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foreword

Monash Universily is proud ta Sponsor o culfural even! thaol reaches bayond

cal a

both phy ealive borders. This exhibition presents new and slarlling Imoges of
our man-made and nalural londscopa o both Australion and Asian audianceas

Monosh, as Ausiralia’s infernalional Univaersity, hos several affinities with the
L actlam axhibition

Tha axhibilion lur

the |:|I‘|<_;|1|:||:‘;I|_|r_|ll from o simpla recording device Into an
object ond an arbwork in its own right. In doing so, Locoation axprassas one of
the most visible, experimental, crealive approaches lo confemporary arl. Al Monash we
balleve our pursult of Kknowledge, whether il ba In research of leaching. should also ba of
the mosl crealive and prograssive kind

A second parallel lles in Monashs link wilh our Asion neighbours. Monash
WIOS among e first Austroliaon f}."g-{‘:r‘llsollons ] recognise Ausiralio’s need [or Asion
links. Asion students hove been sltudying ol Monash for 30 yaars, and more than 20,000
grodudias now live and waork in Asia. Morea recently, Monash hos ﬂ!’r{!ngﬂ‘lm‘lcl’l It Asign
links

The Locotiaon exhibition chollenges our undersionding of plaoce, siluolion

and environmeanl. 1l is a limely raminder that Monash looks fowards the fulure and. like

maony campanias aond countries, considers identity and ploce In the nex! millennium
On a more immediate laveal ve sea tha support af The Locaticomn axiibilion

as a further sl

In our commitmant 1o excaellence Lirll.'lglz'-.:_[ art, culture ond creativity 1o

pecpla In diverse communilies around the world Is an importan! part of hal comimilment

Phroressor MAaL Losan
CHAIRMAN OF THE BoArD oF MANAGEMINT
AUSTRALIAN CENTRE FOR CONTEMPORARY ART
Vice CHAMCELLOR & PRESIDENT

MonASH LMIVERSITY
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Location

IN SHORT, sprace iv o praciieed place. Thus the street geo
melrically defined by urban planming is transformed into o
apace by walkers, In the same way, an acl of reading is 1he
wpace produced by the proctice of o particular plage: s writlen

text. e u place constituted by o gvstem of signs

Michel de Certean. Fhe Praciiee of SEvervooy Life

Location, in the way that it is phrased here in
this exhibition and metaphorically elnborated in these
works, situntes itself in and between the *place” and
‘space” described by Michel de Certecau For de
Certcau, ‘space ix o pracliiced place” which in this exhibi-
tion, becomes both a situation of the museum and a
space of cultural interpretation. In the works brought
lll';‘:l.'1|'|l.'|' here, themes of “Epaces” and 'pl:ln;'.-'h' are elabo-
rated in various ways such as mappings, histories
storics and signs tov make certain anthropoalogical re-
marks about the ways in which space in proctised as o
form of negotiating cultural territory through the
recording device of photography

I'he cultural space of interpretation is prised
wide open in this particular instance because of the ac-
tunl places this exhibition will find ftsell in Australia
and several Asian countries. In Australia, certain histo

riecs of photographic practice will be .n_ln:u::.wl:'q_l!_!ud by

an audience already well versed in the various contem
porary art and museum strategies of display involved
here. In other countries where photographic practise
has remained aloof or separate lmom traditions of fine
or cantempaorary arl, the appearance and content of
these works arrvive free-Tloatng, without the anchor of
that artistic collective knowledge. In that senze then
Locarion as both designation and destination becomes
important

Location may be n misleading title 1o those
looking for clues of the Austrabian identity and true-to
lile renditions of touristic or scenic poaints of interest
e idea of naming the exhibijon Locafion comes from
ndetermination Lo tease apart the conventions ol ‘place
oriented picturing within the system of Australinn pho
tographic practice. In these works, space becomes prac-

tised by the ways in which the artisisfphot

wpraphers tro
verse the well warn I'll'.l.:ll.ll territories of I.||1:]-u_'.|_|h-_- and
city to begin an interrogative discourse on the a priori
acceplance of "evidence” in imaging and displaving

A parallel interest in this exhibition is Lo
make some comments aboutl photographic practice in
the past decade or so and Lo situate these comments

within the idea of "contemparary art” where the descrip

tor ‘photo-based gqueries the very basis of traditional

JEAL 1S Pl ass D PICS Pl I i 1




photographic methodologies and materials, as well as
the appearance of the fine nrl photographic prini

For instance, many of the works In Location
are objects rather than photographs albums. books
back-lit cases and small woaoden bricks: while others
nanifest as bi-products of photography COmputar
penerated, projected, fabricated images which use pho
tography as o medium towards a different 1ype ol prac
thee: still others work al merging mediuwms paint and

photo-surface. aluminium and found objects. photocopt

er and text, technology and light. And several ol the

works use the idean of installation

further rearrange

the traditional viewing spoce and exchange ol phast

BT
plhy

MNapgether the works focus attention on the

strategies of display ocourring in Australia, where pho

praphy has declared fis "object status” ns
I

siinct trom

its “reproductive status’. Attention is called 1o the actu:

phot I-il""" by menns ol .-.||.n\.i|1_=- the Tull negative ares

ity be scen in the imag

sprocket hales and negative
frame; using certain stocks and processes which articu
late the surface value of the work:; deliberately diffusing
the scamlessness of the reproduction: working with ithe
artificiality of the set-up as opposcd to oppressing i

declaring its illustrative value as part of o wmbleaw, el

They also emphasize the dimensionality of the

photograph by means of creating installations by: using

= Locatiomn

the material rome as part of the work: disrupting the
surfnce with texiural interventions:. cropping and lami

nating with perspex (o give substance o the o

el mn
other words, by making photography material as op
poscd to immaterial

Photography has been used as part of the ap

paratus of explormtion. discovery. naming and ¢laniming.
This s particularly the case in Australin where much ex
ploration of the land-mass and documentation of colo
nizing and

colonized pecoples took place in the nine

teenth nnd twentieth conturies. Understanding this lepa-
cv, several of the works make reference to the mine-
teenth-century explorative and imperial gaze ol histori

citl pholo-

irtographies, and proposc ncecw st ies and

ways of reading the charted evidence. Others concern
themselves with issues of obliterating the referent Iand-

hy.

scape, for so long the location of much |‘hl.l|l.l_

And still others investigate the location of the city and

manufactured spo toy proposition an invented photo-

graphic

wce of cultural interpretatiorn

Tueg Woaorks

David Stephenson’s works Traveller above the

nnd Lorn

y Square Zawn continue The

legacy of explorative photography. Referencing much of

the majesty and sublimeness of nincteenth century | vl

scape painting using ite motifs of "the mountain® and



“the sea’, and .|!I|n.||,|||1_|_'_ to the traditions of Northern
American Tine art I._-||||,I-.l_',||'|l_ |1'I|.|.-rn|'_|'.|pl1'.' H'I:'ph-:'l:l
son produces visions which are awesome and inspiring
Ih'.|||I|.I||'I1_1. F'-I'.ul-u_*r,||'|r|;_-d and MTulfilling the ._"\;|1|_'._!.I|i|.'|ll-1
ol an expedition into the wilderness, stcphenson partici-
pates in the romance of the unchartercd place with im

apges which place the travellerfexplorer minute scale

with the overwhelming natural space. In several of the
images from this period. Stephenson has deliberately
evoked the Caspar David Friedrich image of Traveller
trr @ Sew oof Fog, 1818, Another influence must undoubt
wiliose

edly be the work of Willinm Charles Piguenit

craggy. crisp and accurale ninetecnth century piciures

il mountoin raneges and nkes in il colowrs and arigaille

are well represented in the Tasmanian Muscum and Arl
Giallery., Hobart. In these works by Stephensan the
minute seale of the traveller emphasizes both the place
and the intervention made into that place by the human
presence and scek, perhaps as Piguenit’s did, to register
an environmental awakening

While this 12 =0 of his earlier work, Stephen
ROnN moves aginins these tradinons i the later Ml Par-
sons Anlarcliica*series by deliberately absiracting and
hrmitime owur field of vision to the mmmimal horizon line
allering o zero picturing of place. Moody, rich and hot
imnges as oppased w the cool and orisp nineteenth

century inspired works these photos secm Lo réegisten

n legacy o American abstract expressionist painting.
Mot unlike n lnte Rothko, Stephenson®s *block” works
offer a certain sense of spirituality in their deep and still
place. Prepared to leave the troaveller |1||"1|?lt'||,l_‘d and i
reguited in this instance, Stephenson leaves the frontier
place intact

lapn North also references ithe Aniarctic re

ps being that final lrontier place in his work from the se-
riecs Home and Away. In these large forman bipartite vi-
sion photof/paintings, North places an image of the tip ol
an iceberg culled from 1the a.'1|:-¢'nhlu:-:| pretures of
Frank Hurly next to images drawn from pastoral pic-
turex af the | |:_|_'1|“1| coOuniry sigle h} I Dixon Scott
Seared -.-:t;._'_r-1ll<'| by Moarth's uze of eerte vellow and mua-
penta acrylic paint, these photo-paintings create o dia
logue between the cultivated landscape and the un-
tamed fronticr

Altogether hybrid, these works by Maorth play
a pame of visual and cultural dyslexia 1o guestion the
validity of our preconceived notions of unity. The Colo
ninl Tesion with the ‘'motherland” of England s made
unpalatable by means of North's satirical use of the un
likely matched images and the ||1|p|n'|'|:|.|'\-|} Fused mmteri-
il surface. Uinsettling, even ugly with their out-of regis-
ter-oppearance, the works from the Home and A way se-
ries sugpest the exploitative aspects of colonization. As

the region of the Antarctic becomes one of the last hot-

B L F oo Tf o, T B T ]




Iy contested places for multinational corporate con
cerns, North™s work warns against human intervention

for profit and pain with an allegory of ice meli-down

and domesticated, denuded and carved up lnndscapes

IMere 158 a1 gpothic sense o these works in the

wryE in

picturing af the mysterious and omnipresent ice

the right panel 1insat the classical organization and

cultivation of *‘man-made” landscapes on the lefi: leaving
little doubt that Worth alludes 1o nature/culture as well

smiecolunmalism in ‘|\|1||.|I| maan

s |r|'||1i'II: i_"H_I"IEI.IIl_I

and exploiter appears less potent and morc impotent
And perhaps Ed Burton The End spoeaks of

this potency and impotency also in s photo-tablean of

wand castle and sell; both precariously lragile and transi

tary in the grand schema of things, Poised ot the lands

end, 5o to speak, crrt e beach L0 on HiMe seguence

which hovers between political and ccological uncer

tainty in the global shake-ups of the shifting sands ol

diemocracy and communism. The End speaks of the un

A Filal waoarld map which makes it impossible to locate
onescll in an absolute pogilion anymaore.

Devised during the Gulil War, The End calls

attention Lo 1

1e wily inowhich the bhal political situa-
tion has become an issue of close range domestic con
cern. No longer “located” in nnother imperinl place, the

whole world is colonized into a state of war by the |r1r1_q

range of nuclear weapons and by the electronic and

Location

salellite ©

ipabilitles of medin covers = which bring us

simultaneous destruction

Burton ma

w5 reference to the media in this work
by evoking the iden of the heach, which in Australion
popular culture relers (o the “location” shoot for the
st nuclenr filmy Cder dhe Beach which prophesied the
end of the world, In the scenario of the real life Guli

War the foreshodowed threat propositioned in the film,

ronic medin cove

and the syncl of the poiential end
of the world in sctual time are brought into the one

|'\l|:|\'.'|.'.'3'|;'\lill\.'i.'

Issues of the colonized |1l.|l_;;_ journevin

napping and stories are in evidence in Kevin Todd's

il Arrival: Wilderness

nian

L1}

ourncy { Walter

astoral o Lirk

Bushfdevelopme

n). Lising the o

mat of an “atlas®, Todd has developed seven hinged pho-

to-cabinets in which we find lincar, lateral, spatinl and

fictive histories

Inserted into the 1t photographic plane of
nerial cartographies are synchronic anthropological win-
dows which act as cultural dioramas of the |'ll.tl.'l.'
mapped from above, Images Tound in the art history
archive of Australion colonial painting by The Port

Jackson painter, Petit and John Glover are placed in

spatiol lineage with images of land-markers and sign



posts and recent and personal events o create a story

| ETE TR

ol place. The mythologics of place as built up in

cultural w manecd

pping and incident reports nre ex

in these log bhooks which represent both the artist’s own

JOVRIT

ving to Tazsmania and the pre-conditioned pl
he has located which has resulted from the previous
Jjourncys of exploration and settlement

MNasmania

Faved ol cmphasizes [ he tourist

d sipns and poinis of cultural 1nterest desiegnated by

the chaimers” plert us Lo the scenic look-out and

stand in nsx

rkers f he indige

r the new explorer

nous benn

reduced to a pictogram silhouetie, n semiotic

referent and a vague shadow or outline of = formes

sl

Ewen McDaonald also ‘maps’ vin o process of

Ch

sigins and =vmibols and degignated row

LY LELSEREL S
(Good Life) from The Romance of Geography installa
thon 1992 erentes: o cartaloasicnl seguences ol ithe Frespen

toies Oof Yiarious .'i|.::||1||.| e houses in this |;_-_|_-_in.|1 ol

France: terrmin which has become obscured by iis pro
duction
Photo screened in oll paint onto glass plates

the 1om 15 mapped in the traditional way of deline

ed road-wavs, place-names and villages, Linderneath are
placed aluminium travs which hold the bottls tap in
signias which activate the region: the performative

punciums of the place. The shadows of the transparent

maps (all on the wall and the travs 1o crenle n new
place, nn experienced space in the process of the dis-
Play

Faor McDonald the work is part of a spatinl story,

a narrative based on travel and experience. Taken from

the pag

of his 1988 diary, the map of the Champagne

on offers a stability within the fMux of real move-

ment and negotiation of space which occurs in the per-

sonal cartographics of a place. The bottle tops are a pre

sent from a person living in the region: part of their col

lection which has given menning o them within their

tmmecdi

e place. A person living in the region might
you po ns far as the X vinevard, then vou come ta
¥ and 20 on,

nmap provides you with a limited expe

roential rovule

Anne Zahalka's recent works traveller, pedes-

irinn and homeless also make use of the touristic semi

olie reading of place. In these works (which remind us
ol Zohalka's early intercst in issucs of place and read
Ings of culturnl spaces in the series The Towrisd ax Theo
rist ftheory takes o folicdav) 1986) “sites” of Svdney oire

presented as “locations” in back-lit advertising prescnia-

n boxes. The tvpe of advertising attractions which are
pencrally

placed in Iransportation teérminals and

lounpes,



Beautifully and sumpiluously photographed
the cltv-scape of Sydney with its landmark Svdney
Tower and various skyscrapers

becomes. part of the

fictionalized destination for the traveller. Readin Syd-

1wy as both o generic rendition of the city-scape and @
particular “ploce’, Zahalka situates her traveller in the
continuous oscillation belween home/vovage, rather
than delivering him to any particular spatial conse
quence. He remains frozen aon the bridge between travel
and arrival, expectation and disappointment
T i3 Iso travels be =11 Lhe | Iy

pedestrian also travels between e NOMES Yoy
age of the evervday journey marked out by the hol
lowed oul landmarks of a down-town, presented by o
halka with the cool dispassionate look of o compuler or
technology ad Mrom Germany, Another generic/specific
pleturing of "place”, this is the same story told over and
over by the arban dwellers in countries all over the
eliabe s is homeless where the home/voyvagse are one

and the same bul rendaered here by Zahalka in the exot

ic shades of o tourist night spot

Fahalka's *locations’ twist the knife of con
sumerable space with their sense of displacement within
the comforting context of the advertised product, The
city is there for those who will travel to i, the urban
space is there for those who Hive it and the homeless are
part of the romantic mythology of the nomad: all sal.

nble items of the travel itinerary of life.

Location

Rozalind Drummaond’s Sb

dow Lone cily is
looked down upon and travelled through and under
Unlike Zahalka s “locotion” shots which position the

traveller, the pedesirian and the homeless person in

rown version of the ey, Drummond’™s vision s
made up of the scopic desire 1o read the city cosmologi
cally, to remove the sell from the place that is gazred up
on. And as if manifested by a deliberate illusiration of

de Certeau’s text ” must one fall back into the dark

SR crowds move back and forih, erowds that,
nlthough visible from on high, are themselves unable to
see down below Drummond takes us up so she
con plunge us into the under-world of the city nnd s
transportation zones of arrivals and departures
Dirurmmond tnkes us into the ity which s an
acdministered s 1<',_;|:.f-.|.l4'|l and regulating, in which

the anly renl movement 15 created by the transitory and

1 lines of the de-

migratory commuters who blur the hi
lincated space. From her lolty bird’s-eve position,
Drummond shows us the detached, coonl and cadaver
like place that is the city without the arrival of its pas-
sengers: the uneasy limbo-land of the commuter trapped
between the home/voyape

Robyn Stncey keeps us down in the city in her
series of works All the Sounds of Fear and shows us the
metropolis mechanisms at work., Cops, cars. traffic,

skvscrapers, tunnels, and incidents make up the multi-



panelled synchronic episodes in a city like New York
which becomes the location for pedestrian acts. In the
unreal calours of the photlo-computer-lab Siacey pro
duces works which reference the city ns a place and lo
cution for the narratives of film and lNection, Mecan
strecis, these still versions of the inner-urban drama
with their symbaolic and generic cast of charanclers
Completely fabricated from the assortment ol
popular culture images left ovar from a day’s consump
tion, these works also attest 1o the distance travelled in
photographic depictions of *place’. Mo longer the prod
wel of 8 need for accurate and authentic visunl records
which state the here and now of the explored and dis
covered place, Al the Sounds of Fear show the fiction
alized nowhere space of the anonyvmaous and authorless
city made possible by the flattening out of unspecific
events and images inlo o single object-frame. Stacey de

nics the position of the photographer as a part of this

cartography of place in resisting the traditional impulse
to “be there” and capture the momenl

Being there. and conversely not being there, is

the premisze explored by John Dunkley-5mith in th

work Exterior swith P

5. The places marked out by
Dunkley-Smith’s activity of still photography become
nowhere-plaoces, locked inside the object of a slide until
they are renctivated by the process of light projection

Oince reactivated, they become n |'H.:l|.'li-; Sequence in oo

darkened space given over 1o a newly born vision of the
similar and the dissimilar: they become meditations on
places

I'he bipartite images brought together in the
projection Exterior with Palms waork agninst the allegor
ical trope which occcurs in, lor example, the lan North
works where (wao mages Brought topether activale a

an being concerned

|||'|L|'u.'|;-.itin|'| ol eitherfor. Rather il
with opposites, Exterior with Palms secks to offer
synecdoches, glimpses at the paris which make up the
whaole

Dunkley-Smith's works. are existentinl visions
of place. they operate 1o impress the having-been-there-
ness of the artist whose comern and decisions have de-
termined the kind of projection journey the viewer will
take: the work of the camera 0% wilness (0 the places
been nnd seen. Yet through the process of light projec-
tion., and n |:~|:1:||!.;||11-_ tagether on the praojecied surface
wis visions which become dissolved and joined in the
middle, Dunklev-Smith allows his witnessing and his
fnctunl evidence and maps to become phenomoenological
for the viewer who is free to make associntions of place.
encouraged to think through the projection sequence: Lo
stay with the entire repertaire of images, o lenve, 1o ed
it at ther own diseretion and o make whaoleg and coim

plete the journey bepgun by Dunkley Smith.

JLLIATE A ETNEEGBE R Fa




Combining text, found images with an clabo

k Love

rated senste of production, Hewson/Walker’s wao

und 5 » propositions another Kind of negotiated lnnd-

SO In the traditional sense and in the sense which is

shured by s0 1 snted here, lancd

any of the works pre
O R T becomes naol so mouch an issue of picturing the
natural seiting. but an understanding of its location in
proximity to other things I'he landscape in
HewsonWalker’s images take on a romance born of its

being part of the whole negotiation of places and spaces

which make up the drama of culiural navigation

In the hooks, which provide a visual and tex
tural narratve, landscape 15 offered as a location upon

which a episodic journey can be plaved oul; o love story;

a romance of differenmt pathways and different interde
pendencies, ... Me v affecred by rooms, bt lfves ot
aerrearrgst fiis leaened COruiet, even bhanal, the I:||:l|.t‘-l_'.]]'|l' 1%

pieture el s whitir [or experience 1o Frgx -_-\|n_'|'|<_'|'|n_';l

On the wall three large images provide the

dramuatics of “life’; the performative versions which acti-
vate the landscape. The Couple, the Strect Scene and
the Singer all romancing the space in which they arc

placed with expectations of certain oulcomes which may

ar may notl be possible within the narrative provided

INhese images stand i ax symbolic of the city, charactesn

and culture: the things which mark oult space and give it

meanming 0 a landscape which wnits,

Location

In contrast, Geofll Kleem™s interior land
scapes/spaces have been performed wupon and aban
doned to allow for an afterlife which ococurs in the pho
tographic process. Narrative and mapping can no longer

be an issue in these deliberately MNatlened oul spaces

which become wiract designations of vellow, white ar

Bl

Fhe residue of the performative (the painting out
of the space, the photographing of the place, the process

of the makin of The phot

rint) 158 worked against in

wding.

these blank pictures which resist re
¥er while that is true. it is8 also the caze that

the space has been subjected o an alteration, hns been

operaled upon in the space/time. visiblefinvizible se

guence of events which shows that the space has been

pracused upon in order 1o derive a emporal irruptic

In this version theéen, Geoll Kleam™s works are very

much present rather than emply because of the reposi-

tory of action contained within their generally blank or
absiracted, hyperreal surface

In many ways this is also true for the works of

tern serics

Giracme Hare, Whilst the Horfzontal and T
deny the material source from which they are derived
by a process ol disengaging l'rom the visual context (the

ocean, the field, the ground, the sky, etc.) and by em

I and chemical Iransformation

phasizing the technic
which can be managed in rrl1-.1|:-||;.:s.'|-|1i1|-. pratice, il is =

triue that these abstractions of surlface and subsiLance



give sIronper mphasis (o thot which ix eliminnted.
INhe vast skv, which in Hares rendition 1s re

dueced tvy o shither of colour, nevertheless alludes to the

ter part, Like port-holes, both the colour horizontal
wiorks and the brick-like bichromatic works with
their abstracied tree shapes offer glimpses of a large
Inndscape which can be located in the bits and pieces of

the whaole.

Hare llkes to pive l_-1|||tl:|."|-a1- taa the techmenl

productiaon of s works; he pre

ars the story of the

found object and image and the almost banal selection

of final visual moments which find their way to the wall.
And in this wav he is a companion for Kleem. They

both reside as do their productions in the spaceflime

vigible/invisible practiced space of their location
within the syvstems of both photography and jts tradi-

tonal Inndmarks.

Im this o

a decisive rale. 11 “do

paniEatic

1. The story pl

seribes.”™ 1o be sure. But "every description |2 more than a Mix

ation,” it is “a culturally creative aet.™ 11 e
power and performative force (it does what it savs) when on
crher

ensemble of crrcumsiances 15 brought 1o

Certeaw. Fhe M

wf Evervilany Life. Unsiversity of Ol

min Press, California, 1988, o
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The streets were narrow, and the lanes lined with barrels and fire wood. He sent her descriptions of
this and that. She did not urge him to join her.

| have retraced the road out of town, he wrote. He comes into the room and stands beside the window
with a thick roll of maps under his arm. They should make books to size, he says. He waits for her to
say what he is thinking. | am in trouble, he wrote once. She couldn't sleep, she rented a house.

Jalanan sempit, dan jalur-jalurnya digarisi pipa dan kayu bakar. Si lelaki memberikan penjelasan
tentang ini dan itu. la tak ngotot agar kekasihnya ikut dengannya.

Saya telah menelusuri ulang jalan keluar kota, tulis si lelaki. la masuk ruangan dan berdiri di samping
iendela dengan gulungan tebal peta terselip di lengannya. Mereka seharusnya membukukan peta-peta
itu sesuai dengan ukuran aslinya, katanya. Si lelaki menunggunya untuk mengucapkan apa yang ia
pikirkan. Saya ada dalam kesulitan, tulisnya suatu waktu. Si wanita tak bisa tertidur, ia kemudian
menyewa sebuah rumabh.

(trans. Danny Nugraha)

The street is narrow, and its lanes are scored by pipes and burnt wood. The man gives her
explanations about this and that. He does not insist that his lover join him.

| have repeatedly examined the road out of the city, wrote the man. He enters the room and stands by
the window with a thick roll of maps under his arm. They should make these maps into a book the
same size as the original, he says. The man waits for her to express what she’s thinking. | am having
difficulty, she wrote once. The woman cannot fall asleep, later she rents a house.

(trans. Brita Maklai)
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Photography and public

o E of Audstralin's most acclaimed pho
tographs 15 Sody of foe Byvrne, member of the Kelly
gang, hung up at Benalla for photography, 1880, |t is by
a nameaed and celebrated photographer, J, 'W. Lincu,
whose studio portraits of Aborigines have also entered
what has become the canon of Australian photographic
history.! Body of Joe Byrne bsn’t typical of Lindt's early
production as it is a relatively spontancous and news-
worthy image. But Lindt had an eve for national im
agery, be it the Aborigine., the shearer, the goldminer
the bushranger.

e capture of the notorious Kelly gang was a

media event. On hearing the news that it was imminent,

n group of photographers, reporters and artists, fnelud
tng Julhian Ashoon, travelled on the |1uli-;:|_- train to Cilen-
rowan. Byrne had been killed and burnt in the siepe at
lones” hotel and “a number of photographers Pt

suaded the police to hang the body from o pulley in

front of the police station in order to get photographic

records™.f The coalescence of a well known photogra-
pher and an infamous subject resulted in what is cham

pioned as “Australia’s first real Press photograph™.?
In the context of documentary photography
and a history of photojournalism it is obviously a wel

come image. In other contexts 1oo il can be seen as u tri-

lifTe
umph ol the law, of civilization. But the unspoken
event is the most momentous: Death not Ned Kelly's

which had been so eagerly anticipated, but that of a lel-
losw gang member

Lindt keeps his distance from the body hung
up for photography. It is isolated at the right of the
composition while the gathering of men and boys is at
the left: the centre is occupiecd by a photagrapher
masked by his dark cloth. The space between Joe Byrne
and the male onlookers is empiy, untroubled by o
glance or a [licker of feeling. We are made complicit
with Lindi as a dispassionate obscrver. Byrne's is the
now familinr public death that denies a place or éven
the possibility

of imtimacy and private gricl.

Lindt's photograph can be read syvmbaolically
as the end of anarchy. With the elimination of the threat
posed first by the Aborigines and then the bushrangers,
colonial sociely could prosper in what was assumed
would be o lasting peace. In the 1880s the definition and
mythologizing of national life began in earnest culmi-
nating in Federation in 1901. Photographs by Lindt
Micholas Calre. Charles Kerry and others had a crucial
part tao play in giving expression to nationalist

rentiments.




Discuxsiony beitween Bob Hawke and Galar-

Fwvpy Yunupingn (Galarrwuy (s painted with his father's
hody design from the Gueatf clan) by Sue Ford was tonk-
en over a hundred years later in 1988, the Bicentennial
of two hundred years of white settlement of Australia,
T'he occasion was a festival organized by the Barunga
community in the Morthern Territory that was “a cen-
tral part of a special yvear of ceremony to celebrate Abo-
riginal people’s survival, the culture and the land, the

mother of our culture™.® Ford was asked by the North-

= 7. Locartion

Sue Ford

r rWEeN Bos
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ern Lands Council to make n record of the day for them;

the events included a meeting between the then Prime
Minister Bob Hawke and senior Aboriginal law men:

The senlor Aboriginal law men invited the man who leads

the Australian law making system 1o 2il down on an Aborigh-

nal ceremonial ground 1o discuss Aboriginal jssucs an thein

LErms During the mesting with Bob Hoawke the Abhoar

fal law men presented him with five practical demands which
outlined & consulintion process and the need for an indication
of the Governmant™s willingness 1o proceed

The=e events ot Barunga brought the Australian Govern-



ity closer to an agrecment wilh

Aboriging peopl

A3 the end ol the dav Hawke gave the A borieg

that the Fedo C3overn

nal people an unde riak

ment would immediately begin o neolinle o ne
golintions are continuing
In Ford™s tmda n white muain Jdresse in o

= shirt and trouzscrs, hand=s on f‘|||'.'-. faces

short=sle

hare-chested blnck man whose Mesh and

neh other, we

raled wath body paonl. They look only

are witiness 1o their transaclion. AN inverion occurs and

Hawke fr the normal workaday warld who

looks strange dand out-of-place. Galarrwuay siancoe is

ond him o

hiz pecaople, their land

uresd becnuse | can-

witlh these Iwo g

els¢c other than

gine Them origine

mol i g .III'\.'-'\III\.!

¢ ours. [ do not cite them s evidenc

Avustralin. Thew

as o way ol introduc-

Austrolinnness |

ing two themes the violence of our past (and present)

mnd the role of photography in public life.

Yustralia

ong and rich history of photo

graphic practice. News of its invention had reached Ho

art in the colony of Van Diemen’s Land by Octobe:
PHAY, just a few months after the twin announcements of

Louis Daguerre and Willinm Henry Fox Talbot. Once

accounivd Tor principally

technological 1erms the de

velopmaent ol |l|:u||:||_'-.|;'-!|_'. in Australia is now more

lirr

to the agendas of imperialism and colo-
vinlism. Tercnce Maloon, for example, has convincingly

irgued that the earliest photographers

Lai seeral obsorving, réepresgnt
i wing up and legitiomizin k el ins cl
miied i of awnership upon lerritory

Plhoiog in Australin hos been “owned” by

nized. This realization does

the coalome il The co

I necessarnly invalve the nssi

wition of retrospec

and spoecific guilt: all recently colomzed counirics share

e story of phatography in Adteron

ce. parallels our own despite

ikehn

cen the Maori and P

people. There has not been o tradition of Mool and

raphy with a few isolated ex

anly in the lasit mde v A o

ers themsclves*

miginil people have become pholog
Fhe production and consumpiion ol |'-h||

mid-ninetecenth conlury. ns now, cannot

e separated from olher systems of power. Despite s

much touled democratic possibilities photography is not

thas proal cgualiz Because of the mechanical nature of

the process anyone can take a photograph whoerens

certonin skills are required in other areas ol the visual




arts. music and literature it s too often assumed thal
photography belongs 1o everyone. Photagraphs have be

come successively cheaper but not everyone can afford

them

Neverthel tively afflucnt country hke

Australin can support & range of photographic practice

which iz not possible in countries where the need for

food, water and shelter can only come first. In such e

d ns there

rraphy’™s functions are limite

cumsiances P

e internal demand: activities like photojour

may be i

nalism are therefore likely 1o become dominant provid

ing pictures for external markets, especially the internin

ional press agencics.™

Miere have been momenis in Ausiralin when
for idealogical reasons. attempis have beon made 1o de
mocritize photography, to push it into public life. One

of these ruptures, vet 1o be fully researchod, occurred in

the late 1930: and 40s npainst the backdrop of the rise
of fasclsm and war in Europe. 1t involved left-wing pho
tographers such as Edward Cranstone and Geolfrey
Powell who were actlive in the Australian Communisi

Party., Asx o step wwards “helping mankind™ Geollrey

Powell ndvocated

the exhilhitor must take his work 1o the people. Workers have
fies i 1o visit the iy 1o see art shows, however good. Oirpgn
nizati {like the Minianture Camern Groap and i Phono

phie Society of Mew South Wales) should make a seloction

Location

38

ol good photographs by their momlb = ane show Them on

sefimrves, (0 Mnelarices business houses, theatre lovers B

wherd ps

Nhe 19702 saw another moment of interven
tion when numerous feminists ineluding Micky Allan,

Sueg Ford, Caral Jerrems and Ruth Maddison ook up

photography as a means of empowerment. Their pholo-

documents |1I\.'\\.'IJ|.-\.'1.| images of the new womaon whao

was challenging, confident and sell-possessed

In the mid-1980s photography was uscd politi-

cally by as Australians

boriginal Australians as we
from non-Anglo Saxon backgrounds (who now comprise
one in four of the population). Brenda Croft, Tracey
sMolffatl, Michnel Riley, Seham Abi-Elias and others

claimed the rvights of representation. picturing “thean

selves” as they chose in non-stercotypical, affirmative

images. This moment it never had the cohesion of a

movement, school or style has passed nnd sirategics

have since been developed 1o resist the categorization
ns Aboriginal Artist or Ethnie Artist. Recently Tracey

mIGlTatt haz saad

e reason why | have been suecessful is that 1 have avoided

owing mysell to be ghoetitoizsed s 0 BLACK ARTIST

Thers s 8 e from my Triend lsaac Julien’s Dilm foaocking for

Langsron “RBlock an keeps block art and artists in the



I refuse to be kapt an o my ploce, otherwize | could never

woinn arresn ol 1 did

While some countries may champion 4 nation-
al photographic style the Americans, lor example,
are the orniginntors and owners of the fine print tradition
whose linecage is public knowledpe the same could
ot be sard of Auvustralia. Certamly there have been peri-

agiiec vyearmings lor o national photography ierhaps
I b 1 I I

most passionately expresscd by Max Dupain in his

words and pictures. In the late 1940s Dupain called for a

national photagraphy that “will contribute greatly o
Australian culiure. et one sce anc F1E||~lu|;|_'|.|.!;1h A -
tralin’s way of life as 11 1=, nol as one would wish it 1o
be." 1 The crux was light, the bright sunlight and blister
ing detail that Dupain took to be cssentinlly Australian,
working outdoors was also crucial

Prime Minister Hl_‘.l:ll:l!:--‘. vision of "One MNo-
tion” demonstrates that such vearmings {or a unitnry
Australia continue (o be part of political rhetoric. In
contemporary photographic practice they are more like
Iv tor be treated ironically as in Anne Zahalka's mod
ern versions of ‘classic” Australian images that include
Max Dupain’s Sunbaker. Past and present are made dis
junctive by Fracey Molfatt (SNoeme fads, 1956 and Leah
King-Smith { Parrerns of connection, 1991): their photo

praphic serics are an impassioncd eritigue of nine

tcenth-century portraits of Aborigines by 1. W, Lindi

and others which, in King-Smith’s words, “reflect the
cultural biazs of the civilization that produced them and
thus genernte an inBccurale version of the presence ol

Aboriginal people™. 13

Contemporary Australian photography is tied
by many threads 1o pholographic: practice clsewhere in
the western art world, above all the United States, Eng
land and Europe. [t is there thot our modern origins

have 1 seen o lie both as colonizers and immigrants

(this situation is changing as Asia becomes more (jafelaly
tant o Australia, especially Tor economic reasonsg), In
the late 1960s and early 70s the American example was
partic ularly infMuentinl, their longstandingeg commitment
to photography as an art form was well known locally
through pubhcations, exhibitions and travel (o and fro
I'he information about art, photography and Ar Pho

tography was parl ol the pac

e of products that began
o flow into Australia in the 1950s (ollowing our re
abgnment with the United States rather than the |.|,|_|||1|_L~
imperial power of Great Britain

Caral Jeérrems,. aone ol the most outstanding
new-generation photographers. stamped the mounts ol

her photographs ‘carol jerrems artist photographer” and

im 1974 conflidently and defiantly declared:

For me photography has alwavs been & pure art Torm,. | hasve

chosen 1o leach 2o as o avold b # involved in dommearcial

phoiography. | am mn ariist whose ool of oxprossion s Lhe

Camara.te




There was nn overt multi-faceted political di
mension to photography of this period it was used,
for instance. by conceptual artists dand other practition-
ers 1o attack the commaodity feushism of high art. The
traditional arcas of art practice, especially painting and
sculpture, seemed outdated and played out in compari-
son o photography, which was a modern technological
form apparently free of history

Fhe raw enthusiasm for the photographic
mediuvm that was so distinetive in the early 197(s and
unegualled since wias gquickly harmmessed and institu
tionalized. Art Photography courses were introducad in
toy tortinry institutions; specialist photography galleries
were cstablished, as were photography collections in art
muscums: and photographers began (o receive grants
from the Australia Council for the Artzs and other gov-
ernment agencics.

Concomitant with these developments was the

segmentation of photography into discrete areas of

practice that have stayved fast despite the official empha-
siz on a multi-skilled workforce. On one hand is the
Photography Industry whose graduates are trained in
the Technical and Further Education (TAFE) séctor,
and on the other iz Arn Photography whose graduntes
are cducated in art schools and institutes of lechnology
{most of which have now merged with universities), Al

though there is some blurring on the boundaries and

Location

A0

limited examples of commercial photography may dou-

ble as art, the category of Art Photography has, it

secms, become sell-enclosed
Most artist photographers work within i clear
Iy articulated sphere. usually supporting themselves as
tenchers in the Art Photography sector, Their art work
i= produced for public consumption in specialist venues
contemporary art spaces (in each State and Territory.
funded in part by the Australia Council), commercial or
artisi-run galleries, art mMuscums; and art, rather than
photography, magnzines. The audience 1o whom the
work is addressed is well known and homogenaous. A
recent survey undertanken on behall of the Australia
Cownctl has confirmed that like their Amernican, British,
ar European counterparts, regular visitors to Australian
gilleries belong to the most highly cducated portion of
the population; they ore the same people who support
the theatre and music, and watch ARC and 585 telewvi

sioon rather than the commercinl channels. They also

tend to be drawn from the higher social classes whether

defined by cccupation or by income, '

Contemporary Ausiralian photopraphic prac-
tice encompasses a great diversity of sivles and con-
cerns, as can be seen in Locaron, The conflidence that is
such n striking feature of current photographic work is

evident in the arts generally, there 15 no doubt that in

L‘LII[IJI.,!I lerms Australinn= I'Ial\-'\.' !‘L'L'l-'lil-li.' IMmoares selilf-ns



Bul there are pressing critical issues 10 be re

surcd

solved that allfect Australia’s well-beng, internally and

externally, A treaty with Aboriginal Australinns s cru
cinl: alza vital is the resolution of Australin’s place in

the global economy 1:||Iu_|.'_|.:|||.'a_"- o traditional allies are

presently being sorely tested).

Given the wide-ranging scope and assurance

of contemporary Art Pholography il is ir

nic that pho-
tography as we have known il stands tremulously on the

brink of its own dissaolution, By the end af this century it

;_'1¢|1|_'-L'1|_'-.| tha chemical-basaecl ||I'.|.~I-'||.'_|:.|;:-I1} will be ab-

sirlele Already traditional forms of photographic pro-

fare looking archae and enviaronmentally un

talized imaging syvslocins with us now

many (orms will be used 1o crecate the phowgraphy of

the future
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catalogue of works 12 pleces, sach 500 x 500 x 40
Courtosy, Anna Weis, City Gallary. Molbourng
Ed Burton

Hewson/Walker
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Robyn Stacey
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Arl, Brisbonda

| BBE6 Tha Meolbowrne Slage, Australiaon Cantre far Pholog

rapiry mary, Australlon Cenl lar Conlemporarny

Art. Melbourme

18 Arfisfs, Univarsity Gallery, University of Mal

Boruarme

1 QB7 The Keith and Elizobatn Murdoch Trovalling Feliow

gy, Wigtanon College of tha Aris Gallery, Malbourne
SQuiigfeify, 200 Garfruds Siresl, Malbouma,; Conlarm

parary Art Canlra of South Australia, Adelaide

1888 stralian Pholography 187 7- 1888, Dnill Hall, Aus

ian Malianal Galle Canbarra




1 989

| SS90

1841

902

Mirabing - Pogt Appropriofion: Goorgo Paton Gallery

University of Malbourne; Chamelaon Confempoarany

AM Spoce, Hobard

Expurgions info he Posh-Modarn, Nalianal Gallery ol

Victoria. Melbouma

Berlin

Far A

1 Plalrz. Folog in Wedding, Wi

Foloforum, Bremen, Wasi Garmany

o, 200 Gerlrude Stres!, Malbourne

Vasor! Ravis

Oy E=t Lo Femme?, Geargae Pol Gollary, Univers|ty
of Mol bouirs
8P Acguisitive Exfiibilion, Soulh Melbourne Town

Hall, Malbdurne

e fions in Fhofogropfy, Nalional Gollory

f Acgu
of Victorio, Malbournea
Fwenly Contempearary Ausiralian Photographers, Na

lonal Gallary of Viclono. Melbourne

il Aurstraiicn Corilam Ty Art Falr, Exhibition

Buildings, Melbourne

FEND Arfigsls Agpainst Arrimicel Exparirmanialion.

Deulscher G wrme

ary, Mal

illary, Malbourmo

(Fr@ar e

o Fabricalion: Racent Ausl

agraphy Art Gallery of Souh Austrolio, Adeloide

Frovm the Empire’s End, MNine Ausfrolion Phologoa

phers, Circulo de Bellas Ares, Madrid, Spain and

lguring

Flaofform. Spencer Sireel Station Underposs, Mel

Bdurms

Imagiming the Cify, Ciltd Confrole, Staray Hall, RMIT
Melbourna

Vielngrm (o project with Geoll Lowe), Haonol Fine A
Saenool, Hanoi, Ho Chi Minh Fine Arts Museum, Hi
Chil Minhk Cihy

Sites af e imagination, Nol 1l Gallary of Viclonio

Melboume

antre for Conlamporariy A

Lexcalion, Ausiralion (

Malbourma and lournng Asia

John
1946
SELDCTRER

Tean

2882

1884

1885

1887

1oas8

198D

1 880D

1881

BELTCTID

1976
18277

Dunkley

Smith

Born Bailoral, Victaria

INDIVIDUAL EXHIDITIONS

tntertar Mo 1 1881, Inglitule of Modarm A, Bris
bane; Arls Projacts, Malbournag

inferiors 2 - 5, Prajacl Studios One (PSS 1% Instiiule

of AN and Urbon Resources, Naw York

r982 Arts Projs

Window Sequences 19789

Malbourns

iar Mo & Artspace, Sydnoy

fions 19789

iy Duinkieyp-Srmith: install 1985

Linivarsity Galleny, Wnivarsity of MalbDourng

g

Exfariar I Francisco 1882, B0 Langton Streed

Son Franci

winl
ferfovrior NG 2. R-C}I It Australion School of At Adeloides
Ligitnt

Fechnology, Darsin

Firme Spoce | Ploce, Darwin instilute of

Perspactives for Cons

Alterations fn Evenyday

Life, Viglorian © arts, Melbourna

gge of th

Farspectivas for Conscious Allerdi i Everpooy

r

Life i, Rosiyn Oxisyd Gallary, Sydnay

FParspeciives for Conscious Allerations in Everydoy

Laka M sl

ol Modarn Art, Brisbhaone

Farspechivaes for Conscious Alferalions in Evenyday

Life IV, Realilies, Melbourme

Perspachivas for Corn s Alfpralions in Evenpday Life

VoAustialion Cenbre Ior ;onmbemporory Arf, Melb

BT

D8 PECATEL V. Realllies, Malbourna
Parspeclives for Conscious Allaralions in Evarydoy

Life WL YulllCrowley, Sydnay

Perspachives for Conscious Alferations in Everyday

Life W YUl Grod dnay

FiLra B R

ER G
Ballora! Fine Al Gallery, Ballaoal
The Organ Factary, Malbourna

Union Theatie, Monash University, Maelbourne

Location



1978 Media Centre, La Trobe Univarsily, Malbournme
197 The Sculpiure Cenlre, Sydnoy

London Fllmmokers” Co-op Cinema, London

18980 Univarsity Gollary, Univarsity of Malbourme

Institule of Modarn Art, Brisbhana
1881 Institule of Modarn Arl, Brisbana

Tha Orgon Fog

ry, Melbourns

Arnolfing Cinema, Bristol
London Filmmakers® Ca-op, Cinamo, London
1882 Millannium, Mew York

Pacilic Film Archives, Universily of Califormia, Barke

G

ge, Universily of Syrocuse, Wica

walive Al Cantar, \Wright State Univarsity, Doaylon

Experimantal intermedia Foundation, New York

pctive Glosshouse

1984 John Dunklay-Smith Film Relios

inamo, Mal

ime;: Fim Forum, Los Ang

1885

uth Ausirolion School of At Adelaida

Dorwin Institute af Technology
SELEOTED SEOUPE EXHIBITIONS
1882 Fitrm a5 At Victonan Collega of Ing Are Gallery and

tourad all siates

Fitmmakers" Visionz, Wallinglon City At Gallary

Wallingt

s e PRhiing o A Survey, REconnaissancy

I

Gallary, kalbaurms

Bignigle of Sydney, Australion Filmmokers™ p
ey

g Worlde/New Works, The Clockiowsr, New York

gram, Arl Galliary of N3W, Sy

13A3 L

s (Schemalic, Expressionist & Psyoholag!
carl), At Projects, Melbourna
uinm " 83, Studio 200, ToRyo

A Maibourne Mood - Cool Confermpoarary Arf, Aus

co

ralion Notionol Gallery, Canbearma
r 1983, An

Augiralian Parspecic pry of NSW, Syd

nay

Tfal! Poppias, Univaersity Goallery, Linive Iy of Mel

Dourneg

Location

Xenaphiilia, The Clockiowsar, Mew York
o84 Auairalic; Nine Confemporory Arlisis. Los Angoeles

instilule of Cantemporary Arl, Los Angeles

The Pafibcs of Plefunng, School of Arl G ry. Lini

varsily ol Hobar

1985 ANIART Artisis” Exchangs, Aucklond

arn Arl

i Py d

wte of bt

fos e F

Brisbans

1986 Crigins, Oviginglify + Beyornd, The Sixth Blennnale of
Sydney. Art Gollery of NSW, Sydnoy
Mealbowrne © The Place. Modarm Image Mokers® Se

The Glasshousa Cinamo, Malbourna

1987 Boorder Crossings, Modarn imoge Mokers Serias
Siate Fim Cantig, Melbourme

igncer, Unlivarsily

aallery, University of Melbourne, Malbourme

Ormond Coflege Welcomes Now Arl, Ormaoand Col

||:i||:\I Linivarsity of Melbowma, M Durnn

Modarn moge Maokers - Film & Video @ National

Perfarming Arts Museum, Melbourma and
toured all stalas
1 888 Lo Botdrma, |

1880 rhe Elusive Sign, Australion Avant-Garde progrom

Gallary, Malboumea

Australion Film Instifule. Sydnoy ond Melbourne
1982 Lacaton, Austrolion Centre for Contomporany Al

pMelbourng and louring Aska

Graeme Hare

2 Born Maibour - Victaria

BECLECTED INDNVIDUAL EXE TG E

1985 Background, Australion Caenire for Pholography

g of ACT, Canbaira

ydney; Arls Council

1986 Sroeme More, Uniled Ar Gallery, Malbourms
1587 Backgrowund, United Artisis Gallery, Melbourme
1G89 Bichirarnaie Photogrophis, Luba Bilu Gollary, Melbourne

1980 Groeme Hare Pholographs 1885 - 1280, Australion

Cantre Tor Conamporary Arl, Molbourne




Grosme Hare Works ofn Poapar, Luba Bilu Galld

MelbDourne

SDLECTED GROUPE EXHIRITIONS

1 883

1 886

ia88

G989

1990

Parsonol Perforrenes, Video Crealive Spooe, Solal

Frogrom o Iha Bisnnola ¢

i@y, Sydnay

¥

FPraston fo F Reconnoi Gallary, Meal
bourne

far Works on Papar, Acquisition

e

Elgewhire ellite Exhibilion o the =

af Sydnay, Austrlion Cenftre for Phoiog

A Survey of Confemporory Ausfration Photography

Fallary, Malbourte

Screenirng, Chouvel Cinema, Sydnay, and

strolion Centm far Phe

wpraphy, Sydney

e FatE. AUS alarie. Wadding

Bariin

Worwm , Breman, West Gormany

First A agrcry Al Feiir, Exhibition

I Lok

Buildings. Maitourng

recalicrry PR, apfy - e 198053 I Teniir

tng Exribifon, Australian Naliong| Ga i

1= dnlo the Postmodern - Five Melbourne

I 'Victorio, Mel

Exy

Pholographers, Natonal Gallary

BICLifrd

nfermporary Arfislis Serfas. The Exhibition Gi

Wangoratto

Upfronl, Blaxiond Gallary, Melbourns

Pholo Ac s Banelll Show, Conberra

ai¥iaal:}

r i ine Ausiration Naotiomno!

BEwrne
= e Ausiralion Confermporary Ad Falr, Exhibition

Buiidings, Malbournn

i agrorsl Arrnot Experrirnenifalion,

Deulschar Gollery, Melbourme

E=l=R]

L

Geoff

1953

DELEC

1982

1 9A83

1 984

1 9BE

e84

1980
18951

ity O

Adalalde

Forfronls

Austrolion C

Phologrophs or

agas Gallary, Sydne

Artspaca Visual A

Fme Present - Time Po

Lody Foirfox

lian Centre lor Confemporary A, Mol

AT

T

shratian Phofogro

ary of Victorio, Malbourne, A

inay, Cusansland A Goallary

Frogrmaeniolion omnd Fabrrocalion, Art Gollery of Soufi

Avusiralion Nalional Gallar H 1

Freedom of Chofce. Haide Park and At Golleny, Mel

af A

1 Canlre lor Pho

Malbourne

e lor Confemparary Arl

Melbourng and 1ouring Asia

Australion Copilal Tarn

L EXHIBITIONS

Pholegraphic. Work, Australlon Caentre for Phologro

Sydnay

Proposals for Larger Warks, Im

ff Kileawn, Imoges Gallery. Sydney
Goeolf Kieerm, Union Strael Gallery, Sydnay

fnika, Conbarmo Confemporany A Space,. Can

i, Sydney

Faoff Kieemn, Ausiralion Cantre for Pholography

Ars Mulliplicato, Sydnoy

TED @GROUPF EXHIBITIOME

lon Cantre tar Pho

Sydney (Parls 1 & 23

Pholography Avward, &1 Gollery of

Sydnay

Location



19856

1886

1987

| 988

1aga

| S0

18991

1992

Localtion

Affer i Artefoct, Woollongong Regionol G

Woollongong

Faul Hewson
Linda Maria Walkar

Zane Xif, Art Unit Gallary, Sydnay

Curgfor’s Cholce, Dave

pad Images Gallary, Adelaide

r the Antefoct lvan Dougharly Gollery, Sydnay

Hewson/Walker

1948 Born Feilding. NMew Zealond

18950 Borry ME Bucr, Soulh Australio

RESIDEMNCIES

189491 Visiling Fellows, Unive v of Wastarm Sydney, Ne
Mewcoslle Regional Gollery, Nowoas!e pean
Kitttng Time. Mori Gallary, Sydnoy Vigiling AmMisis, The Waslermn Fronl, Voncouvar
e Mal e fa frifin, A5 Gallory, Ad s 11a 7] MO IDLEAL X T IO NS
timign Sfreer, Brisbana CAE Gallery, Brisbane; 1981 fights home, Ausiralion Centre for Fholtogrophy
Gaorge Palon Gallery, LUnivarsity of Malbourng Sydnay

_ . GeOrmel arimantal Arl Foundation, Adelgide

Suspending Beliel, Obsarvatory G Brishang Geamairy. Expar ot ounda ! ol E

E==ld Fron! ¢slfories for video), Confemporary Art Centfra of
Forfune, Geaorga Polon Gallary, Universily of Mal i

South Australlo, Adeloide

bourna 1963 Fronf {sfares for wideo), The Wastern Fronl, Vancou

Foriung, van Doughearty Gallery, Sydney; instituie of

Modarn Arf, Brisbons: Ex

rimantal Art Foundaiion

Adeloide 1980

Maoking Phologrophs, A allary of NSW, Sydnoy
Referonce Points. New Ausiralion Acguisiions in
Carnexi, Quoangland Al Gallery, Brishana
Fragimeniolion and Fabrication - Recen! Ausiralicn

Frofography, Sodlh Austialion Art Gallery, Adaloide

1D & 10, Milburma < Arfe, Brisbane 1a52

Making Phelograghs, AN Gallary of NSW, Sydnay

Fokyoe Conneclion, Heineken Villoge Gallary, Tokyo

tteriors, Plimesall Gallery, University of Tosmania Ewan
HoDar

1952
Sream, fustraliaon Parspecta, AS & N Building, Circu

war

GROUF EXFIBITIONS

Fermino! Gorden, Experimental A Foundalion, Ada
landa

Aurora Ausiralls feonfermpoarany Ausiralian phalogra
phy and fim), Presaniolion House Gallory, Voancou

var and loured Conoda

Adeloide Bwennale of Australian Arl, Al G ry ol

South Australio, Adeloida

Praspymed innocant post-wasl Gallary, Adelaide
Locotton, Australion Cenfre for Confemparany Arl
Maelbourne ond louring -Asio

McDonald

Bom Dannavirke, New feoland

NELEOTED INDIVIDUAL EXHIBITIONS

lar Quay, Sydnay

- 1878

Handy Works by Hondgs. Gallery Lunomi, Tokyo
18982
i s and Jesters. Ars Muliplicola, Sydnay ;
of A L cala, 5 e

Lergeriiiars, Avstralion Centia for Conlemparanry At
Milbourne and fTaurnng Asio 1984

'S5 Preces, Rolorua City Art Gallery, Now Zealond
Sguarefocfoge. MoMurray Gallary. Now Zealand
Endtrarnrcs, Momnowaltu Arf Gallary, MNaw Toolarnd
Wi
Arffewiaiion, MoMurmoy Gallary, New Zealand

e, MoMurray Gallery, Now Foaland



1 286 2n Couwrse, Morl Gallery, Sydnay

1888 Dueck Egg Biuve (McDonald Duask Projeat), Mori
Gallary, Sydnay

1890 Sormnz, Mon Gallary, Sydnoy

1992 Playing Nomess/Plaging Gamas, Mor Gallafy, Sya
iy

BELFOTEID GROUFS CXHIRITIONS

Manofug Review, Monatua Al Gallery, Naw Zoaland

M. Miray

Harnsi

s Soulplure Award, touring exhib|

Zealand

Firtean Arlis Monatua A Gallary, New Fodland

wisian Exhitntion, Sydne

1880 Uinilvarsily of NSW A

1882 Weangonul Arf Aword, Samgent Siraet Af Gallery, New

1988-89 Nowvel Works (axhibition curator), Mo Gallery, Syd

vy and 1o | Ausiralia ond New Faoland

1988 Jaune Painfure. 39a Salon, Grand Palais, Paris

Tha Now Generofion, (1983-88%, Austrolian Na
al Gollary, Canbarra

A Harse Show {The Horge in Comfemporary Aus
fraafian Arf). Hoide Park and Arf Gallary, Melbourng

1 989 S x 5 Extriluif O Hundred Yoars On. Artmmal

dney

Ching Crisis, Pailou Plazo, Sydney

fn Fufl Sunlight, Aglossobaater, Brisbane and lauring

Pure, Mori lary, Sydney, Queaens|aond Collegae of

Al Gallary, Brisbanea
1990 City of Loke MaocQuarie At Prize. Loke MocQuaria
Now Soulh Wales

1892 Hiasl Maor Gallory, Sydney
fhe Angelic Spoce, Monash University Gallary, Mai
Bawrma

Location, Ausiralion Cenfre for Confemponany Art

Malbourne ond louring Asia

lan North

1945
BELECGTED
1870
1885
1986
1887

988

1890

1991

1892

ABELECTED

1870

1885

1986

1888

18880

[R=]= ]

Bom New Zealond
IRDIWVIDAL EXHRITIoME

Broff-Duncon Gallary, Wallington, New Zealond
USA

University of Naw Mexlco, Albuguangue

Secsons, Pzeudo Panoro

Art Canird of

s, 1985, Conlamparary

ull Australlo, Adelaida

SZposons, Feeudo Ponargmas. Avsiralio 1987, Aus

tralion Centre Tor Pholography, Sydnay

Paayuco Pamorarr Cazneaiix

2, Roslyn O

. Sydnay

esf Dasfiny. Rosilyn Oxleyd Gal

Sydnay

Maonifasr G

iy, Contemparary Art Canlre of Soulh

ralia, Adeloide
& Away ond Flve Segsans in Maooenio Kon

gouirg, Roalyn Oxlayd Gallpry

GROUF EXMIBITIONS

il

son and Hedges Arf Prize Finatisis, Aucklonag

City Art Gallery and lour
Young Contarmpararies, Aucklond City Art Gallery

and our

alion Work

Exparimental Art Foundofion, Adaloide

9 Ol of T4, South Aus

yp Exhibition

On the Wall, O ihe Wall, Contra for Confampoiany
Artl, Sanla Fo, LISA

Soulh Australia Re-F hofogrophed, Adelaide Festival
Exhibition, College Gallary, Adoloide

usiration Ar, Commaonwealih Instilute

Startes of #

London & Ushaer Gallery, Lincoln

Fholtography i New Mekico, Fine An

Gallary, Albuguargus, USA

£ Hy Situcied, Instifute for Contemporary A,

San Jose A
Invited artisl, Northern Goleway Projec! subrmission
South Auvstrolion Departmaent for Plaonning and Envi

ronment

Location




Farlife Groaund, Gritith Artworks Gallery, Griffith Uni

VRrsily and lour

. London and tour

Emply Larnd, Comarmwaork Gall
a02 Location, Australian Cantra tor Contamparary Arl
Molbourne and touring Aslo
Robyn Staceay
1a52 Bormm Bristbana, Queaansiand

BELECTED INDIVIDUWAL EXMIBITIONS

1883 George Paton llary, Univarsity of Malbaurns
Ausiralion Canira ior Pholograghy, Sydnsgy
1885 Wall Known Unknowrns, Mol Gallery, Sydnay

1987
1988

Hiss Bang Bong. Mon Gallary, Sydnay

e PO Mol Gallary, Sydi

W FPurdy Gallery, Londan
e FOOG Graphic Stalion, Tokyo

1980 Al the Sour

of Fegr, Marn Gallary, Syd

W
Radiirng 7000, 200 Gerfrude Sireal, Melbourns

99 o Redgate, Arl Gallery of NSW, Sydnay

Arlspace; Auckland; Mati

i3l Arl Gollery of Mew

fealand, Snad 11, Wallington

1992 JcepRedgota, Australion Centra for Contamg

Arl, Malbourne

ARLECTID GROUPS EXHIBITIONS

1 a8E0 Amore Your Friends, Tin Sheds, Sydnoy
See Sodziila, Ausirolian Centie for Phaotographly
Sy

vielbaurne Shift, Avusiralian Cantra Tor

1281 Sydnal Fod
Fhologrophy, Sydnoy, tounng axnibition

Rabyn Stocey/Ruby Dov Exllas Gollary, Sydn

19A2 Panpl Show, Australian Cenlra lor Photogrophy, Syd

oy

1884 i Ausiraii, Imoges Gallary, Sydney

1384 and £

yovrd, Davalof

1 Image. Adelaido

Racon! Acguisitions, Art Gallary of NSW. Sydney

18R5 Art Aboul Foshion, Ausirolion an e for Contempo

rary Arf, Melbourme

1987 -88

1888

1988

1 29051

1802

Saeing s Saliewving, Ar Gollary of NSW, Sydney

y 1285 A Gallary of NS

sirafion Parspe

Recent Ausiralion Phofograplty: From the Kodoo

Fund, Australian Mationol Gallery. Canbarnrd
Elzawhare. Sixih Biannale al Sydnay, salallila axhib)

lian, Australion Centra for Pho aphy, Sydnoy

Tha & Life, Ipswich Regional Gallary, |pswich

Racar! lons af O 3 Art,

Australion Notonol Galle Conterta
i Full Wiewe Art Gallery ol N3W ond louring exhibi

Han

Suspanding Belisf Obsorvalary Gollary, Brisbono
Pure invenlion Parco, Tokyo and fouring. Conlem
parmry Art Spoces. nolional louring exhibilion

af Light ¢ 1820 - 1880s), Australian Nalicon

BENTO

Alrrnall; Arlist's Posfcards, dr Gallery, London

Ausiralion Photography 1878 - 19848, Drill Hall

Ausgtrolion Nahonal Gallery, Cant ]

Ausiraiion Photography 189805, Australion National

Gallary, Conberma and national fouring exhibition

MNeaw Ao o, Malional Sallary of Viclonag, Mol

DOLrne

frrtermationale Folo- Triannale, E gan, Germany

Pholographers Gallery, Lor

Loaded, Michoa! Wardall Gallery, Melboumea

Addma r Bilfbroarad Project, 50 Billboord Siles car

rying imoges by six arn Wl o six-monih panod

throughoul A alif
Frogrmanialion and Fobrication, Recent Ausiralion

1

Photogropiny,. A Gallary o Soulh Australio, Adaloi:

e Malimark Cotlection. Art Gallary of NSW. Syd

ney: Mational Gallary of Vicloria, Melboumea

Sugansignd An Gallery, Brisbane ond louring

Locator, Australion Cenbre for Conlamponan A

Melbourne ond louring Asio




David Stephenson 1884

1966 Bom Washingfon DC, LSA | ORE
AFLECTED IF OUAL DNMIBITIONSG
7 e . a
1481 Camarowark Gallery, Son Francisco 2886
1982 Australion Cenlre for Photography. Sydney
1983 Robart Freidus Gallary, Maw Yok
1984 Tha Devaloped Image. Adoloide
1E
19ar wvan Dougherty Gallary, Sydngy BRd
Tha Friands ol Phologrophy, Cormal
o A 1988
12887 Chamealeon Conlamporory Ar Spoce, Hoban
Roslyn Oxloyd Gallary, Sydney
1889
| a/a Solomanco Ploce Gallery, Hobaort
e84 Solomonco Ploce Gollery, Hobort
S90
1890 Melbourne Conlemporary Arl Gallery. Melbourma
fustralian Centre o Pholography, Sydney
281
18E Contamporary A Centre of Souln Australlo, Adeloide
salbourne Confemporary A Galler IBGUma
bouwrme Confamporary Ar 1y, Malbourme 188

1992 Dk Ball Gallary, Holor

Ausiralion Contre for Pholography. Sydnay

BSELICTED @ROUP EXHIBITIONS

1878 Works an Paper, Dollos Mugaum of Fina Arfs and e 1 260

glonal tour

Tevythy Arivarsary Exhitition, Ausiralian Cantre for
Phalography, Sydney

Approching Lomndscape, Chamalaon Cant

parary

oarl: Penrith Regional Gallary, NSW

A Spac

Mew Views: Londscape Phofogropits from Two Con

firmenls, University of Missouri

il Austration Photography, A

ilion Notianal

ry. Canbarma

shralian ©

vermporary Phalogrophers. National
Gallery of Victorio, Melboume

Avsirafian Pholagraphy: the 1880s, Ausiralion Ma
tonal Gallery. Canbarro

Fobteowx Mourant, Fine Arls Gallery, University of

Tasmania, Hobort

Fragmuenfation and Fobr oft: Recernd Ausiralion

Fholography, An Galtary of Soulh A lia, Adelaida

Chameleon Conlemparary A Space, Ho

Bart and ourad Australio ond New 7

Lapation, Australion Canfre for Conlemporany Arl

Melbourng and louring Asia

Kevin Todd

Born Cork, Ireland

BELECTED GROUP BXHIBITIONS

1878 Pholograph as Decwmaent. Califormia inslituta af ina
Arls, Volancio, USA 1887
1880 Western Landscape Phaolography, 1B50- 1880 1aa9

Crocker Arl Museum, Sacramanta, LISA

1a81 Naw Pial

ographs, Rok idus Gallery, New York

| a5

1 S50

166

g frrm (e Parrmaenr Coltechon, Sar

Francisco Museum of Modern Art, Son Franei

Ia82 Racart! Acdgr Hons, Corcoran Gallary of AR, Wash

Inglan, DC 1952
1983 Ausfraiion Ferspaciao 1883, Arl Gallery of NSW

Sydney
3 Museum of Mod

fecan! Acqguisiions, San Franci

arn Afl. San Francisco

Tesi 8

fips, Tha Lofl, Sydnay

The Bigenlennio! Do

arariary Project Mewcasile

Raegional An G sl Walas

¥y, Nowcosile; New

ard Penrith Regional Arl Gallany. New Soulh Wale

FParks, Mi

wrll Library, Sy

Fraduale Exhiition, Plimsc

Gallery, Hobarl

frrferrerolicnns

I imwitational, Benham Studio, Ssallls
LIS

Fool: An insfallahion Publicafion No. G, Chamelaor
Conmtamporary Arl Spoce, Hobort, Austrolian Cenfra

for Confamporany Arl, Malbourma

o, Australian Centre for Conlempaorary Arl,

Lo

Malbourna aond touring Asio

Location




Sa

Anne Zahalka

1957 Bornm Sydnay, New uth Walas

SNLECTED INDIVIDUAL EXHIRITIONS

§= 12T+ The Tourist s Theorist: (theory fokes o holiday), Ki
no Eiszall, International Super 8 Feslival, Barlin
The Woanderar upon. a cosfie corme Kunsiar
nowus Bethonien, Bordin

18B7 Resaembiance |, Kunstisthous Bathonien, Berling Aus
tralian Cantra far Pholography

1888 Rezambiance [ institute of Modarn Art, Brisbona

Camerowork Gollery, London
Regamblonce | and I, 200 Garlrude Streal, Mal
porary Ar Spoce, Hoban

bowrne; Chamalean Coribar
Bondi: Ployground of thae Paocific, Bondi Pavilion,
Sydney; Cambealltown Bicenfeniol Re
Crange Reglonal Gallery, Drange
1990 Artisls, Cihy G
1881 Details and Raserrillo

Jiagnal Gallary,

oy, Molbourma

& I, Claybrook Gallery

Elornd
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