atiended the Victorian Coliege of the
Arte fram 1981 1o 1984, was awarded a Bachelor of Arts in 1983, and a Post Graduale Dypfoma in
1984 The following year she worked in Besarzo, Italy at the Visual Arts Board studio. She hald
her first one person exhibition, Elzabeth Newman: New Paintings, al the George Palon Gallary,
Melboume Unierssty Uinion, in 1286

Elizabeth Mewrnan's early figurative works were concernad with investigating the problems of
depiction within the comentions of Art. She explored this theme in some works through the overt
manipulation of the pictorial convention of easel painting, such as the incorparation of a frame
wilhin & picture as part of the composition ta remind the viewer that the painting was an llusory
depiction of a scene, In other works she included the graphic, almost illustrative depiction of 8
painting within a painting, bluring the distinction between her depiction and the angnal work,
and a large blank Minimalist carvas propped against a wall which cocupsed almest the antirg
composition. While in moody nocturnal landscapes void of pictonal imagery, she employed close
tone-on-tone relationships to engender a sense of spirituality & the work,

The paintngs in her 1388 exhibition wene all abstract — rectangles and squares within
variously sized rectangular formats. Each work had its own internal arrangement of the rectangles
which was echoad in the overall placement of the paintings on the gallery walls. Thus the small
separate works could be seen as units of the karger ensembie, as well as exdensions which
echoed the internal rectangular unas of the larger works.

62
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Bronwyn OLIVER

Artist's Statement

"Heart and Instrument might be the relics of anothar time and another culture. These remains
provide the clues o this word.

They ara both built by hand, using samiple tools and construction methods. Thair constructon
indicates they were made to fulfill a specific function — a uliitarian lunebon perhaps? A ritual
function? & metaphorical function?

They are open ended — as if once connected to a grealer whole, And perhaps filled? Almaost
carainly they wera involved in a ranglerance — a flow from one place fo anciher,

Heaart is bound with tight bands — constrained and Bght around what is hollow, For prolection?
Or restraint? It has a soft form, but, a metal skin, The empliness swails the metal out. The
openings develop in opposite directions, but. entwine as they do so. The title Heart suggests that
it was once the cenire of life.

Instrument may be scientific: for maasuring, probing, cutting, containing, or & maybe musical; for
commumicating the spirit of ime”

Brormwyn Oliver, January 1989

Brormwyn Ofver was born in 1953 in Inverall, New South Wales, attended Alaxander Mackie
College of Advanced Education from 1977 to 1980, and was awarded a Bachelor of Education
{Art). The following year she was awarded the New South Wales Travalling Art Scholarship and
from 1981 1o 1983 atiended the Chelsea School of Art, London, whena she was awarded a
Master of Arts. The following year she was awarded a Fellowship in Sculpture at the Gloucester
institute of Arts, Cheltenham, then a Residency at the Moyra Drying Bequest studso, in the Cite
international Des Arts, Paris. She held her first one person exhibition in 1986 at the Rosiyn Oxieyd
Gallery, Sydney.

Bromwyn Qliver = a lormalist artst concerned with space, volume, form, patierns of planes,
intersecting points and lines. Thesa dynamics are dictated by her choice of materigls, and in part
predetermine the form best used o exploil the inherant physical charactenstics of that material,
As a sculplor she exploits the inherent qualities of the materials and engineering principles that
dictate the form of the object, and it is thesa structural dynamics coupled with a philosophical
commitment 1o Tow-tech’ fabrication which are the sublesd of her work.

While at art school Oliver experimanted with casting domestic #ams such as taps and leapols
in paper These paper impressions caried bath the positive and negative form of the object
allowing her, as in the case of the leapol, to simuanaously show baoth the intenar and exterior
views of the object. Prior to her departure overseas, har sculptural works which employed paper
as a flat surface located paralied 1o the wall, demonstrated a formakst interest in plane, line and
point — the sheets of paper being pierced with both wood to emphasss their flatness, and string
o dranwy atiendion bo ling

In England sha abandoned her earfier use of thick, white, opague paper and experimented
with lizsue paper. An inexpensive material, its mambrana-like thinness and delicacy demanded a
dasign which could make it structurally sel-supporting. Casting ihousands of separale cones
and cylndars, she experimented with building cellular structures, often hung from the cailing,
which were analogous to simple cell marine micro-organisms which lack skeletons and have to
contend with the farces of gravity.

Afer returning to Australia in late 1984 Oliver began incorporating fitveglass with paper, cane
and dyes info her sculptures, She then turned to new materials, such as flat shoets of copper,
which could be cut and bant inlo a vanety of shapes while still retaining an allagiance to their
original slate. The green patina which resulted from oxidation also evolkad in these works
additional associations with the archasological iotemns of the Cels and othar ancient cultures.,




Bronwyn OLIVER
instfamant. 1987
palinalod copper rhvels and sirip

Bronwyn OLIVER
Haarr, 1988
pabnated coppear sirip and rivets
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PARRY

lan Parry was barn in 1947 and studied at the Prahran College of Advanced Education from
1966 to 1968. After graduation he warked as a profiessional fisherman from 1970 1o 1972, He
ectured in anl at the Gippsland Insttute from 1975 to 1877, and then returned o professional
fishing. From 1980 (o 1982 he lactured in painting and printmaking at Prahran College of
Advanced Education, and from 1983 at the Victorian Callege of the Arts. He held his first
exfibition in 15974 al Powed Streel Gallery, Melbourne, and in 1882 a refrospective exhibation,
tan Parry: A 10 Year Survey, was hald at the Burnie Art Gallery, Tasmania.

lan Parry works within tha radiion of Romantic painting which evoles teelings of awe and
woncarment at the beauty and terror of Nature. His main subjedt is almost exclusively the ocean
Within the open expanse of sea and sky, gl = reflectad in the fragmenied patterns off the
choppy surface of the ocean, caught and diffused within the panorama of clouds and sky — the
effects of Bght which reach oul to the dstant horizon.

His early, small-scale seascapes of the 1970s, of painterly aimosphenc vistas, had a
Turneresque quality, Each brushsiroke captured the shimmearing transitony effects of kght which
Parry then dissolved inlo an almost abstract pattern of bgintly controlled colours and deicate
leathery paini strokes.

He slill retains ciosa links wilh the sea (hrough salling which has, with its absiraci nevigational
paints theoretically plofied within an open featureless sea, bacoma the subject of his more
recen paintings

Realuge Cove, full moon, 1988, with its graphic use of black and its play of dramatic changes ol
kght and dark, demonstrates the mystery and enigmalic eflects which characierize the Meo
Romantic movemant of the 1980s. Each side of the painting is framad in thi manner of the
picturesque conventions of 18th century Romanitic landscape painting. Howsver, instead of the
custornary trees, Parry has used black edging lo emphasize the allegoncal content of tha work,
for the bay depicted here with ds narrow ofien-missed antrance, was once the only refuge for
early sailors on the storm ravaged south-coast of Victona,




lan PARRY
Reduge Cove, full moon. 188R
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Stieg PERSSON

Artist's Statement

The overall tille of the shaw is Our Fath' — I've been thinking about this one for a long lma. i
was more or less concaived In the sense of a poem, an epic poem ke Pound's Cantos thal
continue through ane's life, that you begin and then add io as various things happen. It's nothing
io do with Pound per ss it's the structural sspect, its the idea of crealing e ord work, over an
entira ifstima . . .

The sacond part of the titlh is The Case For and Against Colour (Part 1). Colour s used asa
metaphor for that theoretical position. The paintings are divided info two areas, firstly the small
panels whach are black wilh colour, oflen subdued but nonathaless colour. Tha larger paintings
are just paintings with black and white . . .

So when | stared constructing the ideas for this | was interested in what ol painting can and cant
da, and one of the things that it can do — and do remarkably wed — is mimic surface and that
mimicking of surface adds the richness to the work, sometimes but not all the time, [itf almost
becomes as impartant as the supposed content ol the work. . . My work has akways been
raductiva in thal sensa”

(Extracts from an interview, Our Fath — Stiag Persson, Tension # 11, Jan/Feb 1887, p13)

Born in Melbourne in 1858, Stieg Persson attendead the Victorian College of the Arts from 1879
(o 1981, and was awarded a Bachedor of Fine Arts (Painting). He held his first one-parson show at
United Artists, Melbouwrne, in 1983, by which tirme the political edge of his early work had been
tempered by a sophisticated manipulation of ambiguous, monochromahc images approprated
fram low-art sources: wallpaper patiems, Chinese political posters, 18th century tounst prints and
steel engravings of coyly pased animats. Thesa works thus negated high-ar references and with
a restricted palate suggested an infinile vanety of interpretations between the layering of
absalutes, of black and white, light and dark, positive and negative.

Persson’s mulli-valant imagery laler became analogous to his negation of concepts of
absolutes. Knowledge was thus opposed by belief, chamesiry by alchamy, astronoamy oy
astralogy, philosophy by sophistry, Images of hypaothetical stellar consteliations of thi goal or ihe
cenlaur were usad io frample under foot ideclogical symbols such as the sicklaWhile still
maintaining his allegiance 1o biack, through the use of ol paint, acrylic and blackboard paint
stained directly into the raw canvas, Persson was also able to creale a variety of matt and gloss
suriaces and graphic efiects within the reductive Minimalist aesthetic.

In Qur Faith part T; The Case For and Against Colour, no 1. 198586 Persson has replaced his
aarlier compaositional device of layering images with a tialogue of pasns a stralegy where each
uré comments and adds meaning o the other. The conlextual reading is mone precise and less
ieral. For examgpie, he while calligraphic swirl an the large camvas s derived from ihe shape of
the bunch of grapes and the ine of the table on the small realist panel. it is like & fracery ina
stellar consieliation, a diagram of the focal peints and major compositional lines within the still-ife
paned. Al the same time the varety in the diffarent ireatment of the black painted surtaces of the
other small panels serves as a remender or a2 an index o the fallacy of monc-percaplion.
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Artist's Statement

0n a good day within the workings of my studio there may be a TV, radic, chess computar and
stieren running simultanecusly. Along with randomily opanéd books, magazines and NUMENDUs
small skalches scattared on the floog making avadabe several leveis of information at the sama
firme,

This seems to keep my process activabed and in a fluid state, including being alse to move fraely
from painting 10 working sculplune.

My best sculpture is drawn out of complex imagery within my paintings ihe vitalty of the image is
then articulated ino thiee dimensional form occasionally bullding from ready made obyecls
Consequently, working this way suggests further combinations within my process such as the
currant senes ol pantings on doors.

The paintings on doors have become a metaphar lor an ongoing expansive process. Definiton
and then redefinition of & moment, The juwdaposilion of ncongruous imagery suggaests the co-
extsiance of divergent viewpoints”

{Quoied from the Moet & Chandan Touring Exhibibon catalogue, 1987)

Rodney Pople was born in 1952 in Launceston, and studied at the Tasmanian School of Art
fram 1972 i 1975, In 1977 he moved 1o London and attended the Slade School of Art until 1978
He also attended the New York Studia School in 1979 befiora returning to Tasmania, He held fis
frst one-persan exhibition at At Empire Industry Gallery, Sydney, in 1981, He has participated n
numerous group exhibitons including: Tha First Australian Sculpture Thannial, 1981, and
Australian Perspecia, 1585,

Prior to 1881 whan he setiied in Sydney and began concentrating on painting, Rodney Poples
sculptures were precanious and slightly off-balance, using an awkward colour hal suggests
tension. 1 would” wrote the artist in 1981, not ba happy making a pleasing, contented, solid-
standing form bacause that would not sugges! reality to me” Reality, in his sculptures and later his
paintings, consists of satting up a visual tension batween expenmentalion with an expressnve
chaas of fragmented detalls ofien free-floating in drifts of paint. In his sculplures this is contained
within an architectural configuration and tensioned against the dynamics of nature with its forces
of granaty, balance and structure.

By the mid-1380% the expressive, semi-abstract archileciure of Pople’s pamtings began o be
populated with discemible figurative images emerging from within his paintarly washes and drifts
of colour. Pople's expressive linear brushwork, nol dissimilar in feelng 1o tha cries of anguish and
contained violance of Francis Bacon's painterly tontrolled accidents; aleo showed distorted
images of the figure trapped within a closed architectural space. Unlike Bacons precccupation
wilh 1he condition humaine, Pople's concarn is with the bormbardment of contemporary culture an
the individual, The bricolilage of images builds into a staterment about the synihetic nature of
culture and how we perceive the world arownd us.

T
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Painfing with bronze cat, 1388
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Coammiant

Jacky Redgale is a photographer whose work has always been concernad 1o suggest a sense of
history, and in this respect her most recent images are no exception. Whal is perhaps different in
The lates! series, WorkTo-Rule, is thal her afiention has been clearly focused on how the dramatic
afiect of a phatographic style can endow humble evenyday objects kke cotion reels, ice cream
cones, lea cups or siring with considerable aesthetic clout. This rapid promation of poor objects
up through the ranks is not 5o much a willul or anarchic acl, as a gesture lowards the serve
authority of 8 modernist legacy. WorkTo-Rule is what the fiie immediataly suggests — images
which have been fashioned from the etiquatie of certain photographic traditions

Whereas some of Redgate’s past work. like From the (Siill) Life (large format black and white
images of a comucopia), to my mind used quoted comentions of tableaux and nature marte
somawhal 1oo literally, WorkTo-fAule employs a style which has baan more freely Dased on codes
taken from modernist portraiture and advertising, These new images have a dignity and posa
which one associated with har past work, coupled with a genuina sanse of experimentation

{Cuoted from, Critiques: Work to Rule! PHOTOFILE, Winder 1987, p25)
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Jacky Redgate was born in Hammersmith, England, m 1955 She migrated 1o Ausiraka in 1967
and aliended the South Australian School of Art, where she was awarded a Bachelor of Aris
{Sculptuna) in 1980. She than allended the Sydney Collage of Art, and was awarded a Pos!
Graduate Diploma in Photography in 1985 Redgate held her first one-person exhibition at the
Experimental Arl Foundabion, Adedaide, in 1982, She has been included in numercus group
edhibiions including the Australan Perspacta, 1985 and 1987, tha Bennale of Sydney, 1985 and
the Australian Beennale, 1286,

Jacky Redgate is concerned with the rules and comenlions of pholography. In her 1284 work,
Photographer Unknown, A Portrall Chronicie of Pholographs, Englend 1253462, she challenges
Ihe concept of the onginal pholograph with a seres of anommmous amateur portrails reprinted by
Redgate from old, forgotien and neglected negatives. Each pholograph with the subcredi
Photographer Unknown reflacts beth the social history of the penad and the comventions of famay
photography.

The Work-To-Rule senies embodies many of the rules of early modemist, commercial
phatography, with its parody of careful lighting and artistic shadows, its anificial ‘window dressing'
compesition and centrally positoned camera viewing paint. The title also makes a pun on the
laboricus and syslemalic creation of these ableaux of mundane products — Redgaie’s dsplay
has ils source inthe New York window displays ol the 1840s. There is also a tilt at human folly in
the house of cards, and in the pyramid of colton reels, the tower of Babed,
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Artist's Statement

“The moan i in the offaring was begun in late 86, onginally il stood vertical and hamessed the
properties of the 1920% blocks of tenements. These flats are particular ko the Eastern subwrbs and
Manly, somewhat like St Kilda. It was metamorphosad into a room painting in B7 at a trme when |
was considering archilectural settings, decorations and murals inside a number of woks —a
Gaudiesque grotta.

The outside into the inside, the ruins of the onginal representad by the pink-brown stains, define
Ihe windows. It is an early attenpt 1o integrate the archway into the work, rather than a doorweay.
The lightness, suniight on decay, a reaffirmation of the plant and insact kngdom.

Almosphana & cool, ight is French, the Romantic in decay, perspective and images shift in the
frama of the aesihetic countarpaint, shadows interrupl, negate, with images back to the
landscape. The anatormy of silence in the looking. May the moss grow on those walls profusealy”

Victor Rubin, 1987

Victor Rubin was born in 1850 in Sydney, 1 must have been around three whan | discoverad
the magic of drawing with waler on concrete. It was incredibly exciting making all thosa
marvalious shapes, but so frustrating waiching them disappear bafore my oyves as tha water
evaporated in the sun. My normally tolerant mother put a sudden stop 1o my aflernoon’s activities
when | began picking off branches from our frangipani tree and drawing with the sticky sap’

From 1967 to 1969 he attended the Bakery, a private arl school run by John Olsan where Bill
Rosa and Janet Dawson also taught. The school encouraged Rubin's expressive, personal
approach to ar and sarved as an mtroduction to the art scene of the time. From 1970 to 1873 he
attended the National Art School, East Sydney Technical College and Aleander Mackie Teachers
College where he was awarded a Diploma of Art Education. He held his first one-person
exhibibion in 1872 in the Bonsal Room of the Yellow Howss, Martin Sharps counter culture arl co-
operatve in Kings Cross. Group shows that ha has participated in include: Australian Perspecta,
1983 and 1885; Viox Pop! into the Eighties, 1983, and Form-Image-Sign, 1983

Viclor Rubin’s sarly works feature expressive gestural knes and have a compuisive quality, They
contan a cluttered enthusiasm for dedall and a Cubist-inspired fragmentation of imagery inspired
by the streetscapes and the schematized geometric patierning of 1920 bulding facades in the
Sydney suburb of Bondi, In later works, Rubin populated his compasitions with images of peopie.
and by the 1880%, with crowds in apocalyplic landscapes, all delailed in a linear, highly
personaized, expressive style This highlighted his passson lor comibineng the micro with the
macra, for showing details within details.

Rubin's choice of themes and subjects is cychcal, so that ha often relums to earlier works and
relocales them within the ambience of the time. After the sirestscape seties he concentrated on
painting images of particular individuals, producing an exiensive series of portrass of frends and
Tallow artists. In later works these figures were reduced in scale and made anonymous within the
crowds of hes compositions. Mo longer urban portraits of individuals they became relugees lost in
epic dramas sat within holocaustic landscapes.

The Room series from which The moon & in the offering, 198587, folowed a request by a
Sydney an critic John McDonald for an illustration to an article he was writing on the an world.
The senias, which contains illusions of paintings within paintings in rooms within rooms,
developed as a metaphor for various states of mind, These works also made referance 1o Rubins
earlier assemblages and heavily collaged paintings which depicied mock instakations within the
raoms within the paintings

The shifting viewpaints and changing perspectiveas within the paintings adds to the
conundrum, the ambiguity of the work. Rubin sees this complexity in his work as paralieiing the
reading of & conmemparary novel, correlating to the Post-Modarn ambiguity of the narrative with
itz mulliple readings, shifts in percepbon and changes in perspective
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Vivienne SHAREK LeWITT

Artist’s Statement

‘LUintitled (Bicentannial Arts) was anginally intended as a posier design commissicnad by the
Australian Bicentennial Authonty's Arts Programme. 1 depicts Callicpe, Muse of Poetry and
Eloguence, observing and recording tha alficns of Thala, Muse of Comedy, 1o rescue
Terpsichore, Muse of the Dance. A contribution from the sale of this painting will be donated ko
the efforts of Greenpeace 1o save Antarctica’

Vivienne Shark LeWilt, January 1888

Vivienne Shark LeWitt was born in Sale, Vicloria, in 1956, She atlended he Liniversity o
Adelaide from 1974 to 1975, the Tasmanian School of Arl, Hobart, from 1976 to 1879 and the
Alesander Mackia Collage of Advancad Education from 1980 to 1881, She held her first
one parson exhibition at the Roslyn OxleyD Galiery, Sydney, in 1984 and has participated in
nuMmEarous group exhibitions including Australian Perspecta 1883 and 1967; The End of
Civilization Part |l: Love Amang the Ruins, (curated by the artist) at the Georga Paton Gallary,
Medbourne, 1983; Meaning and Excellence, British and Austrakan lour, 1884-85 and Auslralian
Visicing, Mew York, 1984,

Vivienne Shark LewWitt's early works used the stylistic cormventions of Egyntian art lo poriray
figures dressad in contemporary Mod fashions. Thesa works reflectad her inlenest in the subtia
variations of culiural symbaols within the strict discaplines of both Egyplian an and conlemporary
fashion, as outward signs of the cultural structures and social systems inharant wilthin sockety. This
intarast in signs and thedr functions onginated from Shark LeWWitts interest in Post-Structuralist
lingustic thaory.

By the: mid-1980s Shark LeWitt's concarm with cultural substructunes and thasr translathon into
gymbols was refiecied in har use of allegory in paintings which were small in scale, often on wood
panels, with gold leal and flat heraldic colours, and featuring schematzed figures. The avoidance
of datail, the limited perspective, and the narratve conlaimed in these paintings was raminiscant of
thie art of the Madieval pericd. a time of mysteny, kith and ritualized belief,

Vivienne Shark LeWill's paintings have a lynical, poetic quality heightened n har recant work By
the elaboration of decorative detail. Uniitled (Bicentennial Arts). 1588, with its allegory of madisval
aciors in a contemporany drama has a deliberately anachronistic charm. i & through s
apparant hisloncal guds that its alegory culs deep into our collective CoONSCICUSMBES.
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Limiiieg (Bicentanmal Arrs). 188687
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Imants TILLERS

Artist’s Statement

71 e 1o think of my work in 1arms of a huge allencompassing boak, where each canvasboard
panel 5 a page in the book. The Wea comeas from he French post Mallarme, who wrole in 1885
‘Evarything, in the world, ests 1o ond up in a book! The panels have been numbered right from
the start and the panal count is continuous from 1 1o infinity. I've aimost reached 15000 so (1] still
have & long way 1o gol However, | find thal the quantsty has bean increasingly expotentially each
year sinca 1881 when | began to work in (hes lormal. All modes ol art can be accommodated
within this book, and all modes of expression: from 1ha trivial o he sarious, the banal 1o tha
profound, ihe pious 1o the blasphemous, elc. My mlenton = the exhaustion of all possible
categores and 1l spand the rest of my life working towards achaving (hat gaal,

The idea of using carvasboards as pages for this book came rom Duchamgp's painting Tom'
1918 where coloured panels emanate from & single point — the poent of consciousnass, In
French, Duchamp title means someathing Be You bore ma’ (refarring 1o tha act of painting). But
with me its the exact opposite: it doesnt ever bore me | like the idea of tha infinite mulipkcation of
panels filled by an endless sea of paint , . °

{an exdract from an interview. TMANTS TILLERS by Jenniler Sialyer;
The Australian Bicemlennial Parspecta, 1987, p111)

Imants Tilers was bom in Sydney in 1950, of Latvian parents. He studied architecture at the
Univarsity of Sydney from 1968 to 1872, graduating with a Bachelor of Science [Architacture)
Honours and was awarded the University Medal, Associated with the Sydney University Fine Ars
Workzhop (the Tin Sheds), he began exhditing professionally in 1970 and was included in Object
and |dea, 1873, the firs! major musesm exhibition in Ausiralia o fogus on conceptual ant. Since
Ihis pariod Tillars has always used second-hand imagery. He has been included in numerous
group exhibitions including An Australan Accaent, shown in New York and Washinglon in 1984,
and The Austraiian Bicentennial Perspecta 1387,

in 1986 Imants Tilers representad Australia at the Venice Biennale, [n the catalogues,
commenting on his Bppropration’ of images, he wrole: "In Ausiraia the experience ol ant through
mechanical reproduction always precedes their direct experience”. It is for Tillers The rhetoric: of
reproduction”. Mechanical reproduction has in a sense robbed worles of an of their unigueness
end in Australia this displacemeni of onginal images has become a metaphor for our cultural
diplacemeant, We inhabit an island of second-hand cullural experiences.

In Cormversations with the Bride. 1974775, shown al the Biennale de Sac Paulo, Brazl, Tillers
combinad on tripods 112 postcard size paintings based on mages from Hans Heysens popular
gum tree painting Summer 1808, and Marcal Duchamp’s large glass construction, The Bride
Sirippad Bare by her Bachelors, Even. 191523,

Around 1981 Tillers adopled small, commercially prepared canvas boards as the farmat for his
paintings. Thesa could be warked on individually, using a numbsring sequence, and aler
mounted Iogether on a wall a8 the fnal work,

in Erigma and ant-anigma. 1988, the known images uxaposed on the carwas boards are
froom an sources via reproductions. The lange reckning figure 1o the gl appears in an earlier
Tiller'’s painting Pataphysical Man. 1984, which in turn has been appropriated Irom Gaorgio da
Chirico's painting The Archasologist. 1926/27. Directly below the central red face taken from a
painbing by Francesco Clamenie i a small mousa-like caroon figure with raised hands from a
Labvian children's book ilusiration, The White Book by Janis Jaunsudrading — an image that
Tillers finds alien and archaic’ The lerm ‘pataphysics” comes lrom Afred Jarry's infamous play
Ubu Aod, 1896, Jarry reprasents for Tillers the heso of alienalion, an iconoclast who wishes to
rabreal fram civilization,




Imants TILLERS

Enigma and anti-anigma. 1884
ail-slick over melalpowder paind
on 168 camvas-boards

B



David WADELTON

Artist's Statemant

A further remeons, dating from mid 1987, is an example of my interest in classical compesition
methods. The inclusion of the set square, placed stricthy an the imasible underdying neteork, is
parhaps symbolic of this concern.

The painting & also typical of my penversa dalight in making Righly formal puxdaposibons of the
ordinary and the estracrdinary. The alernents n A further remove include some anists’ iools, a oy
gorilla, & prodigioushy cvargrown marine protozoa, and a broken Victonan china bust,

These articles, drawn from diverse sources, then subjeciad o improbabie lighting eflects and
dhistoried scabe, farm part of my catalogue of cbsessions. | am interested in the relabonship
between objects and the emotive space that separates tham.”

David Wadelton, January 1980

David Wadaton was bormn in Terang, Victoria, in 1855 and moved 1o Geelong in 1970, He
studied al the Gondon Institule of Technology, Geelong, from 1572 o 1974, was awarded a
Diploma of Arf from (e Preston Insiilule of Technology in 1976, &nd a Graduate Diploma of Fine
Arts from Phillip Institute of Technology in 1982. He held his first one-person exhibition at
Pinacoiheca, Melbourna in 1984,

David Wadalton's earky works wene small scale, reakstc paintings of single cbjects made unreal
of surreal by their cose-docus detalling and eofation & the centre ol the camas.

Wadellon was dessatisfiad with these pholo-realist paintings and their salf imposad hmaations,
and bagan an axiensive period of drawing concenlraling on speciic aspects of the ialian
Masters of the 14th and 15th century. Having previously always worked on & small scale he was
alzo nteresied in the Renaissance compositional lechniques for large scake paintings, in
parficular the frescos of Piero Della Francesca, as a model for his future work.

In 1984 Wadslion held his first exhibition. This comprised large works which appropriated
many of the compositions and techniques of the Old Masters, with familiar images simplified and
reduced o flat areas of colour outlined in black,

By the time of his second exhibdion he had efminated the outline and returnad to threa-
dimensional usion, modeilling in chiaroscwo with sombre colours and emphasizing the painted
surface These works ware influanced by the enigmalic, carsfully cratted, drawings ol Patar Booth
and by the medaphysical, surrealist paintings of Giorgio di Chirico, Their subject matter contained
a balance batwean the ordinary and the extracrdinary, the microscopic and the large scale, the
pictorial and the psychological. Drawn from a reperioire of abjects which contained evocative
associabons these images deelled together in an atmesphene of rmystery and reality.

Wadelion dekberately avoids tha thaatricalty of Surreaksm and sirives for a cool classical
otharworidhy effect in hes pasntngs. His ttes such as A futher remove, 1987, are also used o
distanca the viewer from specific inlerpretations of his iconography.




David WADELTON
A further remove. 1987
o on linen Canvas




Jenny WATSON

Artist's Statement

My work s an attermnpt o piciure things that are difficult to ta% about. They are nol dificull o talk
aboul because they are tragic, but the exact feeling of a horse eating from onels hand, a bird on a
branch in the morning sunfight, or a girl running dewn a road at night camrying her shoes can find
iderin a painted image thal requires no further explanation, i1 is this mute function of painting that
interests me”

Jenny Watson, January 1889

Jenny Watson was born in Melbourne in 1851, attended the National Gallery School,
Melbourme from 1870 o 1972, and was awarded a Diploma of Painting, She then shudeed at the
Metbourne Stale College in 1873, where she received a Diploma of Education.

Dwring the 1870s she painted a seres of realistic animal portraits, images of dogs and cats
laken from mass media and pet food packages and later from photographs of her wn pats.
Shown in her first one person exhibdtion, at Chapman Powell Sireet Gallery in 1973, thesa were
indicative of the diaristic thread that weaves through all her work. She nexd pamnted a series of
large-scabe horse iImages fransposed via a squared gnd from racing magazines, reflecting her
interest in horses and dressage. These works were followed by a series of poriras of fnends as
single images on a flat coloured background. Based on photographs these fulllength portraits
were indicative of her growing interes? in pholography as a conlemnporarny ool for reconding
contemporany culture,

The use of phodographic sources became increasingly important in har work until the earky
1980s when she abandoned realksm for a graffiti-ike expressive, painiery shyle Thiasrnn_a redarrad
Iz s ‘cave painting’ becausa of its elmination of datail and its child-like amphasis as with
pre-hisions cave paintings on essential pictonal elements.

Jenry Watson's naxt group of paintings, the House sanes 1977, consssted of two canvases: a
small reakstically painted and detailed record of one of the houses she had ved in as a young
girl, and a arger, pasiady image transcribad through a squared grid from the smaller work, Thig
sachoning of images wia a grd eventually evolved in her work inlo the use of smal separate
carmas boards, each board carmying an idea or an image which built up into the content of
a larger work,

The frea, paintesly surface of Jenny Watson's works is bolh an expressive and emotie sign, as
waoll as an atiempl 1o break any illusion that may arisa from her figurative pictorial images. This
treatment of the surface is also an atlempt to emphasize the maleralily of the medium, and o
reaffirm thal the image = crafed from paint.

Watson's Paimed Page seres of the lale 19703, based on randomily selaciad sactions of
newspapers and magazines, reflacied her imvolvameant in contemparary culhura. By the 1980s
however, this gave way 1o @ morne highly personalized diaristic content. Partly influenced by her
mecve fo ive in the country. her work ofien included dream imagery and images of horses as
symbois of escape. Watson combined this theme of escapism with the innocent personas of Alica
in Wonderland or Cinderella, as fantasy images of herself,

Jenmy Watson's Crimea Wars senes is nurtured by her immadiate amvironmant (Watson lved in
Crimea Street St Kilda) and revolves around the social Iife centred an the Crystal Baliioom. Thes
series reflects Watson's growing interest in memaory as a filer for the past and as a resenvoir for
poignant images that mingle with equal validity, with images of the present. Thara i a rawnpss in
both the materiats and the painterly quality of these paintings, couplad with a dediberats nanety of
style. Watson emulates a child-ike drawing shyle fior the schemalized images in The child bride.
1887, in an alempt to encompass all within the simpicty of a child's world.
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Jenny WATSOM

The child bride. 19387

ail, gouache, synihelic, polymer paint ower
metal-powder paint, plastic and paper colage,
copper coin, steal nails on cofon-duck




Feter WESTWOOD

Artist’s Statement

A successhul work & nod one which reschees contradiclions in a spurious harmony bul one which
expresses the ldea of harmony negatively by embodying the contradiclions, pure and
uncompromesed, in ils innermaoas] structure”

Theodor W. Adom, (Prisms, 1967; Cambridge, Mass, 1981, p32.)

“Each element of representational imagery in the work is repressive in that it is placed over an
obvicus (or equal) surtace. Boih the suriace and the image ane made independenthy of each
other with no compromise made in terms of allention o each other This is an attempt 1o further
cariain opposikons in the work which are generally perceived as mutually exclusive, and relale in
fhewr independent forms to dualistic logic. The combination of these altlernative choices suggesis
in some way a cancelling out process or 2l keas! expresses conficts and kensions and maintaing a
siake of flux — as a result the relationships between varnious enlities are never fixed.

Thera is also a desire which suggests evasiveness and certain misleading elements and in
recognising this perhaps ultimately the work may be about surlace seduction and patierns”

Peter Westwood, 23 January, 1289

Peder Westwood was bom in Sydney in 1854, and moved fo Ballarat in 1958, He studied at the
Ballaral College of Advanced Education from 1971 to 1874, and the Royal Melbourne Institute of
Technology in 1981, Ha hald his first one-parson exhibiion al Reconnaissance,

Meibourng in 1886

Peter Westwood is concerned with the illusion of reality, which lor him is circumscribed by its
exiremes, formed by its opposies, and is subjectvely perceived and structured by the mind —
we apply laws 1o nature thal only exdisl in our own perceplion we supermposa Laws to structure
chaos. i i these confradictions and kensions that he afiempts to isolate in his an. Thus the
piciorial ilusion of the image of the hand in Uniitled. 1987, overrides and coniradicts our
percepbion of the real, actual, underying textured surface.

Lintithed, 1987, is the first of a series of assemblage works in which the iexdured, gestural
surfaces incorporaling fragmented, embedded objects are dominated and kost in the llusion of &
painted image. Comersaly the thinly painted image is also deconstrucied by the textured surface,
creating a dynamic visual and conceplual tension between reality and perceplion,

The image of the hand, resembling an enlarged detail from a Barogue or Renaissance figure
painting, is a ralional image superimposed on an rational Absiract Expressionist surlace
Although inspired by the chiaroscivg modalling of ght and shade of Caravaggio and othar Oid
Masters, Westwood's image of the hand s a pholocopy of his own hand in which the half-tones
have been eliminaled by the duplication process.

Weshwood's early works of the 1570s were concerned with the rhetoric of painting — olten
parodying both style and condent. Using a fiat airbrush technigue he experimented with
comiining fal two-dimenssonal images with three-dimensional lllusions, realist mages that
locked abstract, and photo-realist images of textured Absiract Expressionist surfaces. In thea early
1880s he produced a senes of paintings of dark, Romantic coaslinegs in which rugged mountains
and windewepl seas disappearad info abstraction. Merged inlo a sombre peychological mood,
the elements of the landscape appeared as awe-inspiring images which elicitad amotion through
thair scale, drama and atmosphera and (hus evolkad the 181h caniury concapt ol tha subhima.




Patar WESTWOOD

Lnited. 1987
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Caroline WILLIAMNMS

Caroline Williams was borm in Wellington, New Zealand in 1845 She attanded the Elam School
al Art, Christchurch, from 1964 1o 1967, before travelling to Europa, Africa and the Uinited Stales of
Armerica. Wilkams held her first one person exhibition at the Bomythan Gallaries, Sydnay, in 1571
Dirirg mast of the 1970s she ved in London, raturning to live in Malbourna in 1981, Sha has
partcipated in a number of group exhibitions including: Novel Works, 19B6; The Gaolden
Shibboleth, 1987 and The Australian Biennale, 1988

Caraline Wilkams admires the European integraton of art and Ife and how past iraditions
nuriure conlemporary culture. As an adolescent, she attended the Comeant of Trinita de Mont,
where she studied art hisiory from a Roman Catholic parspective. AL 17, badore returning to her
home in Mew Zealand,. she ahended the Academy of Florence, whera emphasis was placed

on drawing.

She came 1o promineénce as an artist in Australa in the mid-1980s with a series of paintings of
posturing, arstocratic gentlemen costumed in the style of late-18th century Rococo fashion,
These dancing men’ had a fippant and dandyish quaiity, yet the poses wara directly
appropriated from religious paintings, which created a disparity batwean their initial reading and
the recognition of their source as histoncal and culbural archalypes.

Har sarly drawings, executed in London in the late 1970s had a surrealistic guality, They
consisted of zoomorphic images showing the metamarphasis of animals through their clothing
inlo humanoid shapes of personae — clothing maketh the manThese works, and her later
dancing men' seres, were a product of her admiration of Dada and Surmealism and her
tascination with the Symbolist Movement, in particular with the works of Maurica Dents and
Odilon Redon. From a conlemporary feminist perspective, she was imerested in the Symbolist
male archetype as a decadent assthete, and in 1he femala as an aggressive vampire
and seduclress.

An elernent of Surrealism and an accompanying feeling of disquiat continues in Williams'
recent landscape paintings in which she manipulates the 18th century comventions of the
‘picturesque’ and the sublime! In these works, enigmatic monoliths and sinisier edifices dominale
the landscape, conveying a sanse of both grandeur and decay, their surrealishe incangruity
deconstructing tha comioriable and immediate recognition of the Romantic landscape. Caroling
Wiliams thus highlights both the artifices of art history and our Romantc perception of nature.




Carcline WILLIAMS
Lintiled peintng 1988, rocky mad. 1988
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YOUNG

Artist’s Statement

Derain once remarked 1o Braton thal in pamting it was not a matier of reproducing an object but
its virtug. We can consider that the objects depiciad in painting can now be anather image,
another reproduction of a painting. Derains work has hald a continuad fascination for me in the
a5t five vears. | have allowed my work 1o be infused by Derains imagery, for the lale works hold an
emetive certitude which the hard work and intelligence of marny Promethaan modemists lack.
Maybe it has something ko do with my intenest in the aura of the past image; the remeambranca of
a mood and how this relales to the present stale of things. For these intenasts may rest finally on
the temporal order .

The process [of painting] . . . imohes the physacal layering and ordenng of tha stredcher, Eman, oil
paint and the final mage. The image s delermined by the grid struciure and is laboriously
painted from left to right filling in each square. (Each square | paint is an onginal, only the largar
mage is & copy). Each layer of this painting s swooessvely silhouatted by the next as it moves
back from the mage to the colour field, 1o the camas, the streicher and finally the wall. For the
procass shows, in an elementany way, how any painting is formed "

(Extract from the Moet & Chandon Touring Exhibition catalogue, 1987)

Jahn Young bom in Hong Kong in 1956 arrived in Austraka 1968, salting in Sydney whena ha
atiended the Liniversity of Sydney and the Sydney Collage of the Ars from 1574 1o 1977 He later
atended the Julian Ashion School of Art in 1987, as a part ime stedent. Youwng held his first one
parson exhibition, The Second Mirage, in 1982 al Rosroa, Connemara, Ireland, followed by
Magnetic Sexzure’ at the Instilute of Modam Art, Brisbane, 1984; Colision 1983, Tha Grey Light
1985 and Winter Palace 1966 at the Yulll'Crowley Gallery Sydney.

Since 1983 John Young has usad the images of the French painter Andre Derain, manipulating
a selection of images according 1o his conceplual rhetorc’ 1o create a balanced tension betwean
the orgingl, appropriated mmages and his processed reprasentation of them,

In each painting the selecled mage = squared up on a grid for an accwate’ and overt
transposition — the grid can be comprassad of aiongated, thus changing the onginal image, yel
retaining sufficient traits of the Derain image 1o honour the philcsophy of appropriation. There s a
delicate balance between appropriation and ocoupancy” by the borrower of the original image.

Mew Abstrachon, with which John Young shares marny alfinibes, locates these phiosophic
stratagems within its orb of interest. I places greal waight in the distance of the artist from the
authorship of his own set o images, reafiTming the stanca of the anammity of 1he ardisls
parsanalty within the reading of the work,



John YOUNG
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