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COFA’s Extreme Makeover
By the time classes start in 2013, the
campus will be bigger, brighter and
bolder than ever.
For students, the New COFA will have
more great state-of-the-art studio
facilities.
No matter what you want to make –
from graphic design, furniture or
architectural models to jewellery,
textiles and ceramics or painting,
printmaking, sculpture and digital
media – COFA has the right
facilities to help you create the
best work you can.
For the public, the New COFA will
host world-class art, design and
media exhibitions in the newly built
galleries.
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Our public lecture series will inspire
students and the public alike.
And, in Autumn 2013, there will be a
grand festival to mark the opening
of the New COFA. It will be a
celebration of creativity open to the
public and featuring an art and
design market, free workshops for
children and adults, and exhibitions
throughout the campus.
Get ready to celebrate the New COFA.
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3k radius

3k radius

3k Radius
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Australian
International
Design Awards

4

5

Francis Bacon

6

Summer
Exhibition
Season 2013

COFA ANNUAL
2012

Until Feb 17 2013

Nov 24-28 2012

Until July 2013

Until Feb 17 2013

Until Dec 22 2012

Until April 2013

Until Dec 1 2012

The Summer Exhibition
Season 2013 presents four
exhibitions that expand on
ideas relating to
contemporary photographic
practice. Artists Ann Shelton,
Robert Besanko, René
Norwie, Darragh
O’Callaghan and David
Sudmalis present new
artworks commissioned by
the ACP. All the artworks
are a celebration and starting
point for critical interaction
with current perspectives
in photographic practice.
Experience interdisciplinary
works from analogue to digital
still and moving image,
performance, installation,
collaboration and sound.

The COFA ANNUAL 2012
exhibition features a
stunning array of animation,
ceramics, drawing, digital
imaging, environments,
graphics, installation,
interactive media, jewellery,
motion graphics, objects,
painting, photography,
printmaking, sculpture,
sound, textiles and video
works by COFA’s more than
350 graduating students.
The COFA ANNUAL 2012
is an amazing opportunity
to see Australia’s next
generation of creative
talents before they make
it big.

See a selection of
outstanding products from
the Australian International
Design Awards 2012. The
designs on display are
selected for their good
design, innovation and
the product’s potential to
improve our environment,
health or wellbeing. The
innovative designs on show
include a new type of urban
bicycle, a cuff-based device
for measuring aortic blood
pressure, designer wall
lining made from recycled
material, and a ‘man
overboard’ rescue device,
approved by the Royal
Australian Navy.

This exhibition marks the
20th anniversary of the
artist’s death and is the first
major exhibition of Bacon’s
paintings ever held in
Australia. Francis Bacon:
Five Decades presents 50
paintings as well as archival
material from the artist’s
studio, including ephemera,
films and photographs, which
helped to fuel his painterly
process. Early in his career,
Bacon was influenced by
Australian artist, Roy de
Maistre, who encouraged him
to take up painting. In turn,
Bacon’s impact on a younger
generation of artists,
including Brett Whiteley,
has been undeniable.

This exhibition explores
visual art, craft and design as
a force to combat solastalgia,
the phenomenon identified
by Australian philosopher
Glenn Albrecht as ‘the
homesickness you have when
you haven’t left home.’ Artists
from across Australia were
selected to undertake direct
research with communities
suffering solastalgia, giving
them a new voice. The
resulting works across
jewellery, ceramics, textiles,
photography, video and
installation are optimistic of
the future and act as a
warning of the consequences
if action is not taken.

The Museum of Contemporary
Art presents the first major
exhibition in Australia by
London based artist Anish
Kapoor. A key selection of
artworks spanning the artist’s
career will be presented
across two floors of the
gallery. It will include My
Red Homeland (2003), a
circular sculpture from his
red wax series which is
concerned with ideas of
spontaneous generation.
Kapoor’s artworks are
influenced by his Indian
heritage and western
philosophy and they seek
to understand what it is to
be human.

Go Figure! presents
contemporary Chinese
portraiture drawn from the
collection of Swiss collector,
Uli Sigg. Curated by Dr Claire
Roberts, the exhibition, which
features painting, drawing,
mixed media, sculpture,
photography, video and
installation works by Chinese
artists from 1979 to the
present, is split between
SCAF and the National
Portrait Gallery. The central
work to be shown at SCAF
is Peng Yu and Sun Yuan’s,
Old People’s Home, 13 hyper
real figures, reminiscent of
geriatric world leaders, in
robotic wheelchairs.

Australian Centre for
Photography
257 Oxford St, Paddington.
Ph 9332 1455
Tues to Fri noon - 7pm
Sat to Sun 10am - 6pm
acp.org.au

Round House + Square House
UNSW, Kensington campus,
Anzac Parade, Kensington.
annual.cofa.unsw.edu.au/2012

Powerhouse Museum
500 Harris St, Ultimo.
Ph 9217 0111
Daily 10am - 5pm
powerhousemuseum.com

Art Gallery of NSW
Art Gallery Rd,
The Domain, Sydney.
Ph 9225 1700
Daily 10am - 5pm
Wednesday until 9pm
artgallery.nsw.gov.au

Object Gallery
417 Bourke St, Surry Hills.
Ph 9361 4511
Tues to Sun 11am - 6pm
object.com.au

Museum of Contemporary Art
140 George St, The Rocks.
Ph 9245 2400
Daily 10am - 5pm
mca.com.au

Sherman Contemporary Art
Foundation
16–20 Goodhope St,
Paddington.
Ph 9331 1112
Wed to Sat 11am - 5pm
sherman-scaf.org.au

Five Decades

Life in Your
Hands

Anish Kapoor

7

Contemporary Chinese
Portraiture

Art from Solastalgia

12 / issue 8

issue 8 / 13

Go Figure!

1 Ann Shelton, Seedling (detail), George
Miez’s Olympic Oak (These trees were
awarded at the 1936 Berlin Olympics and
are sometimes also called ‘Hitler Oaks’),
Winterthur, Switzerland, 2011. Courtesy:
The artist.
2 Xianhe Kong, Men In Disguise (detail),

2012, digital metallic print, 30 x 40 x 1.5
inches each.
3 Woven Image, Mura Quattro

EchoPanel® (detail), new designer wall
covering made from recycled material.
4 Francis Bacon, Study for Self-Portrait

(detail), 1976, oil and pastel on canvas,
198 x 147.5cm. Collection: AGNSW.
5 Allan Chawner, Life in your hands

(video still) (detail), 2012. Photo: The
artist.
6 Anish Kapoor, My Red Homeland

(detail), 2003, wax and oil based paint,
steel arm, motor. Installation view at
Kunsthaus Bregenz. Photo: Nic
Tenwiggenhorn. Courtesy: The artist.
7 Sun Yuan and Peng Yu, Old People’s
Home, 2007, mixed media installation.
Courtesy: M+ Sigg Collection, Sherman
Contemporary Art Foundation and
National Portrait Gallery, Canberra.

$ $ $
$ $
$
Above Alexander

Seton, Quartet 01-04
(converted to mono),
2012, Bianca Carrara
marble, stainless steel,
46 x 15 x 35cm (each).
Photo: Per Ericson.
Courtesy: The artist and
Sullivan & Strumpf.

big art Success in Hong Kong

romance leads to major
survey show

Collectors from around the world have
purchased Alexander Seton’s sculptures
at the 2012 Hong Kong Art Fair. By the
second day of the show, 14 works had
been sold. The combined sales totalled
over $400,000. The Bachelor of Art
Theory graduate’s sculpture, Soloist, the
centrepiece of the exhibition, sold for
$110,000. The Hong Kong Art Fair is
Seton’s most financially successful
exhibition to date. He was represented in
Hong Kong by his gallery, Sullivan +
Strumpf Fine Art in Sydney.

Collaborative couple, Claire Healy and
Sean Cordeiro have been making work
together since their COFA romance
blossomed into something more; a creative
partnership. More than ten years later,
they are having their first major survey
show at the Museum of Contemporary Art
Australia (MCA). The exhibition presents
20 pieces, including their Cordial Home
Project, 2003, the flat-pack house that
first brought them critical acclaim, and
an new outdoor sculpture, specially
commissioned by the MCA. Claire Healy
and Sean Cordeiro is on at the MCA
until December 2, 2012.

14 / issue 8

issue 8 / 15

MCA
a c c l a
i m
Above Claire Healy

and Sean Cordeiro,
Deceased Estate (detail)
(converted to mono), 2004,
installation of entire found
detritus from artists’
warehouse in Weil am
Rhein, Germany. Photo:
Christian Schnur.
Courtesy: Newcastle Art
Gallery.
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Above Matthew Prest,

The Tent (with Danny
Egger) (detail) (converted
to mono), 2010,
performance, dimensions
variable. Photo: Debra
Jason. Courtesy: The artist.

d
d
r
d

Creative Fellowships x 2

Master of Fine Arts graduate Micheala
Gleave and Bachelor of Fine Arts graduate
Matthew Prest have been awarded two of
only six early career Australia Council for
the Arts Creative Australia Fellowships.
The fellowship is a new initiative and is
valued at $60,000 over two years.
During his fellowship, Prest will embark
on an intensive skills development program
with artists in Italy, France and New
York. Gleave will undertake a program of
residencies and mentorship, working in
Berlin, Beijing and Northern Finland.
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Wild Women Do

Brisbane’s Gallery of Modern Art (GOMA) Contemporary Australia: Women was
celebrated the diversity, energy and
on at GOMA, April 21- July 22, 2012.
innovation of contemporary Australian
women artists through the work of 33
artists and collectives in the exhibition,
Contemporary Australia: Women. Eight
COFA graduates were among the talented
women represented in this massive group
show: Natalya Hughes, Kate Mitchell,
Dominique Angeloro, Monika Tichacek
and Brown Council (aka Frances Barrett,
Kate Blackmore, Diana Smith and Kelly
Doley). Between them they have degrees in
Design, Fine Arts and Art Theory.

g o m a
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Above Brown
Council, installation view,
Contemporary Australia:
Women (detail) (converted
to mono), Queensland Art
Gallery, Gallery of
Modern Art, 2012. Photo:
B Wagner.

Arts Centre
Ascendant

I

n early 2012, Lisa Havilah, Director of Carriageworks (and a graduate of
COFA’s Master of Art Administration degree), launched her first program,
a strategically curated year of multidisciplinary works with which she will
begin to realise her vision for the arts centre. Keith Gallasch, Managing
Editor of RealTime magazine, believes that Havilah’s “successful direction
of the Campbelltown Arts centre proved that [she] has the energy, commitment
and amiable determination to realise her
Carriageworks vision”. In the following interview,
Gallasch asked Havilah how she has gone about
‘constructing’ a contemporary arts centre. What
will make Carriageworks a particular presence—
programming, partnerships, collaborations,
networks, user-friendliness?

aBove Lisa Havilah.
Photo: Luke Fuda.
Courtesy: Carriageworks.

right Bronwyn
Bancroft, P aradox of
Inequality, 2007, Synthetic
polymer paint on canvas,
150 x 150cm. Courtesy: The
artist and Carriageworks.
across Christian
Thompson King Billy Series,
Sexes, Untitled #3, 2010.
Courtesy: Gallery Gabrielle
Pizzi, Melbourne.
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Carriageworks LOCALLY
Havilah is emphatic that programming is central to her vision—
programming that is consistently multi-disciplinary,
representative of local culture (very immediately that of
Aboriginal Redfern), of established innovative Sydney companies “We are working to expand the amount of presentation space:
(Carriageworks residents Performance Space, version 1.0,
the two Tracks, previously used for rehearsal, workshopping
Force Majeure, Stalker, Playwriting Australia, Erth), as well
and Performance Space’s Clubhouse, now have consent to
as emerging talent. Carriageworks also acts as a co-producer be used for the public presentation of works that will increase
to ensure that companies with limited resources have the
the volume and scale of programming and opportunities for
support they need.
resident companies and other events.” Havilah is also keen to
address the potentially longer lives of works in her program.
Havilah says, “We’re working to make Carriageworks an integral
part of the greater Sydney contemporary art and cultural
Her commitment to Aboriginal art, especially that with its
landscape. This is partly being achieved through collaborations roots in Redfern, was evident in her collaboration with Sydney
with other respected arts organisations such as the Sydney
Festival director Lindy Hume to co-present Black Capital,
Festival, NIDA and the Biennale of Sydney.” The Carriageworks which included the exhibition 181 Regent St: Addressing Black
2012 program also includes productions presented in
Theatre, curated by COFA’s Tess Allas, which explored the
association with Belvoir, ATYP and, through Performance
emergence of The Black Theatre in Redfern in the 1970s, and
Space, with Mobile States.
Brook Andrew’s installation of caravans, Travelling Colony.
Havilah says, “Travelling Colony was perfect for Carriageworks,
At the same time, Havilah is deeply conscious that
filling the vast foyer, in fact making it more than a mere foyer.
Carriageworks is not part of Sydney’s harbour culture, hence
We’d like to see the foyer become a space in its own right.”
a need to establish it as a unique arts centre in a distinctive
In recent years, performance installations by De Quincey Co,
urban demographic. She comments, “Carriageworks is a
Joey Ruigrok and collaborators with Performance Space have
remarkable space but we feel it’s yet to be shown consistently
demonstrated the performative possibilities of the space.
operating at its best. The first annual artistic program is set
Havilah will now address the potential of the space on an onto change that.”
going basis through a commissioning program of large-scale
works.
The performance I Am Eora, directed by Wesley Enoch as part
of Black Capital staged in the huge main theatre, Bay 17, was
a reminder, as Havilah says, of how little that space has been
put to consistent use for ambitious works, whether for
Australian artists or visiting internationals. I Am Eora exploited
the space admirably at times and got lost in it at others, but
the challenge was well worth addressing.

right Anne Teresa de
Keersmaeker’s dance
ensemble Rosas. Courtesy:
The artist and Carriageworks.
below I am Eora,
Radical Son, 2012.
Photo: Lisa Tomasetti.

Given Havilah’s commitment to Asian-Pacific Art, so evident
in her three-year Campbelltown Arts Centre project, The Edge
of Elsewhere (in collaboration with Gallery 4A), with its
intensive engagement between visiting artists and local
communities, doubtless art of the region will figure in her
programming. That’s for the future, she says. In the meantime
she co-presented, with Creative Asia and the City of Sydney,
Sound Kapital for the Chinese New Year Festival. It featured
a one-night stand by three cult bands from the Beijing
underground: AV Okubo, Xiao He and PK14 plus Matthew
Nierderhauser’s video projections of the Chinese punk scene.
Havilah thinks it vital that resident companies at Carriageworks
are firmly identified with it in the public mind. In their September
production, Fearless, Milk Crate Theatre, a company that works
with homeless communities, brings them together with
professional artists, in this case singer Christa Hughes,
composer Daryl Wallis and playwright Mira Todd, to explore
that moment when people leap into the unknown. Hip-hop has
an on going association with Carriageworks which will present
Platform Hip-Hop in October, a two-day celebration of the
form with workshops, forums and performances.
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Performance Space’s second season (October-December)
titled Sexes features works addressing “the sexed identity.”
Curated by Bec Dean, Deborah Kelly and Jeff Kahn, the
impressive line-up of artists from around the country includes
Eric Bridgeman, Philip Brophy, Bindi Cole, Marley Dawson,
The Kingpins, Paul Knight, Pilar Marta Dupont and Tarryn Gill,
and Christian Thompson.

IN THE HOUSE
At the same time as constructing the
program that is the key to her vision, Lisa
Havilah has ventured into making
Carriageworks more attractive and userfriendly. The cafe area has been
transformed into the Johnandpeter
Canteen, granting that space a life of
its own, while the issue of the foyer bar
is being addressed so that it can reliably
become somewhere for audiences to
snack and drink pre- and post-show
(always a challenge for venues but one
that has to be met). The once opaque,
long front window is now transparent
making the building feel more welcoming
INTERNATIONALLY
at first sight and the interior signage in
On the international front, in September, the foyer is more intelligible and coherent.
in collaboration with the Biennale of
At the end of our conversation, I ask Lisa
Sydney, Carriageworks will present the
Havilah if she sees Carriageworks
only Australian appearance from Belgium
becoming part of the growing number of
of Anne Teresa de Keersmaeker’s dance
networks that take performance around
ensemble Rosas in two works, En
Australia. She replies, in the long-term
Attendant and Cesna. Each work explores
yes, but first Carriageworks has to
the relationship between music, dance
firmly establish its identity, producing its
and ephemerality with design by Ann
own program, above all declaring itself
Veronica Janssens, a leading Belgian
not a venue for hire, but a site for curation,
artist whose works reputedly challenge
development and for the consistent
the senses with her use of light, artificial
presentation of multi-disciplinary
fog, projections and sound. Janssens
contemporary art. It’s relatively early days
will also exhibit an installation in the
in the Havilah regime but a cogent multiCarriageworks foyer and another on
disciplinary program and support for
Cockatoo Island as part of the Biennale.
local artists and culture in a national
Indian artist, Mumbai-based Nikhill
and international context suggest promise
Chopra, will also occupy the
is on the way to realisation.
above Brook Andrew,
Carriageworks foyer with his large-scale
Travelling Colony, 2012,
Keith Gallasch
drawings which are a component of the
dimensions variable.
This
is an edited version of an article
Photo: Susannah Wimberley. artist’s endurance performances in which
by
Keith
Gallasch that appeared in
he creates characters from Indian colonial
RealTime
107, Feb-March, 2012.
history and his own life. Chopra’s visit is
part of the Australia India Exchange
Program, which will take Australian artist
Justene Williams to India to create a
new work.

Carriageworks NATIONALLY
On the national front, Havilah is deeply impressed with
Adelaide’s Restless Dance Theatre’s dance film triptych,
Necessary Games, which Carriageworks will present in
November. It will be accompanied by a public forum and a
live performance by Lorcan Hooper and Lachlan TetlowStuart, who feature in Moth, the Reeldance award-winning
short film in the trilogy.
Other activities in the Carriageworks 2012 program include
master classes conducted by resident companies: Erth (on
puppetry), version 1.0 (devising performance), Stalker (devising

physical and dance theatre) and Force Majeure (devising
physical theatre). New work will be developed by Erth, inspired
by Nick Cave’s Murder Ballads; Optimism by Max Lyandvert
and Anna Tregloan will explore the relationship between
fiction and history for an audience to enter “through individual
pathways”; Force Majeure will extend their 2011 emerging
directors, choreographers and dancers gathering into a
public performance; Stalker will explore relationships
between movement, space and technology in Encoded; and
emerging Aboriginal theatre group, Moogahlin Performing
Arts, looks at the return of three women in aged care in
Redfern to country.
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Black Theatre
Telling the
Story

across and
bottom 181 Regent

St: Addressing Black
Theatre, Carriageworks,
Sydney, 2012. Photo:
Susannah Wimberley.
left Black Theatre,
Robert J Merritt, Author
of The Cake Man. Photo:
Judo Gemes. Courtesy:
Performing Lines.

In early November 2011, I was
contacted by Lisa Havilah, Director
of Carriageworks. She asked me if I
would be interested in a curating job.
The job turned out to be curating
the exhibition 181 Regent St:
Addressing Black Theatre, which
was to form part of the ‘Black
Capital’ program of the Sydney
Festival, in January 2012.

The aim of 181 Regent St was to commemorate the National
Black Theatre, which operated 1972-1977. The address, 181
Regent Street, Redfern, was the house that Bob Mazza lived
in and where many of the key players, including Zac Martin,
Bobby Merritt, Bindi Williams, Aileen Corpus and Bryon Syron,
amongst many others, gathered to work on new ideas for
theatrical performances and script writing.
Much of the research for the exhibition was meant to have
been completed by the time I was commissioned. However,
on my first day in early December, I soon learned that for
various reasons this was not the case. Very little research had
been undertaken at that time and very little material was
gathered.

A

Programs such as
Basically Black took a
satirical look at race
relations in Australia in
the early to mid-1970s
and introduced
characters such as
‘Super-Boong’, inverted
the racist paradigm and
showed white Australia
how ugly it can be.

s an Associate Lecturer at
COFA, I saw this offer as a
wonderful opportunity to
engage my skills as a
curator, which had been
lying dormant for too long. My last
curating job was in 2005 when I worked
on the exhibition Access All Areas which
showcased previously unseen or rarely
seen images by the esteemed
photographer Mervyn Bishop at Customs
House, Circular Quay.
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It became apparent that I would have to conduct much of my
own research and gather all the materials I would need in
order to curate a beautiful and cohesive archival exhibition
that would honour the voices of the founding members of the
National Black Theatre.
The ABC was a Festival partner, and with the assistance of
the employed researcher, I was given access to all ABC TV
and Radio recordings on the subject of the National Black
Theatre. At this point it became clear to me that I would need
professional advice. With this in mind, Carriageworks hired
filmmaker, Dr Romaine Moreton to work with me in curating
the audio/visual component of the exhibition. Together
Romaine and I watched and listened to all the ABC material
and collaboratively we chose what would work in telling the
story of the National Black Theatre and its heroes and
champions. This part of the exhibition was vital as some of
these TV programs had not been seen for nearly 40 years and
their inclusion in the exhibition highlighted just how brave,
and at times brazen, the founding members were. Programs
such as Basically Black took a satirical look at race relations
in Australia in the early to mid-1970s and introduced
characters such as ‘Super-Boong’, inverted the racist paradigm
and showed white Australia how ugly it can be. When watching
these programs in the research phase of this exhibition I could
not help but wonder, if it was proposed today, would it ever
get produced and broadcast on any TV network?

Other photographic images were sourced
from the archives of non-Aboriginal
photographers, Elaine Pelot-Syron and
Juno Gemes, who have made their names
as photographic documenters of
Indigenous affairs for the past 40 years.

One of the most significant aspects of
the exhibition was the inclusion of an
‘Honour Roll’. With a great deal of help
from Rhoda Roberts, I gathered the
names of all those people who were
part of the National Black Theatre as
well as the names of the non-Aboriginal
supporters. I had these names printed
in vinyl and mounted onto a wall.
Asterisks were placed next to those who
had died. Of the 60 plus names listed,
25 had passed away. All of those were
names of Aboriginal people.

The physical archival material for 181
Regent St was sourced from a variety of
places. Wendy Blacklock at Performing
Lines, a performing arts production
By far the most important archival material for the exhibition was material written
company, was able to provide me with
by playwright Kevin Gilbert. Kevin wrote the play ‘The Cherry Pickers’ in 1968
mounted posters of Aboriginal plays that when serving time in prison. He also wrote other plays whilst doing time, but it is
dated back to the National Black
‘The Cherry Pickers’ that has endured. The most recent production of the play
Theatre’s most successful play, ‘The Cake was directed by Wesley Enoch for the Sydney Theatre Company and toured the UK
Man’. Written by the late Bobby Merritt, in 2002. In mid-December 2011, I travelled to Canberra to meet Eleanor Gilbert,
this play received worldwide attention
Kevin’s widow, and she freely gave me unseen images of Kevin as well as the
when it toured to the United States for
original typed copy of ‘The Cherry Pickers’ that had Kevin’s notes penned all over
the World Theatre Festival in the midthe pages. Eleanor also gifted us with original handwritten scripts of other plays
1970s. Performing Lines, who also
including ‘Ghosts in Cell Ten’, 1969, and ‘The Gods Look Down’, 1969. In amongst
provided me with all of the press from the all the paperwork handed to me on that warm Canberra afternoon was a carbon
1970s and early 1980s as well as original copy of a letter that Kevin Gilbert wrote to the Adelaide Festival in the 1970s
performance schedules and published
offering them producing rights to stage ‘The Cherry Pickers’. He stated what a
scripts, happily donated most of the
ground-breaking moment in Australian theatrical history it would be if they took up
photographic images that showed
his offer as it would be a play that not only was written by an Aboriginal playwright
rehearsals and performances. The Koori but it was to be performed by Aboriginal actors and directed by an Aboriginal
Unit at the University of Sydney provided theatrical director. The offer was denied. The letter is a harsh and jarring reminder
many books of published plays that were that in our not too distant past, Aboriginal creative output was ignored by the
used in the exhibition to show the heavily mainstream Australian creative industries.
populated time-line of Aboriginal
playwrights who have had plays produced
since the 1970s.
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Photos 181 Regent

St: Addressing Black
Theatre, Carriageworks,
Sydney, 2012. Photo:
Susannah Wimberley.
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The NSW Governor, Professor Marie Bashir, launched the exhibition on January 5,
2012. Professor Bashir spent a great deal of time in the exhibition space standing
in front of the ‘Honour Roll’, remembering those happy days of the National Black
Theatre and telling me stories of all the people who she knew from those days.
Professor Bashir knew these people personally because, during the 1970s, she
worked at the Aboriginal Medical Centre that was founded during the heady days
of protest and activism which saw the birth of the National Black Theatre.
The exhibition proved to be incredibly
popular, particularly with the local
Aboriginal residents and with Aboriginal people from the world of theatre and the
arts. As popular as it was, it was not without controversy. Twice during its three
and a half week season the exhibition was sabotaged. Twice, headphone leads to
the audio/visual components were literally cut and the headphones were stolen.
With the full support of Rhoda Roberts and staff from the Sydney Festival, as well
as professional and nurturing support from Lisa Havilah and all the staff at
Carriageworks (especially the installation crew), with COFA’s blessing and help
from COFA staff member Adrian Davies (who framed over 70 images during the
Christmas break) and with the support and advice from Dr Romaine Moreton, I
was able to piece together 181 Regent St: Addressing Black Theatre in just under
four weeks. The exhibition told the story of the founding of the National Black
Theatre, showcased their work and highlighted the legacy that those amazing
people have left us.
Tess Allas

Photos 181 Regent

St: Addressing Black
Theatre, Carriageworks,
Sydney, 2012. Photo:
Susannah Wimberley.
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Adam Cullen

Above Adam Cullen,

Windmill Contractor
(detail) (converted to mono),
2003, acrylic on canvas,
183 x 183cm. Courtesy:
Michael Reid.

Painter Adam Cullen died at the age of 47
in July 2012. Cullen was a COFA alumnus.
In 1987, he graduated from the City Art
Institute (now COFA) with a Diploma of
Professional Art. He was awarded a COFA
Master of Fine Arts in 1999. Known for
his iconoclastic style and attitude, which
he infamously demonstrated in an art
school incident involving a pig’s head,
Cullen achieved mainstream success when
he won the Archibald Prize in 2000.

His dealer Michael Reid explains that
despite his bad-boy reputation Cullen had
another side. “Adam was astonishingly
kind and the many hundreds and hundreds
of thousands of dollars in paintings he
donated to charity attest to his endless
giving,” Reid says. “Adam’s death is a
great loss to the nation in so many ways.”

Bartering Art for
Knowledge

Kelly Doley won the 2012 Redlands
Westpac Art Prize Emerging Artist Award
for her work, The Learning Centre: 49
Things Learnt About Humans. For this
project, the Bachelor of Fine Arts and
Master of Design graduate received over
27 lessons from members of the public in
exchange for a painting by the artist on
a subject of their choice.

v a l e
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Commenting on her winning art work,
Doley said, “Over the past two years, I
have undertaken an ongoing investigation
into the sorts of principles, objectives and
knowledge people uphold in order to find
or maintain meaning in their lives.”

i n g s

t h
Above Kelly Doley,

49 Things Learnt About
Humans (front cover)
(converted to mono), 2012,
inkjet print on archival
100 gsm cartridge, cloth
bound, gold embossing,
21 x 30 cm, 111 pgs.
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SOYA + COFA

The Qantas Spirit of Youth Awards
(SOYA) support Australia’s emerging
talents across ten creative categories. Each
winner gets $5,000, a trip overseas and a
mentor from their field. This year, Tully
Arnot won the SOYA Visual Arts prize.
The Bachelor of Design and Master of Fine
Arts graduate travelled to Scotland and
is undertaking a year-long mentorship
with Elizabeth Ann Macgregor, director
of the MCA Australia.

Henry Wilson (work pictured), a Sessional
Lecturer in the School of Design Studies,
won the SOYA Craft and Object Design
Award, he travelled to London to exhibit
his work at the London Design Fair and
be mentored by Marc Newson.

COFA grad got the GOYTA

Masato Sano won the 2012 Design
Institute of Australia (DIA) Graduate of
the Year Award (GOYTA) in the Graphic
Design category for NSW. The DIA award
acknowledges Sano’s skill and potential
as a graphic designer. The Bachelor of
Design graduate is currently involved in
creating graphic identities, especially for
new ventures. He also sets aside time to
design for not-for-profit causes.

Above Henry Wilson,
A-joint as bench seat
(converted to mono), 2012,
ash timber, polished
aluminium.
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Above Masato Sano,

Carefactor t-shirt
(converted to mono), 2011,
design concept.
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The Head-On Portrait Prize is a critically
acclaimed, annual photographic competition
which turns the lens on ordinary Australians.
The judges of the 2012 competition awarded
the top prize to three photographers. One
of them was David Manley, a Bachelor of
Fine Arts (Hons) graduate and Sessional
Lecturer in the School of Media Arts.

Hijacked III

Manley won for his portrait of Brian, a
man living in a Surry Hills boarding
house. Manley’s work was also included
in the recent Hijacked III publication and
exhibition which features contemporary
photography from Australia and the UK.

Above David Manley,

Brian, Surry Hills
Boarding House (detail)
(converted to mono), 2011.
Courtesy: The artist.
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Macario de Souza
Profile
In 2003, during the second year of his degree at COFA,
Macario de Souza made a 20-minute long documentary on
the culture of his home suburb, Maroubra. It wasn’t very well
received by his lecturer. “I had to argue to get a pass for it,”
de Souza recalls. “It was a fine arts degree, at an art school,
and I was doing something quite commercial… it wasn’t arty
enough.” His short film may not have fulfilled course
requirements, but it was the starting point for Bra Boys:
Blood is Thicker than Water (2007), a feature-length, award
wining documentary that broke box office records.
right Bra Boys: Blood
is Thicker than Water, Dir:
Sunny Abberton, Macario
De Souza, Producers: Sunny
Abberton and Michael
Lawrence, 2007.

De Souza comes from a generation raised on
reality TV; a genre that has less to do with reality
than the calculated manipulation of situations.
So it’s not surprising that his docos aren’t shot
in the traditional, passive, ‘stand-back and just
let it happen’ style.

s a y
NEVER

In making Bra Boys, which he co-wrote and
co-directed with older and more notorious fellow
Bra Boy, Sunny Abberton, de Souza was more
like an embedded journo in a war zone than
anything else.

36 / issue 8

issue 8 / 37

below Richie Vaculik,
Fighting Fear, Dir: Macario
De Souza, Producers:
Macario De Souza, Sue
Masters and Michael
Lawrence, 2011.
across Mark Matthews,
Fighting Fear, Dir: Macario
De Souza, Producers:
Macario De Souza, Sue
Masters and Michael
Lawrence, 2011.
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Left Fighting Fear,
Film Poster, Dir: Macario
De Souza, Producers:
Macario De Souza, Sue
Masters and Michael
Lawrence, 2011.
right Macario De
Souza, Director. Photo:
Claire Gorman.

In his second feature length
doc, Fighting Fear (2011), de
Souza really gets his hands
dirty; he orchestrates events
and drives the action to tell a
dramatic story. Bra Boys
was perceived by many as
a celebration of a hypermasculine culture, a ‘surf tribe’
fuelled by alcohol and
characterised by equal parts
loyalty and violence.

For de Souza, Fighting Fear was almost an antidote for Bra Boys; it takes
the same testosterone charged energy, but channels it in a more positive
way. Fighting Fear follows de Souza’s two best friends: big wave surfer,
Mark Mathews, and Mixed Martial Arts (MMA) fighter, Richie Vaculik, who
both featured in the earlier film. “I guess a lot of the messaging and the
morals in Fighting Fear came from a personal place for me as a director,”
de Souza explains. In their late teens and early 20s, all three young men
very narrowly escaped jail time following drunken lapses in judgment;
Mathews and Vaculik for brawling, causing grievous bodily harm, de Souza
for joy riding in a steamroller. “Every generation, the kids that age go through

Co-Director Sunny Abberton and his brothers,
Koby and Jai, are the movies anti-heroes.
Predictably, the film is far from neutral, and is
morally ambiguous. In contrast, Fighting Fear is
a movie with a clear message.
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the same thing: 18-22 they just party. Of the
younger generation, out of the eight that we were
close to, six of them ended up in jail,” de Souza
says. “I actually felt that part of that was that young
guys took the wrong message out of Bra Boys.
They thought you had to be a tough guy and go
out and drink yourself silly.”

below Fighting
Fear, Behind the scenes,
Dir: Macario De Souza,
Producers: Macario De
Souza, Sue Masters and
Michael Lawrence, 2011.

right Fighting Fear,
Film Still, Dir: Macario
De Souza, Producers:
Macario De Souza, Sue
Masters and Michael
Lawrence, 2011.

De Souza was determined to make a film that would “let the kids know,
you can stuff up, but sometimes you’ve got to work out what path to take
and try and create yourself in a positive way.” By surfing the biggest and
most dangerous waves on the planet and bare-knuckle cage fighting,
the two heroes in Fighting Fear are sufficiently masculine that the film’s
message of self-respect, and second chances, is able to penetrate the
brittle shell of bravado so many men erect to shelter behind. As de Souza
puts it, “They weren’t drinkers turned ice-skaters, they are doing some
tough shit. So kids are going to listen, it’s going to resonate.” And it has.
Fighting Fear has been accepted by the board of studies to be watched
in high schools. As de Souza explains, “They’ve done a bit of curriculum
around the film and we’ve actually done a lot of talks at schools and for
disadvantaged youth. And the jails have now taken the film on board and
they are showing it to juvenile offenders, and they are loving it. That’s
something we are really proud of.”

above Kelly
Satershipstern, Fighting
Fear, Film Still, Dir:
Macario De Souza,
Producers: Macario De
Souza, Sue Masters and
Michael Lawrence, 2011.

In making Fighting Fear, de Souza may have
created a new genre of film, the ‘action docudrama’. In order to tell a powerful story, de Souza
made things happen. He arranged for Vaculik to
train with American MMA champion, BJ Penn,
in Hawaii, invited the all-time best professional
surfer, Kelly Slater, to surf big waves with
Matthews in Tasmania and orchestrated a
dramatic night-surfing sequence that became the
finale of the movie. “I guess I like to add the highs
and the lows and the dramas that a feature film
would have, and sometimes if it’s not there, if
you can just put two people together you might
get something,” he admits. So it’s not surprising
that he has feature film ambitions. He’s written a
few scripts and says, “I do want to jump into
features and drama, but it’s so hard, it’s a bit of
a secret society to get into.”

right and
below Fighting
Fear, Behind the scenes,
Dir: Macario De Souza,
Producers: Macario De
Souza, Sue Masters and
Michael Lawrence, 2011.

“... the jails have now taken the film
on board and they are showing it to
juvenile offenders, and they are loving
it. That’s something we are really
proud of.”
Macario De Souza
Filmmaker and COFA Grad
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left Macario De Souza
as Kid Mac, performing.
right Macario De Souza
as Kid Mac, in his studio.

But that’s unlikely to stop him for long. De Souza
learned a long time ago, back at COFA, not to
take no for an answer. He admits to being pissed
off at the time, saying, “I was young and fiery
then,” but has since realised that learning to take
criticism and fight for a project that he believed
in was a valuable lesson. And, de Souza admits,
“I am a little ADD as far as drive and trying to be
creative goes.” This is something of an
understatement. In addition to his feature-length
documentaries, at the age of 29, de Souza already
has several television credits under his belt
including, Football Superstar for Foxtel and a
six-part doco on the Rabbitohs narrated by
Russell Crowe. And in May this year he released
his first solo album, No Man’s Land, under the
name Kid Mac.

De Souza’s boundless creativity is matched only
by his acute business sense. His two movies
could be seen as a cunning cross-marketing ploy;
very long and elaborate Kid Mac music videos.
Three of his tracks were featured in Bra Boys and
five in Fighting Fear. “Because of that I’ve created
a bit of a fan base in surfer communities all over
the world,” de Souza says. He already toured
the USA in 2011, playing packed venues as the
support act for Californian rapper Mickey Avalon,
and Kid Mac will be touring Australia, the USA
and Europe in late 2012. So far his solo album
has been well received. De Souza says, “Sales
are going good and I really want to focus on the
music for this year.”
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Having said that, de Souza admits, “Every spare moment is spent on
brainstorming a new concept and being in front of a computer. I’m addicted
to my art I guess.” So, in addition to focussing on music, he has signed an
endorsement deal with Monster energy drink and is creating video content
for them. De Souza also has a TV project in the pipeline with MTV; he plans
on joining Mathews and Vaculik as a character in a reality-style drama. “It’s
almost like Entourage, meets Jackass, meets Rocky,” he says. Clearly a
past-master of the pitch, he adds without blinking, “It’s MMA fighting,
surfing, music and film; three best friends try to get to the top and help
each other.” With such a potent mix of energy, creativity and loyalty, success
seems inevitable.
Tracey Clement

CRE
ATIVE
Creative Animal
right Moulin Rouge!,
film still. Dir: Baz
Luhrmann, Producers:
Baz Luhrmann, Fred
Baron, Martin Brown,
2001.
across top and
far right Australia,
film still. Dir: Baz
Luhrmann, Producers: Baz
Luhrmann, Catherine
Knapman, G. Mac Brown,
2008.
across middle

The Matrix Trilogy, film
still. Dir: Andy Wachowski
and Lana Wachowski,
Producer: Joel Silver,
1999-2003.
left Legend of the
Guardians: The Owls of
Ga’Hoole, film still. Dir:
Zack Snyder, Producer:
Zareh Nalbandian, 2010.

An owl swoops through the rain towards the
movie audience, and in response people
seem to bend away from the flight of the
beautiful bird as it arcs three dimensionally
out from the film screen towards them. There
is an audible collective sigh, as the bird’s
feathers shower silver droplets of rain. This
is the wonderful world of Animal Logic’s
creative work.

In the beginning, Animal Logic was based solely
at Fox Film Studios in Sydney, but as its reputation
grew, the studios were expanded, and offices
were also established elsewhere in Australia and
in Los Angeles, California. Animal Logic achieved
early success working in advertising and television,
before a remarkably successful expansion into
feature film work and special effects, including
the award winning Babe, the Matrix trilogy, Moulin
Rouge, Hero, 300, Happy Feet, Australia, and
most recently, the fully animated Legend of the
Guardians: The Owls of Ga’Hoole movie. Walking
with Dinosaurs 3D will be the next initiative to
come from Animal Logic, and it is a muchanticipated release, using new technology, and
applying rendering animation into real
backgrounds and environments. Animal Logic is
also converting the final Harry Potter film into
3D, something that could not be achieved during
the original filming.
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COFA has enjoyed a long working relationship and collaborative connection
with Animal Logic and its talented and skilled staff. Part of the reason for
this is the significant number of COFA graduates who have worked at the
company since it was established in 1991. Teams of highly-skilled concept
and digital artists and designers work at Animal Logic to produce subtly
nuanced visual stories, from 30 second advertisements, to full feature
length films. This culture of versatile storytelling resonates with COFA.
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Seven COFA graduates are currently based at
the Fox Film Studios location: Nadia Attlee, Toby
Grime, Nick Hore, Mel Jones, Dominica Myles,
Charles Santoso and Feargal Stewart. Together
they studied nearly the full range of what COFA
has to offer; between them they have degrees in
Digital Media, Fine Art Design and Art Theory.
They remember their student days at COFA with
affection, and recently reflected on what they
learned there, and how it has been actively used
in their diverse work at Animal Logic. It is
fascinating to hear the range of ways COFA has
helped prepare the graduates for their work.

“... I’ve been working on graphics
for the Warner Brothers LEGO
movie. I majored in Graphic
Design and Jewellery at COFA,
and although I have a love of
animation and illustration, the
film industry wasn’t something I
expected to be involved in.”
Nadia Attlee
Graphics Animator at Animal Logic and COFA Grad

Nick Hore had an interesting view on failure, and gave this advice:
“Make lots of mistakes! Mistakes mean you are pushing yourself and not
staying safe. Make the most of your time at college and realise you have
amazing resources (people, materials, tools, knowledge) at your disposal.”
Mel Jones and Toby Grime both emphasised the importance of written
communication, and Mel commented that:
“My writing skills were dramatically improved by the endless essay writing
and critique from my lecturers! Even when I had done well I was pushed
to do better and this was ideal training to aim for excellence rather than
settle for mediocrity.”
Toby concurred, saying the blend of teaching approaches helped him too: What other advice might these two designers
have for current COFA students?
“I also learned valuable ‘conceptual’ skills which is kind of the other side
of the equation in using your ideas and brain processes to create, to be
Charles commented that he felt it was important to:
unique, to be artistic and to problem solve. This is a skill I use every day
“Use your time to experiment and learn as many
at Animal Logic really, especially when pitching ideas and ‘creatives’ to
skills as you can but most importantly, keep
clients. This might be by way of written treatments backing up my creative
thoughts. This is something we did all the time at COFA when writing about asking yourself, who you are and what you really
want to do.”
our projects for assessment. You had to outline your approach, your
reasoning, and your ideas. Basically back up what you had placed on the
table. The audience can sense when you doubt what you say.”

Toby Grime shared a fascinating perspective and
philosophy, which COFA students and staff
alike will recognise. In conclusion, Toby
emphasised that we should:
“Be aware and open to the world around you.
There’s always more there than you think. Draw,
photograph, sketch, film, and record that world
Charles and Nadia both attended this special workshop organised by COFA
from your perspective. Contribute back into that
and involving staff from Pixar in the USA. During the workshop they
world and share it. You shouldn’t need reasons
experienced mentoring by Iain McCaig (known for his work on the Star
or motivations to do anything, just go and do it.
Wars prequels). Animal Logic staff also attended and it is fascinating to
Don’t ask for permission. Collaborate with your
see those early introductions come full circle. Now these seven graduates
fellow artists and those who may not be artists.
are in a position to mentor future industry professionals themselves.
Listen to others. Get out of your comfort zone.
Turn your Facebook off. Sometimes it is okay
For these ‘Animals’, working for the company has provided many highlights.
to be ‘Nigel no friends’ and just be lost in your
As Charles described:
own creativity. Be unique and ask for feedback
“Designing characters, environments and props for the Legend of the
on your work. Ask strangers for feedback.
Guardians movie was really special because it was the first movie that I
Start collectives together with like-minded
was involved in. I have to admit that my eyes were a bit teary when I saw my artists, form networks and create a presence
name on the credit roll. I’m still proud of how the final visuals turned out.” in the world around you. Start a movement, a
revolution. Don’t do what everyone else does.
Nadia works in a different area of the company from Charles, and she says
Be original.”
of her current work:
The unique quality of the work produced by
“In some ways I’m just proud to be at Animal Logic. This is my first contract
COFA graduates in teams at Animal Logic
here and I’ve been working on graphics for the Warner Brothers LEGO
brings these eloquent words vividly to life.
movie. I majored in Graphic Design and Jewellery at COFA, and although
I have a love of animation and illustration, the film industry wasn’t
Emma Rober tson
something I expected to be involved in. I just wanted to make good design, Associate Professor Emma Rober tson is the
so being able to work on other exciting things like character concepts is
Program Director for COFA’s Bachelor of
a lot of fun. I mean, at the end of the day it’s also a job like any other, but
Design degree.
sometimes you sit back and think, ‘Wow, I’m being paid to do these
Watch COFA graduates Toby Grime and Feargal
awesome things’ and you can’t imagine yourself in any other industry.”
Stewart talk about wrangling pixels and travelling
the world for their creative careers at Animal Logic:
youtu.be/3-NwHGgI9jI

Nadia agreed, and added:

“In retrospect I think the most fun I had at COFA
was just being there and learning and being able
to have a lot of fun with your assignments. The
“I learned about how to tackle project briefs in different ways, and to think only person you had to please was yourself (well,
that and the assignment criteria...) and being able
in a more lateral way. It was a time for me to experiment with different
mediums and approaches to my assignments. These skills shaped the way to take a project in any direction, or the direction
you personally think is best, isn’t something you
I think and was a solid base for my current approach to work.”
always have the luxury of doing down the road.
Nadia Attlee had a similar perspective:
I also really enjoyed the combined COFA and
Animal Logic ‘Smoke and Mirrors’ workshop! Best
“One of the things I liked best about the COFA course is that even before
creative weekend ever.”
you decide what you want to major in, they try to teach you the important
fundamentals of design. And while you might not appreciate it while you’re
making cubes out of string and balsa wood, knowing those skills gives you
a lot of flexibility down the road.”
On the topic of how their studies at COFA influenced them, Charles
Santoso said:
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sound bytes
Fatima Mawas in Arab Film Festival Australia
Fatima Mawas’s short film, Fighting for Air, premiered “She’s battling or fighting, both internally and
at the Arab Film Festival Australia in June. This
externally,” Mawas explains. The producer of
COFA graduate’s work explores themes of identity, Fighting for Air, Christina Radburn says, “It’s time
racism, war, religion and sexuality. The main
for us to see some stories about young Muslim
character is a female loner who becomes involved
women that aren’t just the stereotypical stories.”
in the shady world of 0underground boxing.
Watch the promo for Fighting for Air:
vimeo.com /28892435
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What do
Frost*,
Eskimo &
ICEHOTEL
have in common?
COFA Graduates
work here.

Will to Form

Start your creative career at COFA.

Earlier this year, Hazelhurst Regional
Gallery honoured Peter Sharp with the
first major survey of his work, Will to
Form. This exhibition covered two decades
of Sharp’s practice and recognised his
importance as an artist with a passion for
the Australian landscape. Sharp is also
a Lecturer in Painting and Drawing in
COFA’s School of Art. Will to Form was
on at the Hazelhurst Regional Gallery,
March 23 - May 6, 2012.

2 0
y e a r s
w o r k
Above Peter Sharp,
Will to Form (converted
to mono) , installation
shot, 2012.

COFA offers undergraduate and postgraduate degrees:
cofa.unsw.edu.au/degrees
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Kevin Rudd Supports COFA’s
Creativity

Sound Bytes
Juliet Darling Pays Tribute to Nick Waterlow
Filmmaker Juliet Darling has produced a tribute to
internationally renowned art curator, Nick Waterlow OAM.
Titled, A Curator’s Last Will and Testament, it takes its name
from a list Waterlow made, which was found after his death.
“Before his death, he penned in his notebook a list of those
exceptional qualities that were an essential part of him and
were most important for him in his work as a curator,” Darling
explains.
Darling was Waterlow’s partner, and making the film was both
emotional and cathartic. “A Curator’s Last Will and Testament
is a document that reminds us of what we have lost,” says
Darling, “but also, as Jane Campion said when she saw the
film that honours his document, it is a way to begin.”

The Hon Kevin Rudd was Prime Minister
when COFA received $48 million from
the Australian Government through the
Education Investment Fund. The money
supports the redevelopment of COFA’s
campus, due for completion in early 2013. COFA’s Dean,
Professor Ian Howard, says, “Mr Rudd understands that a
successful and powerful nation is led by creative people and
he recognised the importance of COFA as a creative
institution.”
Watch Hon. Kevin Rudd talk about the importance of creativity:
youtu.be/8YbjnkmVLMA

below Benjamin
Carey, zero jo II, (detail)
2011, inkjet on newsprint,
594 x 841mm.

above Nick Waterlow,
2007. Photo: Olivia
Martin-Mcguire.
left A Curator’s Last
Will and Testament, Nick
Waterlow, 2009.

COFA Online Receives International Award

Benjamin Carey in Denmark

righT Book cover, Susan
Best, Visualizing Feeling:
Affect and the Feminine
Avant-garde, Lygia Clark,
Camisa-de-força (Straight
Jacket), 1969. Courtesy:
The World of Lygia Clark
Cultural Association.

Susan Best wins top Book prize
Dr. Susan Best, Senior Lecturer in COFA’s School of Art History and Art Education
has won the Art Association of Australia and New Zealand Power Institute Prize
for best book. Her book Visualizing Feeling: Affect and the Feminine Avant-garde
focuses on four highly influential female artists of the 1960s and 70s. It explores
how their art transformed established avant-garde protocols of the period by
introducing an affective dimension to late modern art.
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COFA graduate, Benjamin Carey was
selected to exhibit at the Kunsthal
Charlottenborg in Denmark. The Spring
Exhibition featured 69 participants from
around the world. This was the first time
Carey had exhibited overseas, and he
didn’t hesitate to hop on a plane for
the opening. He says, “The most
exciting thing I experienced was the
encouragement given by all society to
artists in Scandinavian culture. Creativity
is really savoured as a phenomenon, not
merely an exclusive, mercenary vocation.”
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The COFA Learning to Teach Online ( LTTO) resources
received a Multimedia Educational Resource for Learning
and Online Teaching ( MERLOT) award for Exemplary Online
Learning Resources. COFA Online’s Simon McIntyre and
Karin Watson travelled to Las Vegas in July 2012, to attend
the award ceremony.
Learn more about COFA Online’s award winning LTTO
resources:
youtu.be / EXpiBmoj5zU

sound bytes

sound bytes

left Geoff Burton,
Christi Fernando from
the film The Fishermen of
Duwa (detail), 1978.

Students Draw on Car for SBS
Four COFA students worked with the communications
company, Ink Project, to create a dynamic brand identity
interstitial for SBS TV’s subscription channel, STUDIO.
Sally Conwell, Rebeccah Dent and Ti Zhao were recruited
via COFA’s blog to recreate an artwork by Ken Lambert.

Aaron Burton in Colombo Art Biennale

Watch the COFA students draw on a VW bug for SBS:
youtu.be /of_ Dgt1DAfo

COFA Media Arts PhD candidate, Aaron Burton, exhibited
in the 2012 Colombo Art Biennale, in Sri Lanka. Burton has
strong ties to the island. In 1978, his parents, anthropologist
Sharon Bell and filmmaker Geoff Burton, made three
ethnographic films there. Burton’s own film, Ape Ammage
Gama / My Mother’s Village, is a dual-projection video
installation that juxtaposes excerpts from the films his parents
made with his own experiences and recordings of the same
individuals and communities in Sri Lanka 33 years later.

above Ink Project,

STUDIO Texter Ident
(detail), 2012, TV
Broadcast, press ads,
online ads.

Watch some of Aaron Burton’s films:
youtube.com /user/aburtondoco

Lea Donnan Makes Ice Art in
Iceland

Louise Fowler-Smith Takes the
Healing Power of Art to Japan

above Students

from COFA, Salisbury
University (USA) and
Wakayama University
( Japan) making art
work in the Kii Sacred
Mountain Range, Japan.

Louise Fowler-Smith, Senior Lecturer in
COFA’s School of Art, initiated a month
long course in Japan for students from
COFA, Salisbury University (USA) and
Wakayama University (Japan). Titled,
Environment and Spirituality: Walking
the Pilgrimage, the aim of the course
was to learn about the spiritual cultures
of Japan, especially Shingon Esoteric
Buddhism, Shinto and Animism.

COFA graduate, Lea Donnan, travelled
to Iceland to create artworks out of
ice. There’s a joke about trying to sell
ice to Eskimos, so it’s possible that
the locals might have thought she was
mad, but according to Donnan, they
were very supportive. “I worked closely
with people in Skagaströnd developing
and producing Bókfærðu (Net Value),”
she says. “When I showed up at 7am
on days when the wind was blowing
sideways they knew I was serious.”
above Léa Donnan,

Bókfærðu (Net Value)
(detail), 2012, ice, industrial
fishing container, industrial

fishing net, trawling mat,
sting rays, cod, dimensions
variable. Courtesy: The
artist.
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Allan Giddy Lights-up Glebe
Allan Giddy, Director of COFA’s
Environmental Research Initiative for Art
(ERIA), was commissioned to create,
Earth vs Sky, a public sculpture using
the City of Sydney’s first wind turbine.
Giddy’s sculpture takes a digital
snapshot of the twilight sky and projects
contrasting hues onto the leaves and
branches of two enormous trees on the
Glebe foreshore, using LED lights to
produce a changing display as the night
progresses.
Watch Earth vs Sky in action:
youtube.com /atch?v =7gPePpsOVbQ
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right Lucy Simpson,
Warran (detail), 2012,
flags for NAIDOC week.
Courtesy: City of Sydney.

Lucy Simpson’s Flags Fly During NAIDOC Week
Lucy Simpson designed the banners for the 2012 National
Aborigines and Islanders Day Observance Committee
(NAIDOC) week. This COFA graduate draws on her
Indigenous heritage to create a range of products for her
label, Gaawaa Miyay. The design for her NAIDOC week
banners was titled, Warran, the original name for Sydney
cove.

Starting
Point
at the Biennale of Sydney
The title for this year’s Biennale of
Sydney is All our Relations. Directors
Catherine de Zegher and Gerald
McMaster drew on ideas of storytelling,
and Ligia Clark’s ‘relational objects’, to
choose work that investigates how we
connect as people and the ways art
can create new kinds of social and
physical relationships. It is, say de
Zegher and McMaster, about how
things connect, how we relate to each
other and to the world we inhabit.
Moving away from the 20th century
conception of art as a radical practice
shaped by alienation, fragmentation
and resistance, McMaster and de
Zegher emphasise the ability of art to
create new social and physical
connections. They conceive of the
inception and organisation of the
exhibition itself as an open, multi-vocal
conversation between all the
participants.

right Maria Fernanda
Cardoso and Ross Rudesch
Harley, Museum of
Copulatory Organs
(MOCO), 2012, various
mediums, dimensions
variable. Installation view
of the 18th Biennale of
Sydney at Cockatoo Island.
Photo: Sebastian Kriete.
Courtesy: The artists.

COFA played its part in Australia’s
biggest art conversation, with a host of
contributions from alumni, staff and
students. Biennale artists Jonathan Jones
and Khaled Sabsabi are among COFA’s
best-known graduates, while the Head of
Media Arts, Ross Harley, has produced
a multi-media installation in collaboration
with sculptor Maria Fernanda Cardoso.
COFA also partnered with the Biennale’s
education and public programs team to
support School of Art Theory and
Education students in devising an
innovative education program designed
to create reciprocal and organic
connections between artworks, students
and visitors.
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Harley and Cardoso are
married with kids and
in one video for the show
we can hear their ordinary
domestic and creative
chatter in the background
as they tape two stick
insects engaged in a 10hour marathon of
disconcertingly slow sex.
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above Maria Fernanda resin, glass, metal, suite of
Cardoso, Intromitent organs nine models, PComputer
of Tasmanian harvestman modelling Matt Booth, Vert
modelled after electronic Design, Sydney, 28x6x6 cm
microscope scans, 2008–09, each. Photo: Penelope Clay.

Courtesy: Arc One Gallery,
Melbourne and
GRANTPIRRIE, Sydney.

Harley and Cardoso’s Museum of Copulatory Organs (MOCO) reveals some
interesting things about the way animals relate to each other, as well as questioning
human relationships with animals, relationships between men and women and, in
quite a charming way, the relationship between the two artists themselves. Harley
and Cardoso are married with kids and in one video for the show we can hear their
ordinary domestic and creative chatter in the background as they tape two stick
insects engaged in a 10-hour marathon of disconcertingly slow sex.
Cardoso and Harley have collaborated for years, making installation and performance
works that play on the artistic, social, and scientific relationship that we have with
animals; a relationship that can be intimate, caring, violent or parasitic. Harley says
that the work they make is about “dissolving the boundaries between humans and
animals, and not making humans the most advanced, the most elaborate and the
cleverest”.

Since the Enlightenment, it has been the norm for technology to serve a masculine,
rationalist impulse to dominate the natural world. Harley and Cardoso’s work is
about undermining the way technology separates us from nature or each other, so
there is something serious (as well as comical) about Cardoso using the tools of
science to explore her fascination with penis morphology. She uses the latest
technology to zoom in on the genitalia of tiny animals, which, once displayed in all
their complexity and variety, put the human member to shame. You could call it a
deflationary strategy.
Apart from playing a very funny game with our discomfort at the sight of male sexual
organs, and the proscription that they be kept out of sight, Cardoso and Harley’s
work also recalls the days when science and art shared the job of revealing new
worlds and new types of life. Their approach to the electron microscope is a bit like
Anton van Leeuwenhoek, the Dutch scientist of the 17th century, who used the earliest
microscopes to investigate his own bodily fluids and drew exquisite images of the
animalcules he found in semen and wastewater. A high-minded display of penises
and sex is a sure route to comedy but, as Harley says, “humour is something that
allows you to loosen up and see things differently”.

Students from the Bachelor of Art
Education and Bachelor of Art Theory
degrees worked with the Biennale’s Head
of Public Programs and Education,
Virginia Mitchell, to put together
educational material that shaped the way
school students and the public connected
with the works in the Biennale. According
to Mitchell the challenge of this year’s
exhibition was the interactive and open
The study of insects in the 17th century challenged many of the moral and social
character of the works. The artists aren’t
habits of the day, revealing that queens were often much bigger than kings and that
trying to present abstract ideas or visual
microscopic animals reproduced sexually rather than springing spontaneously from
experiences for viewers to simply look at,
the mud. In the same way Cardoso and Harley draw our attention to a world of
but instead are creating physical and
female promiscuity and sexual preference, as well as some extraordinarily complex,
emotional encounters. Many works are
often mysterious, sexual mechanics. Harley and Cardoso render visible an orgy that,
made of non-precious materials like fog,
whether we like it or not, is happening around us all the time. According to Harley,
polystyrene and fabric, and only come to
“The idea of the project is to show what is wonderful, what is extraordinary, what
life when they are interacted with in direct,
has absolutely never before been seen. And this is meant to be an experience that
personal, often quite physical ways.
will change the way that you see the world, in very much the same way that
scientists, who look through the microscope, change the way that we understand
the world… we’re naturalists, I suppose.”

the collision between the British Empire
and the Eora, representatives of the
world’s oldest living culture,” Jones says.
“Some 220 years ago, this encounter
marked the start of Australia’s on-going
colonisation, a process that attempts to
raze Aboriginal culture.” Jones explains
that his artworks are “a way to redeposit
signals towards remembering Aboriginal
history.”

Outside, spilling out of a disused bunker,
Untitled (Oysters and tea cups), resembled
a midden assembled from a mass of
Sydney rock oyster shells mixed in with
old-fashioned china teacups. According
to Jones, “Middens in Australia are
signposts of families, and generations and
generations, thousands upon thousands
of years of people living in one spot, of
having ownership, of having a relationship
with that place.” Tellingly, in his hybrid
Jones is known for his light installations,
midden, the Indigenous oyster shells far
which are often described as a fusion of
outweighed the interloping teacups:
Jonathan Jones had two installations on elements from 1960s American
evidence of prior occupation that refuses
Cockatoo Island as part of the Biennale minimalism with patterns from his
to be denied.
of Sydney. This COFA graduate noted
Aboriginal heritage. Installed in one of the
that although the island is steeped in
tunnels on Cockatoo Island, Untitled
history (both colonial and more recent
(Barra) featured fluorescent lights, which left Jonathan Jones,
Untitled (Oysters and tea
maritime), Indigenous pre-contact history formed a stylised zigzagging map
cups), 2011, Oysters and
seems to have been erased. “Warrane,
symbolising the swimming paths of native
teacups, dimensions
or Sydney Harbour, is the site of one of long-finned eels.
variable. Photo: Jonathan
Jones. Courtesy: The artist.
the most important historical meetings:

Jonathan Jones
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Because each work is intended to trigger new and unanticipated connections with
visitor’s own memories and experiences, there is no stable meaning, no singular
concept, and no privileged object to explain. In a work like Philip Beesley’s Hylozoic
Series, a system of high tech, robotic components and sensors surround the visitor,
reacting like a living organism to their presence with “breathing, caressing and
swallowing motions”. Mitchell points out that a conventionally didactic approach,
or even labels, don’t really make sense because the exhibition is intended to engage
visitors emotionally and experientially.
According to Kim Snepvangers, head of
COFA’s School of Art History and Art
Education, the partnership with the
Biennale brings a unique depth to COFA’s
teaching program. “We provide students
and support while the Biennale, and
Virginia Mitchell in particular, provides
in-kind support and teaching back into
Tali Zeloof, a third-year COFA student, described her internship with the Biennale
our academic programs,” she says.
as an exciting opportunity to put her theoretical knowledge into a practical context;
Equally, for Mitchell and the Biennale
a chance to “make art exciting”. Rather than telling visitors what the work was about,
team, the conversations with COFA
they started conversations between visitors, guides and artists. They faced the very
students brought a fresh, young voice
tricky challenge of encouraging visitors to think through their own individual
into the education program.
experiences of objects, and to discuss what they brought to the relationship. For
Anthony Springford
Zeloof, an internship with the Biennale was an ideal way to finish her degree and
launch a career in public programs.
The COFA students highlighted the idea of relations and connections by devising
educational materials that were interactive and dynamic. Through weekly seminars
with experienced arts writers and educators, they accumulated a detailed knowledge
of all the artists in the Biennale. They produced interactive education kits, a
newspaper and online material to be used by high school teachers and students.
These students also became a core part of the guide team, engaging students and
members of the public with the works on display.

migrant experience can create anxiety and
uncertainty,” Sabsabi explains, “but they
can also generate awareness and the
ability to experience and to analyse
cultures, traditions, and histories.” He
works he says “across borders of
discipline, nationality and culture to create
artworks that challenge the passive
consumption of media spectacle.”

Arabic calligraphy that read, ‘If you
destroy the image of violence, it will
disappear.’

For Sabsabi, it doesn’t matter if people
like his work or not, as long as they take
part. “I want people to comment about
my work, regardless whether it is a
negative or positive comment,” he says.
“I want people to engage with the work
At the MCA, his 8-channel video, Air Land, even if it is seen as controversial.”
juxtaposed aerial views of rural areas of
NSW with images of post-war suburban left Khaled Sabsabi,
The Biennale of Sydney showcased three housing in South West Sydney. Sabsabi Biripi, 2006, Still from 1
channel video installation.
works by Khaled Sabsabi. Born in
had two installations on Cockatoo Island:
Courtesy: The artist.
Lebanon, this COFA graduate began his Biripi, a film made in Hastings, NSW that
creative life as a hip-hop performer and focused on dance ceremonies of the
is now known as a video artist who
Biripi Nation, and Nonabel, which was
explores the complexities of identity,
installed in one of the air raid shelters.
particularly for migrants. “The dual
This work featured conflicting audio and
identities that develop through the
scattered video, including a montage of

Khaled Sabsabi
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Dark
Victory
Nigel Milsom Profile

Painting, we are told, is variously ‘dead’, ‘alive’
or ‘back’. Despite a lack of consensus, the work of
Nigel Milsom, winner of the 2012 Sulman Prize,
provides a timely opportunity to check the pulse
of painting in Australia.
Awarded for the best subject painting, genre painting
or mural project by an Australian artist, The
Sulman Prize accompanies the Archibald and
Wynne as one of the most prestigious Australian
art prizes. Previous winners include luminaries
such as Brett Whitely, John Olson and Noel
McKenna.
With a seductively obscure title, Milsom’s winning painting, Judo House pt 4 (Golden
mud), is a sublime, brooding example of the artist’s work at full potency. Ominous
and enigmatic in equal measure, it recalls the work of legendary painters like Francis
Bacon and Gerhard Richter. While Judo House resounds with darkness and
melancholy, it is a painting that also depicts a touching personal encounter. Like
many of Milsom’s works, it crystallises personal experiences into masterful
investigations of the painted surface. The basis for the painting was an encounter
between the artist and an elderly man at a bus station. The work immortalises a
chance encounter with a stranger, while also reflecting on the artist’s relationship
with his own grandfather. Transforming an everyday conversation, Milsom’s biting,
almost monochromatic, canvas forges an estranged, hallucinatory terrain tempered
by the heart-breaking solitude of the lone figure.

right Nigel Milsom,
Judo House Pt 4 (Golden
mud), 2012, oil on linen.
Courtesy: Yuill Crowley
Gallery, Sydney.
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Nigel Milsom also featured as a finalist in the 2012 Archibald
exhibition. His dark, angular portrait depicts Kerry Crowley,
his art dealer and director of the Yuill /Crowley Gallery in
Sydney. Awarded a Medal of the Order of Australia (OAM) in
2008, for her contribution to contemporary art in Australia,
Kerry is a distinguished figure within the arts.
Milsom’s Untitled (Kerry) showcases the work of a painter who
is compelled by the act of painting, and his work reflects a
fascination with technique and the materiality of paint itself.
His work channels an acute awareness of art history and
speaks to the enduring importance of painting practice. Much
like the enticing titles of his work, the strident brushwork and
graphic, monochromatic sensibilities work to instil ambiguity
into his canvases, rather than create painterly illusions.

across Nigel Milsom,

Judo House Pt 4 (Golden
mud), 2012, oil on linen.
Courtesy: Yuill Crowley
Gallery, Sydney.

left Nigel Milsom,
Untitled (Kerry) , 2012,
oil on linen. Courtesy:
Yuill Crowley Gallery,
Sydney.
below Nigel Milsom,
Untitled ( Judo House Pt
2), 2009, oil on linen.

Milsom’s Sulman Prize win adds to an already impressive resume. Milsom has a
Bachelor of Fine Arts (Honours) and a Master of Fine Arts from COFA. He has had
seven solo exhibitions since 2002 and has been represented in various group
shows. After winning the prestigious Fisher’s Ghost Open Painting Prize in 2008,
Milsom was a finalist in the 2010 Archibald Prize with a portrait of artist Adam Cullen.
His work has been acquired by both private and public collections, including the
Museum of Contemporary Art.
The work of Nigel Milsom it seems, like painting itself, is here to stay. Melancholic,
elegiac, yet profoundly contemporary, Milsom’s work demonstrates that the
enduring potency of painting lies in its balance of technical mastery, history and
the contemporary.
Vaughan O’C onnor

sound bytes
Nigel Milsom wins 2012 Sulman Prize
Nigel Milsom, won the 2012 Sulman Prize. The
Sulman Prize is awarded annually for the best
subject /genre painting and or mural project by an
Australian artist. It’s a well-respected award, but
Milson took it in his stride with a characteristically
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laconic Aussie attitude. He said, “No, I didn’t think
I’d win, but I kinda felt the painting I entered was
an OK work.” Milsom has both a Bachelor of Fine
Arts and a Master of Fine Arts from COFA.
Watch Nigel MIlsom discuss his winning work:
youtu.be/4DBW2QWPeeU

Bild-Lilli

a d u l t
d o l l
Above Elena Knox,

Bild-Lili (detail)
(converted to mono), 2012,
digitally manipulated
image. Courtesy: The artist.

Elena Knox is a video and performance
artist who is also currently completing a
PhD in Media Arts at COFA. Her work
has been presented in Australia, Europe,
the USA and the UK. Recently, her
cabaret show, Bild-Lilli, received some rave
reviews. In this one-woman play, Knox
takes on the character of the German
adult doll that was the prototype for the
Barbie doll. Her quest involves learning
how to sue after she finds out that identity
theft is a crime. Bild-Lilli was on at the
Malthouse Theatre, Melbourne, July 18 –
Aug 4, 2012.
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Jenny Birt Winner

Congratulations to Marikit Santiago for
winning the 2012 Jenny Birt Award with
her series Mestiza / Tabi tabo po (a
collaboration with Ramesh Nithiyendran),
Snake Charmers and Coca-Colanized.
This award is presented to an outstanding
COFA coursework student, majoring in
the fields of painting or drawing. Named
in honour of Jenny Birt, a committed
supporter of the visual arts, this award
has been presented annually since its
initiation in 1995.

s n a k e
c h a r m
e r
Above Marikit
Santiago, Snake
Charmers (detail)
(converted to mono), 2011.
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Experimental
Society
COFA’s National Institute The aim of the institute is to produce innovative experimental
for Experimental Arts art research that addresses national priorities and concerns
(NIEA) is an entity that through digital media, social, environmental and communityopens new possibilities based application to the arts.
for collaboration between Its mission to build on the value of experimentation for society
at large has been strengthened by the recent introduction of
artists, programmers, three
leading Australian Research Council (ARC) fellows:
engineers and scientists, Brenda L. Croft, Mari Velonaki and Douglas Kahn. Their vastly
across humanities and different perspectives are united by a common goal to test
communities, with multi- social boundaries while making sure their research at COFA
disciplinary research connects to everyday life.
laboratories around the “These three research fellows are each pioneers in their field,”
world. says Professor Jill Bennett, NIEA Director. “Their reputations

“The book will place
popular media
platforms such as
Google Earth in the
context of media
history over the last
century and a half and
explain growing trends
towards mediated
experiences of nature at
a global scale.”

and achievements are outstanding. We’re extremely proud to
have them in the NIEA team.”

Douglas Kahn
COFA Professor of Media at NIEA

Douglas
Kahn

D

ouglas Kahn talks about the notion of NIEA
as “an organic, academic, active, artistic
animal” that proved irresistible. Until
recently, he was Professor in Science and
Technology Studies at the University of
California, now he is Professor of Media and Innovation at NIEA. He says, “The idea
of getting artists, designers, urbanists, technologists, historians and cultural
theorists - people engaged in very different social realities - all working together
so that they were not just holed up in their mutually exclusive worlds, is really very
interesting.”

above Book cover,
Douglas Kahn, Noise,
Water, Meat: A History
of Sound in the Arts,
MIT Press, 1999.

left Book cover, Douglas
Kahn and Hannah B
Higgins, Mainframe
Experimentalism: Early
Computing and the
Foundations of the Digital
Arts, University of
California Press, 2012.

Kahn is regarded as something of a legend in the world of sound art. His writings
are considered a foundation in the history and theory of sound in the arts, and the
new field of sound studies. His books (one about artistic experiments in early
computing in the 1960s and another about aesthetics of electromagnetism from
the mid-nineteenth century to the present) fit snugly within the interests of an
experimental arts institute.
Kahn’s fellowship has enabled him to concentrate on writing another, as he says,
“big history”. This time it’s called The Natural History of Media, and it attempts to
make sense of new possibilities in the integration of communications, media and
nature. Kahn expects the work to show how people, since the 19th century, have
observed the earth and experienced nature through media. He will explore the
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ways in which popular communication
technologies can be joined with scientific
instruments to help us understand the
changing ecology of our earth. “Nature
has always had a role in a system that
is imagined to be purely social and
technological,” he says. “The book will
place popular media platforms such as
Google Earth in the context of media history over the last
century and a half and explain growing trends towards mediated
experiences of nature at a global scale.”
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below Book cover,
Douglas Kahn, John
Heartfield: Art and Mass
Media, 1986.

Kahn’s fascination with the arts began as a schoolboy. His
interest in poetry extended into visual arts as a university
student. He attended the famous California Institute of the
Arts, near Los Angeles, where he was awarded a Master of
Fine Arts after studying with some of the world’s leading
artists: Yvonne Rainer, Vito Acconci and John Balderssari.
He then gained a Master of Arts in music composition at
Weslyan University where he studied with Alvin Lucier.
He married an Australian, started teaching at San Francisco
State University, and then worked (from 1996 to 2001) as
Associate Professor of Media Arts at the University of
Technology in Sydney. Now, at NIEA, Kahn is driven by
adventurous thinking about how the arts are integral to the
biggest issues of the day.

Brenda L.
Croft

T

he same is true for Brenda L.
Croft, who joins ARC Future
Fellow Jennifer Biddle in NIEA’s
burgeoning Visual Anthropology
group that concentrates on
Indigenous culture, art and politics. An
ARC Discovery Indigenous Award has
enabled Croft, “a proud Gurindji/Malngin/
Mudpurra woman” and former senior
curator of Aboriginal and Torres Strait
Islander Art, at the National Gallery of
Australia, to work full-time on her Still in
My Mind project. This initiative focuses
on the event credited as lighting the fire
that became the national land rights
movement in Australia, the 1966 Gurindji
Walk-off from Wave Hill Station, in the
Northern Territory.

“I was interested in pushing the
parameters of what I was doing as an
Indigenous arts practitioner as well as
working in areas that were previously
considered to be outside my expected
scope of Indigenous art and culture as a
curator,” she says. “This work is simply
the most important thing that I’ve done
in my life. You don’t ever do it by yourself.
You’re always standing on the shoulders
of those who went before you, and,
hopefully, you have shoulders broad
enough for others to stand on as time
goes on.”

right Brenda L Croft,
west/ward/bound from the
series west/ward/bound,
1959/1999/2009, inkjet
print on paper/inkjet print
on vinyl banner, dimensions
variable. Courtesy: The
artist, Stills Gallery, Sydney
and Niagara Galleries,
Melbourne.

left Brenda L Croft,

east/west from the series
west/ward/bound,
1959/1999/2009, inkjet
print on paper/inkjet print
print on vinyl banner,
dimensions variable.
Courtesy: The artist, Stills
Gallery, Sydney and Niagara
Galleries, Melbourne.

Croft stands, at first instance, upon the shoulders of her father
Joe, who was born on the traditional homeland of the Gurindji
people, about 480 kilometres from Katherine. She says, “My
dad was born out there, he was taken away when 18 months
old, and he didn’t get back until 1989 (after a successful
career with the Department of Aboriginal Affairs). He’s buried
there.”
The eight-year long strike by Aboriginal stockmen who
demanded equal pay is well known and a profound resonance
remains for those who still live there. “I’m not trying to come
up with my suggestion for how to deal with the issues of
Northern Territory Intervention or future jobs but I want to look
past the blinkers and clichés.”
Croft will meld her love of writing with visual expression and
archival history to play with ideas of “stillness, space,
temporality, absence and engagement with the land”. She
hopes to foster contemplation in a hurried digital age by using
a medium format field camera and going back into the
darkroom with 19th century film processing techniques.
“The family history is the bedrock for me, it’s the heartbeat,
and I’m now grown up enough to tackle this. This is a very
singular Gurindji perspective from a member of the diaspora.
I want my work to be used by younger members who mightn’t
feel as if they have the same access to our community.”
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Croft has moved backwards and forwards in her own career
from Perth (where she was born in 1964) to Adelaide, Canberra
and Sydney, working as an artist, arts administrator, senior
curator, writer and lecturer for more than quarter of a century.
She was involved with the influential Boomalli Aboriginal
Artists Co-operative and in 1995, attained a Master of Art
Administration from COFA.
“I was incredibly supported with some great mentors when I
came here as an undergraduate,” Croft says. “It gave me cope.
I was not squashed nor shaped to be a mouthpiece for the
people supervising me. I was able to do what I wanted to do
and the support was there to make it happen.”
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above Brenda L Croft,

caravan from the series
west/ward/bound,
1959/1999/2009, inkjet
print on paper/inkjet print
on vinyl banner, dimensions
variable. Courtesy: The
artist, Stills Gallery,
Sydney and Niagara
Galleries, Melbourne.

below Mari Velonaki,
Diamandini (detail),
2009-13. Courtesy: The
artist.

Mari
Velonaki
Born in Greece, Velonaki was in her twenties, studying
performance art in Europe, when she first came into contact
with Australian artists and was captivated by the idea of
electronic arts down under. “I had family all over Europe but
Australia was a fantastically neutral place,” she explains. “I
always had some romantic notion about it and loved that I didn’t
know anyone. I could start something completely different. I got
the impression that there was a scene in Australia that was
very different from the one in Europe: it was fresh, vibrant,
experimental, daring.”

S

imilar feelings are
expressed by Associate
Professor Mari Velonaki
when reflecting upon her
years at COFA. She
graduated with a Bachelor of Fine Arts
in 1999 and a PhD in 2003. The artist,
described by Ross Harley, Deputy
Director of COFA’s research centre,
NIEA, as “Australia’s leader in creative
robotics”, now returns to bring a fresh
perspective as director of the recently
established Creative Robotics
Laboratory at NIEA.

The Laboratory supports collaborative
research that is dedicated to
investigating new ways in which humans
and robots can interact physically in
social environments.

A love of the arts was largely inspired by her diplomat father
who often invited artists to the house and encouraged regular
family art gallery visits. Velonaki recalls a moment when her
father came to her Swiss boarding school, told the headmistress
that there was a very important embassy meeting that Mari had
to attend, and drove her to Venice to see an installation with live
horses by the Greek artist Jannis Kounellis. ‘This is great art’,
he told her.
Velonaki moved to Australia from Switzerland in 1994, at the age
of 25. In the years that followed, she has created interactive
installations that incorporated movement, speech, touch, breath,
electrostatic charges and artificial vision and she has won many
accolades for her work. In 2006, Velonaki co-founded the
Centre for Social Robotics at Sydney University, an entity
dedicated to research into human-robot interaction in public
spaces. “I always feel that my art and research is an Australian
cultural bi-product,” she says. “It’s how I experience things
here, my education here, my exchange with people from
different backgrounds, the way I view the world.”

“It’s wonderful to have this opportunity
with the new laboratory at NIEA,”
Velonaki says. “It doesn’t happen very
often in your profession, in your life, the
opportunity to materialise a vision.”

above Mari Velonaki,

Fragile Balances: Circle E
(Detail), 2009, Interactive
installation, dimensions
variable. Photo: Diana
Panuccio. Courtesy: The
artist and Art Gallery of
New South Wales.

Anabel Dean

Velonaki’s humanoid robot project,
‘Diamandini’, is a case in point. The aim
is to investigate if a kinetic sculpture in
the female form can, through a gesture,
create a relationship between human and
robot for even for a few seconds. “Will the
robot be able to initiate an intimate
interaction and would you feel
comfortable if she embraces you? ”
Velonaki asks. “I’m a technophobe but
I’m working with all this technology to
humanise it, to understand it, to see if
people feel comfortable with it.”
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COFA’s three new ARC fellows at NIEA
are attracting students because of the
innovative work they are conducting.
Velonaki has recently been joined by a
new postdoctoral research fellow, Dr
David Tawil Silvera, a graduate of the
Australian Centre for Field Robotics
working on touch sensation. Kahn is
amassing a group of PhD students
producing and writing about
experimental sound and environment art
while Croft joins Jennifer Biddle in a
program that supports fieldwork in the
Central Desert and various other regions
including Bali, PNG and South Africa. As
Professor Bennett explains, they are
“inspirational leaders”.

sound bytes
Alan Krell Joins Sculpture by the
Sea Curatorial Panel
Dr Alan Krell, an Associate Professor in COFA’s
School of Art History and Art Education, was
selected to be on the curatorial panel for the 16th
annual Sculpture by the Sea at Bondi.
The outdoor exhibition was established in 1997
and attracts thousands of visitors each year.
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When asked why popular events like Sculpture by
the Sea are important, Krell responded, “The
answer, on a very fundamental level, is precisely
because they do appeal to a large demographic,
which, seems to me not a bad thing at all.”
Watch the 2011 winner:
youtu.be / Rf VrdfkYdFg

Baker’s dozen

Baker’s Dozen

Contempo
Art Gallery
of New
South
Wales

Baker’s Dozen serves up a new batch
of fresh products by COFA’s talented
staff, students and alumni. There are
13 special items to choose from.
Get a head start on the gift giving
season right here. No need to shop
‘till you drop.

Who: James Patradoon is an illustrator
who has worked for the likes of Nike,
Diesel, MTV and Ministry of Sound.
This COFA arts graduate describes his
work as “an irreverent take on the
stoic nature of macho pop culture”.
What: Bold, graphic screenprints
featuring fatally flawed superheroes
and other loveable rogues.
Why: Kanye West is a fan. ’nuff said.
Where: jirat.bigcartel.com

Contempo at the Art Gallery of New
South Wales is for young art enthusiasts
who are interested in exploring Sydney’s
contemporary cultural hotspots.
Our events have a twist, give you a
peek behind-the-scenes and offer you
some unexpected fun and knowledge.

Subscribe free online to receive fortnightly
updates on Contempo events, special
offers, news and competitions.
contempo.org.au

facebook: AGNSWContempo

AGNSW Contemporary galleries showing details of: Richard Deacon Listening to
reason 1986 © Richard Deacon; Ugo Rondinone The twentythird hour of the poem
2010, Private collection © Ugo Rondinone; Rachel Whiteread Untitled (elongated
plinths) 1998 © Rachel Whiteread

above James Patradoon, 2008, 5 colour screenprint
Ask Anyone And They’ll
on 350gsm Arches 88,
Tell You(detail), edition of 6, 76 x 107 cm.

1
Proudly sponsored by
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Baker’s dozen

Baker’s dozen

Who: Christine Ashwell is a specialist
in handmade footwear. Armed with a
COFA design degree, she designs for
brands such as Nicola Finetti Axessory,
Lulu Rouge Sydney, and Veronika
Maine.
What: Handmade shoes that combine
style and humour.
Why: A great way to put your best
foot forward.
Where: cargocollective.com/christine
ashwell

Who: Richard Glover is a
professional photographer. He is also
a COFA grad and a co-founder of the
ambitious architecture and design
publication, Outcast Editions.
What: Outcast’s first publication,
Beach House, Peter Stutchbury
Architecture, AU 01, is an
interactive iPad book.
Why: It saves trees and has more layers
of info than your standard tome.
Where: outcasteditions.com

Who: Macario de Souza is the director
of The Bra Boys and Fighting Fear.
This COFA fine arts graduate is also
a musician known as Kid Mac. (See
story page 36).
What: No Man’s Land is Kid Mac’s
debut album.
Why: He sings, he raps, he goes off. Is
there anything this guy can’t do?
Where: kidmacmusic.com

Who: Sarah Gittoes, a COFA design
graduate, is one half of Sarah &
Sebastian, the jewellery label she created
with her partner, Robert Sebastian
Grynkofki.
What: Handmade jewellery ranging
from delicate rings to bold as brass cuffs.
Why: Jewellery should make a
statement.
Where: sarahandsebastian.bigcartel.
com/products

above Christine Ashwell,
Herbert, women’s two-tone

above Outcast Editions,

above Kid Mac, No
Mans Land, 2012, CD or

above Sarah and
Sebastian, Ox Triangle
Earrings and Ox Liberty
Rings, 2012. Photo: Pierre
Toussaint.

Beach House, Peter
Stutchbury, AU 01, 2012,
iPad app, 132 MB.

wing-tip brogue, salmon /
choc kidskin upper, inset
heel feature, leather sole.

2

digital download.
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Who: Hayden Youlley was seduced by
the possibilities of ceramics when he
was studying design at COFA.
What: Porcelain bowls and cups that
have the crinkled charm of crumpled
paper.
Why: A plain white bowl can still be
exciting.
Where: workshopped.com.au

Who: As a designer, Ben Elbourne
taps into his background in horticulture.
This COFA design graduate is also part
of the design collective, The Forty Nine.
What: Banksia Lights, inspired by
native flora and made in powdercoated mild steel.
Why: Floral forms are given an
industrial edge, perfect for urban living.
Where: 7x7.thefortynine.com.au

Who: Hamish Ta-mé, well-known
Who: James Hill, COFA’s web
developer, has teamed up with Alexia fashion photographer, has exhibited in
Sinclair, professional photographer and the National Portrait Gallery. This
COFA gradaute is also passionate
COFA lecturer. Together they are
about street and landscape photography.
Sinclair & Hill.
What: CircPan images, mini worlds
What: Homage is their first
that seem to float in space.
interactive iPad book. It features
Sinclair’s lush artworks and six behind- Why: Life’s a beach, so why not enjoy
it?
the-scenes videos.
Why: It’s a chance to take a backstage Where: art.shotbyhamish.com
peek at these sleek images.
Where: alexiasinclair.com

above Hayden Youlley, Photo: Amanda Prior.
Paper Series vase and Fruit
bowl (detail), 2011,

above Ben Elbourne,
Banksia Light, 2012, powder

above Sinclair & Hill,
Homage, 2012, iPad app,

above Hamish Ta-mé,
Clovelly, silver halide

500MB.

print, 2011, various sizes.

porcelain, 25 x 12 cm and
11 x 24 cm.
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Photo: Ben Elbourne, The
Fortynine Studio.

coated mild steel, 200mm x
300mm.
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Who: Professor Jill Bennett is COFA’s Who: Liz Williamson is Head of
COFA’s School of Design Studies and
Associate Dean Research and
Director of the National Institute for she is also a world-renowned weaver.
What: Silk scarves from Williamson’s
Experimental Arts (NIEA).
What: Practical Aesthetics: Events, Woven in Asia range: designed in
Affect and Art After 9/11, published Australia and woven in West Bengal.
Why: A good silk scarf never goes out
by I.B.Tauris, London.
Why: The book has been described as of fashion.
taking art ‘out of the ivory tower and Where: www.sturt.nsw.edu.au/
gallery.htm
down to Ground Zero’.
Where: www.ibtauris.com

above Jill Bennett,
Practical Aesthetics: Events,
Affect and Art After 9/11,

above Liz Williamson,
scarves from the Woven in
Asia range, 2010, 100% silk,

I.B.Tauris & Co Ltd, 2012.

60 x 200 cm.
Photo: Ian Hobbs.
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Who: Peter Sharp is known for his
expressive paintings. He is also a
Lecturer in COFA’s School of Art.
What: Will to Form is a book
published to coincide with Sharp’s
major survey show at the Hazelhurst
Regional Gallery.
Why: Even if you can’t buy a painting
you can still take home art.
Where: hazelhurst.com.au

Who: Alex Falkiner is a COFA fine
arts student majoring in textiles.
What: Colourful handmade baskets
inspired by a scholarship to study
textiles in Gunjarat, India.
Why: As Alex says, “every basket is a
small rebellion against the overwhelming
amount of beige homewares!”
Where: alexfalkiner.com

above Peter Sharp,
Close to the Bone

above Alex Falkiner,
Alfalky Rope Basket, 2012,
rope, cotton/poly thread,
17cm x 6cm or 22cm x 8cm.
Photo: Alex Falkiner.

(detail), 2006, acrylic and
oil on linen 182 x 210 cm.
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Courtesy: The artist and
Liverpool Street Gallery,
Sydney.
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Grrl Power

Anthea Paul is a modern day feminist. Through her
inspirational Girlosophy projects, she is helping to
change the way in which young girls think and feel
about their own self worth. Adamantly refusing to
use Photoshop or manipulation of images, the nine
Girlosophy books, including such titles as, Real Girls
Eat, The Break-up Survival Kit, and Real Girls’
Stories, address issues that often influence young
women, with a heavy emphasis
on being true to oneself. Since
the first book was published
in 2000, Girlosophy has also
developed a website covering
similar topics, from love and
relationships to body issues,
spirituality and travel, while
promoting the message of selfesteem. Paul is quick to point out that “self-esteem
is not arrogance and it’s not ego... it’s a quiet
confidence to just steer your own path.”

Prior to Girlosophy, Paul lived in New York and worked at big Paul’s Girlosophy philosophy rejects the idea that self-esteem
name publications Harpers Bazaar and the men’s magazine,
stems from a public notion of success, which is somehow
Gear. She also worked as a freelance fashion stylist. Around observable materialistically. The response to this message of
this time, Paul noticed a profound shift with the introduction self-empowerment, according to Paul, has been
of Photoshop and digital software. Images were being touched “overwhelmingly positive”. The Girlosophy books are used by
up and she sensed that this would have a potentially harmful many healthcare professionals and stocked in libraries
effect on young women. She explains she “could tell this was worldwide. Paul insists that the message being conveyed is
going to change everything for girls”. When the first book was “timeless”. The series of books does not tell girls how to live
published, she says “nobody was discussing this issue... it
their life, but rather offers paths that perhaps they were
was like a revolutionary thought at this point”. And so the
unaware of. As she says, “It’s not a didactic system… telling
Girlosophy phenomenon was born.
you that this is how you do it. It’s more like, ‘Hey, try this’.”

left Book cover, Anthea
Paul, Real Girls Eat,
Girlosophy, Allen & Unwin,
2006.
above Maja Baska,

Green Rave, from
Girlosophy:INSPIRE,
2011.
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With such a successful and established career already under
her belt, one might wonder why Paul decided to return to
university, completing a Master of Art, majoring in photomedia,
at COFA in 2009. While working as a photographer on the
World Surfing Tour, Paul began to, as she says, “understand
that there was so much more to the theory behind image
construction”. Her photography work highlighted to her that
there was a “big gap in my knowledge”. She chose COFA
based on its strong photography department, and Paul is
animated when she discusses her time as a postgraduate
student. “There are some absolutely amazing lecturers at
COFA,” she says. “And even some of the public lectures added
much depth and breadth to my practice.” She believes that
benefits of a masters degree only increase over time, and she
now approaches projects in an entirely different way,
commenting, “that’s why I went back, because I knew that if
I wanted to grow in the position I was in I was going to need
to pack a bit more punch.”
Given Paul’s positive experience at COFA, it seems fitting that
three of her current contributors are COFA graduates. Gabriella
Hirst, Maja Baska and Geraldine Mills each contribute in
some capacity to the Girlosophy website. Paul recalls, “I tried
to explain to someone the other day who asked why we chose
to work with people who happened to be COFA graduates,
and I replied that they spoke our language.” She elaborates
by explaining that this ‘language’ is an “art-based kind of
exchange” wherein everyone seems to understand where
everyone else is coming from. Laughing, Paul describes this
as “we spoke ‘COFA”, and I love that.”

across Morgan Hyslop,

Party Bus, from Girlosophy:
INSPIRE, 2011.
below Anthea Paul,
Buffalo, from Girlosophy:
INSPIRE, 2011.

The Girlosophy community is growing and Paul says that a lot
of her time is spent just staying on top of it. She is constantly
looking for ways to take the online experience offline and
in the coming year this may manifest itself in the form of an
exhibition. Discussing Girlosophy with Paul one thing is
abundantly clear, the first book in the series may have been
published almost thirteen years ago but the message it portrays
is as essential now as it was then, if not more so. As Paul
comments, “Women are not giving themselves permission to be
more than what society expects. I think there is still this
expectation that women can only do certain things.” Girlosophy
aims to change this.
Naomi Gall

Having already achieved so much, one could ask, where can
Girlosophy possibly go from here? Well, quite a long way,
according to Paul, who says, “We’re looking for the next great
female videographer... because at the moment it’s still a very
male dominated industry and the female story-tellers need to
come out of the woodwork.” There is also the much
anticipated guided trip to India in November 2012, which offers
girls the chance to participate in photography workshops,
trips to conservation projects and engage with desert
communities in Rajasthan. With the aim of educating girls that
photography, as she puts it, “is more than just Instagram,”
Paul realises that the trip to India will be taking people out of
their comfort zone. “India is a challenging environment
especially if you’re a woman, and that’s half the reason we
chose it,” she explains. “Doing this trip is going to be an
eye-opening experience.”

above Anthea Paul,
African mothers, from
Girlosophy:INSPIRE,
2011.
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COFA Graduates tell us
what’s so great about
working at Girlosophy
“There are always projects and ideas for new
content in the pipeline so there is always
something to look forward to writing about
or photographing. Currently I’ve been making
and photographing old family recipes!”
Maja Baska
Bachelor of Fine Arts/ Bachelor of Arts.

“I had the Girlosophy books growing up and
they were a unique resource for my earliest
understandings of feminism. I’m thrilled to be
part of Girlosophy and my writing for them
has introduced me to really interesting
female artists.”

above Book cover,
Anthea Paul, Real Girls
Stories, Girlosophy, Allen
& Unwin, 2005.

Gabriella Hirst
Bachelor of Fine Arts.

right Book cover,
Anthea Paul, The Oracle,
Girlosophy, Allen & Unwin,
2002.
far right Book
cover, Anthea Paul, The
Breakup Survival Kit,
Girlosophy, Allen &
Unwin, 2003.

sound bytes
Masato Sano Wins Design
Award
COFA graduate, Masato Sano, won the COFA gave him confidence. He explains, left Masato Sano,
Design Institute of Australia (DIA)
“after the sheer number of presentations Contents Magazine
concept spreads, 2011,
Graduate of the Year Award (GOYTA)
we are made to do at COFA, I was
design concept.
in the Graphic Design category for NSW. confident to speak to strangers about
The selection process was rigorous, but my practice and my views on design.”
Sano’s experience at
84 / issue 8
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Q & A: Richard Goodwin
Incubate: You’ve been working with
the notion of Porosity since the 1990s.
What led you to develop a practice
combining art, architecture and urban
planning?

Richard Goodwin is a Professor
in COFA’s School of Art and
School of Design Studies. In
1996 he established the Porosity
Studio at COFA, which explores
a dynamic understanding of art,
architecture and urban design.

RG: Porosity is a reflection of my hybrid
practice. I studied architecture and
throughout my career I have worked
between both art and architecture. This
led to a complex practice that worked
at three scales. The first is using the
gallery as a laboratory, questioning
where the body ends and architecture
begins. The second sees the
building as a body and thinks about
transformation of it through parasitic or
prosthetic architecture. The third is
called Porosity, which thinks about the
city as a plastic material that can be
acted upon. Porosity is a rethinking of the
city in terms of the equation between
public and private space.

Incubate’s Amy Bortolazzo met with
Goodwin to discuss his new book,
Porosity: The Architecture of
Invagination.

Incubate: In what ways is
interdisciplinary practice important to
Porosity?
RG: It’s fundamental. I don’t see
architecture as not art. The spectrum of
art is very broad and lateral. The main
difference between art and architecture
is scale. In all other ways, architecture is
as plastic and potentially poetic as clay.
Its most enduring forms are immaterial
and are found in its cultural and social
constructions.
The book seeks to analyse some of these
forms through the discovery of a new
type of public space, hidden within private
space, which I have named “Chiastic
Space”.

above Book cover,
Richard Goodwin, Porosity:
The Architecture of
Invagination, 2011.
right and across

Pages from the book,
Richard Goodwin, Porosity:
The Architecture of
Invagination, 2011.
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Incubate: You mention that the
architecture in the city is failing humanity,
which is partly due to its inability to
embody critique. Why is this?
RG: It’s extraordinarily interesting that
architecture doesn’t allow itself to be
critiqued and is heavily policed. We’re
asked not to criticise each other and
the big firms will sue you if you criticise
their practice. It is interesting because
as an artist you put yourself forward and
that’s part of the game. Unless
architecture develops the ability to
critique, it’s clearly weakened.
Melbourne has a different culture to
Sydney when it comes to architecture.
It believes in good design and that a
good genetic mix of work can be bred
by proper competition structures, which
are fundamental. The Government
speaks to the universities; in Sydney the
government only speaks to developers.
Critique and links to government are
important.

Incubate: You state that public space
is largely misunderstood and underutilised and that the desired effect of
this research is to expand the uses of
public space. Has the Porosity project
achieved this effect?
RG: Yes, through infrastructure projects.
I was part of reintroducing the architect
back into freeway design in the late
1980s. I was interested in the fact that
the architecture of cars is fundamentally
flawed and that the architecture of roads
should be as dynamic as buildings.
Through an urban planning process we
road infrastructure with new
Incubate: In your research you used transformed
landscape design, sound walls and
traditional games as art performances. pedestrian
bridges.
How did this assist in supporting the
research?

all images Pages

from the book, Richard
Goodwin, Porosity: The
Architecture of
Invagination, 2011.

Incubate: What’s your next project?
Will you continue to expand on Porosity?
RG: I am in the Venice Biennale of
Architecture (Aug 29- Nov 25, 2012)
this year. They’re looking at six practices
that challenge the practice of
architecture. My installation will create
parasites on the existing pavilion,
including a new jetty and taxi launch. I
will explore Venice with the intention of
analysing its habitation. Venice is a very
porous city. The interlacing of public
and private is exquisite, perfect in the
Porosity sense.
I believe that architects, like artists, must
seek both the project and the solution,
rather than wait for a client. In Venice,
I will seek the inverse of Porosity. I will
look for places to inhabit, which will be
marked for habitation by squatting in a
game of provocation. The beginning of
a solution, much like the book, which
commenced in 2003 but has just been
published.

RG: Originally, my escape from an
architecture that didn’t embrace art was
through performance art. As a
researcher, and as part of my book, I
came up with a gaming strategy. In order
to prove the research, I played games
within the hybrid spaces I had redefined
as types of public space – or porous
spaces.
I proved the Porosity of buildings and the
existence of new types of public space
within private space. For instance, I used
literal models of porous buildings made
with Jenga block forms. In performance
mode, I would enter the building, occupy
the “chiastic” space and call my studio.
They would remove the blocks from the
model, which corresponded to the new
spaces claimed in the performance as
a record.
Games, especially old ones are
metaphors for social construction, and
therefore architecture in themselves.
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Living in the Anthropocene by Jill Bennett

The following is an edited extract
from Jill Bennett, Living in the
Anthopocene, Documenta/Hatje
Canz, 2012, reproduced by permission
of Documenta 13. Jill Bennett is a
writer, researcher, and cultural critic
based at COFA’s National Institute
for Experimental Arts (NIEA).

above Book Cover, Jill
Bennett, No. 053: Living
in the Anthropocene,
Hatje Cantz Verlag, 2012.
across Amy
Balkin, Public Smog,
2004-Present, Video Still
from Videostill Aus.

“Anthropocene”— the name for a geologic age of our
own making— is a term that might yet prove decisive in
crystallizing the stakes of climate change. What began
as a theory (humans are a predominant force shaping
nature) is now the defining feature of an era of the
earth’s history. Popularised over the past decade by
the atmospheric chemist and Nobel laureate, Paul
Crutzen, the term is gaining traction in mainstream
media. Its identification is, after all, a news event:
we’re living in a timeframe that is not the one we had
previously thought. Technically, the geologic timescale
remains to be formally revised by the Stratigraphy
Commission of the Geological Society, which is now
reviewing the case. The commission has, however,
acknowledged the merits of the basic proposition that
human activity has driven change at a planetary level.
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There’s something oddly moving about an appeal on behalf of
a planet in crisis to a branch of earth science that deals firmly
in the longue durée. The naming of a new geologic era is a
provocative rhetorical move, given the longevity of phases in
the geologic timescale. The Holocene has lasted a mere
10,000 – 12,000 years, while the Pleistocene that came before
it extended a further 1.8 million years. To propose a new period The Anthropocene is, then, the dramatic denouement in a
coextensive with industrial civilization, itself a mere 250 years grand narrative of planetary history. The entire world population
in the making, is by the conventions of stratigraphy (the study suddenly finds itself part of this “cene,” a critical factor in
of rock layers) both precipitous and extremely pointed.
determining how it will play out. The adoption of such
Crutzen has even linked the putative origins of the
terminology may derive authority from geology, but its reach
Anthropocene to a single formative event: the invention of the is far broader. It is a framing concept for what its proponents
steam engine in 1784. Such precision makes the point: if we
represent as a paradigm shift. As defined by Thomas Kuhn,
have left behind the long period of environmental stability
a paradigm shift is a revolutionary change in the basic
that was the Holocene, the stakes have changed—in a very
assumptions underpinning a discipline or branch of science
short span of time.
(in the strictest sense, it marks a break with “normal” science
such that the foundations of subsequent work are radically
Records of atmospheric CO2, methane, and nitrous oxide all
changed). A paradigm, however, is not simply a current theory,
show a clear acceleration in trends since the end of the
but an entire encompassing worldview. Not surprisingly, then,
eighteenth century, when fossil fuels were first accessed as an
the external or cultural ramifications of a paradigm shift are
energy source. This is the first key phase of the Anthropocene.
at least as profound as the internal or scientific ones.
The second is the period from the 1950s that marks the tipping
point at which human activities go from merely influencing to
dominating the global environment. During this time of
accelerated growth, human impact on Earth System structure
(atmosphere, land, ocean, coastal zone) has come to equal or
exceed in magnitude many forces of nature at the global scale.
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There is a general, very simple point to be made about
ecological thought: the act of envisioning an object or an
action in terms of an ecology or lifecycle (whether in a banal
commercial sense or within a creative research project)
ultimately challenges the classification of that object as a
product. The shape it takes, its final form, is only part of the
story: suddenly matter matters— matter as a dynamic,
transformative proposition. A mobile phone is linked to a coltan
mine in the Congo; a PET water bottle to landfill in India; a
chocolate bar to a rainforest. As Steve McQueen elegantly
suggests in his video animation Gravesend (2007), such
A sound artist, David Dunn, collaborates with a physicist, Jim material connections are the threads that structure an
Crutchfield, in California. By moving outside their respective aesthetic investigation of ecologies and global networks. These
domains (the music department and the physics department, material links in turn suggest a new logic (beyond the formal
where questions of entomology and climate are out of bounds) or thematic) to the relationships that emerge within an exhibition.
they identify a connection between the micro-ecology of
Joseph Beuys’ celebrated city forestation project 7,000 Oaks
insect infestation, deforestation, and global climate change.
for documenta 7 in 1982 was not an urban gallery exhibit “about”
Current insect-control strategies are insufficient to cope with
environmentalism, but the reconfiguration of the cultural sphere
the bark beetle infestation, which is a threat of mammoth
as environment: environment as an ongoing experimental
proportions not just in California but globally. Dunn and
project. Now artist Amy Balkin lays claim to the atmosphere
Crutchfield discover how bio-acoustic interactions between
itself, purchasing and retiring emission offsets in regulated
insects and trees are key drivers of infestation and the resulting
emissions markets. She brings into being a park— Public
large-scale deforestation.
Smog— in the unfixed public airspace above the region where
Through a sound experiment, they open up the possibility of
offsets are purchased and withheld from use (the Lower Park
redirecting the insect behaviour. This is neither art nor physics, opened to the public for the 2004 summer smog season above
if such practices are defined by the spaces in which they
the Coastal Zone of California’s South Coast Air Quality
conventionally belong. It is something else— a
Management District). If the park in the atmosphere seems
transdisciplinary bio-acoustic experiment that requires the
at times conceptual (really just a website), it is tantalisingly
creative imagination of the sound artist and the supercomputing realised through the financial, legal, and political mechanisms
skills of the physicist. Does it serve the ends of art? Sometimes, that regulate this “space” (what else defines a park?). This
but not always, since it falls beyond the frame of art, and its
provides the proprietary basis for Balkin to mount a case for
exponents do not always prioritise the creation of new
inscription as a World Heritage Site, though she still requires
exhibiting frameworks.
a nation-state to petition the World Heritage Commission on
the atmosphere’s behalf. If the extension of an art exhibition
Such projects are immediately comprehensible as research.
into the atmosphere represents the limit case, it is a watershed,
From this perspective, the deployment of art practice is
emblematic of where art may now operate. Marcel Duchamp
exciting and adventurous— evidence of how creative thought
made air matter; or rather, in pushing the logic of
can solve problems, first by providing a brand-new viewpoint,
objectification to its material limits, heralded a new post-object
followed through with a new hybrid methodology, forged from
materialism with the ironic capture of fifty cubic centimetres
an experimental collaboration.
of air in Air de Paris (1919). Balkin’s Public Smog is the
But inevitably “art” dissipates into the larger concern. Dunn
inversion of Air de Paris. The expanded field of public art is
is not making a direct contribution to sound art; nor, admits
now the entire earth system: land, ocean, and atmosphere.
Crutchfield, does a physics professor gain much kudos from
Jill Bennett
dabbling in the arts. Disciplinarians would insist on a
left Dendroctonus

frontali. Photo: Richard
Hofstetter, Northern
Arizona University.

A Transdisciplinary Revolution
According to Kuhn, however, in the interpretative, critical, or
creative disciplines of arts and humanities one is not bound
in the same way as science is to a paradigm. Whereas the
foundations of a given science, once agreed upon, are
uncontestable (until the next major shift), in the humanities one
is free to take up a range of interpretative positions, more or
less radical or conservative, progressive or old-fashioned.
Revolutions in the humanities have spawned new schools of
thought, inflecting multiple disciplines, but it remains possible
to assert a counterclaim. At worst, one may be deemed
outmoded and irrelevant, but not illegitimate by virtue of
clinging to an old paradigm.
Kuhn’s original characterization of the difference between the
scientific and nonscientific realms may ultimately rest on a
rather too simplified distinction between fact and
interpretation. But if scientists can broadly assert that the
facts of climate are uncontestable, so those working in the
humanities are generally comfortable with the domain of
interpretation. In any case, in a cultural domain, fidelity to a
dominant disciplinary paradigm is not commensurate with the
prevailing ethos of pluralism and respect for difference. Art
practices may derive meaning from local contexts as well as
from shared international ones; in an exhibition we might
encounter works loosely connected by theme but emanating
from irreconcilable worldviews. This raises the question of
how a paradigm shift can impact across the board. What
happens when a shift of magnitude ripples through the relatively
unfettered, heterogeneous cultural sphere; how are the already
receptive, differentiated, and politicised practices of the arts
jolted and redirected?

Ecological logic
Ecological is the adjective commonly used to describe the
worldview of the Anthropocene. Signalling the potential
engagement of all areas of human endeavour, it upgrades the
more mechanistic concepts of interactivity and relationality to
have surfaced in the arts. But it rocks the ground beneath
established disciplines. Within an ecological paradigm, art
practice will be configured beyond contemporary institutional
boundaries.
The defining feature of transdisciplinary as opposed to
disciplinary practice is that it refuses to remain in its place.
It is fieldwork ranging across a boundless domain. Whereas
conventional interdisciplinary work sought to bridge
disciplinary silos, often simply filling gaps (“You provide the
data, I’ll do the visuals”), the transdisciplinary is impelled by
external conditions but also by the conviction that disciplines
do not have proprietary rights over their domains.
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bifurcation here: one is either being an artist/physicist or
pursuing the sideline of saving the forests. But do we need to
maintain such a tight grip on institutional practice? Does art
need to be the end product or can it be a series of by-products
or co-productions in a transdisciplinary investigation? Those
of us who fail at first to “see” (or hear) the art in this kind of
project might consider an alternative to the assumption that
the artists have left the building, abandoned “art”: what if our
institutions are simply not managing to frame a practice that is,
of necessity, becoming increasingly distributed, extensive, and
polymorphous; a practice whose dynamic points of connection
escape the purview of the gallery exhibition? The question then
is how might the art gallery or the art department transform
in order to sustain such new-paradigm practice?
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above Luke Roberts,

Dialogue with the Sun /
Collaboration with NonHumans (detail), from the
series Australian Story,
2010, 150x100cm.
Courtesy: Milani Gallery.

Luke Roberts: AlphaStation/Alphaville

Variable Truth

Australian Centre for Photography
acp.org.au
June 17 – July 23, 2011

4A Centre for Contemporary Asian Art
4a.com.au
May 25 – July 14, 2012

Luke Roberts is a Nazi. He is also a cowboy, an Indian, a woman,
a man and, among other things, an extra-terrestrial spiritual
leader. Here lie the many sides of Roberts on display in
AlphaStation/Alphaville, a collection of photographic
performance pieces.

Variable Truth is indeed an exhibition of variables; a collection
of artworks with varying aesthetics, and with concepts veering
off in disparate directions. Variation can be exciting. It can be
stimulating and thought provoking and leave you pondering
beyond the confines of a gallery. But in the context of a group
show, it can also be baffling and leave you wondering just what
the hell is trying to be said here? My expectations for Variable
Truth were blossoming amidst the curator’s claim that the
exhibition looked “to the Asia-Pacific region for cross cultural
fertilisation”. The botanic analogy fell flat; I was not fertilised
by enlightenment and therefore did not grow.

As a performance artist, Roberts has played dress-up for much
of his career. His adoption of different personae permits him to
Flowchart (detail), 2011,
explore the constructs and rituals of humanity, investigating how
rare postcards, sapele and
neon, 283 x 449.5 x 8.5 cm. these dictate and limit our understanding of our own identity.

Across Brook Andrew,

Installation view Variable
Truth at 4A Centre for
Contemporary Asian Art,
2012. Photo: Jennifer Leung.

In AlphaStation/Alphaville, Roberts remains effervescent in his
enthusiasm for adopting characters and employing familiar
imagery to engage the audience. This is starkly obvious when
first entering the exhibition. You are confronted with Roberts as
Hitler, Roberts as Warhol pretending to be Hitler, Roberts as a
Nazi solder and Roberts as a peaceful being in prayer.
This show is a collection of contrasts and contradictions. Roberts
is, at one point, both the enemy and the victim, the male and
the female, the cowboy and the Indian. However, Roberts is
rarely concealed behind makeup or Photoshop. He never
attempts to hide behind a character. He simply throws on a
cheap wig and some flimsy costume. At every moment Roberts
is so obviously staring back at you in the guise of many different
people, you are forced to confront the immensity of your own
multiplicity.
With AlphaStation/Alphaville, Roberts refuses to answer for who
he is. This is because he can’t. No one can. We are never only
one identity. We are all the masculine, the feminine, the victim,
and the enemy.
Luke Letourneau
A longer version of this review first appeared in Artwrite, an
online student magazine published by COFA students enrolled
in SAHT2221: Writing for Art and Design. Luke is currently
completing his Bachelor of Art Theory degree.
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The adjoining wall houses a collection of photographs by Sydneybased artist Tim Silver. In complete contrast to Albert’s
barefaced work, the ephemeral beauty of Untitled (ginger Rolex
watch, chilli-flake Pentax binoculars, cinnamon Havainas thong,
tin Yale lock, sandalwood Sony remote, mace A&M eyewear,
mixed TDK tapes, ginger Croc shoe, turmeric Phillips lightbulb,
nutmeg Coke can) is enhanced by its simplicity: delicate
sculptures made of spices left to erode on the water’s edge,
incrementally documented and displayed in a linear photographic
story. The only downside of this work is its disassociation with
its surrounding cohorts. Likewise, Melissa Howe’s The
Deconstruction and Reconstruction of the Family House and
Home presented a delicate and playful architectural sculpture,
the quaint paper house marred only by the shadow of its bright
and garish neighbour. There was no cohesion; the room felt
fractured in the sense that there was no definitive concept.

My experience began with Brook Andrew’s Flow Chart, a
collection of eight fluorescent light tubes connecting several
small, aged postcards. Its title and composition gave a jarringly
obvious nod to a historical genre of the family tree type variety,
and the neon bulbs gave a nod to a potential jarring headache,
and I ventured upstairs with no enlightenment as-of-yet to
All in all, I left Gallery 4A sans enlightenment and distinctly
Australia’s relationship with the Asia-Pacific Region.
underwhelmed. What I saw stood perfectly fine as individual
pieces, but as a collection of works aimed to illuminate
Upstairs, I found Tony Albert’s contribution, Be Deadly – I AM
Australia’s role in the Asia-Pacific Region, I declared myself
YOU ARE WE ARE and Be Deadly - Father; a smorgasbord of
unlearned. With my Hello Kitty taste buds more tickled than my
colour and culture with a pop art aesthetic. The artwork
cultural ones, I headed off into the glory of Chinatown, where
continued right across wall it was mounted on, with multiple
that happy cat lives on every street corner. Cheers to that
posters bearing images of an Aboriginal family and the words
tangible relationship with Asia.
‘BE DEADLY’ creating a cohesive wallpaper. My attention was
Poppy Galloway
captured as I caught a glorious glimpse of Hello Kitty – my
Poppy is currently undertaking a Bachelor of Fine Arts,
absolute favourite Japanese happy cat – nestled amongst
majoring in Photography.
dozens of various other popular culture characters. Pikachu,
Garfield, The Smurfs, Blossom from The Powerpuff Girls; they
were all there, as well as Japanese text, Manga cartoons, and
various ‘Aboriginalia’. What a quaint little time I had peering at
all these familiar faces from my childhood. Was I too overwhelmed
with nostalgia to grasp the indispensable concept, or is the
intention of the artist as crushingly obvious as the work’s brazen
text? “I AM YOU ARE WE ARE” represented in the work by our
links to the embedded culture?
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Left Postcommodity,

Make More Monsters,
2011, dimensions variable.
Photo: Silversalt. Courtesy:
Artspace.

Do You Remember When?,
2009–12, site-specific
intervention and mixedmedia installation, cut
concrete, exposed earth,
light and sound, dimensions
variable. Courtesy: The
artists.

Deborah Kelly: Make More Monsters

The 18 th Biennale of Sydney: All our Relations

Artspace
artspace.org.au
July 20 – August 21, 2011

Multiple locations
bos18.com
June 27 – September 16, 2012

Insect, animal and human hybrid freaks are projected onto the
dark gallery wall. They begin dancing to the music of The Brutal
Poodles, pair up and end up forming a circular orgy and then
it’s all over. I’m trying to describe Sydney-based artist Deborah
Kelly’s five animated collage characters and their performance
in her video work, Beastliness. This video, animated by Christian
Hiennrich and Chris Wilson, accompanied an on-going
workshop collaboration project run by Kelly to construct possibly
the world’s largest collage. Exhibited at Artspace, Make More
Monsters provided a lot to think about.

There was more to this exhibition than the projection and
analogue collages. Tables lined against the back wall were
cluttered with unrelated images, magazines, heavy books, and
a large roll of paper. I was in a functioning studio. Throughout
the duration of the exhibition, Kelly held a series of open
workshops where gallery goers fixed their own collages on to
a ten-metre length of paper. By engaging the audience in this
collaborative process, Kelly played with the perception of collage
as a scrapbook practice in which anybody could succeed,
because it does not demand formal training like more established
traditions. Legitimised in this gallery context, the audience’s
work, and obviously that of Kelly herself, challenged restrictive
views that might see collage as frivolous.

I am interested in contemporary collage artists and Kelly’s
current practice seemed to encapsulate all that excites me.
Collage artists have the ability to synthesise modern society
and represent it in a way that is insightful and often amusing.
Make More Monsters represented the independence of collage
Kelly has gathered images since her teens and, over time, stitched as an art form and revealed its progressive nature. Collage is
them into characters that reflect on the human body, femininity, risky; it can be rude, sexualised, flirtatious, humorous, and
our sexuality and where it is situated within the animal kingdom. direct to the point.
In addition to the projection, Kelly presented analogue collages:
five characters on hand woven Italian paper. Works such as
Prey Tell Soft Suitor, 2009-2010, made an interesting point,
especially after these creatures were animated. When it comes
to sexuality, the line between humans and beasts becomes
blurred.

Liam Kane
A longer version of this review first appeared in Artwrite,
an online student magazine published by COFA students
enrolled in SAHT2221: Writing for Art and Design. Liam is
currently completing his Bachelor of Fine Arts/Arts degree.

One might think that creating hybrid, sexy-legged creatures and
making them copulate on screen is a too-direct approach to the
subjects of femininity and sexuality. But, occasionally, I think,
enough with subtlety. Give me eroticised body parts and lots
of grinding if sex is what you’re talking about. Kelly ignored the
tendency to be overly subtle; an attitude that I cherish among
collage artists.

The 18th Biennale of Sydney, entitled All our Relations, had its
genesis in a dialogue between two curators. The collaboration
between joint artistic directors Catherine de Zegher and Gerald
McMaster was a fertile launching pad for an exhibition that
activates dynamic conversations between artists, artworks,
audiences and environments. This is an exhibition that poses
the perennially asked question: How do we relate to each other
and the world we inhabit? Various responses are tendered
through artworks that are only meaningfully realised through
active participation and inclusionary practices.
From convict prison and ship dockyard to contemporary
exhibition space, Cockatoo Island’s multiple incarnations invoke
an extraordinary atmosphere that works synergistically with the
subtitle of the exhibition: Stories, Senses and Spheres. A show
of spectacular proportions, many of the artworks are better
described as sensory environments; immersive spaces that
must be physically experienced to be fully understood. Dune,
an interactive landscape by Dutch artist Daan Roosegaarde,
leaks into the landscape. Invading the Dog Leg tunnel, Dune
comprises plate-like light structures that respond to the
audience’s sound, movement and body heat. Canadian artist
Philip Beesley also explores the relationship between technology
and nature. His Hylozoic Series draws on disciplines that range
from architecture to chemical engineering, to create an artificial
forest that can ‘breathe’.

gallery property and an anti-capitalist assault on the commercial
art market. Collaborating with Aboriginal communities to create
a sound component, Do You Remember When? manifests the
theme of the Biennale by inserting Aboriginal oral history into
a gallery context, crossing geographical borders to stage a
dialogue between indigenous communities from different
parts of our world.
Curiously subtitled Possible Composition, the Biennale exhibition
at the MCA signals the potential for artists to reconfigure
disjointed, discarded or broken pieces and transform them into
resolved art objects. Displayed on the ubiquitous concrete
gallery floor alongside Park Young Sook’s luminous White
Porcelain Moon Jar, we find Yeesookyung’s globe-shaped
sculpture entitled Translated-Vase the Moon. The work comprises
broken fragments of Young-Sook’s porcelain jars that have
cracked whilst in the kiln, made visible by a gold substance
that lines and elegantly binds the breakages together. This
successful attempt at ‘re-composition’ illuminates to audiences
how one artist’s failures can be reassembled to transform into
a stunning spherical composition. A cathartic response to our
throwaway culture, Lee Mingwei’s The Mending Project invites
audiences to bring damaged textiles to be mended by the artist
or his assistants, who sit in a room littered with spools of multicoloured wool. The interactive project reflects the overarching
theme of All our Relations by activating participatory scenarios
and exchanges between artist and audience.

Subtitled In Finite Blue Planet, the Biennale’s exhibition at the
AGNSW provokes reflections on how our world’s resources are Ambitiously exhibiting the works of over 100 local and
infinite or finite, plentiful or barren, depending on our relationship international artists across five venues, the BoS is a blockbuster
with social, cultural and natural environments. The notion of
exhibition – but one with substance.
‘hollowness’ is visualised in Do you Remember When?, a
Tali Zeloof
multimedia work by native American art collective
Tali undertook an internship with the BoS as the final
Postcommodity. Cutting a hole in the Yiribana gallery floor,
requirement for her Bachelor of Art Theory at COFA.
Postcommodity’s radical intervention can be interpreted not
only as reinforcing Indigenous people’s connection to country
but also as an act of iconoclasm; a sanctioned defacement of

Watching Kelly’s characters straddle one another on the wall
you could compare her odd amalgamations of animal and human
limbs to the hybrids featured in Max Ernst’s collage novel, Le
Femme One Hundred Tetes (The Hundred Headless Women),
originally published in 1927. It was a pleasure to see the legacy
of the stranger and raunchier surrealists in the work of a
contemporary artist.
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Kaleidoscope, 2012,
Polypropylene, nylon net,
poly-raffia, straw yarn,
wire & acrylic rod,
dimensions variable.
Courtesy: James Dorahy
Project Space.

Annie Aitken : K aleidoscope

James Dorahy Project Space
jamesdorahy.com.au
May 22 – June 17, 2012
Walking up the stairs to James Dorahy Project Space, you get
the feeling that you’re headed to some clandestine meeting of a
seriously questionable nature. It’s disarming to step into a clean
white space exploding with the eye-hurting, colourful sculptures
that form Kaleidoscope, Annie Aitken’s latest exhibition.
The sculptures, twelve of which appear in Kaleidoscope, are
bizarre bulbous objects protruding oddly from the walls. Each
is constructed from Aitken’s familiar materials of found plastic
fruit nets, polypropylene sacks and poly-raffia, which is largely
responsible for the gaudy rainbow of colours.
The repetition of similar objects placed sparingly around a room
is deceptively simplistic. Spend a little time here and you soon
become aware of the incredibly amorphous nature of these
pieces. My original response was that these were sensational
feminine nests, miniature homes that, although glowing with
colour, were also inherently motherly and comforting.
Then came a desire to get close to each of them, to look into
the holes in the front of the rounded tubes as though into a
kaleidoscope, to get to the bottom of the mysteries contained
within. Suddenly they became alien mouths bursting through
the wall, perhaps not the type with sharp tearing teeth, but
slightly threatening nevertheless. Finally, ancient ritualistic phallic
forms came to mind, and I had the thought that this is what
Cambodian phallic sculptures would have looked like if women
were calling the shots.
The strength of Aitken’s Kaleidoscope lies in how little it says
yet how much interpretation it allows. The objects can be
whimsical yet demented, playful yet unnerving, incredibly showy
yet surprisingly nurturing. On the whole, though, there is a
sense of the mother comforting the child through play and
discovery, and I walked out into the abysmal grey day feeling
a little bit lighter.
Emiline Forster
Emiline is currently undertaking a Master of Art Administration
degree at COFA.
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