



























































































































































































































































them as glorified catwalks, and in my opinion the effect was
nothing short of damaging, Abicare’s well-intentioned ‘relationist’
agenda notwithstanding.

Shane Haseman’s installation Lanterne Rouge (2011) presented a
found object, an expensive-looking single-speed bicycl — a “fixie’ -
sans wheels. Positioned where the wheels should have been were
two triangular shapes of MDF board painted in primary colours.
These triangular shapes and bright shades were also painted

on the surrounding walls of the gallery. Haseman, Matthews
informed us, is interested in *how the visual language of the [early
20th century] Russian avant-garde has been appropriated, and

in many ways politically negated, by art and design movements
of the late 20th century.’” Yet Haseman, to my eyes, failed to

live up to or credit the intensity or seductive pull of either actual
Constructivism or its nth-generation reappropriation as interior
design, commercial display or, indeed, latter day abstract painting.
Instead, his calling card here was a jokey one-liner inverting
Duchamp’s readymade bicycle wheel, albeit updated with a nod
to contemporary bike culture, while again somehow missing

the genuine and undeniable appeal of that cultural and

aesthetic territory.

The historical avant-garde, and Duchamp in particular, are of
interest to Justene Williams, too. With her work She Came Over
Singing Like a Drainpipe Shaking Spoon Infused Mixers (2011)

she created and performed, with and against, wildly vibrant,
cluttered environments of found and bricolaged props and objects
assembled from paper, cardboard, paint, photographs, exercise
machines and concrete mixers. The results were presented in the
gallery across multiple video screens. Williams has described

her aesthetic as influenced by Arte Povera and grunge; Allan
Kaprow and Happenings would be other obvious reference points.
According to the catalogue essay (youd be unlikely to realise it
yourself otherwise, but in no way does this detract from the work)
Williams’ performances invoke (meant with its connotations of
sorcery) Dada artist Baroness Elsa von Freytag-Loringhoven, as
well as restaging Duchamp’s Large Glass (1915-23) from the side of
womankind with real concrete mixers standing in for the chocolate
grinders. The Baroness, as she was known, was a woman almost
entirely erased from the pages of art history: she quite likely
gifted to her lover Duchamp the urinal that became Fountain
(1917); she also created the artwork God (1917), a readymade of
cast-iron plumbing pipes, which was attributed for the better part
of a century to a male artist.

Williams uses photographs of the Baroness to channel this
marginalised lineage, while performing trance-like dance
movements that, for writer Pamela Hansford, recall voodoo.” To me
they also recalled Guy Benfield’s work exhibited in NEWo4 in almost
the same physical space; however, Williams’ work is even more
robust and its necromancy is less narrowly concerned with the dark
arts of painting, as Benfield’s was in that earlier incarnation.

Perth-based artist Brendan Van Hek’s installation The Person
Who Cried a Million Tears was similarly ‘art historical’, if far more
reserved in its comportment. The work addressed the oft-denied
formal element of conceptualism — though arguably the work has
far more in common with post-minimalism —in order to reclaim

it for romanticism, mysticism and a focus on affect rather than
representation. Coolly ambivalent, Van Hek’s work featured
several disco balls of various sizes scattered across the floor,

painted white they no longer glittered, denying them their raison
d’étre; panels of glass, with excised circles, leant against the wall
and three elliptical mirrors were positioned high on the wall.

A white neon square-in-outline framed the walls’ corner.

The whole thing made me imagine critic Michael Fried as a
wallflower during the last days of disco, complaining bitterly about
the theatricality of it all. | liked it a lot.

The intersection of secret histories, conspiracy theories and
popular cultture formed the basis for Melbourne collective Greatest
Hits’ sculptural work aquae profundo. In a glass-walled display
freezer stood an alien moulded in ice. It was the alien familiar to
everyone, the ovoid eyes and moon-shaped head recognisable
from those grainy black-and-white photographs purporting to be
from the US military laboratories at Roswell, New Mexico, and just
as familiar from t-shirts depicting an extra terrestrial taking a bong
hit then asking: ‘take me to your dealer’. Most recently the subject
finally escaped from Roswell and turned up in the film Paul (2011).
In his enjoyably playful essay Raimundas Malasauskas describes
the frozen alien as an iconic cliché of the known (the humanoid
alien) that is also an emblem of the way ‘the new’ functions in

art — the new needs to be ‘predictable enough and codified so that
it can be consumed in one way or another. Yet the artwork faces

a demand for newness, unscripted and unknown.’13 In the case

of Greatest Hits, the collective — possibly ironically - responded

to the demands of a proper kunsthalle (make it new but make it
familiar) by literally putting on ice the anarchic spirit seen in their
earlier exhibitions. By chance, Malasauskas, who claims to have
met aliens in the contemporary art world, grew up in the Soviet
Union; in a postscript to the already de-installed ACCA show a
newly published book claims that the Roswell aliens were in fact
deformed children engineered by Nazi doctor Joseph Mengele and
sent to the United States in a spy plane conceived of by joseph
Stalin to foment HG Wells-Orson Welles-style mass panic.

How about that for the reconstitution of known historical
narratives in order to make it new?

NEW11, Australian Centre for Contemporary Art, Melbourne, 12 March — 15 May 2011

1. Maybe it’s the tattered Freddie Kruger t-shirt or the placement of the
skeleton as a proxy for the artist, a reading supported by the title, but it
never occurs that this could be a female skeleton.

2. Bob Seger & The Silver Bullet Band, We've Got Tonight, (Capitol, 1978).
3. It turns out that Discmans are still being manufactured, albeit often as
combined CD-MP3 players with built-in FM tuners.

4 Hannah Matthews, 'What is this ‘New’? in NEW11 exhibition catalogue
(Australian Centre for Contemporary Art, 2011).

5. Ibid.

6. Ibid.

7. 1bid.

8. Florian Cramer, "My Camp' in NEW11 exhibition catalogue, Op Cit. 62.

9. Maria Tumarkin, 'That's Us Too' in NEW11 exhibition catalogue, Op Cit. 36.
10. As Matthews notes in her catalogue essay, elaborately devised
entrances that denote entrance into parallel realities, have become a
Moynihan trademark. As an aside, the rainbow hued walls containing
Moynihan’s installation offer a, perhaps unintended, comment on ‘the new’
and the various shades reflect the monochromatic catalogue covers ACCA
has consistently favoured for its annual NEW exhibitions.

11. Hannah Matthews, 'What is this ‘New’?' in NEW11 exhibition catalogue,
Op Cit. 5.

12. Pamela Hansford, 'Voodoo Child' in NEW11 exhibition catalogue Op Cit.
56-58.

13 Raimundas Malasauskas, 'aquae profundo’ in NEW11 exhibition
catalogue, Op Cit. 24.

Facing page: Fiona Abicare, Act None (2011), steel, acrylic tiles on cement sheeting, nylon and stainless steel castors, 2 type-c photographs, acrylic, wool crepe, wool, silk
guaze, cotton hand-knit/embroidery. 12 parts: 272 x 639 x gocm; display unit: 272 % 639 x 30cm; photographs: 29.3 x 44¢m each; g articles of clothing: various dimensions
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The Right to the City

KATRINA DUNN-JONES

In 1853, civic planner, Baron Georges-Eugene Haussmann began
a redevelopment of Paris that would set a precedent for the way
in which cities would operate in the future (notable cities include
Chicago in the 1880s and Sydney’s Redfern more recently).
Designed to service the needs of capitalism, the city would
become the centre of consumption and pleasure, the playground
of the wealthy bourgeoisie. To make way for this new city the
inner city slums would be destroyed, forcing the underprivileged
working class to the outskirts of the city to live amongst factory
waste and the slag of mines. It was far enough away that a revolt
would be unlikely, and a blind eye could be turned upon them.

The Right to the City, curated by Lee Stickells and Zanny Begg,
was a recent and important exhibition-publication-symposium
concerning ‘one of the most precious and yet most neglected of
human rights’: the right to the city. * By locating their exhibition in
the Tin Sheds Galley — situated within Sydney University’s faculty
of Architecture, Design and Planning — Stickells and Begg remind
us both of this dark, shameful history; and that in the last 100

or so years nothing has really changed. Space continues to be a
red-hot commodity, gentrification has reached almost epidemic
proportions, and exorbitant property prices and rental rates are
effectively evicting the underclass from their city, forcing them

to the periphery, dispossessing them of agency and their right

to their city. Never fear. All is not lost! This exhibition, while also
engaging in the past, seeks to provide us with an escape plan’?
for the future. Collectively, the works in the exhibition show how
space, specifically public space, may be utilised to liberate us
from the oppression of the capitalist city.

Public Phenomena: Documentation of Roadside Memorials and
Basketball Hoops by Temporary Services and At the Ground

Level of the City by Atelier d’Architecture Autogeree show how
small interventions into the landscape allow the city’s silenced
inhabitants to reclaim their agency and humanity. Temporary
Services presented a series of images of roadside memorials,
found in the outer suburbs of Chicago and Copenhagen.

These images draw attention to the oppressive soullessness of
these working-class suburbs; nothing but concrete, empty streets
and telegraph poles. Interestingly, it is the memorials that inject
the humanity into these desolate landscapes, imbuing them with
a sense of hope —albeit in a bittersweet way. These memorials can
be seen as interventions in, and revolts against, the city. Ignoring
city laws these people ‘vandalise’ the city ~ the city that, in all
probability, claimed the life of their loved one. They pay tribute to
the dearly departed, and in the process, remind us that they live
and die here.
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At the Ground Level of the City similarly shows the revolutionary
potential of spatial interventions, focusing on the libratory
power of creative play.? This work presents us with five years’
worth —and | assume hundreds of hours ~ of video footage
documenting the collective use of an abandoned industrial space
in ane of Paris’ less affluent suburbs. Viewers are invited to
explore the archive on an impressive Mac computer, where these
images of everyday life have been sorted into various categories
including ‘persons’, ‘places” and ‘events’. This draws attention

to the powerless position these individuals occupy, highlighting
the divide that exists between the viewers and the viewed, the
classifiers and classified, the haves and the have nots. The films,
however, reveal that in spite of their situation, these individuals
have managed to preserve their dignity and retain their agency by
creatively engaging in their surroundings. This is most poetically
demonstrated in a short piece of footage showing two young boys
playing in the space, incorporating both elements of the building
and an abandoned table into their make-believe, as well as
drawing invisible pictures with the wheel of their scooter. As they
play, the boys intervene and take ownership of this space and as
a result appear confident, relaxed, happy and incapable of being
dispossessed of their right to inhabit space.

Nic Papa and volunteers’ Edible Garden (2011) was a self-
sufficient, sustainable community garden that inhabited the
entrance of the Tin Sheds Gallery for the duration of The Right to
the City. Sitting along side the ever-congested City Road, this work
foregrounds both the lack of and need for a sense of community
in a city where capitalism has alienated its inhabitants from one
another. At the Ground Level of the City, which is also centres
around a community garden, demonstrates how spaces may be
transformed into what Springer calls ‘agonistic public space™
where through collaboration and, more importantly conflict, a
truer more democratic community is made possible in the city.
At the Ground Level ... documents ‘The ECObox project’ which
brought together a wide variety of people, from differing
backgrounds into a space with the purpose of “creating the city
in real time™>. It would be created, not by a single city planner,
but through “the experimental interweaving of specialised
knowledge and shared experience”®. The documentary footage
tells of how this project was made a success; we are shown, every
collaboration, frustration, argument, power struggle and victory.
In the end, we are shown ‘the community’ —a group of people
eating at a communal table engaging in ‘unscripted’” interaction.
This work provides a model for the way we could reassemble
our community, through which we may regain the power to be
involved in the creation of the space within which we all live.



Stickells and Begg further this idea with The North Everleigh
Propositional (Milkcrate Urbanism). This work asks gallery visitors
to donate a button and in return they receive ‘The North Everleigh
Propositional: Issue # 1 City-Making’; a publication calling for
city-making to be taken out of the hands of ‘the dominant powers’,
that is ‘the Speculators (developers, investors, architects,

project managers, real estate agents) ... [and] The Regulators
(planners, lawmakers, bureaucrats)’. *They ask that that power

be returned to city’s inhabitants. Included in the publication is a
blank propositional, inviting the gallery visitor to contribute to the
dialogue and take back their city.

Overall, The Right to the City was an excellent exhibition, cleverly
curated by Stickells and Begg. Our lack of rights to city spaces

is indeed an issue of great importance — particularly in light of
the recent Global Financial Crisis — and each work made points
pertinent to the issue. However, the major strength of the
exhibition, | feel, was the way in which the works functioned
collectively, generating many dialogues, transforming Tin Sheds
into a public space where a truly democratic discussion might be
possible and a better future attainable.

The Right to the City was held at Tin Sheds Gallery, Sydney from 7- 30 April 2011.
It was curated by Lee Stickells and Zanny Begg.

1. David Harvey, ‘The Right to the City’, New Left Review, Vol. 53, Sept-Oct
2008, p.23.

2. Lee Stickells & Zanny Begg, ‘Introduction’, The Right to the City, (Sydney:
Tin Sheds Gallery, 2011) p. 5.

3. Henri Lefebvre, who coined the term ‘the right to the city’, was
particularly concerned with social and psychological rights, including

the rights of pleasure and play. Margaret Crawford, ‘Rethinking ‘Rights’,
Rethinking ‘Cities’: A Response to David Harvey’s ‘The Right to the City™”,
The Right to the City, (Sydney: Tin Sheds Gallery, 2011) p. 34

4. Simon Springer, ‘Public Space as Emancipation: Meditations on
Anarchism, Radical Democracy, Neoliberalism and Violence’, Antipode: A
Radical Journal of Geography, 2011, p. 526

5. Constantin Petcou & Doina Petrescu (Atelier d’Architecture Autogeree),
‘At the Ground Level of the City’ The Right to the City, (Sydney: Tin Sheds
Gallery, 2011) p. 70

6. lbid.

7. Simon Springer, ‘Public Space as Emancipation: Meditations on
Anarchism, Radical Democracy, Neoliberalism and Violence’, Antipode: A
Radical Journal of Geography, 2011, p. 526

8. The North Everleigh Propositional. Sydney: Milkcrate Urbanism. 2011.

Above left: Temporary Services, Temporary Services (2010), photograph on wood block, dimensions variable
Above right: The North Everleigh Propositional, Milkcrate Urbanism (2011), installation, North Everleigh Propositional dispenser. Photo by Hugo Moline
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Forthcoming
Exhibitions

Above left: Greedy Hen, The secret level (2011). Courtesy of the artists.

NSwW

CAVE ART: RETARDED TRANSCENDENCE | CLAIRE MILLEDGE
4—27 August 2011

Peloton

25 Meagher Street, Chippendale

www.peloton.net.au

EMMA WHITE

13 October — 12 November
Breenspace

Level 3, 17-19 Alberta Street, Sydney
www.breenspace.com

SOUVENIR | SARAH CONTOS
25 August — 17 September
GrantPirrie Window

86 George Street, Redfern
www.grantpirrie.com

PUBLIC FITTING | TODD ROBINSON & MARK TITMARSH
MOP

18 August — 4 September

2/39 Abercrombie Street, Chippendale
www.mop.org.at

PRIMAVERA 2011

9 September — 13 November

Museum of Contemporary Art

Taking place at the MCA and in and around the historic Rocks area
www.mca.com.au

Above right: Clare Milledge, Human Progression and Other Modernist Myths, 2011. Courtesy of the artist.
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MISCHA KUBALL, SANDRA SELIG

31 August — 30 September

Artspace

43-51 Cowper Wharf Road, Woolloomooloo
www.artspace.org.au

INCIDENTAL DATA | CHRISTOPHER BAKE, DANIEAL EATOCK, CHRIS
GAUL, STACEY GREENE, TIM KNOWLES, SAM WINSTON

Curated by Dr Kate Sweetapple

2 August — 2 September

UTS Gallery

Level 4, 702 Harris Street, Ultimo

www.utsgallery.uts.edu.au

GREEDY HEN DEBUT ALBUM
29 September — 08 October
Chalk Horse

8 Lacey Street, Surry Hills
www.chalkhorse.com.au

HOME IS WHERE THE RABBITS LIVE | KARLA DICKENS & NILS
CROMPTON

12 — 30 October

Firstdraft

116-118 Chalmers Street, Surry Hills

www.firstdraftgallery.com

Above: Karla Dickens, Honey and the Bunny (2011). Courtesy of the artist
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THE OUTDOORS TYPE | JACQUELINE BRADLEY
15 July — 20 August

Canberra Contemporary Art Space

Gorman House, 55 Ainslie Avenue, Braddon
www.ccas.com.au

VISCERAL | ALI AEDY, TESS HORWITZ
17 — 28 August

ANCA

1 Rosevear Place, Dickson
www.anca.net.au

VIC

THIS DAY? | YASMIN HEISLER
2 — 24 September

Kings ARI

1/171 King Street, Melbourne
www,kingsartistrun.com.au

SIMON MACEWAN + BRAD HAYLOCK
16 September - 15 October

Anna Pappas Gallery

2-4 Carlton Street, Prahan
www.annapappasgallery.com

LURECCIA QUINTANILLA: DISCOTECA GALAXIAS
11-27 August

NO NO Gallery

14 Raglan Street, North Melbourne
www.nonogallery.org


http://www.artspace.org.au
http://www.utsgallery.uts.edu.au
http://www.ccas.com.au
http://www.anca.net.au
http://www.chalkhorse.com.au
http://www.firstdraftgallery.com
http://www.kingsartistrun
http://com.au
http://www.annapappasgallery.com
http://www.nonogallery.org

WHAT’S YOURS IS MINE | CATHERINE BELL, CHRIS BELL, JECCA, SA

ASH KEATING
30 July — 11 September EVERYDAY THE POSSIBLE | SONIA DONNELLAN, ANNA HUGHES &
Linden Centre for Contemporary Arts SONJA PORCARO
26 Acland Street, St Kilda 14 August — 16 September
www.lindenarts.org University of South Australia School of Art (SASA) Gallery
Kaurna Building, Cnr Fenn Place and Hindley Street, Adelaide
MICHAEL NEEDHAM www.unisa.edu.au/art/sasagallery
5 August -3 September
Daine Singer MONTE MASI, BRAD LAY & RILEY O’KEEFFE
Basement, 325 Flinders Lane, Melbourne 3 —21August
www.dainesinger.com FELTspace
12 Compton Street, Adelaide
HEVY | SIMON HORSBURGH, LOU HUBBARD, SANJA PAHOKI, www.feltspace.org
KIRON ROBINSON, LANI SELIGMAN
6 August — 3 September MATTHEW BRADLEY
Conical 24 August — 18 September
3 Rochester Street, Fitzroy Greenaway Art Gallery
www.conical.org.au 39 Rundle Street, Kent Town
www.greenaway.com.au
WA

ADAM DERUMS

5 —27 August

Goddard de Fiddes Gallery

31 Malcolm Street, West Perth
www.gdef.com.au

DANEIL BOURKE AND CLAIRE WOHLNICK WITH BIG FAG PRESS:
AVANT-GARDEN

24 September — 20 November

Freemantle Arts Centre

1 Finnerty Street, Freemantle

www.fac.org.au

NATIONAL ASSOCIATION
FOR THE VISUAL ARTS LTD
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QLD

LUISA ROSSITTO

3 —20August

Ryan Renshaw Gallery

137 Warry Street, Brisbane
wwwryanrenshaw.com.au

NEW PHOTOGRAPHY 1 | MARI HIRATA, MARTIN SMITH,
SEAN DAVEY

27 May —13 August

KickArts Contemporary Arts

96 Abbott Street, Cairns

www.kickarts.org.au

TAS

OUT OF SITE | SARA MAHER, TRACEY COCKBURN, ELIZABETH
LADA GRAY, ALYSSA SIMONE, SHAUN MCGOWAN, NIGEL FARLEY,
BRADY DENEHEY, CLAIRE NEEDHAM

23 July - 28 August

CAST

27 Tasma Street, North Hobart

www.castgallery.com.au

ANTHONY JOHNSON

6 - 27 August

Inflight ARI

100 Goulbourn Street, Hobart

www.inflight.com.au

NEW ZEALAND

IN/FORMAL | REBEKAH BURT, ANDREA GASKIN, LINDA ROCHE
AND KATHRYN TSUI

6 October - 22 October

RM

295 Karangahape Road, Auckland

WWW.rm103.0rg

PLAY OFF | EDITH AMITUANAI, SCOTT EADY, JAMES ORAM
23 August - 1 October

The Blue Oyster Art Project Space

24b Moray Place, Dunedin

www.blueoyster.org.nz

CRYSTAL CITY | PAK SHUENG-CHUEN, CHENG-TA YU, KIM BEOM,
JIN JIANBO, HYE RIM LEE, TIFFANY SINGH AND KERRY A* ! LEE
16 July - 16 October

The Dowse Art Museum

45 Laings Road, Lower Hutt

www.dowse.org.nz

Above left: Kathryn Tsui, Bed hair 1/05 /2011 (2011). Courtesy of the artist. Above right: Jacqueline Bradley, Boat Dress (2011), performance still. Courtesy of the artist.
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ARIpedia is the free online
encyclopaedia for Artist
Run Initiatives around
Australia. ARIpedia can be
edited by anyone and the
material used anywhere
under an open Creative
Commons licence. To add
your ARI story, visit
wiki.crawl.net.au.
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THE PAPER MILL

CALLEPY
WORKSHOPS
RESIDENCIES

ZINE LIBRARY

Tuesday to Friday 11-6PM
Saturday 11-5PM

o d :
digitalpress |
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