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énjanctlon with the Sympomum the EAF galle : showed_
: -aga’s Responsive Membrane and Lev Manovich's Soft
Cinema Fraga's installation included at its centre an. extn:mely
~ sensitive, and thus responsive, artificial organism affected by
~ computer stimuli, and a simulation of 3D enviro!
d eiopmg rototypes of the responsive ﬂrganisms' and kinetic
S e them)

Lev Manmrich Soft Cinema was a continuation of his.
theoret{cal exploration of what Database Cinema means and the

' Bu:ldmg on the mormentum from the symposium we will be
starting a series of

‘contemporary art & culture.

for the Lion Art Centre.
site;an innovative pubhc
art installation, working to
surprise and amuse: soap,
bubbles pop, sway and push
their way up and under
passing feet, visitors near
the EAF happily interacting
with the in tallation. The
installation—opened on Feb
20, and running till August

2007—was launched by
Adelaide’s Lord Mayor and
assisted by the Adelaide:
‘City Council, the state government through Arts SA and received
\support through the Visual Arts and Craft Strategy, an initiative of the
Australian, State and Territory Governments:s

The EAE's 2007 Exhibitions Program will explore various concepts
in contemporary
art including
Situationism and
Psycho-geography;

Tania Fraga, Responsive Membrane, EAF
2007. Photegraph Peter Barrow.

James Geurts 90 Degrees Equatorial Project. 2006

Duke Albada developed the projec

Equatorial Project (20 April -
was included with our last mail-out.

Next exhibition (1 June-30 June): techno-shaman
Stelarc, who will present a selection of current and
past work including Prosthetic Head, Walking Head,
Blender and Extra Ear, and documentation of other
works. Stelarc has in his past practice used medical
instruments, prosthetics, robotics, virtual reality
systems and the internet to explore alternate, intimate
and involuntary interfaces with the body.

Check out the revamped EAF website for more.

#1 2007

meetings with artists and art critics, at the EAI
in which we can further explore | :

Stelarc, Extra Ear: Ear on Arm.
the Redeﬁmng of what 2006. Photograph Nina Sellars
is Human; Subversive
Art; Novel Practices in'Att/Social Space; Art and
Biotechnology: and Painting,

Currently showing: James Geurts' 90 Degrees

19 May) the catalogue

Melentie P-;_an-di?lﬁb /
Conversati"a;_n wi

Ken Bolton A touchstone fo
contemporary art seems to be H
mention it regularly and it prefaces many.
relevance or direction of current clevelopments .What is its status, do
younthink?

Melenne Pandilovski Yeah. I am per plexed by that as well. I like
pure philamphy especially where there are the links with art. And:
do mention Heidegger a lot. Heideggeris proba y the most.
on the relationship between art and technalogy In'On
ncerning Technology' he speaks about € hnelogys
er claimed that just as the essence of 'tree’ is
| be encountered among all the other: trees’ 50 the.
gy is not itself something technological, Wh
late wasthe particular understanding of being wh makes-

Kén Bolton

f bout much
“Fechr

h;&_ which he makes, and which is of importance
) Gegenstand) to Thing (Das Ding). This ismet

6gy. and of Art for that matter, are viewed as
) Ar'lstotehan substances is broken down in this

stotle’s belief that relations to other objects,

of Things becomes crucial. For me
this. In
ynt hom, to

study of the's con:
enable it to refe ta objects oumlde ns.elf He
i the mind

ry ol
of klng the struct.ures of conscmusnes:. thr augh our
‘wide range of human activities, including

those of the arts and technology.

So, yes. I do mention a lot of phenomenology,-and them two
(Heidegger and Husserl) are Phenomenology, as Husserl once observed,

But there is another Phenomenologist—th rague born, Brasilian
media theoretician Vilem Flusser. His writings essentially theo
on the epochal shift that humanity is undergoing in the form of a
pendulum swing—from what he termed “linear thinking” (based on
‘writing) toward a new form of multidimensional, visual thinking
embodied by photography and digital culture. For Flusser, the rise
of the Image (this time the technologically modulated image) is
reminiscent of another age—prehistory, when it was the painting on the
walls that had acquired this status.

According to Flusser, in our times these new modes and technologies
of communication make possible a ‘telematic society", in which dialogue
between people becomes the supreme value,

Flusser's original thinking on the nature of the mediated image is just
beginning to be felt in the English speaking world. He mostly wrote
in German and Portuguese, and translations‘were lacking. Andreas
Strohl, one of the speakers at the EAF's Symposium The Ideology of the
Imaginary in the 21st Century, has edited the first English-language
anthology of Flusser in Writings.

Finally, I should also mention the London-based American Historian
of Science Arthur I. Miller. Miller points to parallels between art and
science. Historically, these sorts of parallels between the arts and
sciences go a long way back, and can be traced in modern times in such
well known cases as Picasso and Braque's coming up with the concept
of Cubism, and Einstein with the concept of relativity, in around the
same period. There is some evidence that the origins of cubism are not
completely rooted in the arts.

In any case Miller rightly notes that the joint question of both the arts
and sciences has been how to interpret the unseen world and go beyond
conventional constraints of visual imagery and language to dramatically
transform the concepts of visual imagery.

Je paradigm shift thal takes place when the ;

t the possibility of gathering the LUI‘t[uIIfS g

ve the essence of the object unchanged can

. KB Heidegger sees technology—I guess Technology with a
:capli.al “T'—as a challenge or threat to our souls, doesn't he, a
| plorable removal from the real world, an alienation from
atures?
tuis true that Heidegger's technological determinism
alyptic in nature, but Heidegger believed that
infected hmmmty at its essence, bewmmg par[ of,

1 though hie notes dangemus aspects of our
tec ologi | understanding of being, Heidegger does not oppose
laimed "Man r___ ds so dcmwely in subservience

to rebel helples i
ourselyes S

n Gladwell s Tangamand'
ent videos. Really there are
ists. in the programme who

out c[wel]mg and the coming
intol f things such as paintings,

No. her
a priority! The attitude of the @ '
tell, is two-fold. On one hand ; : i
Other, with the very posmbdl of dlaiogue with the Other be it
an historical, geographical or c tur :
it seems to me that things are I
often the exchange of ideas 1 would Tike to exist,
artists fro cas. Th

1degger doesnt seem 1o he

form. The memes are not passed on

: ject has moved on
‘and become a Thlng! Even in Adelaide; :

KB So far your directorship of the EAF's exhibition program has:

focused a good deal on new media, Directors don't getto show
exactly what they want. They must work with whal is available,
what they can afford, what they can make happen. How satisfying
has the program been for you? Did it argue a case, make any
overall survey? Where would it take you now?

MP The constraints have mosr.ly been financial. [ would have
loved to show a Lei Cox retrospective exhibition, for example,
but instead we showed a selection of retrospective elements.
something of a compromise. We mostly have problems with
finding money to freight artwork'into Australia, so that very often
we resort to showing the public moving-image components or
abridged installations.

KB Well, the Lei Cox show we got Was a good'un in any case.
But, yes, I know there were elements of it that served only to
indicate what we were missing without the large interactive
environments that he'd showed elsewhere. Have you been able to
run the kind of program you want so far? Has the focus been New
Media. or to do with certain themes?

MP [ think yes. The reasoning was that new media art in the
past 15 years has in fact been the shining beacon, and yetit has
been underrepresented in the art world. Lately, the major art
spaces and festivals have begun to show a lot of video art, but this
is already an oldish art form, and not many serious art critics are
willing to regard it as 'new media’.

KB When you arrived Tthink'we were showing Bronwyn

instal_?aﬁo trams, and global warming?

Platten. Our Administrator, Julie Lawton, had got us successfully
through a year as acting Director. I remember we showed you some
of the art we were most pleased with locally—and your response
was, This is Philosophy! We don't do that anymore in Europe! Have
your views changed—about European art, about Australian art?
MP Actually, I came in timé to see the Tim Stirling/Warren Vance
exhibition (April 2003). It seems such a long time ago now. [ can
hardly remember what living in Europe is like. In all honesty, I have
to say that [ cannot recall saying that, which doesn't mean I didn’t!
Still, who knows what I meant? Probably that social commentary
has become the prevalent form of art narration. Possibly as you can
e it rather quickly, and it is highly convenient for the highly

-~ dens umpean Art Circuit, where artists are showing several times

‘don't think that Australian art is any more or less
spects of philosophy than European art is. What the
ms Lo be, is that the European artists tend to have a
their contemporaries, but on a deeper level they seem
drawing from past artists and theorists. An indicative
ight récall was "Like to Like” by the Slovenian art
collective IRWIN, where we could see that their projects basically

_ dealt with the recreating of performances done in Europe in the

1d . with the re-codifying of the Western cannon of
ven down to recreating of the funeral of Malevich!
‘Hm, we have John Nixon, who points reproachfully to the
rectitude &good intentions of early Russian modernism. And [mants
ﬁme for thepast-The last Adelaide Biennial
nneCHon to'the'pasts A different

Tillers—lie has a lot:

as tor
For Europe it is a connectic
specially as there is a certain ima

; laide s concerned, my gene
artists are pretty relaxed about the his ;
ots do not really affect them, or their work. Perhaps this sa
hindran ut on the other hand it Opens u ) 'We
do not have to go very far, and we can say that not being roo
the European traditions of the early 20th Cenmry:actua]ly enabi&d
the American artists to come up with Abstract Expre: d
Pop Art, and subsequent new isms. Perhaps we are not far rom the
moment when we will get a genuine Australian art movement, with
far _geaching_conseql-’_l nces for the big world out there!

KB Hmm, | wonder if read Terry Smith's “The Provincialism
Problem"? Andias for Eur: - connection to the early
modernist past goes, | migm point out, if I were in a nationalistic
mood, that the French haven't produced a major artist since Matisse
mp. And they born in the nineteenth century!
 Anyway, you've taken some Australian art to Europe. What sorts
of reaction did it get" Did you have to argue for it. explain on its
behalf?” Were you even able to, in good ¢ conscience?.

MP [ could not take as much as I wished. Too many financial

~ constraints for that, 1 had a five day screening of Australfan Video

at the MuseumsQuart:er in November, 2005 in Vienna. I also had
two presentations about Australian new media art in the Museum of
Contemporary Art in Skopje and in the MuseumsQuartier in Vienna.
[ also curated Tracy Cornish and Matthew Bradley at the Attitude
festival in Bitola, Macedonia (2005 and 2006/7).

Reactions were positive overall. In some areas, such as Bio-tech
Arts, or installations dealing particularly with consciousness {dreams,
etc), we were clearly leading the road, so the presentations served
partly to educate the European art public. As to the videos—many
had this specific Australian feel to them., so that additional
explanation was necessary.

[ think that our potentials are great but we are not always showing
that to the world. We seem to tend to show what WE think will be
perceived as good. This is not always the case. There is a lot of talent
that goes unnoticed. The situation somehow reminds me of Aussie
Rules football. Fantastic players, but as no one else in the world plays
the sport, the appreciation for it stays merely local. Nothing wrong
with the local though!
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child being born of
cyclic conditioning
attributable in this cas

I admire Rego for the complex vic
the eighties. [ look at these works
every detail. _

KB Yet your own work is fairly deliberate, even ‘cool;’

a few styles. Rego always seems to me sort of muscularly ex \
expressionist). i

SK Yes, she has these interesting blurred borders of technique that she appropriates
of work. The animal paintings were executed quickly; the line is spontaneous, managing sticc
to convey all of those raw emotions in what seems like a direct exchange of ideas, Her pastel works
on canvas, portraying women with the fundamental characteristics of the dog are more ambiguous
and have a strong psychological edge. Her ideas are almost geometric on the positioning of the body,
they are quite sculptural.

As to my own work—well, while I don't generally make formal studies, prior to painting I tend
to draw on the canvas and sketch separately the proportions of the work. Most of the time it is
deliberate, as there is often a narrative to each section, that is to say every element of the work is
‘symbolized’, made symbolic or emblematic, meaning deepened and condensed. It becomes a process
of transferring meaning to the work. I associate the motifs so as to work a story and formulate ideas
for a long time before they are finally executed.

KB Which works are we talking about here?

SK The painting Blue Moon is a good example of how I like to work. The Underground series was
different in as much as colour was the symbolic underpinning, specifically yellow and black.

KB Blue Moon is like a weird odalisque that turns out to be-- the minotaur, or something spooky.
And its looking at you is the great trick. There's the sexual, pubic seeming hair motif on the right,
led into by the red patterns that begin to seem also comic-book style liquid gism, as they move right.
When was this from? '

SK I started work on Blue Moon in 2005 and finished April 2006.
KB When you say this is an example of how you work, you mean
that the symbolism has been very deliberately condensed and
combined? How intuitive is it? A process of lots of sketching? And
is there much theoretical research involved—for particular bodies
of work, I mean? (I mean, I guess you are curious enough to be
eading and thinking most of the time when you can, a little Lacan
plittle Irigaray there?) What was behind these works?
esting question. Yes, [ would say the symbolism is
d and combined—that's a nice way of putting it. Blue Moon
ortrait—and is quite condensed. although it could be more
‘has to be some spatial relativity in the composition.
lativity”? | know you don't mean E=MC Squared. Do you
and take'? uncertainty? flexibility? or a sense of relation
parts, or between image and overall composition?
an between the image and the overall composition—a.
proportion between parts is important and this, of cotir
determined by the allegory, every aspect is sy
ot 1t
quite obsessed with symmetry, so often
ing (on the canvas) to get it to the point i
rtable. Change occurs naturally throug
e point the work is given over to
re is always a kind of 'life’ that o
iaps this is the intuitive stage, b
1 individual piece.
This occurs as you're. i
ins to exceed or gr
ination or statgme

v
|

KB Yes. I didn't mean to suggest that there was no heat in your
work either. Not that you would mind, perhaps, but that wasn't what
I meant at all. The mother—probably that should be treated as a
category, capitalized and given scare quotes. The ‘Mother" is a theme
linking different sequences of your works?

SK The ‘Mother” appears in The Young Girls series—and every
one of the beads sewn into the brain element of The Absent Mother
series is the ‘Mother’; the same applies to the ‘absence’ in the White
Weld series. The ‘Mother’ is inextricably linked to everything I work

] s level. ] play and manipulate a scene to
f truths,
naybe. Do you then think, Well, that's one
. perhaps, So that's what I think!? And then
ust be a circling of the problem, looking for

n'tnecessarily come across as ‘expelled’,
very, very sharply: hence the works'’

. person an

that just simply doesn't’
Ultimately what's importan i
it is matters, because it gets me close

e

i
»

e e

Simone Kennedy, White Weld. 2006. Photograph Mick Bradley

ne; but Cixous
does Husserl

. the black
d fear. This

L
it

they finally

generalisable
nd'other. They seem
paintings particularly.
essional, but rather clinically

b nmen ner its strength, from the felt
absence of others. I expect I'm working through a kind of psychosis
associated with absence. It's still about control—but then again if it
wasn't controlled it would become destructive. Perhaps that is why
there are hermetic and objective qualities in the work, put there
rather as a sense of salvation.

lived by myself for all my life: my mother has been absent to me
emotionally and psychologically and I have never got along well
with my step father, so consequently [ am a product of then and
now, a sum of parts lived.

Visualizing and executing these thoughts reveal subtleties of my
existence that would otherwise be lost. Perhaps this isn't important
in a broad sense but [ believe everything is significant. It is
important to have an opinion.

KB The yellow in those White Weld or ‘Underground’ paintings
is at first simply ‘attractive’. But pretty immediately it registers as
more interestingly ambiguous: a slightly jaundiced, distempered
amniotic—listless, inattentive, baleful, unkind. The areas depicted
by the paintings are institutional and suggest maintenance of
minimums of civil care, of civil use, and conventions of use, a
roughly democratic sharing—people keeping to the left, say,
behaviour being kept ‘discreet’ or considerate. And they suggest
rules, an unseen authority (the (government, the railway, the
hospital, the school. the welfare system). This is Society filling in for
the Absent Mother, yes?

The Mother is not the class of mothers, and is not your own
mother? Is it the mother as a force, and a source of affection and
care and succour and security?—and a source of threat as possible
withholder of these things?

SK I find it difficult to look at yellow for too long: it starts to
dissolve in front of you. It's almest impossible to keep a hold of and,
within the paintings, its long-held associations with cowardice pose
as a likely metaphor for absence and The "Mother'.

Consequently [ generally adulterate yellow with blue violet as
this prepares me (psychologically) to initiate working the concept.
Essentially this is to permeate the image with emotions that |

experienced as a child, putting a face to fear I think. Yellow is
connected to the deeper confusion felt. leading to question the
‘Mother’ (my mother) and, in a broader sense, ‘Mothering'.

KB The black you spoke of as difficult. How did it function in these
paintings? To the degree that the paintings are monochromatic
(or duo-chromatic: dark modelling on a yellow ground—or is it
within a yellow ‘atmosphere’) then the black might read as incident
within a yellow state or existence, or as structure within a yellow
inchoateness?

SK The black was the challenge. It's difficult to explain and not
easy to classify but could be as simple as producing a presence
through absence (through yellow into black or vice versa). For me
yellow and black could easily be one and the same (psychologically),
in many ways it has become a state of being working with that
colour (yellow).

Development in what I really want to achieve. It will continue to

ive because as | change there is always more to say, always
ding. I can only know myself so much today and
ise that limitation—and [ know there is fear, fear of
o that with the last series and [ stopped myself
nstead. It was interesting:*- to have that break.
at every turn I need to take things further and
y that.
oes your art fit within a map of recent Adelaide
(Maybe you don't think about this in any case)
and producing of the early foetal forms—with the
e and The Young Girls series—were all obsessive,
eriods with not much concern for what was
It was always going to be just what it w.
its purpose to bring a sense of
st ended up being eryp
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to go back to study at Uni SA. Being at the University was important
for me at that time. It was grounding and I rediscovered artists like
Bourgeois, Magritte, Gillian Wearing, Bellmer, Balthus and Rachel
Whiteread. Halfway through the course [ ‘realized” The Absent
Mother; and I met a few people who were special and understood
the complexities of what [ wanted to do and where | wanted to head.

But—How does it fit in with recent Adelaide art?

KB Another time, another place for answering that, 1 think. But the
paintings in the White Weld series—done from projections, or more
freely composed?

SK Actually both, although [ never use projections just black
and white enlargements which I then transfer to the canvas using
a graphite tracing paper. Prior to this procedure I include or omit
various things from the composition. It is yet another deliberation
but a very stimulating one, shuffling elements, formulating ideas. |
find it contributes in a very direct sense exactly what I want to put
across to the viewer.

More info www.simonekennedy.com
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