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FOREWORD

JOHN BARBOUR

Infaned, anexhibition concerved and curated by Robert Owen. is concerned
with questions of cultural identity, framed dagainst a backdrop of coneern
for the environment. Owen draws together works by 23 artists in an
ambitious attempt to map the complexity and ambivalence of ourrelationship
to the landscape we mhabit: a terrain charted within the problematics and
constrainis of langunge = by fear, doubt, scepticism, hope and commiiment,

fnland explores the idea that the 1erm “periphery” is one of the key
figures in the construetion of our identities as “Australians”. Located as we
are so far o the edge of the civilisations those among us of Anglo-Saxon
descent until recently called “home”, it s a condition given physical
expression, as it were, by our habitation, for the most part, of the edges of
the island continent itself — the centre is forever somewhere else,

Indeed, absence from the centre, in this exhibition, ls as important as
presence. In locating the anists® works so unconventionally at the edges of
the walls, for example. Owen 1s proposing an analogy by reversal for the
cgo's relation o speech— do we not perceive ourselves as “naturally™ at the
centre of our speech? (And what is the realtion between this perception and
our continuing destruction of the environment?)

Language is o parallel textin this exhibition, as the catalogue writings
by George Alexander and Paul Carter attest, George Alexander’s text is
both analysis and history, & fictive conirast between black and white
perceptions of the land, and a gesture of hope for the future; while Paul
Carter's Warersheds from a Natral Cage concerns itself with the history
of paming in Australina —a land ¢onceived of as “blank” at the time of jts
"discovery™ by Europeans.

What fnland emphasises is that the work of both artists and writers
alike is the result of prolonged and thoughiful engagement with the issues
most relevart Lo the present —complex questions of place, time, powerand
responsibility. Indeed, one of the exhibition’s strengths is it brings 10 the
fore in several of the works what has. in other contexts (for many of the
works have been shown elsewhere), been sometimes obscurad by narrow
eritical antitudes — a level of deep and particular concern for what it means
to be an anist “now”, “here” — on the brink of a new decade.

Hsixm |

Talin Mixon




The Grampians

WATERSHEDS
FROM A NMATURAL CAGE

pPAUL CARTER

firim i% an Abonginal word meaning “Spring or well af
water™, and we can casily guess how its nume was
given, — Brimful of Memories. 1981

AT VOWEL CREEK | expect 10 record. Drawn there by
the sonorous name, a bridgehead between speech and
sound, language and nature .. but, although clcar'l:
enough marked on the map, ﬂnwjng: into Dwyer Cree
between the Victoria and Serra {sic] Rau.gr.s.. on the
ground it is a different matier = unless this ribbon of
boulders is the place: but then. where has the water
¥
Eumlrdlullu: early days the colonists were struck by fhc
musicality of Aboriginal speech. ()netpict.l.lmiqurm writer
reports, “The saund of their chattenng in ﬂ'il.tl].' camp;
was pleasing. Pretty were the vowel cadenees an
sweet was the effect of rude dirges and chants c.-zfrn-..d
by the wind over hill and creek and scrub to a MI:T::_
listener™. 15 it this experience the name alludes to?
<o it does not describe the local language but the
listener's distance from it. [t was not that the tongue
jacked consonants, only that these had been lost on the
wind, leaving behind the liguid residue, the mt:l:lgl:t’i
vocalic tones. To hear only their vowel music. 10
harmonise them with birds and wind, to 'ln}u:u.m them
remotely in their camps, wasto place them in a natural
I::“i;‘:I‘:'n:sl'.uﬂ:-ly the name implies nothing of the kind:
There were many Scots among the aettlan.ﬂ Thc.nam.c
is quite as likely o be s corruption of “voe which, in
Shetland and Orkney dialect, means a hay or CIF':'L_E_' All
one can say with some certainty is thist “vowel™ is an
in-between name, & name that looks bath 1E-.r:q.r:-. pun-
ningly evoking @ meetin gof n:uhurfs. And, if the n:n;le
is European, then it s more hbnrigfnnt than most o t e
Ahoriginal place names in the area: mﬂ'l.:.'- early wlmdysm
Aboriginal place names never begin with the fricatives
w and “v" — consonants so vocalic asto be frequently

Room 2:
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confused or overheard. Tocoin such & name was to rsk
i sonorousness even the natives never essayed.

THEY ARE planning 1o renume The Grampians. Koori
groups from Warrnambool, Horsham and elsewhere
seek to replace Major Mitchell's names with ones of
their own, They want 1o draw sitention 1o a suppressed
history, their own prior ownership of the land. Their
politics are laudable. less so thewr history. Their argu-
ment incorporates n white myth, that pames name
places. Yet place names name histories — historical
sites, meeting places where dialogues were opened up
or prevented. sounds uttered and heard or not heard. To
blank out Englizsh pames — that bear witness to the
thetorical nature of European occupation — white-
washes their own history.

The polities of their proposal are wtopian, Euro-
pean; who will inhabit these newly discovered inland
wslands except tourists? Their euphonious, foreign-
sounding names do not repossess the past, exceptasihe
lond of the exotic. They bear witness 1o the current
phase of the Koori people’s drawn-oul struggle for
historical recognition. But what value will this long-
overdue victory have if it is achieved through the same
rhetorical sleight of hand used in the historical cam-
paign against them?

THE GURIWERD or (according to James Dawson) Tuu-
wunl, or {according 1o 4 Mr Spieseke) Naram-naram ...
in any case, 4 gealogical watershed, The Glenelg and
the Wannon, the rivers to the south-west, flow down to
thesea. They travel European style, narrowly, brightly.
Obeying self evident laws of motion. their progress is
unintrospective. Like a record needle, the sound they
make plays back a groove permanemly incised in
basalt.

Inland, 1o the north, water pools its resources
differently. The Wimmera is a series of over-flows

meandering exploratively across the bed of an ancient
sen, Perhaps once a ceptury il reaches its ending in
Wirringren Plain a hundred miles north-west in the
Mallee — where, having traversed the bed of a dream
sea, it does not Mow into the deeper sleep of Ocean, but
“loses itsel ™, 4 wave left high and dry on o coast whose
name, says Aldo Massola, means “noise”.

BESIDES, WHAT authority will the new names have? In
what will their Aboriginality consist? Will such names
as Wimmera and Wannon for example be retained?
Mirchell laid grearsiress on geming the “natve names™.
He armed his Aboriginal off-sider, Piper, with a rifle
and a pair of hand-culfs, sending him out to hunt down
and chain-gang any Aborigines he could find. Just for
the names. Not that Piper({from Sydney ) could understand
what his prisoners were saying any beuer than his
master. At best Mitchell's place names commemorate
sites of mutugl incomprehension: at worst they tran-
scribe eries of pain. puzzlement. defiance.

These nominal histories need (o be better known,
but rewriting the map will not achieve this. The writlen
words have to be sounded again, if the circumstances
of their uflerance and transmission dre to be under-
stood. One might start with a parallel - perhaps only a
verbal coincidence: Mitchell not only -chained the
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Abonigines, he chained the ground. The exact meas-
urement of the distance travelled by the expedition was
a link in the chain of progress. As for the missing link
of sounds, that would be supplied by subjecting the
voices of the counry 1o comparable transcription and
lingarisation.

The parallel furrows the dray wheels traced in the
soil graphically represented the character of the dia-
logue Mitchell held with the country: just as the inter-
rogator puts words mto the prisoner’s mouth, going
through the motions of guestion and answer, s d kind
of amplitude existed in the width of the axle, the space
between the tracks. But the space of exchange was
purely rhetorical: the two lines traced out paralleled
each other obsessively. The apparent latitude masked
the deeper significance of the ruis as miniature ram-
parts, one-sided signs of progress, monologues brook-
ing neither interruption nor transgression.

THERE IS A point on the 1836 descent of the Aboukir
{Mitchell’s onginal name for the river he later nomed
the Bourke, later still renaming it the Glenelg) when
Stapylton, his second-in-command. reports, “heard the
roaring of old Neptune guite distinetly The dividing
range is consegquently carrying us very close 1o the
coast ... “The mountains that had periodically obstructed
progress inland from the coast were. approached from
{he other side, transformed into a highway leading
down to the familiar sea. They no longer divided, but
connected.

Offering ncean views (and sounds). the southern
slopes of the Dundas Highlands had suddenly grown
eloquent. A government agent travelling in the oppo-
site direction, visiting Lake Wonga south of Wirrin-
gren, described his track as passing through "a veri-
table howling wilderness of sand and scrub”. Perhaps
he referred 1o the north wind soughing through the
Callitris and Yellow Mallee, It is more likely that his
“howling” names the absence of human sounds that
made sense, that conjugated, that answered back, echoing.

By contrast the “roaring” of Stapylton’s ocean
speaks 1o him in a tongue he understands, 1t provokes
him 1o inner song: “Sing o be joyful all ye sinners”, he
exclaims on receiving Mitchell's report of the Glenelg's
“embouchure” into the sea. And: would that he were
once dgain in “asnug coltage ... in the presence of my

little angel”, for the sea, even at ils remotest, brings
him close to home. Even at their wildest, the waves
suggest 10 him a domestic interior,

A place where waler entering water turned 10
sound — Grove's Dictionary defines embouchure as
“The disposition of the lips, longue and pther organs
necessary for producing a musical tome”. But in the
other direction, inland, where water lacked the force 10
make a mouth, to purse the lips of the garth into narmow
banks, there were only natural sounds, oceasional,
pointilliste, as unpredictable as handprints and as primitive.

How WouLD ONE write the history of the infand dif-
ferentlv? What kind of travelling would track the
interior less monologically, giving back names 10 it
akin 1o its own? Two kinds of rivers. two aspecis 10 the
miountains, two species of name — (WO Systems of
classification that cannot accommodate each other
except ironically, violently. What kind of writing would
let us escape from this binary mode of thinking?

The Great Ocean Road keeps the sea in view:
breaking waves keep up with the car. background and
foreground gel toeachotherasina film. Veering round
headlands, bridging creeks, planing a wing’s width
above beaches, the road distils a fantasy of flight. On
tand it does not land: the bull-nosed hills are tidal
fronts. their forelocks of water alling wroughs of ex-
cited foam. Motorbikes ride the camber like shearwi-
ters in the wave's slipstream ...

The Occan Road makes the coast a highway: it
defers arrival. 1t tries to cancel out the signs of the
intand — the genital valleys unclothed of their trees. [t
focuses on the glitter of sunlight trapped in the offing

.. it ignores the other way — which is not compre-
hended by turning the camera lowards the shapely,
anicovered hills, bui unfolds when one closes one's
pves, starting 1o listen.

AT SHEOAK CREEK (there are no she ouks, the name
commemiorating the femmisation of nature prepara-
tary 1o ils rape ...), upstream from the road, [ recorded
with two microphones, simultaneously foregrounding
the hiss and trickle of water falling inland and the
elastic, tongueless ramp of the surf breaking at the
mouth of the valley,

. Our usual perception of natural sound, if we notice
it at all, is of a generalised background roar. Water-
falls, waves, the wind in trees, they merge irnln one
nputhcr. We dismiss their eternal whisperings pre-
cisely because they refuse to disappear, 1o differentiate
themselves internally, to behave like language. Even
the songs of birds, whose calls most nearly ape music
and language, are for most ears litile more than o
subliminal interference pattern on the aural screen
They need canaries in cages before they can hear lhcm:
Being habitually deaf to sound. it is nat enough to
«;Part to listen. Listening is not the therapeutic antithe-
'“5. 4] m{r eulture’s neurotic dependence on the eve. a
naive yielding to wsually repressed sensations and
pleasures. 1t does not offer us privileged access to a
!:rrc-scmiullr: realm, & Paradise where names are ob-
JEL’:LIE o and yet, o listen 1o our surroundings. to
distinguish tones and pitch. is to see them differently,

BEEII)IT_S. THERE IS no easy translation of European
names into Aboriginal ones, If Brough Smyth's admi-
tedly white informamsare o be believed. “The Grampians™
had a variety of names, depending upon which tribal
point of view they were séen from.,
Even embracing the placist fallacy thar names
refer 1o places. Aboriginal and European names re-
F.cm:d to different things. The Aboriginal identifica-
?mn of individual waterholes had no exact equivalent
in English naming, where the practice was o chain
ponds into “rivers" and, if a local name was available
to n_nuke it a metonymy of an idealised water system —
u? if ? still sheet of water were really a current. a
direction, in disguise and, by transporting its nnmc.m
other pands over the horizon, could be made to flow
fand sound) again.
,Thiﬁ attention to local details, this apparent lack of
a hierarchical nomenciature, baffled the Europeans
;'II:Imyd wfmt_erl names that functioned semiotically (rather
an deictically, gesturally) to differentiate one part of
the landscape from another, but the idea of namin
:VCJ'}'I]'Iil:lg.. waterholes, clearings, even individual rnckE
and particular trees, struck them as the merest chaos
What they sought was not the lunguage of the ccruntr:_',;
but a 1ol of classification, a topographical syntax.
They wanted sounds that could he writt;n down
and read silently; words that, paradoxically, enabled

T 1
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thn m o possess the country by withdrawing from itand
living with their maps and fences out of earshot. The
names they asked for were a means of translating the
audible into the visible and putting it behind glass,
One sees the sophistry of Mitchell's “The great
convenience of using native names is obvious .. so
Tm}g as any of the Aborigines can be found in the
neighbourhood ... future travellers may verify my map
.Inr.w.r names are of no wse in this respect”. For
Mitchell's Aboriginal names were new names and, if
they named anything, it was the widening fissure

between sound and language and between speakin
and writing .., :

_ﬁNmHE INTERESTED in muking sound works tha
incorporate natural sounds as well as human voices —
xx'flellmr for radio or site installation — has to engage
with the view that speech sounds and non-speech-
sounds are essentially different, Long ago the Ameri-
can ethnolinguist Edward Sapir commented on the
!:pmfnund difference between sounds which are “placed”
in relation to other sounds and those which are “nol
spaced off from nor related to other sounds®,

. For instance. the “sh” sound made by channelling
air between the tongue blade and the front of the hard
pu:lutc can be an unplaced sound imitative of waves
withdrawing from the beach; or it can be the fricative
diphthong at the beginning of the word “shoumt™. a




speech sound whose meaning resides in its grouping
with other speech sounds, The articulation of the two
sounds may be similar, but only the latter is a speech
sound symbolically carrying “significant conceprs”.
Sapir thought this distinction so imporiant he even
doubted whether the two. however alike they might
sound, were “the same type of physiological fact™

So much then for the onomatopoeic theory that
language evolved from the imitation of natural sounds:
=0 much for a compositional method that {reats vocal
and envirenmental sound elements as comparable raw
materials. Any connection between the sounds of lan-
guage and the sounds of nature is purely coincidental.
The wind and the water can be introduced into drama,
but only as protolinguistic effects, as aural signs for
concepts (wind, water). There can be no acoustic or
structural intercourse between the speech of human:
kind and the voices of nawre.

But isn'r this the same as saying that there is no
funcuional connection between vocalisation and speech,
between making sounds and making sense?

AFTER THE logic of the coas, the logic of the inland.
Agiinst the arrow-like fhight of the eye, with its obses-
sive focus ona vanishing point it can never reach — the
cloudy environment of the ear, where there are no
objects, only events constantly appearing and disap-
pearing. How sweet to translate this antithesis into a
geographical description. to assign the speciacular
consl to the realm of the eye. 1o reserve the inland for
the ear ... and so on, for this is only to perpetuate the
hinary logic (the logic of the coast?) by more seductive
means, There are two kinds of mountains, two kinds of
rivers, two races of names ... and now two types of
country and mades of travelling.

This is the sentimentalism of digital logic. that it
cannotimagine the world without its mirror, (The same
lusion blinkers an art that persists in representing
nature, in caging it perspectivally ...) Besides, to sup-
pose that the character of the inland is somehow dedue-
ible from its sounds is only to embrace @ variation of
the placist fallacy. Sounds have nonecessary connection
with place, any more than they have fixed significances
« We need instead an aesthetic conception that is
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environmental, that incorporates phenomena rather
than representing them.

It is not & question of pretending that the “pre-
semiotic realm™ escapes from the logic of signs, the
necessity to construct knowledge differentially. Butan
environmental logic pays attention to the sensational
textures that form the perceplual bedrock of signs. In
the world of perceptions signifying systems are in a
state of becoming - sounds, say, pass in and out of
comprehension; and, straddling this border between
sound and sense. between musical and linguistic fu-
tures [or mere disappearance and ohlivion ), they reveal
the inadequacy of 4 theory of meaning that is merely
oppositional, that detaches signs from their origins in
the processes of perception,

ACCORDING TO a Mr Wilson, resident in the vicinity
of Glenorchy, the real name of The Grampians was
"Cowa”, meaning “mountain” — i.e, nol a name a all.
Learmonth of the Wannon district told Brough Smyth
that the name of the Wannon was “Boar-rang”, These
nominal anemalies do not undermine the Kooris” case
= 1o suppose they do is 1o ask these people o return to
# pre-Aboriginal past (a prelapsarian state before Eu-
ropeans invented “the Aborigines”) when the indigen-
ous peoples spoke hundreds of tongues, trading names
with neighbours, rather than jealously guarding them.

The value of these numes now is that they bear
witness 10 a history in-between, neither purely Abo-
riginal nor purely European, For reasons ranging from
racial prejudice 1o the lack of satisfactory methods of
transeribing spoken sounds, the lengthy Aboriginal
wordlists scanered through the 19th century contact
literature are not reliable guides o the languages spo-
ken, But, whatever their ethnolinguistic merit, such
writings accurately evoke a historical experience. that
of cross-cultural contact.

In such situations, where there is no language in
common, people do net speak s they would speak
among themse|ves. They improvise pidginised forms:
they fall back on pantomimic gestures; they exagger-
ate, they repeal themselves; they speak as if to a child;
they seize on purely phonetic similarities in the hope
they will reveal a common etymology. a commaon
origin ... Tt is this pre-semiotic percepiual moment that
the plethora of place names demonstrates.




Evoking an in-between state, the value of such
names is precisely that they cannot be affiliated 1o @
local grammar and syntax, whether European or Abo-
riginal. Their origins are neither oral nor literary. They
arise directly from the double movement of dialogue
where every speaker is also a listener. every listener a
speaker, where speaking has not overtaken vocalisa-
tion as a mode of communication and sounds have not
forfeited their sonorousness.

THAT GREAT PROPONENT of binary appositions, the
linguistic theorist Roman Jakobson, considered that
Sapir's distinction between speech sounds and non-
speech sounds was confirmed by experiments showing
that the right ear (or left hemisphere of the brain) is
attuned to speech sounds while the left ear (or right
hemisphere) specialises inrecognising non-speech sounds
_ music and environmental noises.
Having hisected the brain, the nexl thing is to put
it back together again - 4 task Jakobson undertakes in
The Spell of Speech Sounds where he identifies speech’s
highest achievement with that form of human expres-
sion most akin to music: poetry. But largely missing
from his analysis of sound symbalism is the unfolding
of sounds over time and Across space, the contingen-
cies of speaking and hearing and the complex environ-
mental interference patterns that characterise our audi-
tory experience: the musical qualities of speech, pre-
served in the complementary cadences and periodici-
ties of dialogue (as well as verse), the routine appearance
and disappearance of voices, the dying fall, the echo,
the endless misunderstandings of migrants ... not 10
mention thosé fricatives spoken by the sea that may. or
may not he, an injunction o hush. be still and listen.

Which ear hears these in-between sounds? The
guestion is methodological not physiological. It de-
pends.on the category 1o which sounds are assigned.
Stapylton was like the Gippsland selector who, after
days hacking a way through the bush, heard a cockerel
crowing from a nearby farm, and exclaimed: “Thank
God, an English voice at last!”. For Stapylton the sea’s
“roar” belonged to the order of language, even though
it was perhaps indistinguishable from the “howling” of
the wilderness. It spoke to him but, asked tohear it with
his right ear, he would have understeod nothing.

“THE PROPOSED name changes have been defended on
the grounds of their superior cuphony. But one begins
to see that this is another rhetorical sleight of hand
designed to blunt the Kooris' political purpose. It is
implied that Aboriginal names are more poetic. truer 1o
the spirit of the country. Then such words are nol
words at all but simply the record of environmental
sounds. Thus place names like Wirringren and Wim-
mera are pantomimic; they make the lower jaw quiver
as the pendulous leaves of the Mallee quiver or the
surface of windswept water _.. but they do not mean
anything.

If there is an oral iradition that these pames com-
memorate it is not one learnedly recovered from mainly
white literary sources: it has its origins in the space
between speech and non-speech, in the places {texiual
and physical) where sounds st raddled the line between
noise and knowledge, And the significance of this
iradition (as of any oral practice) does not lie in the
silent past but in the performative present. in the
contemporary effort to clear a space: jtis an injunction
1o action, to a dinlogue that takes account of what is not
said (although it is clearly heard and understood].

AT KNOWLEDGE CREEK, overlooking a bay locally
known as “The Deep Sea”, 1 record the sea, again
overlaying it with the irickle of inlind water. An
envitonmental agsthetic does not imply a rejection of
coastal phenomena, only a de sire to get inside them, lo
break down the structure of oppositions said to define
them and to substitute alogic of gups, trans formational
spaces, such as the wave outlines breaking or the water
continuously falling.

The passage. say, from Knowledge Creek inland
to Vowel Creek is not a linear journey from one place
to another. Punningly at least it describes a change of
attitude. # redefinition of the relationship between
sound and language. Speech, the drama teachers remind
us, is composed of two fundamental, and fundumen-
tally opposed, elements: consonants and vowels. The
whispered or resonant pitch of the vowels is totally
individual and corresponds exactly to the physical
character of the speaker's vocal equipment. Bul those
vowels, so personal. mean nothing and are barely
audible. With the introduction of the consonants., which
engage the vocal chords, this natural sound disappears.

Intonation enters — and with it intelligibility.
The consonants are consecrated to kno \\;Iudge. the

vowels to tone: but what matters is the relationship
between them. These are not merely Ihuureli-:alr Te-
marks: they bear on the composition of sound works

whose logic will need to be physical and poetic nn;
fm:l:u tonal and associational, Not poetic in the sen.:u: of
imitating the birds, but poetic in recovering the conso-
nantal, the structural (hence informational) r:cmlenl. of
sounds as diverse as the car tyre on tarmac, the surf on
shingle, the “gutter” of water over rocks, whose con-
sanontal regime of micro-percussives we habituall
dismiss as mere vocalic hiss and roar. d

Nnn_m OF LAKE HINDMARSH, where the Wimmera
continues 1o llow (on the map at least) under another
r|.'|r_l1+.'. there is, the local tourist guide informs me, a
“Bird Cage": “This unigue area near Outles Cre:k“. it
explains, “provides a natural cage where a great x‘u;i-
ety of birds can be observed”, But what would a natural
cage be, one that did not cage nature semioticall
through the grid of language? 4
It will not be another museum or — it environ-
mental equivalent — 4 wilderness area; not a place that
depends for its integrity on the preservation of dis-
tances, whether aural or visual. Not perhaps a place at
nif:1 rather a space such as players inhabit when they
wadt an the ball to come back to them or people when
’.IMF strive to understand one another, where the future
15 not & cold object 10 be seized and possessed but a
dynamic, elustic structure surrounding their move-
nlmnu. and giving them the kinetic structure of objec-
live, historical events.

Listening, the analysis of hearing, is nota panacea
fur dculture sick with seeing; but the binaural possibil-
ity ol hearing “in the round”, of experiencing a percepiual
H':H]I'"Iy that enlurges the subject even as it u:*tnr:tainfI and
confines him and her, that incorporates both meanings
ofnatre (human and environmental ) without suhj-:cti: I
one to the other, that accurately symbolises whar thi
cye it‘ﬂ:ls to forget: the embodiment of consciousness,

Itis our physical and psychological resources that
Pmpcrly managed, constitute a nutural cage rather |h1r:
a r:'rt.'.:unlmu s¢. Listening we may realise that the gild::d
gridis not simply a means of “squaring up” nature but,

like the microphane grille, a filter modulating the
passage of outside to inside, u subtly vibrating surface
whose movements resemble those of whispering lips

tongues that have not yer wholly sided with Ia.nguug;

Ropm. 2
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administrators, the technic
linguists and anthropologi

ions of colonialism: ex pairiate etchiers,
S15.

THE LAST Gondwanaland, ancient primal continent, unity of desire and production, Where
MUSEUM Yousit your buttocks make g spiral, ereeks are possum-tail prints. Latecomers. our
4| f1883) imaginations are shadowed by others standing off in the distance: soldiers,

photographers,

The whitefellu ries to rationalise

the magic of the land by Supplying himselr

with an ego's point of view.

The whitefella has eves

oo steady and smile (00

unfamiliar, Charles Sturi began

to glimpse in the Dead Heart non-exisien) se

s

“deep blue, in it

4 conical island of grear heighi™,

The unity of the Earth was replaced by the

unity of the Empire. Everything

was linked to Capital (flax ang lime), Governor-Designare Captain Arthur Phillip
RN was 1o ke chirge of the lertility of the soil and the rain from the sky. Black
man writes in naked fesh signs of filiar ton, long mourning scars cur into bodies

o show sorrow. Furrowed skin and searifie

d eanth are one and the fame,

As latecomers our awareness of what we have done is growing like a black
bruise. We begin 1o foel pain und become conscious of our lacerations, our self-
inficted wounds, By given an imagination that includes cherubs, pastoralism.
tdventure and high an was it any wonder? Now some seek 1o heal their own
damuaged spiritual life by jetaway Mights 1o Alice. But uncertninties will never be
reduced. only multiplied by such visits,

Today multinationals are provoking new relationships between body and
carth, radium and bones, velloweake dust and lungs.

There is no reliable procedure, Between earth and us. there is o way, only
4 wavering,

Fam weiting, That's 1o say, s walkine with Death,

We are walking over this plor of fand. watehing the shave plowgh i1

The passage of its blade leaves traves of furrows, horizanat liney Jor seedy
be throwi, Whar wiil come upd A thoratree for iy monrishing dointy?

The blade ix sharp and menacing. fr works ro essay revenge.
Are you with me?

Of course, she says. I'm bandaging your hand, aren'r 1

She qalks with the milky gratification of a dreaning animal,
We survey the fie

We move aronnd the Plot as it wifolds, ratating prospecis,

We liold hands and hreathing on the air | ask, Whar can I do?
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Say "l am”, she savs again. Begin with “I", she savs, and continue to “am”.
Arerr i fall dowi the aplasic hole.

ABCDEFGH — at 1. ninth step, | trip.

Say "am” ., says Death. v 15 terra firma af the verh “to be™.

Fasten to-if now.

The Blade continues to multiply the plor's surface. To say °I7 isto he
buried six feet under. To say 1" is to be forced inside to watch the
progressive remoteness of things at the bright periphery of the hole,
Like a mouth stammeéring.

The passage is treacherons between the two parents of speech, mam™ and “17.
We have to go through some milkbine door. Halfway between black arnd whike,

Blue vibraies at 600.000,000.000 times per second. What is she doing hefiind

it, dancing?

The passage looks simple, like the page from a perspective book, with
diminishing line of telegraph posis. and | go on the way that has already been
cleared, to find that theve is no way.,

Gnly a wavering, Shall | go o or nor? Go on, says Death.

Ina cormer of the plot there is a clearing.
I the clearing I kieel over a grave.
In the grave | feel the body underneath the gravity of the earth.

1i has been worn smooth by time and the liquefaction of my hopeless carésses.

This is mv body. This (s ovganless feativreless death

From behind the mitkhlue door, the wavering, long-distance voice says
“fam" for me,

I disguise her as me, as my he, and step into hey open ot

Or does she mine? Namwrally we kiss, two facing profiles.

But | cannot find fer hands, and wake wp alone, wriing.

CHIASMUS
FEETY

Room 1
Surannwh Barta

Chiasmus: from the Greek letter X (¢hi), 1 crossing or diagonal; a figure
of speech in which the order of parallel words in phrases is inverted. A:B: :B:A.
“Between you and me. between me and vou,”

Optic Chiasm: that intersection within the physical mind, where our two

eyes compare notes, before writing home to their respective parents, the twin
hemispheres of the brain,

She would leave with the night,
The ship leaves the mowth of the river,
Between the two heads.

She leaves with the nighe,

Berween the mwo heads.

With its refllected ripples carries them off.
Waving.
Waving their handkerchiefs;

Carries them off waving,
Waving their handkerchiefs.

She looks ar you,

And then she doesn't look at you,
She says:

I have now came with you

| have taken you.

Yau have wow come with me.
Avross the water,
Yo have taken me,
ACROSS THE WATER
Which 15 no water. I have now come wirh vou o
thai place
which shanld have fire bur
freax mriont
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It is not i crossing, it [s not across

It is all that is not said And me
Between you And you
Between me BETWEEN TWO HEADS

BETWEEN TWO SPEAKERS

Lefi.
And right. WE SEER A BRIDGE BETWEEN LS
And me,
Berween you BETWEEN ME AND YOU

The sante way to go
We have the same way 1o go The last always
To the nest depth

And the next.

11

She looks a1 you. And then she doesn't look at veu

The shifting vapours on the ship make
Lost vities, Defeated tribes.
Histertes of hwmiliations.

WE SEEK A BRIDGE BETWEEN US,

The fire before the first fire tells of

death.

you see figures,

The lasr always
And the nexl.

In order to advance we walk the
treacdmill of ourselves. Every meeting happens in the

muddle of a bridge.

Wet 1o dry Eve ro eve
¥in 1o Yang Bleasuree and puain
Push to shove Hete 1o love
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I am a half-warmed fish,

' am a nice man.

She says:

She says:

You have no aim.

She is black as the cucalvpt tree in
the shade of 1 mountain,

Her hair is made of leaves.

You are in whal you say,
Where is now?
She asks:

The sea
She asks:

Behind the wall.

She falls asleep again.

The body gets in the mind and before
long you're dreaming of land and witer.
Close yvour eves, what do you see?
Ether musk

When you're alive it"s the outside
of fire that you see,

Here on the other side, the back
of black i5 white, the back

of green red ochre.

Now you don’t

{am-a half-formed wish.

You are an ice man.

The shifting vapanrs of the ship make
me see figures.

Whar wonld I sav if 1 had o voice,
who savs iy, saying i’y me?

! have no nanme.

Wihere am [?

Naw is where | am.
What are we hearing?
¥You say;

Where is it?
You sai:

Ether mask

Ether verrigo.

Triangles, rectangles, pyramids, prisms,
Fire gaing away, comingback

Chte fire geing, two fire going,
three fire poing.

One fire going away, two fire going
away, four fire going away,
Tengues af fire, up and up.,

fasrer fastér,

burnings, hangings, eléctracutions,

Now you see ir.

NOW YOU DON'T,
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She looks at you and then she doesn’t
look m you, Stand against me then and stare well
throwgh me then.
To the next depth. The last always
And the next
It 1s not a crossing, It is not across,
The crossing lies The crossing lies between two it
LIKE A FIGURE OF SPEFCH
Step nov acress. for then info my moith,
inte my eves vou fall
My eves my mouth my w avinge hands
my havering handkerchies
THE SHIP FLOATS BACK TO THEM
While still receding
The moon crippled by refraction
The flicks rippling the other wiay.
Time tricks them.
Whizzes back an inch or two on its reel.
Makes one ask a remembered question,
Makes the other give a forgotten answer.

Reflection

A remembered question.
A forgotten answer,

OUR SHORT PROGRESS HAS BEEN CANCELLED
The surface af my imaginatton sliprs Iike
@ Tape recording of things passed ‘
You have now crossed with me.
You have crossed the wall,

{ have now crovsed witl Yai,
Theat ix ner wall.

You are the fire Ther 15 me fire. [

"All Jigalong abarteines™ I redad inan ethnographic book, hack in 1979, “ share
an unguesttoning belief in the reality af dream-spirits, badunjari, which are said (&l
to leave the body during dreams and travel abeit, flving from place 1o place I
(... ] you can ger taken on dream-spirit trips by native doctors {ealled maban)

wha sit you astride boards or “vehicles® that narive doctors can create by blowin % |
o theirmaban stones | ., . | . The drean- spiret is wxnally deseribed as resembling |
an eagle-hawk, except that a man’ s legs become its Wings, s resticles its eves and

is anus its mouth, Thus ir travels back 1o framt, they say as a protective device |
when {r descends inte the somerimes dangerons inteviors af tnerease centres and I
other spirit-filled sites”
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EARTH
[1980]

Sunup on the great trackless land asleep in the Southern seas. Girigen, the
sorcerer. inder a whisky sky. puts white pipe clay over the yellow ovhre on liis
face. The birthmark there is the hardscrabble sindridge of his birthplace. The
zigzag of the sandridge is the body of an ancestor lying down. The Overland
Telegraph system has sel up its totems across that impossible topology now.

Girigen scratches his iron-grey beard, warches grecnants crawl aver hisfeet
You take a picture of him with your camera and write notes on a card. Slowly he
simks his fighting-stick in the hone-grey dust to steady himself, and comes foward
vou.

“That one” , e says pointing to the photograph, “is just the same as me. Aned
so is the eagle-hawk” . He looks into your eves. Takes a maban-stone in his lefr
hand and puffs on it, looks up high, high ata small sitver insect that grows bigger
and bigger

Drowsily he looks down again.

A glass of whisky in hix right hand.

tris sundown as e drowses 13 (00 feet up over another sky. Unbutioning his
reversible vellow waistcoat, he puffs on his white clay pipe that has gone ont.
Sreadving himself on his walking-stick, the anthropologist turns towards yow af
the end of the corridar,

Naked you smile, Girigen, as you watch him mistake the exit-door at the back
of the plane for the steward’s cabin at the fronr, and waich him drop. whistling
a complaint abowt a strange insect in his drink.

Sunup, sundown, you feel here at Jigalong, turned i nside out like o snakeskin.
Kick aside shelves af books in the bone-grey dust, our ancestors e in their teeth,

The picture the black man takes of vou. makes your moteth an anus, your [egs
wings, youtr eves testicles. With their figh ting-sticks they descend towards ven in
the samerimes dangerons interior. as your words stretch hapelessly like the
Overfand Telegraph across the trackless index-card from the land asfeep in the

Southern seas.

The invisible earth is not an earth you can see, since it belongs already lo our eyes.
I the invisible earth were localised it would look back at us with eyes of its own.
This is unnerving because sight disappears into touch and we are siruck blind by
its devouring ocularity. On the invisible earth places have no location, no names,
but are discovered with & charge as powerful as death or birth, climax or murder.
The earth is a wound fed by the sacrifice of the unwary.  sign on the ground that
it is vours and na one else’s.

Today there are only two places left on earth: where you live and your TV set.
Through a connection of cables, fibre optic links, satellite dishes and microwave
links, depersonalised commands infiltrate your house through the Vertical Blank-
ing Interval — the invisible lines contained in the black bar that appears at the
bottom of the TV set when the vertical hold goes askew.

But the pulse of Gondwanaland never ceases beating. From out of thirty-foot
rudar dishes, radarscopes shoot crows out of the sky. Power-shooting fjuringa. Space

Andrew lapaljarrs,
Sarellite Devaning.

Weaproiacsd dime: Exic i iy
Fow @ Cafiend Futnsg, A 8 Cetiiming
Wiinugragd Betits, Yol §

grnum! antennae like peppermint sticks like waninga. Spectres are released in
explosions of archaic reminiscence.

{ Bin go I bin go [ bin go - orvight! Ah!

1 bin sneaka I bin sneaka I bin sneaka

{ bin ger spear

slaw close up slowpella | bin sneaka — MISSED ' IM!
Him hin vaceaway,

Crright! 1 lrin move again ! hin tracka [ bin oo

! bin fotlerim I bin follering 1 bin follerim I hin fallerim
! Bin follerim | bin follercim { bin follerine 1 bin follerim
{ bin sheaka

CAPPED 'IM. by Chrise. proper good one) no more S,

The TV remoie on scan, images flip by, defined by their flight, their rans-
?appmrunc:c. Makes experience one big retinal ride, a TV rush. all overload and
implosion,

y 400 people in red bathing caps and suits swim out and reach a desert. Like a

s "‘”h? ped army of red ants, On a city street peaple in blue compose a huge lace.
Eyes, lips and nose meet in a Picassoesque jumble. A black man hugs u blonde
cheerleader. a matron kisses a Chinese toddler,

1 1Enr1]1 Art courtesy of Saatchi & Saatchi. $2 million production. Reaches 600
million people in 38 countries.

. .The 2000-person large face smiles. winks and at last becomes a globe. This
Brmshlmrwa}-s ad wis the decade-opener. In the Nineties the environment is g
marketing tool. Everyone’s favourite planet in its classic outer-space pose. ~“We
Are the World™ or “Hands Across Your Waller™,

1 bin follerim.

ENDMNOTES

This subte of texts has been rewritten for ACCA s exhibition INLAND. The title, The Last

Miesenm, is drawn from Brion Gysin® i
. vein's last novel, "a guidebook lor the period berwee
Death and Rebirth™ {William Burroughs) " -

My first text has been rewarked from o 1982 text for Judo Gemes® exhibinion of
photographs, We Wair No More, Hogarth Gallery and APMIRA
Wriring Before Writing ws first i in M I
published i Mere Creok, Melboumne, by Kris F
a5 was fndex-Card, in 1980, . S

Chiaamis was o two-track tupe loop that was part of an mstallation with Julie Brown
dl Tasmanian School of An Gallery, 1984, .
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Cueiver, Austrolian Perspects, An Gallery
of NSW (Sydnev 1989); Warermaid,
Silpaliom University (Bangkok 1990),
Forrraits, Phirtoms, Foitain g Cove
ers. Arispace (Sydney 1990} Bridee., 200
Gerrude Smreer (Melbotime 1990),

Rosalic Gascoigne

Born in Auckland, New Zealunil. 1917,
Lives in Canberra. Exhibitions include
Visuel Arts 82, 40ih Venice Biennale,
Auvsmmalian Pavilion { Venice 19E25: Con-
tinuunt 83, Gallers Yamaguchi [Tokyo
1983) A Mew Remance, Australian MNa-
tiomal Gallery. Drill Hall (Canberr | BET
Frem the Sowthern Crass, Tih Biennale of
Sydney, Krl Gallery of NSW (Syilneys,
National Gallery of Vietoria {Melbourme
1988 Whar [x Cantemporgry. Ase?,
Rooseum i Malmo, Sweden 1989): Adefuide
Biemaale af Awseralion Are, An Gallery of
Seuth Awsiralia (Adefaide 1990),

Grueme Hare

Lives in Melbourne. Exhibitions melude
Elsewhere, Australian Centre for Phaotog-
raphy (Sydiney 19861 Foraforum, { Bremen,
West Germany 1988); Twemry Contem-
povary Auxivalfar Phorographers, Na-
tional Cllery of Victonia (Melbowrne 1988)
and Australtan tour: e ACCA Warlipe-
e Giraene Have: Flotopraphy U85~
Wi, Australian Centre for Cantemparary
Art (Melboume 199,

Tim Johnson

Barn in Syidney, 1947 Lives 1n Syiney,
Exhibitions thelude The Life of Energies.
Artspace (Sydney 1983% The Pelitics af
Picturing, Tusmanian Sehool of Art Gal-
lery (Hobart 1984), Institure of Modem
Art [Brisbane 1983); Thwo Waorlds Callide,
Arspace (Syvidney 1985); Contemporary
Awestratian Ari 1o Chiina 1988-39{ Beijing,
Chinn wour 1988 Paracuinire. Anises
Space (New York 19900 Aré Fraikfir,
Kunstmesse {Frankfun, Germany 1990
Arvchiiteetiee af Light, Mori Gallery (Svd-
ey 1990,




Penelope Lee

Born in Melbourne, 1961, Lives in Mel-
bouwrme, Exhibitions include Yelfow: Exfii-
Bitfon, Roar Gallery (Melboumne [988);
York Streer Gallery (1989); On-Sight.
Faculty Gallery RMIT (Melbaurne 159901,

Geoll Lowe

Bom m Melbaurme, F932 Lives in Mel-
hourne, Exhibitions include Awstralian
FPerspeca, Art Gallery of NSW' (Sydney
19855 Terr Famaus Feelings for Men and
Tover HT Degwings. Institnn of Modem
A (Brishane 19863 New Much Beauty Cay
I Srgnid? | Avustralian Centre for Contempo-
rary Art (Melboume 1986); Siores af
Awstralion Arr, Commonwealth Instiute
{Londan FREY Our of Asiae. Hetde Park and
An Gallery (Melbourme 19900 Defeciive
Maodels: Australian Porreaire 190 and
20eh Cemturres, Monash Umiversity Gal-
lery (Melbourne 1990,

John Lethhridge

Born in Wellington, New Zealand, 1948,
LivesinSydney. Exhibitions include EXPO
T Tokyo 19700 Ewreka! Arvisrs from
Awsrralia, Instivue of Contemporary Art
{(Londont, XA Bicnmale of Paris, Muséed" An
Muderne de la Ville de Paris ( 19823 Hunr
e Moo, Queenslind An Gallery { Brisbane
19855 An Ervoron the Parl of Perfectiil-
iy, Kunsilerhous Bethanien, 373, Fumf vome

Latt: Room 3:
Joan Brass||

Funfren, Dasdgalerie (Berlin 1983); The
Readvmade Soomerang. Bih Biennale of
Sydney. Bond Store 33 (Svdney 19905

Robert MacPherson

Bom in Brishane, 1937, Lives in Brishane.
Exhibtotions include. Mecession Arr andf
Chiher Srraregies; Insiite of Modem Art
{Brishane  1985), Arnists” Bonls, Power
Ciallery of Contempatiry An{ Sydney 1987
Augeralion Drawing [983-88, Aistralion
Mutionil Gallery (Canberra [988); 17 Froy
Poems{for GN. &AW, (Wi by Examplel
Tarnighe thvie Kimadier Wy ) 19871989, Yuill/
Crowley {Svdoey 19889 The Readvmade
Bowonerang, 8ih Biennale of Svdney. An
Ciallery of NSW (Svdney 1990),

John Nixon

Born in Svdney, 1948, Lives in Metbourne
and Sydney, Exhibitaons inchede Socemente
7 iKassel, West Germany | 982y Australian
Visions ! Exvan finternational, Solomon R,
Guggenheim Museum (New York [984),
The Austealion Exhikision, Frankforer
‘Kunsiverein (Frankfurt), Wuritembergis-
che KunstverginSuuttgart (Stuttgan (9885
et Niven, Villa Arson (Nice Frunce 1988
Setsandd Sevies. National Gallery of Victona
iMelhomme 1989 The Readvanade Boe-
mergng. th Biennale of Sydnev, ‘Bomd
Store 34 (Svdney T9HY, Consregcnion
Progress, Iniermumional Exhibition (Lodz,
FPolund 19901,

Rabert Owen

Bormn inSydney, 937, Lives in Melboumne,
He cursted Art and Sownd, NSW
Conservatorinm of Music, $ih Bietmale of
Svdney (1982 Dis-Locarion. RMIT Gal-
leey (Melboume 199, Exhibitions inglude
From Nuture so Are ! From Art to Nature, 38
Vemce Biennake (19785 07 un auive contis
nenes B Anseralie te veve e rdel, ARCMiusee

dart Moderne de ln Ville de Paris ( 19833
Bresnaly dex Friedens, Kunsthous Ham-
burg (1985): Trace of a Sifent Bell, Palas
du. Rhin, (Strusbourg, France |988), sind
City Gallery (Melboume | 989); Churaf Asia,
Heide Park and An Gallery (Meiboume
1990y,

Mike Parr

Born in Sydney, 1945, Lives in Syiney.
F0rh Venice Biennufe, Giarding (Venice,
VaR0% An International Survey of Recent
Painring and Sculipure, The Museum of
Modern Art (Mew Yaork, 1984); 55, Funf
v Funfren, Doadpalerie (Berlin 1985%
Juhees Gaben. International Drawing,
Frankfurter Kunstverem [ Frankfun, 1986);
ROSC {088, Museum of Modern An
(Dublin, [Y8EY; Prines and Ausiralia, Pre-
sefttemeni fo Prevent, Aostralion National
Gallery (Canberra |989), Edge "900. Bien-
nale of New An. (Neweastle-on-Tyne,
Glasgow, London, Roterdam, 1990}
Direwings friovn the Self Portralr Praject,
J9EI - 90, City Gallery { Melbourme 19540,

Stieg Persson
Baorn in Melbourne. 1959, Lives in Mel-
pourne. Exhibitions include Thie Awsira.
figns=Three Generationsof Drawing, CD5
‘Gallery (New York, 19843 Backlash -
Auzeralian Drawing Revival, and Field e
Figuration, Notionl Gallery of Victoria
iMelbourne 1987k The Amstvalion Bien-
aial Persprepta, An Galléry of NSW (Syd-
neyh, Ar Gullery of Western Australis
(perth), Frankfurter Kunsiverein (Frank-
furt), Wurttembergische Kunstverein
(Srunigan 198R); Advance Awseralian
Paintiveg. Aucklund City Art Gollery (1988 )
ARCE 90, City Gallery (Madnd, 1990),

Marie Sierra-Hughes

Bormn in Chicago. 1961, Has fived m Aus-
rratie since 1984, currently in Melboume.
Exhibitions inelude v A Volune of Work,
Umiversity of Tasmanio Fine Ans Galléry
{Hobart 19855 Commen Gronnd, rving
Sculpture Gallery (Sydney [SHE); Sink ar
Swfen, Galerie Cannibal Pierce { Paris | 9849
Seer wnd Seen, Womens Trust (Melboumne
1990y Dig-lecation, BMIT Gallery (Mel-
borme 19N,

John de Silentio

Bom in The Hague, Hofland, 1954, Cur-
rently lives in Adelmde. Exhibitions in-
clude Six Independenrs, Linden Gallery
(Melbourne 19867 IMMUREDR IN PACE,
200 Germide Street {Melbourme 1988 ) The
Look of Lave, Ewing and Gearge Puton
Galleries [Melbourne, 1988); Bear Wik
s, Yl Crowley (Sydney 19899 Uritled,
Contemporary At Cenire { Adelpide 1990)

Dmants Tillers

Bom in Svdney, 1950, Lives in Sydncy.
Imanis Tillers worked with Christo on
Wrapped Coast, Litthe Bay (Sydney 196%)
and co-designed the Pome of the Federa-
rtonr Pavilion  (Cenenmial Park, Sydney
1988}, Exlibitions m¢hude Docementa 7
i Kassel, Germany 19825 An Awstraltin
Aveent, PS|(New York 19841 42 Ve
Jee Bigniale, Ausiralian Pavilion, Corderie
atthe Arsenule { Venice | 956} Edge ro Edge.
Awstralion Conlemporary. Art to Japan,
Muszum of Art (Osaka, 1988) and Japa-
nese tour; After MeCalan. Auckland Cicy
Art Gallery (1989) Pocmr of Evstasy.
Deuscher Brunswick Sieder (Melboumne
193],

Jennifer Turpin

Born m Perth, Western Ausiralin, 1958,
Lives in Sydney. Jennifer Turpin was a
puppet-rrker for the film Laferineh, and an
researcher for Genffrey Dutton’s The fn-
mevarors (London 1983), Exhibitions aml
petformances include A Split Secomd in
Parasdise, with Station Houge Opern (Lon-
dog 1985 @8 Degreey on the Warer, in-
stpllation Pier .3 (Sydney 1988k Galden
Staircase (Sieel Laddevsi, The Perform-
ance Space (Sydney 19903,

Wendy Webh

Rorm tn Ballarar, 1940, Livesin Melbourne.
Exhibitions include Sculpmral Posiions,
Stodio 30A { Ballarat 19871 The U ndergrss
S, Flinaders Street Station, and Scalprre,
Linden Gallery (Melbowme 1990),
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