










































is it not true that real disempowerment comes 
from a deliberate 'excluding' of essential lexica 
and tonal authority by an authoritarian voice, 
which is abruptly gagging a vast orbit of 
knowledge? Dessaix is suggesting, ironically, 
that readers feel tense and alienated by author­
itarian writing when in fact his own is authori­
tarian (and of a spurious nature). 

Dessaix says, in relation to accessibility of 
language to a given reader, that Paice's 
language with "the gills of Latin roots... 
conceals the speaker's real feelings." 
Elsewhere in Showing your Colours Dessaix 
describes the antithesis of this concealment 
being that which reveals 'real presence' via 
more 'physical' language that emphasises 
vulnerability. While readers across the board 
may identify with vulnerability, it is not vulner­
ability which gives the reader the necessary 
competence to fully comprehend given 
subjects. An 'easier' place of entry to given 
subjects may give the illusion of comprehen­
sion, yet initial accessibility can only take the 
reader so far. The crux of the given text's 
power to communicate is entirely outside that 
'easier' place of entry, therefore making 
Dessaix's advocacy for honesty and 'real 
presence' nothing but extraneous dressing. 
And while this skirting may aid the reader into 
an easy chair of sorts, again, it can only go so 
far along the way to comprehension. 

Of course, tonal authority of language can 
often be inappropriate to a reader's current 
mood or environment. A bad day, or lack of 
attention span for whatever reason, are real 
deterrents to the maintenance of interest and 
thus 'true' comprehension in the reader. 
However, to suggest that the lexicon and 
expression of given subjects, outside of a 
reader's personified interest, are mere flag 
waving and attempts at belonging to a "club 
of important signalers", is to attempt 
reductions to the 'true' openness in language 
in the name of populist ideological consensus. 
This is itself farcically pinned by bogus 

(Dessaix's) projections of 'consensus' and 
'populist'. In fact, Dessaix is anti-'consensus' 
and 'populist' in that he is confusedly 
advocating denial in the face of the reader. 

Therefore, upon considering Dessaix's misap-
prehensive swoonings, should 'serious' 
artists, writers and critics not seek to add and 
establish variables of complexity in readers 
(audiences) via 'true' and concrete roads, 
rather than enjoying our time at the discourse 
table while the sun is out and withdrawing to 
the shade when the winds of labour announce 
themselves in the sky? Because, if we deny, 
retire, cut-off - the cost is to truth ('real truth') 
and imagination and thus, ultimately, to 
everything else. 

1 Dessaix, R., "Showing your Colours" in (and so forth), 
Pan Macmillan, 1998, pp.132 
2 Fairclough, N., Critical Discourse Analysis: the Critical 
Study of Language, Longman, London, 1995, pp.32 
3 ibid, pp.34-38 



This is a collection of works contributed 
our dear friends under the title 'Avoiding the 
eye area'. The phrase comes from 
instructions commonly found on cosmetic 
products. We thought that it was a good, 
funny starting point for a bunch of 'visual 
artists'. We loved every single piece. The 
beautiful constellation of the works we 
received made us delightfully optimistic about 
the extremely rich realm in between visibility 
and tactility. 
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1, Mary Teague Stsitraehtfosevil Pigment, pencil, paper 

2, Hany Armanious Untitled Polaroid P.O.A. 

3, Nicholas Collerson Untitled Mixed media $150 

4, Koji Ryui Thank You Australia N.F S 

1,2,1,2 Mixed media $200 

Veljko & Juke Collaged drawing 

waterfall Broken wine glass P.O.A 

The Dim Bulb mixed media $80 

Military Mixed media 

Untitled Photographic print P 

Special Powers Mixed media 

Untitled Safety sticker 

Untitled 1982 Ink on paper P 

Dick Eye Ink on paper P 

Museum Station Stargate $100 

Untitled Framed photographic print N 

Barbar Metal sheet P.O.A. 

18,Clare Conroy precious little time tomato on shelf P.O.A 

19,Rebecca Griggs No Delivery-Nesting acrylic fleece 

2O.Matthew Tumbers 

5, Jessica Maurer 

6, Sophie Coombs 

7, Louise Parmer 

8, Michelle Hanlin 

9, Tim Kleindienst 

10,Sam Hughes 

11,Simon Yates 

12,Beth Pickworth 

13,Jake Walker 

14,Juke Wyat 

15,Joyce Hinterding 

16,David Haines 

17,Jay Balbi 

.O.A. 

.O.A. 

.O.A. 

P.O.A. 

$60 

$80 

$100 

Bitches + Hos Mixed media 

Pen on paper P.O.A. 

Untitled Inkjet print P.O.A. 

The Future is Emotional 

21,Amber McCulloch 

22,Alex Gereg 

23,Claire Healy 

24,Sean Cordeiro 

25,Rizili Sisters 

26,Ryszard Dabek 

27,Simon Cavanough 

28,Justin Cox 

29,Stephen Creswell 

30,Yuri Frusin & Sara Shera Untitled 

31,Eugenia Raskopoulos Melbourne 2001 

32,Tim Barber No Eye Deer 

33,Natsuho Takita Milk of Paradise 

34,Jodie Maurer That Sinking Feeling 

P.O.A 

Dolly Mixed media on paper N.F.S. 

Ryan Mixed media on canvas P.O.A. 

Untitled Digital print on canvas, $100 

Raiders of the Lost Ark Mixed media P.O.A. 

$100 

Avoiding the Area 

Hollow Drop 

Print 

Mixed media on paper 

Mixed media $300 

Photographic print $75 

Inkjet print $100 

Mixed media P.O.A. 

Gouache on paper 

Rubber balloon,ink, clip $150 

P.O.A. 

$60 

$95 

P.O.A. 

35,Elizabeth Pulie forkloric dancer colour pencil on paper p.o.a 

36,Brenda MacDuff The Pink & Black Fuck Wax $200 

37,John Spiteri Spring Snow Mixed media P.O.A. 

38,Andrew Hurle Untitled Lenticular CompositionMixed media (contact Darren Knight) 

39,Robert Pulie Unique Form of Continuity in Space Used loofa on rose mahogany stand 

40,Kris Moyes It's Breakable, It's Lovely 

41,Christopher Hanrahan Concrete, You Treat 

42,Lauren Dyt Untitled Water colour 

43,Jess MacNeil British Museum Reconstruction 

44,Emma White Dental Surgery 

45,Daniel Stocks The Emperors New Clothes 

46,Sarah Goffman Plastic Reality 

47,Jason Markou Small children Gardening 

48,Karen Kinder Project Homes Wood 

49,Lionel Bawden Warmless Ink, pencil, paper collage P.O.A. 

50,Anna Mikkelsen Animal Test Wood, ceramic monkey 

51,Shane Haseman Mary Paper collage P.O.A. 

52,Ann Morrison Blink Mixed media $300 

53,Amie Turnbull With the assistance of his shrink Ray Clarice believed 

world domination was the only way to redeem himself from 

being christened with a girls name 

Print on canvas 

•!e Like a Whore 

P.O.A. 

Gouache on paper 

Mixed media 

Mixed media 

Mixed media 

Mixed media N.F.S. 

$225 

Blu-tac, 

$100 

$180 

$200 

$200, 

$150 

paper 

Mixed media P.O.A. 

54,Vicky Browne,Koji Ryui and Natsuho Takita 

55,Vicky Browne Dead wood wood glue $200 

Avoiding Aye Area Mixed media P.O.A. 
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Buff and stuff 
David Lawrey 

Cordelia - Uhhh! Behold, the weirdness! 
Buffy - (looks up) You're probably wondering 
what I'm doing with this stuff, huh? 
Cordelia - Wow, I'm not! 
Buffy - Uh, for history class. Mr. Giles has this, 
like, hobby of collecting stuff. . .which he lent 
me... for show and tell. D-did I mention it's for 
history class? 

'Stuff', like 'crap', 'shit', and 'garbage', does 
not reveal its contents, as shown by the above 
dialogue. Without more information, it is 
impossible to know what Buffy's stuff is. Stuff 
is a word that may contain an infinite number 
of objects taken from the infinite range in 
existence. When used as a straight noun, stuff 
can include any quantifiable thing, and when 
combined with a qualifying adjective (teenage 
stuff) it may hold any associated qualitative 
attribute. Stuff lends itself to the idea that it is 
beyond meaning, and is a word like fuck that 
is really just punctuation. While there is no 
doubt that it is an easy word to use, it plays an 
invaluable linguistic role, allowing the 
sentence to include that which is potentially 
limitless. With this one word, Buffy has the 
freedom to name and collect her things 
without the need to specify each individual 
item. Via its inclusiveness, stuff as collection is 
connected to the conscious or emotive 
collections that exist in glass cases. 

The historical definition of a collection is a 
group of objects that are removed entirely 
from their original functions and privileged as 
a whole. The figure of the collector stems from 
the historical cliche of the prosperous man 
with so much leisure time he becomes 
obsessed with collecting, and the desire to 
continually expand his collection. This may 
still be true of the adult who collects toy cars, 
but what of the child that does the same? 
What of the vinyl collector who takes great 
care of the records but still plays them? Since 
the collection itself was born out of wealth, 

there has always been a hierarchy dictating 
which collectors are legitimate and which are 
scoffed at as simply indulging in amateurish 
play. This learned value system leads the 
observer of a collection to view it in terms of 
monetary value or a significant personal 
expression, and so negate the dispassionate 
and half-interested collections that are 
performed as a kind of cultural habit. 

Collecting now exists as an important feature 
of consumer culture, most pervasively as the 
sales gimmick of 'collect all three' but also in 
the seriality of production, branding, and 
consumer renewal. This democratisation of 
the collection positions it as a common, wide-
ranging practice that is now deeply ingrained 
in society's relation to production. Collecting 
occurs even in the absence of the conscious 
desire to collect; in personal video collections, 
magazines bought every month, chip packet 
cards and selections of food that are 
purchased on a regular basis. Whilst there 
may be specific ideas of what constitutes a 
collection, the notion of what defines a 
collection is seen more through the process 
than anything, since any object is collectible. 
The defining quality of the collection is that it 
is created through a serial procedure that 
brings chosen objects together for the sole 
purpose of creating a collection, thus differen­
tiating the process from mere accumulation. 
'There is a seriality to all the objects you 
acquire, bought or found one after another 
each bearing some relationship to its former 
and expectant object.' So, what differentiates 
your shopping from collection, is simply the 
manner in which you consider it. Should you 
choose to think about your consumption as 
collecting, then it is difficult to deny it that 
status, except on the grounds that it may lack 
the sustained passion of those who pursue 
their chosen collected objects throughout 
their lives. 

On her way down the school corridor, Buffy 
dropped a selection of weapons she had 
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concealed. As she was retrieving them she 
was confronted with the derision of Cordelia, 
the 'popular girl'. In the subsequent exchange 
she was prompted to name her objects as 
'stuff'. Though not seriously considered by 
Buffy, this labelling is significant because the 
scenario demonstrates that a collection can 
be created by the use of the word 'stuff'. By 
grouping disparate items into the singular, she 
is then able to consider them as a new and 
manageable entity. 'Collection replaces origin 
with classification, thereby making temporality 
a spatial and material phenomenon'. By 
removing an object from its context and 
placing it in the collection, it allows the 
collector to erase its history. The collector 
replaces the narrative of production with the 
narrative of collection and in doing so is able 
to claim sole possession. By naming the 
objects 'stuff' Buffy regains a sense of 
ownership and control over the things that 
have escaped her. The collector can then go 
as far as generating the illusion of being the 
producer of the objects, since his or her 
particular appreciation of the objects and their 
subsequent inclusion in the collection 
legitimates its existence. 

Stuff does not generate the same collection 
as one that is made through a series of 
considered acquisitions. Buffy makes an 
interesting distinction between the way that 
she and Mr. Giles collect the same group of 
objects when she says 'Mr. Giles has this, like, 
hobby of collecting stuff'. While Mr. Giles has 
accumulated and categorised these objects 
over time, and thereby created a collection, in 
this instance Buffy collects by naming them 
'stuff'. She does this first of all as a matter of 
convenience and expediency and secondly to 
demonstrate to Cordelia a general 
detachment from the collection. Stuff is a 
collection that utilises the conceptual 
capacities of the collection for the collector's 
immediate needs, and as such its existence 
does not persist beyond its fulfillment. 
Collection through stuff offers a way to recon-

ceptualise the proliferation of objects in 
consumer culture. It can turn the infinite into 
the singular and erase its history, all as a 
means of offering relief from the object anxiety 
that is too great to deal with. 



Axis of evil: Greeting cards, snapshots and lovesong 
dedications 
Rachel Scott 
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W G N W O R R N R W G N W O R G G O W N R N G 
R O W N G W W G W O O O N W O R N G N R W O R 
O N R R R R O W N W G R N O O W O O W R N G O 
R N O G W O N R O N O R G W N O R G W N G R G 1 

R N G W N N G O G W O R N N R R W W O R N W R 
W W N W G W R O G N O R G N W G G R G W O N W 1 

G G O W R G R N O W O G W N R N N N G N N W G 
O W N R G R R G W G W R N G O G O W R N N R O 1 

N R G W N O R G O G G N R W O W W G G R O W N 
G N W O R G R G W N O W R G O W W G O W R R G 
R O W N O R W N G W N W O N G R W G O N G W R i 
W G N W O R O O R O G N R N N R W N G R O R W i 
R W R R N N G G O R W G O W O W R O R G N W R 1 

O G N O W R R R W N O R G N W G W N R O R R O i 
G N O G N O N W G W N O R W R N G O R O W W G i 
N G O R W W R O N G R O N W N O N W N N R G N i 
W R W G W G R O G W R N W G G W N G O G O G W 
R O N W G N N R W G O G O R N G W G N N G R N i 
G W R N W O G R G N R W O W O G O W N R N G G i 
R W G O N G N R O O R R G G G R N G O W W N R i 

o N R G W O W O G R N O G O N W R W R O G O R : 
G N R O W N R G R W R O W N G W G N G R N W W : 
G W R N O W Q R N G W O G N W R R R W R R R G 1 

R G O W N R G O W N W G R W N G O O N W O G R 

gnwor grnwo orgnw gnwor rgnwo rowng -wemg-gnrwo rowng vvngor rognw wnrog ognrw wgmo 
orgnw ogwnr nworg wnorg owgnr ownrg rgwon gnwor rgwno gnwor rwgon ngrwo orwng orwgn, 
wgnor nwogr gnrwo rwogn rwgon rngow wrogn onrgw onrgvv wogrn gonwr gworn ownrg ngowr 
wngor gornw wongr ngwro wognr ngorw nwogr ongwr ngorw worgn nworg wogrn gnwor rwogn 
nrowg rwong nogrvv ngvvro nvnog gnwor gnorw orwgn wngro ngwro rwgon gnorw wonrg ogwm 
rgnow rwgno owgrn wonrg ngwor gwron nrwog rgown gnorw gnrwo wgnro onwgr orgwn ngwor 
gwonr gronw gorwn nwgor wgmo gronw wgnro onwrg wnrog nrwgo worgn wrgon wgrno omgvv 
nwgro wognr wgmo onrgw gownr gonwr ngrwo gwnro orgnw owgnr rwogn rwngo gnrow wgron 
rwogn ongrw ownrg rongw mgow nrwog wgnro mogw wnrog rowgn nworg wgonr nowgr rwgon 
ogmw grnwo omwg nrgwo worgn grown onrgw rwong rnwog ongwr gwonr wngro orgnw wogrn 
rgown gronw mowg owmg rgnow gnrow owmg rgnow ogmw rogwn gowm rowng gwnor ngowr 
rowgn owmg rwogn wrgon wgnor ogrwn rgwno gnovvr rowng rgwon ownrg nwrog gronw wiign; 
wongr nogrw omgw ogrwn nowrg grown wmog gownr rognw wrogn gonwr gonwr gnovvr ngorw 
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! W R G W O N R O G N W G N O W R G W G O R W N O 
! N O W N R G O G W O R N N O R W W O R N G R W N 
W N G O W R O G N O R G N W G G O G W O N R G W 

j G O W R G R N O W O G W N R N N R G N O W W O R 
W N R G N N G N N W R N G O O O W R N W O R G W 
I R G W N O N R O W G N R W O W N R G R R G W O N 
' N W O R G R G W N O W R G W R W G O N N G R W O 
O W G O R W G N O G W R N N O W G W R R W N O G 
G N W O R O N G O G O R R R R N N N O O O O W N 
W R N N N G O W R W G O N O W O O R G N W G O G 
G N O W R R R G N O W G N G G W W R O W N G G R 
O R G N W N W G W N O R W R N G O N O G W R N O 
G W R N W R O G G O R G W N N R O W G R O N R W 
R W G O G O N G W R N O G O W N GR G W R O W O 
O N G N W G R W N O G O R O R W G O N W G N O R 
W N O W R G O W N R W O G N G O W N R N W G G W 
W G O N G R W O W R O G NR O N R G W W N W R N 
N R G W O N G G G W O R N W W R O R O G O O O G 
N R O W N G N R N G O W R G R G N G W N O R W R 
W N O R W O R N G N O W R G N R W G O R W N N O 
G O W N R W O W R O G N W N G O R N W O N G R G 

) owmg gnwor nowrg mgow mogw norgw orgwn rognw wnrgo omgw wrogn orgnw rgwon wrogn 
1 ogwm nvnog rwgon wmgo nogwr gwmo orgwn nrowg wgron owngr ronwg nrwgo gnvno rwgon 
r gvvnor ownrg ngowr gwnor omgw ognwr nowrg nrwgo gorwn rgown rgown rwngo gownr wrogn 
1 gnvno ownrg rwong rongw norwg rwgon wngor wmog wgonr nwrog ownrg nwrog rgwno nwgro 
1 gwnro orgwn nogrw nwgro ogrwn wogm mgow gnorw wgnro rwgno mgwo wnrog onrwg owmg 
r womg grown owmg wognr orwng orgnw wmog ngowr rgonw worgn mowg ongwr gonrw gnrow 
' mwgo norgw nwogr gwom worgn onwrg gonwr mowg rogwn gnwor rongw nworg ognwr gnowr 
l rgwon rwgno nrwgo womg wngro owgnr rwogn rwogn wogm womg nrwgo gronw owgnr rwogn 
I ngrow ogwm orwng gronw owgnr rwogn rwgon gnwro nrwog nrowg rwnog ognrw gorwn gmow 
i rowgn mwog ongwr rgown gonrw rwgno womg ngrow ongrw ongwr gwonr ogmw wognr gwron 
r wgmo nrwgo womg wgom ngwro wnrgo gnrwo rwong wgnro wgron rgown ognwr gwom owrgn 
) onvgn wrgon gwnor nworg wmgo ognrw onwgr wmgo wonrg ronwg gmow gnowr rogwn gvvmc 
' ogwnr wmog gnowr ngorw wonrg ogwnr gnwor onrwg womg gnrow onwrg wogm ngrwo rwgon 



The Aureolin Collection 
Stephen Sullivan 
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Ample sufficiency: 
The problem with recording in documentary photography 
Sara Oscar 

Documentary photography highlights the 
inadequacy of using an example to represent 
the whole. The problem lies in providing 
summarised accounts of visual information, 
and hoping that the summary will be 
sufficiently representative. What is and isn't 
sufficient to constitute a series sometimes 
means that the series keeps proliferating due 
to specificity or a hope that photographing 
everything will be all-inclusive. In a series of 
documentary photographs, what is thought to 
be enough has a direct relationship with the 
act of photographing, considered to be 
purposeful yet limitless. Because 
documentary photography sticks to a 
methodical formula, it has the potential to 
then be seen as an action that has no end 
point in sight. 

Curious to the nature of the documentary 
genre is the definition of purpose, and the 
consequent restrictions that arise by setting 
parameters that limit selection. Documentary 
photography highlights the compulsion to 
record and define surroundings as a means of 
reference to places, events and societies. This 
is based on an assumption that the 
photographer has an agenda to formally 
define and categorise an environment of 
choice, by selecting one thing that best 
represents a place, event or society. By 
framing the photographs in a series in the 
same manner, usually frontally, centred and 
keeping everything in the frame in focus, 
documentary photography claims an 
objective stance that recontextualises its 
object. By representing an example of 
something in the frame, the frame is the 
defining structure that marks this classification. 

A series of photographs requires selection on 
the basis of similarity in order for them to be 
cohesive as a group. This method adheres to 
a formula that is realised by producing images 
of formal resemblance in order to fit into a 
category. Because the parameters are 
contained within a formula that observes 

patterns, the selection of like images is limited 
by variations that are contingent upon the 
homogeneity of form and/or content and the 
incongruity of the links within the series. 

There are obvious limitations to the method of 
patterning in classification. Because the 
rationale of documentary photography is 
purpose-oriented, it forgets about the 
possibility of its own interminability. In this 
case, the endlessness of the action asks one 
to consider what the production of 
documentary images achieves. On first glance, 
the documentary photograph gives the 
photographer an educatory device that 
provides visual information that is assumed to 
have a truth value. The privileging of vision in 
the accessing of knowledge means that the 
photograph becomes an implement for 
exchange between learning and teaching. 

One could assume that the role of the 
photographer as teacher or student is in flux. A 
reason for this could be due to the methodical 
approach used for taking and selecting 
photographs and the consequences of 
collating in the face of repetition. The shifting 
role of the photographer is caused by the 
repercussions of photographing with the 
purpose of documenting and classifying. The 
desire to focus on one thing in the world and 
repeatedly recontextualise it degrades the 
ability to quantify a series because there is no 
end in sight. 

A series is deemed excessive when the viewer 
is blinded by an overload of grouped images. 
This blindness is caused by the same thing 
that constitutes a series and is the ramification 
of having too much of the one thing. This 
problem arises when photographs are 
compiled as a group and is the effect that 
repetition has on vision. It reminds us that our 
status as finite beings provides us with limited 
perspectives of time and space, so that we 
cannot see a whole (assuming there is one), 
and consequently must rely on memory to 
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infer previous images onto the next. 

Questions arise within documentary 
photographic practice that surmise accounts 
of what constitutes visual excess and whether 
or not documentary photography contributes 
to a body of knowledge that is redundant. 
Repetition, sameness and overload are seen 
to be the causes of excessiveness, and the 
act of photographing in this manner 
represents a futile attempt to engage in an 
exchange process that neither teaches, nor 
permits study. The link between redundancy 
and excess is unavoidable. What is 
problematic is the photographer's limitation in 
accessing and providing information of a 
specific type that has a use value. The 
purpose of documenting then defeats itself 
because its context indicates that the 
document has a utility. The line between utility 

and futility is determined by a formula that 
utilises repetition and sameness in the 
attempt to create order. 

At what point does the formula for collating a 
series of photographs cause the series to 
become excessive? What is considered 
enough - a sufficient body of information to 
imply that the series has fulfilled its set 
purpose - when the parameters for 
completeness have not been set? The 
photographic medium allows one representa­
tion contained within the photograph to be 
considered an example of all the rest, the 
whole. Although the parameters of purpose 
are defined, what constitutes a sufficient 
realisation of the whole is not. One might 
question why the parameters of enough aren't 
set in the first place. 
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Emma White Belonging to the Emperor (2002) installation detail 
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Emma White Belonging to the Emperor (2002) installation detail 

Emma White's Belonging to the Emperor 
exemplifies the insufficiency of purpose-
oriented documentary practice. Belonging to 
the Emperor features some six hundred 
photographs of vacant shopfronts installed in 
a grid-like configuration of ninety different 
groupings. These groups have no connection 
to one another except that they repeat certain 
images. The photographs are pinned on a wall 
over a long white shelf supporting more of the 
images in stacks and notepads bearing lists. 
Critical to the reading of the work is this stack 
of 'unclassified' images and lists of categories 
that sit on the shelf below the grid. The 
incomplete stack serves to illustrate the 
experience of excess, not in viewing the 
photographs on the wall, but in the realisation 
that the task is never-ending. 

The work applies formulas for classification 
through extrinsic links to the photographs in 
the form of absurd descriptions that serve to 
highlight the futility and limits of documentary 
photography by arbitrarily combining groups 
of repeated images. Categories such as 
"illegal in Paris"; "containing sunflowers in a 
display case"; "composed along a horizontal 
axis" appear to have no relationship to one 
another, however, their selection is understood 
through the recognition of similarities in all of 
the images. What is 'illegal in Paris' can also 
be reconfigured in another category to be 
'composed along a horizontal axis'. By 
recombining the images into other configura­
tions, Belonging to the Emperor continually 
multiplies its categories. White's work 
recording banal and lifeless spaces actually 
becomes a tool for the recognition of living 
systems. 



Belonging to the Emperor illustrates that 
randomness is implicit to the frame of the 
photograph, and randomness is what gives it 
the ability to constantly shift in reading and 
recontextualisation. White's purpose when 
photographing was to document vacant retail 
shopfronts, and from the resulting series she 
drew out a myriad of sub-categories. The 
listed categories in Belonging to the Emperor 
approximate ninety, but as the viewer 
analyses the images, the possibilities for 
further classification emerge and the 
conglomerate becomes less defined. Thus, 
the fine line between order and excess is 

constantly shifting. If anything, visual excess 
highlights inadequacies within documentary 
photography, not in the photographic image 
itself. The search for order and definition 
becomes one of endless speculation and 
possibility. 

I 

I 

Emma White Belonging to the Emperor (2002) installation detail 



of New South Wales? 
Mapping the trivial/ 
How do I get to the Art Gallery 
Holly Williams 

I have been a collector all my life. The 'my' I 
refer to is nothing but the tightly moulded 
coalescence of memories, wants, contradic­
tions and dreams. Experiences (real and 
surreal) are collected, catalogued and 
forgotten in the endless process of ego 
construction. 'Understanding' and 'self 
intertwine and flounder on the rocks of 
selective reasoning, shrieking / need to find 
myself! 

Where am I going? and Where have I been? 
form the territory of 'me' - a strange 
landscape mapped out on strict gridlines of 
preferences. With the longitude of desire and 
the latitude of aversion, I locate myself. 

To collect is to hold onto something from the 
past, a dead thing. Collected memories 
become fluid storylines at the mercy of forget-
fulness. Perpetual forgetting and reinvention 
of details keep the 'dead thing' fresh and give 
it currency. 

Forgetting is the dictator of memory. Memory 
is the Little House on the Prairie we call 'self, 
that banal, feelgood place where nothing of 
much consequence occurs and events are 
tidied into neat packages. Of course, the urge 
to protest this analogy arises: surely there is 
more to it - real suffering, real experience - but 
scrape back the veneer of wounded times and 
there is the compulsive sacchariniser at 
work... Let me feel safe, the sun always shines 
on the Little House. We become an arbitrary 
accumulation of memories mapped out on 
shifting land. Experiences are collected, 
events are rewritten, then the whole process is 
forgotten entirely. 

In the ruins of an abandoned love relationship, 
we can selectively forget the joys or the abuse 
and cast one another as fictitious costume-
drama characters. Our surmising reaches a 
crescendo: the cliff-hanger ending of Episode 
One is resolved in Episode Two as "/ have this 
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pattern with men." Thus, our narrative 
topography is established and endlessly 
retold over coffee with friends. The very use of 
the word 'pattern' in this instance implies a 
model to be followed, therefore when 
discussing the components of identity we drift 
into a psycho-visual landscape of map 
construction. Do we feel safer and more solid 
when unique emotionally charged events are 
gathered and re-imagined into identifiable 
structures? Are we the map we make of 
ourselves? Are we so afraid of being lost? 

The search for definition and location is 
central to language and understanding. Even 
theories of the Unconscious rely on a notional 
geography: such is the attraction to form 
maps. Entering the conversation is the 
countering voice of Zen, where aim is 
aimlessness, there is no map, no 'self to find, 
to keep safe, or draw up in flattery: where this 
is it. 

On the Prairie we go orienteering. We name 
destinations and run with aching muscles 
towards them. The habitual mapping of where 
we have been and where we think we are is 
compounded by maps of expectation and 
attainment. We impress the weight of success 
on the institutions of our lives and attempt to 
follow in idealised footsteps. We search for 
elusive (possibly futile) places and arrive with 
our rich expectations to find an empty room. 
To surrender these cyclical adventures 
perhaps what is required is a genuine 
forgetting; of the little house, the destination, 
of the whole collection. 

Meanwhile, an artist aims towards the Art 
Gallery... 

The small growing voice whispers this is 
where I have to go... 
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PROMOTE 
YOURSELF 

TO A 

BETTER 
by PHILIP PARRISH 

Nowadays nobody need wait for 
promotion — promote yourself by 
moving on to better jobs. Learn how 
to make the most of your qualities, 
to plan your career to suit them and 
then how to handle your colleagues and 
employers. Read this book and there 
will be no limits to your future success. 
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