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ROSEMARY MILLER PREFACE

In July 2012 we finally viewed the remarkable prints that 
Yvonne Rees-Pagh had been working on for 2 years in the 
cold dark basement of a deserted city building — she’d 
gouged, hacked and even shot at the plates to achieve  
the scarred surfaces she sought for these discomfiting  
multi-panelled large-scale assemblage works that responded 
to the 2005 Cronulla riots.

As she worked towards that PhD exhibition Yvonne Rees-Pagh 
was also working on an exhibition for Salamanca Arts Centre, 
this time as curator for Giving Voice: The Art of Dissent:

As an artist I have always been concerned with producing work 
that reflects my feelings in relation to events that shape our 
world… my work has explored themes such as war, political 
upheaval and ecological issues.

It is Rees-Pagh’s drive to contribute her ‘voice’ to public 
debate through her art-work, to respond to violence in 
the world with unsettling expressionistic reflection and 
refraction, to suggest its ugliness and its futility, that led to 
Salamanca Arts Centre commissioning this dedicated artist 
and art-educator to curate an exhibition of work by artists 
she respects for their visual approaches to ‘giving voice’.

We know it takes great courage to step forward in today’s 
Australia to ‘give voice’ to others, to step away from defining 
society through the lens of mainstream media that focuses 
on and immerses us in the negative: parliamentary conflict, 
border incursions, murders, wars, and di!erence. To take 

a di!erent stand, to critique violence, war, exploitation, 
and multi-layered discrimination takes great humanity, to 
suggest another way.

In recent ABC Radio National broadcasts, German filmmaker 
Wim Wenders and Australian philosopher Mary Zoumazi 
discuss ideas explored in their book Inventing Peace, a 
work arising from 10 years of conversations. They pose the 
question ‘what is peace?’ Determined to invent a new moral 
and visual language for peace, they sought inspiration from 
the visual arts, cinema, philosophy, and ethics, through 
listening and talking with real connection in real space.  
Wenders and Zoumazi recognise that society is immersed in 
the language of war and that there is a need to work towards 
a new understanding of peace. They ask whether we have 
defined peace as that period between wars rather than 
finding a way towards peace as ongoing. 

Through Giving Voice, the artist and curator Yvonne Rees-
Pagh has used her visual language to bring together artists 
who ask hard questions, those questions that unsettle 
the viewer, that provide di!ering perspectives, points of 
view that lead viewers to consider further perspectives, 
that could also lead towards a way of inventing peace. The 
curator invited poet Pete Hay to contribute an essay for the 
catalogue — his words o!er important insights on Australian 
democracy now.
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Since 2001 Salamanca Arts Centre (SAC) has annually 
commissioned and presented a significant exhibition of 
contemporary artworks in SAC’s Long Gallery. We invite 
outstanding curators, who are o"en also artists, to develop 
projects that are important to their practice and values. We 
ask that this project positions Tasmanian artists alongside 
their national and international peers. The artists in Giving 
Voice are of diverse heritage and perspectives. Their work and 
ideas are challenging. As viewers, we are the richer for these 
shared ideas and their forms as we work towards peace.

On behalf of Salamanca Arts Centre, I thank the artists  
for their contributions to Giving Voice: Cigdem Aydemir, 
James Barker, Richard Bell, Pat Ho!ie, Locust Jones,  
Megan Keating, Michael Reed, Khaled Sabsabi. Thank you to 
Pete Hay for his thoughtful provocative essay. And thank you 
to Yvonne Rees-Pagh, curator.

Rosemary Miller

CEO/Artistic Director, Salamanca Arts Centre
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DR YVONNE REES-PAGH CURATOR’S ESSAY

GIVING VOICE: THE ART OF DISSENT

Never be afraid to raise your voice for honesty and truth and 
compassion against injustice and lying and greed. If people 
all over the world… would do this, it would change the earth.                                                                                                                                  
— William Faulkner1      

Throughout history visual artists, such as William Hogarth, 
Francisco Goya, Pablo Picasso and Leon Golub, have spoken 
out through their art. In their art they have given voice to 
their concerns in relation to such as injustice and social 
inequity within society. This ongoing artistic contribution 
has created a rich plethora of socio-political art which 
has informed and inspired my own work as an artist. And 
indeed has been the catalyst for shaping this exhibition. The 
exhibition Giving Voice brings together eight artists whose 
work voices their concerns on the issues of war, human 
rights, racism, refugees and environmental degradation. 

The works of printmaker Michael Reed focus on the civilian 
victims of war and the self-serving arms dealing profiteering 
that feeds violence on a global scale. Business as Usual 
comprises long strips of crepe bandage, screen printed with 
provocative messages in stencil type face suggestive of 
armament crate labeling, the whole assembled like one big 
bandage covering a massive wound. Elements of bandages 
are also part of the Medal series that Reed has created, which 
parody the idea of decorations awarded for military prowess, 
o"en measured in successful killings. With the medal Good 

Grunt the dangling medal celebrates the death of children, 
with the bandage-lanyard bearing the message bomb the 
village, kill the people. Reed brings his messages into the 
domestic context with his series of printed carpet runners 
titled Runners for the Corridors of Power. Carpet Bombing 
images bombs raining over and exploding on a scattered 
landscape. Right, Might, Profit parodies a two sided darts 
game; read from one end, the text on the striped runway 
reiterates the title words; read from the other end it quotes 
Hitler’s statement “In starting and waging war, it is not right 
that matters but victory.”

Artist Meg Keating’s passion about the Tasmanian forestry 
industry and its impact on the natural environment inspired 
her to create The Ministry of Pulp and Smoke. The work 
combines animated film sequences with elaborate cardboard 
cut outs, a combination that aims, as Keating describes, at  
‘interrogating the di!erent voices within the various debates 
as well as reflecting upon the contested nature of issues’. 
The minimalist approach in the animated film sequences in 
The Ministry of Pulp and Smoke is reminiscent of the spirit 
of the Russian avant-garde and the Constructivists who 
created utopian visions of better societies using graphic 
compositions that emphasised mechanical objects and 
geometric movement.

A media induced nightmarish vision of the killing of innocent 
civilians caught up in the escalating violence in the Middle 
East inspired artist James Barker to write a poem. A line in 
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the poem, a mound of the dead, inspired in turn a sculptural 
installation. Lest I forget is a mound of the dead in which he, 
the artist, places himself in slumber beneath a nightmarish 
carnage of hovering corpses. The work draws connection 
to Goya’s haunting etching The Sleep of Reason Brings Forth 
Monsters; Goya however sleeps at his desk plagued by his 
personal demons. Barker’s humanitarian concerns are further 
embodied in the work Gaza child; a suspended assembly of 
illuminated cylinders. Images of children caught up in the 
current conflict in Gaza are printed on the cylinder surfaces.

The ravages of civil war forced artist Khaled Sabsabi and 
his family to flee their Lebanon homeland in 1978, finding 
refuge in Australia. Sabsabi’s digital video work Guerrilla 
incorporates three screens on which three people tell their 
stories of their civil war experiences. Images of destruction 
and children wandering aimlessly amongst the rubble are 
inter-cut between the story tellers. Despite the fact that the 
viewer may not be able to understand what the story tellers 
are saying, having to rely on subtitles does not detract from 
the powerful anti-war message inherent in the work. 

Times of severe crisis in society o"en trigger artists to 
speak out through their art. The Mumbai Terror attacks of 
November 2008 was a time of crisis that prompted artist 
Locust Jones to create a massive paper scroll work titled 
Everyday Atrocities. Created with emotionally charged 
gestural ink drawings this ‘news of the world’ chronicle 
depicts images of violence, endangered animals, soldiers, 

terrorists, victims of genocide, broken cities and people all 
crashing and colliding on the surface in one long apocalyptic 
vision. Jones describes the scroll as a ‘chronicle of events’, an 
apt description.

The work Smoke and Mirrors by artist Pat Ho!ie deals, in her 
words, with refugees and asylum seekers in Australia, and 
o!ers a questioning of the Australian government’s current 
policies on migration, border patrol and refugees, and the 
media’s role in the social maintenance of such policies. The 
phrase ‘smoke and mirrors’ refers to the kind of trickery used 
by magicians as a way of deceiving the audience. However 
the phrase is most o"en used with reference to political spin; 
to the ways the public is told to pay attention to one story 
while more important events unfold without critical scrutiny. 
Simply images of tiny cra" ‘lost at sea’; lost in an illusionist 
mist? If you cannot see them they cannot be there, can they?

Racism is a controversial issue, although many people find 
it hard to admit that racial discrimination is rife in Australian 
society. As an Indigenous Australian, artist Richard Bell’s 
personal experience of racism underpins much of his art. 
His statement “If you scratch an Aussie you scratch a racist” 
provides the impetus for his disturbing and confronting video 
film Scratch an Aussie. In the film Bell takes on the role of a 
Freudian styled psychoanalyst; his ‘patients’ are obnoxious 
young white Australians clad only in gold bikinis or trunks. 
These bronzed ‘Aussies’ whine and complain about trivial 
and petty issues such as the ‘unfairness of having their bag 
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stolen’ or ‘having no direction in life’, culminating with them 
telling some sickening racist jokes. The power of the film 
leaves you questioning yourself and indeed our society.

Ignorance in the light of global political events has seen 
the burqa elevated from being a simple piece of clothing 
to something evoking fear and threatening to security. 
In contrast to this Cigdem Aydemir, an artist of Turkish 
Muslim heritage, uses the burqa in a humorous and 
highly provocative way, in work that explores issues of 
body politics, feminism and Islamophobia. Bombshell is a 
video work featuring a defiant Aydemir dressed in a black 
burqa. The garment swirls in the wind as the artist stands 
defiantly against a dark and stormy background. Sounds 
of distant thunder or perhaps bomb explosions create 
an ominous atmosphere to the work. Her pose in this 
work references that of Marilyn Monroe over a New York 
street grate in the film The Seven Year Itch (1955). In the 
installation Site Occupied a stretched nylon burqa covers 
and takes possession of the whole floor space, challenging 
our perception of this garment. Artists like Aydemir bring 
attention to the need to celebrate the contribution of other 
cultures to Australian society with acceptance, respect and 
appreciation.

The underlying desire of the artist in creating socially 
engaged art is to draw attention to issues such as injustice 
and social inequity within society; dissent, criticise and 
condemn what is bad in the world but at the same time give 

some hope that we have the capacity to create good in order 
to make a better society for us to live in. 

The artists in this exhibition have given voice to their 
concerns. Let there be hope that they will be heard.

BIOGRAPHY

Yvonne Rees-Pagh is an artist, freelance curator and 
educator living in Hobart. Her research and arts practice 
focuses on socio political issues. She has exhibited nationally 
and internationally, and her work is held in numerous private 
and institutional in collections. At Novosibirsk International 
Biennials in Russia Yvonne has received the Premium Second 
Award (2003) and Award for Best Curated Exhibition (2005). She 
has also received The Award of the Rector of Katowice Academy 
of Fine Arts at the 2009 Krakow Print Triennial in Poland. She 
holds a Doctor of Philosophy (UTAS, 2013), Master of Fine Art 
(UTAS, 2007), Master of Visual Arts (Monash University, 2003), 
Post Graduate Diploma in Painting (Monash University, 1999) 
and Dip Fine Arts (Claremont School of Art, 1972). 

1. Faulkner, William: Essays, speeches & public letters (1965), Edited by James B 
Meriwether, p123.
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PETE HAY ESSAY

TO TILT AT WINDMILLS AND SO CHANGE THE WORLD 

People have died, noble and bravely, to attain democracy.  
They have died all over the world and over many centuries.  
In the a!luent west, the twentieth century was smugly 
trumpeted as the ‘democratic century’, and a democratic 
trajectory within the grand tides of human a!airs was 
assumed to be the essential vector of history.

But it is clear that no such vector exists, and we are in the 
process of a monumental betrayal.  We are betraying those 
who fought and died to achieve democracy. Democracy 
— that state of public a!airs in which all people have 
meaningful access and input to the making of those decisions 
to which they are therea"er subject — is fleeing from us; 
seeping through the cracks of our collective existence.  
We are both architects of and careless witnesses to this 
phenomenon.

In part democracy is slipping from us because political power 
is ungraspable. People seek election to parliament in the 
belief that they will then be able to make a di!erence. In a 
small way, they can. But I have worked for politicians, and I 
know that in their more reflective moments they puzzle over 
their own apparent powerlessness. Even the President of the 
United States, who I once thought of as the most powerful 
person in the world, I now deem to stand at the pyramidal 
point of a committee of power, his hands in large part tied 

by the cumbersome inertia of the subterranean workings of 
that amorphous committee. Power is everywhere, and it is 
nowhere. This being so, it is unmonitorable. And those who 
really do have access to an aspect of it, and know this to be 
so, are able to sail below the blunted public gaze, invisibly 
subversive of the democratic realm.

And, too, democracy emerged as a form of government 
suitable for a simpler time. It was appropriate for a certain 
level of technological development, back when we could 
realistically expect to grasp the ins-and-outs of any political 
issue and understand the consequences attaching to each 
option.  We have le" those times behind. In large part our 
lives are technologically moulded. The determinations of 
most profound significance in shaping the terms within 
which we live our lives are decisions for investment in the 
development and implementation of new technologies.  
Except occasionally, when clear ethical or religious 
principles are thought to be at stake (such as stem-cell 
research) such decisions are not subjected to democratic 
scrutiny or deliberation; they are not determined within 
public forums.  The first we know of them is when they lob 
into our lives, changing them forever.  Of course, all these 
developments have ethical consequences — and much else 
besides. Decisions such as these, though, require a technical 
sophistication that is beyond most citizens, and beyond most 
politicians. Here is another reason why political power slides 
away from democratic oversight — its technical complexity 
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makes it democratically unmanageable; unassessable, and, 
ultimately, invisible.  And in the absence of a democratic 
brake we are driven along by a technological determinism.  
The logic of technological ‘drive’ is that what can be done will 
be done.

A third factor in the white-anting of democracy is the political 
intelligensia’s love a!air with liberalism (paradoxically 
labelled ‘conservatism’ in the strange terms of American 
ideology-speak). Economic and political liberalisms were 
allies in the struggle to free humans from the traditional 
shackles of aristocratic and ecclesiastical oligarchy in the 
eighteenth and nineteenth centuries, but we have since 
seen economic liberalism turn on democracy, to anoint the 
imperious god of the market at the expense of democratic 
institutions. The implications of this are not well understood, 
so I’ll spell them out. To hand political decision-making to the 
market is to turn thinking, reflective, self-actualising citizens 
into mindless zombies reacting reflexively (not reflectively) 
to market symbols. Though its zealots will tell you otherwise, 
the market is profoundly undemocratic, because people do 
not have equal access to the market and its determinations.  
Those with buying power — the a!luent — have many, many 
more ‘votes’ in the market than those without, and corporate 
institutions have the most market votes of all. To those who 
have, the market endlessly gives more. It is undemocratic, 
then, and in its reduction of the self-actualising citizen to the 
mindlessly Pavlovian consumer its tendency is totalitarian, 

and there’s a contradiction for you — the morphing, in the 
times in which we live, of the liberal tradition into a form of 
totalitarianism!

There are other pathologies. One is the essentially Stalinist 
nature of the political party as a very institution, demanding, 
as it does, an uncritical group-think on the part of its faithful.  
Another is the treason of the fourth estate — the mass media 
— no longer fear-nought and neutral in their commitment 
to truth and to the exposure of wrongs, but increasingly 
the powerful mouthpiece of the rich and powerful whose 
advertising dollars pay their dividends and their salaries. At 
its worst you get that debasement of once lo"y principles 
that renders News Limited’s Australian flagship a dribbling 
propaganda sheet for the Liberal Party. Yet another pathology 
of democracy is the systemic corruption of those who attain 
power. Power does indeed corrupt, and absolute power 
corrupts absolutely. Or it may be that, having obtained o!ice, 
what is discovered is that earlier-noted disconnect between 
the trappings of power and the illusion of power. You have 
been elected — and still you remain powerless when it comes 
to resolving huge systemic problems. Perhaps this explains 
why those elected turn instead to substitute activities. To 
systematically trashing the natural world. To obscene self-
enrichment. To appalling acts of state-sponsored terrorism. 
To wage war against one’s own people while brazenly 
claiming a democratic mandate.
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What is to be done? Those who fought and died to end 
tyranny; to install in its place a mode of making public 
decisions called ‘democracy’ — what do we owe those 
people?  Is ‘democracy’ destined to ever remain a fraudulent 
but potent concept trotted out to legitimise authority in the 
real world, but really an unattainable ideal?

We need answers to these questions and I don’t have them.  
No single person does, because the virtue of democracy 
lodges in its vision of open-access, collective synergies from 
which legitimate decisions emerge. I don’t have answers, 
but I know that disengagement is not an option. Mindless 
consumerism is not an option. Citizenship must be  
re-invented, and asserted. In particular we must find a way 
to bring technological ‘drive’ under democratic control — to 
make determinations of technological investment subject to 
public process. And we must not forget that great aphorism: 
‘All that is necessary for the triumph of evil is that good men 
[and women] do nothing’. Do you know who said that? Who 
the fire-breathing le"y was who coined those words? Well 
that great flash of political wisdom comes down to us from 
Edmund Burke, and he was a Conservative. The struggle for 
a reinvented, robust and viable democratic realm should be 
non-partisan.

These observations lead to an incontrovertible observation.  
The future of democratic institutions lies outside the system 
and in the realm of activism. The negative feedback of extra-
system activism is democracy’s most vital component. This 

is something Tasmania’s Liberal Government should take 
sharp notice of as it prepares legislation to divest itself of 
the inconvenience of activism’s negative feedback!  But they 
will not, if course. The system will not itself undertake the 
requisite reforms — those within its corrupted institutions 
and processes have too much to lose to do that. They will 
continue to try to tell us that democracy is hale as long we 
vote for Tweedledum or Tweedledee at an election every few 
years, a"er which we can forget about all that until the next 
inconvenient democracy-for-a-day event rolls around.

No, democracy will be refashioned from within the realms of 
dissent, if it is to be rescued at all.

This does not come easily, and many doomed tilts at 
windmills will be required along the way. I have never 
thought, though, that just because an act has no prospect of 
achieving its desired end is no reason to opt out of that act if 
it is the right thing to do.

BIOGRAPHY

Pete Hay is the author of Main Currents in Western 
Environmental Thought, as well as several volumes of poetry 
and essays. He has worked as a political adviser at both state 
and federal levels, has been a political commentator, and has 
written political commentary and political theory, though he 
now describes himself as ‘a refugee from all that’.
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CIGDEM AYDEMIR

ARTIST STATEMENT

Site Occupied is a large-scale installation where the gallery 
floor space is colonised by the Niqab (an Islamic garment). 
On approaching the gallery, visitors are met with a sea of 
black fabric culminating to the body of a woman wearing 
the Niqab. As the hemline of her garment stretches to fill and 
occupy the space, the entrance to the gallery is obstructed 
and visitors are le" to only look in from the o utside. Drawing 
on Guillermo Gomez-Pena’s notion of bodies as occupied 
territories, Aydemir uses the gallery floor space as a 
metaphor for the site of the body. Just as Muslim women’s 
personal choices around what they wear are scrutinised and 
o"en restricted, controlled, and managed by fear driven 
societies, so is the visitor’s movement and access to the 
gallery space.

Bombshell playfully explores the image and idea of  
the burqa as possible terrorist threat while referencing 
Marilyn Monroe’s iconic dress scene in the Seven Year Itch. 
As the burqa undulates, ominous clouds and the sound 
of thunder (or distant bombs?) give the scene ambiguous 
menace. Bombshell continues Aydemir’s exploration of  
the veiled woman cipher as resistant female Other and  
as lived experience.

      
 

BIOGRAPHY

Cigdem Aydemir is a Sydney based multi-disciplinary artist 
whose practice incorporates installation, performance 
and video. Much of her work interrogates the void 
between body and dress as well as its social and political 
implications. As a Muslim woman with Turkish heritage, 
She explores the convergence of gender, religious, cultural 
and sexual identities including themes of body politics 
and intersectionality. Her work is consistently provocative, 
discursive and personal.

Cigdem Aydemir was the 2013 recipient of the Redlands 
Konica Minolta Art Prize, in the emerging artist category and 
the Freedman Foundation Travelling Arts Scholarship. In 2012 
she received the Edna Ryan Award for Creative Feminism. 
She has exhibited widely throughout Australia and recently in 
Turkey and South Africa. 

www.cigdemaydemir.net
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Bombshell  2013
Single channel video with sound, 11 min 3 sec

Site Occupied (b) 2011 
Digital print, 126 x 68 cm 
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ARTIST STATEMENT

Our recent national obsession with past conflicts is being used 
to cloud the reality of conflicts present. It feeds our mistrust 
of others and demonizes people who have fled desperate life 
threatening situations, seeking sanctuary in our arms. 

With every piece of spin we lose our humanity, our compassion. 
Not too long ago, we were perceived as a caring and welcoming 
nation, but now are considered reactionary dispassionate 
racists. Consider our slaughter and ongoing treatment of the 
first people of Australia. Has white Australia ever su!ered the 
consequence of this?

Through our military support of false wars, and for example by 
our continuing support for the Jewish occupation of Palestine, 
we are contributing to the su!ering of humanity and making 
the world a more dangerous place.

Civilians are the true casualties of conflict. Every family’s 
su!ering and child’s death should shame us. To not question 
these government policies and false wars is un-patriotic, 
un-Australian. Our silence is complicity. The families that are 
shattered and forced to leave their home over there could easily 
someday be us here.

I use cloth, metal, tar, plaster, paint, digital images, sound, light 
and whatever else suitable to convey my message. This gives 
me great freedom of expression. I’d say I’m just an everyday 
‘Aussie battler’ trying to find a voice.

Special thanks to the models: Django, Norbu, Dolma, Lee, Dorje, 
Tenzin, Fiona, Richard, Joan.

BIOGRAPHY

James Barker is an early career Tasmanian ‘Arab/Anglo’ 
artist. He comes from a very politically aware family.

He draws from his immediate life experience having worked 
lived and travelled extensively overseas. As a child he 
wanted to be graphic novel artist, he studied and worked 
as a documentary photographer, his first solo photographic 
exhibition in Sydney, 1999, Death Rites, peered behind the 
curtain of the Australian funeral industry.

A"er he visited Iraq in 2001 as a freelance photographer for 
the Australian International Delegation to Iraq – Sanctions 
Busters, he became disillusioned with photography as his 
medium, and moved into large scale mixed media sculptures 
as his form of expression.

Through his pieces he tries to explore the themes of 
inequality, injustice and imbalance of power and su!ering of 
his fellow humans around the world. He strongly believes in 
the un-compromised integrity of the artist and their social 
obligation.

JAMES BARKER
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Lest I forget 2014
Wire armature, various fabric, newsprint, false marble, approx. 250 x 200 x 90 cm

Gaza child 2014 
Overhead projection film, electrical fittings, low wattage lamps, 180 x 300 x 210 cm
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RICHARD BELL

ARTIST STATEMENT

My name is Richard Bell. I am an Aboriginal man living and 
working in Brisbane, Queensland. I make a living from my art 
practice, mostly by painting pictures. I also make video. 

Scratch an Aussie 2008 is the first video in a trilogy of works 
called Imagining Victory. The spirit of seventies activism that 
burned through the eighties to the bicentennial, seemed 
to wane in the nineties, partly due to government policy 
whereby the activists of the past were given o!icial roles to 
become the bureaucrats of the present. They had their voices 
shut down. During this period it seemed to me that people 
from my community had stopped imagining a future for 
themselves. This is the end of hope. These videos are about 
imagining a future in which aboriginal people are not just 
equals, but are potential leaders of a society. As the first in 
the trilogy, Scratch an Aussie was an attempt to analyse the 
problem in a very direct sense.

BIOGRAPHY

Richard Bell was born in 1953 in Charleville, Queensland, 
and is a member of the Kamilaroi, Kooma, Jiman and Gurang 
Gurang communities.

Based in Brisbane, Richard has held numerous solo 
exhibitions since 1990. He is represented in major collections 
in Australia and New Zealand and is internationally 

recognised through numerous exhibitions, including the 
significant European touring exhibition Aratjara: art of 
the First Australians (1993); Culture Warriors, the National 
Indigenous Art Triennial, National Gallery of Australia 
(2007); the 9th and 16th Biennales of Sydney (1992 and 
2008); Australian Perspecta (1993), Art Gallery of New South 
Wales, Sydney, The Unfamiliar Territory, Adelaide Biennial 
of Australian Art (1991) and Half-Light: Portraits from Black 
Australia at the Art Gallery of New South Wales, Sydney.

His work was the subject of the survey exhibition Positivity, 
presented by the Institute of Modern Art, Brisbane, (2006). He 
won the National Telstra Aboriginal and Torres Strait Islander 
Art Award in 2003. In 2009, an exhibition of Bell’s practice 
to date entitled I am not sorry, was held at Location One, 
New York, and he was also the recipient of Location One’s 
International Fellowship for that year. Uz vs. them, a major 
touring exhibition of Bell’s work organised by the American 
Federation of the Arts, premiered at Tu"s University, Boston, 
in September 2011, and toured to venues across North 
America throughout 2013. The exhibition is accompanied by 
a major new publication on Bell’s work.

Richard Bell’s work features in the collections of the National 
Gallery of Canada, Ottawa, the National Gallery of Australia, 
Canberra, Museum of Contemporary Art, Sydney, as well as 
most state institutions.
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Kick somebody else 2008
Acrylic on canvas, 150 x 120 cm

Scratch an Aussie 2008
Single channel video with sound, 10 mins
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PAT HOFFIE

ARTIST STATEMENT

The term ‘smoke and mirrors’ refers to the kind of trickery  
used by magicians as a way of deceiving the audience. 
Billowing smoke would be used as a fascinating screen to 
mesmerise while the multiple reflections of mirrors made it 
di!icult to perceive the di!erences between the illusion and 
the real. However the term is most o"en used with reference 
to political spin – to the ways the public is told to pay 
attention to one story while more important events unfold 
without critical scrutiny. Some sources claim the term was 
first used by US political journalist Jimmy Breslin, who wrote 
in 1975,

‘All political power is primarily an illusion... Mirrors and blue smoke, 
beautiful blue smoke rolling over the surface of highly polished 
mirrors... If somebody tells you how to look, there can be seen in 
the smoke great, magnificent shapes, castles and kingdoms, and 
maybe they can be yours.’

Like magicians, and like some spin doctors too, artists can 
lure their audience to focus on certain images and surfaces 
while they slip in suggestions and ideas that might not 
immediately seem to be related. Artists use their own kind 
of ‘smoke and mirrors’ in order to suggest other possibilities 
for seeing and thinking and responding. The images in these 
drawings were taken from photographs of refugee vessels. 
But they are also simply images of tiny cra" ‘lost at sea’. They 
somehow seem like so many of our current experiences of life.

BIOGRAPHY

Pat Ho!ie works in a range of media. For over three decades 
she has worked on an ongoing series titled Fully Exploited 
Labour that examines ideas about the perceived di!erences 
between art and cra" and artefactual production; what 
makes a work of art ‘work’; why we value certain forms of 
cultural production over others and stu! like that. She has 
exhibited across Australia and internationally and has worked 
collaboratively with a number of artists and communities in 
the Asia-Pacific region. She is based in Brisbane.
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Smoke and Mirrors (detail) 2012
Carbon on paper, mirrors, 180 x 650 cm
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LOCUST JONES

ARTIST STATEMENT

My drawing practice is based on the media for stimulus and 
e!ect. Without media coverage, comment and analysis I 
wouldn’t make the art I make. War, globalisation, politics, the 
environment are all themes that dramatically rehearse the 
basic question of human justice and injustice.

My work is a process of accumulation; this accumulation 
of words and imagery is stored and catalogued in folders 
from scanning news stories on the Internet and various 
international publications and journals. Part of my studio 
methodology is to read the latest news stories and their 
associated photographic imagery. I cut out the images that 
most excite or disturb me and draw them, re-processing 
their meaning and content, sometimes turning them into 
dis-information, skewering their meaning, making them 
ambiguous perhaps. I like to draw from monochrome 
photographs and render them in black ink so they retain a 
graphic searing quality. At other times I draw straight from the 
computer screen or from photographs in books.

At times the drawing process becomes a stream of 
consciousness. For example I will be listening to The Religion 
Report on Radio National and write or draw stories and 
headlines in a random way piling them onto the page.  
Working on horizontal rolls of paper, the images become  
‘grabs of information’ or re-processed imagery that act as 
diarist chronicles of world news. These chronicles are imbued 

with my emotional and psychological thoughts,  
therefore creating a more directly human aspect to  
the completed drawing.

Artist statement with assistance from Linda Michael.

BIOGRAPHY

Locust Jones was born in Christchurch, New Zealand, and lives 
in the Blue Mountains, NSW.  Jones completed a Bachelor of 
Visual Arts at The Sydney College of the Arts in 1993, and Master 
of Visual Arts in 2010.

Jones has been awarded the 2009 Hazelhurst Works on Paper 
Award and 2010 National Contemporary Art Award, New 
Zealand. He has undertaken numerous residencies including: 
the Lower East Side Print Workshop, New York; Espace SD 
Beirut Lebanon; Asialink, National Art Studio, Seoul, South 
Korea; Hill End, NSW; David Krut Projects, Johannesburg, South 
Africa and Big Ci, Bilpin NSW. Recent exhibitions include: A 
General Map of Caves, Hawkesbury Regional Gallery; Li!ers and 
Leaners, Bett Gallery Hobart; Burn Freeze, David Krut Projects, 
New York; I Walk The Line, New Australian Drawing, Museum 
of Contemporary Art, Sydney; Freehand, Recent Australian 
Drawing, Heide Museum of Modern Art and 24HR News Feed, 
Christchurch Art Gallery, New Zealand; and a forthcoming solo 
exhibition at Galerie Patrick Ebensberger, Berlin in November.

www.locustjones.com
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Everyday Atrocities 2008, ink on paper, 100 x 3000 cm
Courtesy of the artist, Dominik Mersch Gallery Sydney and Bett Gallery Hobart

Image credits: photographer Jenny Carter, image courtesy of artist 

Unmediated Media 2013, ink and watercolour on paper, 130 x 200 cm
Courtesy of the artist, Dominik Mersch Gallery Sydney and Bett Gallery Hobart

Image credits: Silversalt Photography
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MEGAN KEATING

ARTIST STATEMENT

The Ministry of Pulp and Smoke draws inspiration from the 
tradition of paper cutting, which has been re-contextualised 
through installation and animation. Within this tradition, 
artists and practitioners have o"en looked toward the natural 
world as a source for imagery and content. In Tasmania, 
this relationship with the environment is constantly under 
pressure. Issues such as the tearing up of the Forestry 
Agreement, the proposed pulp mill in the north of the state 
and well as the de-listing of heritage forests for logging 
continues to build upon this pressure. 

Drawing from representations of the natural environments 
and motifs from the forestry industry, such as logging trucks, 
processing plants and paper products, the work The Ministry 
of Pulp and Smoke conjures a fantastical view of the forestry 
industry that is part machine, part natural organism and 
part bureaucratic treadmill. This eclectic mix of imagery, 
both animated and cut out, aims to interrogate the di!erent 
voices within the various debates as well as reflect upon the 
contested nature of the issues. 

www.marsgallery.com.au/megan-keating

      
 

BIOGRAPHY

Megan Keating is a multidisciplinary artist, crossing installation, 
painting, and paper cutting. Her works explore intersections 
between the natural environment, technology and culture. She 
is particularly interested in traditional paper cutting folk art 
techniques, which she re-contextualises through painting and 
cut-out works. These works allude to our relationship with screen 
based devices and the influence they have on the way we interact 
and understand the environment around us. 

Her work has been exhibited nationally and internationally, 
including Malaysia, Taiwan, Manila, Hanoi, and Singapore and 
she has undertaken residencies in Tokyo, Malaysia, Beijing and 
Taiwan. In 2012 Keating was awarded an Australia Council New 
Work Grant to develop new ways of re-contextualising paper 
cutting. Keating has exhibited extensively since 1999 and holds 
a PhD from the Tasmanian College of the Arts, University of 
Tasmania where she is currently Graduate Research Coordinator 
and Studio Coordinator of Painting.

Samuel Johnstone is the animator on this project. Johnstone 
has extensive industry experience working as an animator and 
graphic designer. He is currently completing a Bachelor of Fine 
Arts at the Tasmanian College of the Arts. 

Megan Keating is represented by [MARS] Gallery, Melbourne.

This is a research project partially funded by the Arts and 
Environment Research Group, Faculty of Arts, University  
of Tasmania.
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The Ministry of Pulp and Smoke 2014 
Cut mount board and tacks,  

single channel digital animation projection 
approx 4 min loop, 250 x 260 cm

Images courtesy of artist and [MARS] Gallery Melbourne
Animation by Samuel Johnstone
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MICHAEL REED

ARTIST STATEMENT

Printmaking has a long history of social critique that I admire 
and respect. Traditional and new print technologies give me 
a flexibility to work with a range of materials and formats 
best suited to a concept. 

I am interested in the social, political and ethical footprint of 
the actions and aspirations of the developed world. Much of 
what we take for granted, as entitlement or as aspiration, has a 
hidden foundation in the exploitation of the undeveloped world.

For example, around the world the arms industry is huge, 
largely sustained by manufacturers in the developed 
world, whose marketing strategies target customers in the 
undeveloped world.  

I have to wonder how you live with yourself when your 
daily grind contributes to the production of technology that 
kills others. How do you see yourself if you are an engineer 
in weapon development, a factory worker making and 
assembling parts, or a government or industry pimp in the 
arms trade? Having sold ten thousand units that, if they 
perform to optimum capacity, will kill, shred and incapacitate 
countless foreigners somewhere far away, do you go home 
and break out the bubbly, thinking about what you will do 
with the bonus that is coming your way? 

BIOGRAPHY

Reed lives in Christchurch, New Zealand, where he teaches 
printmaking at the Christchurch Polytechnic Institute of 
Technology.

He has exhibited widely and examples of his work are held 
in both public and private collections in New Zealand and 
internationally.

Reed’s work was included in two exhibitions in Philagrafika 
2010, a large international printmaking event held in 
Philadelphia, USA, and further examples featured in 
Printmaking beyond the Edge, a recent survey of international 
printmaking, by Richard Noyce, UK.
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Right, Might, Profit & Carpet Bombing/Runners for Corridors of Power 2009
Digital printing on industrial carpet, 100 x 400 cm each

Good Grunt 2007 
Screenprint on paper & textile, Perspex, metal fitting, PVC pipe 

110 mm diameter plus lanyard

Rough Trade 2013 
Screenprint on paper & textile, gold leaf, Perspex, metal fitting,  

PVC pipe and diamantes, 110 mm diameter plus lanyard
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KHALED SABSABI

ARTIST STATEMENT

The Guerrilla 2007 video made in Lebanon incorporates 
three screens on which three people tell their stories.  
The images are inter-cut between the story tellers and 
footage of destroyed buildings, streets littered with debris 
and children wandering aimlessly amongst the rumble, 
their homes now a distant memory. I’m interested in the 
individual and what defines our experiences, anxieties 
and uncertainties. I am interested in exploring ideas and 
processes of ‘routine’ and its ability to distil time into the 
narrative of our lives. I’m also interested in associations that 
continue from a source, bringing into focus an understanding 
of how diverse conversations could be connected through 
culture, language and geography. For me art making is the 
aesthetic resistance against the way things are, a constant 
movement towards pushing limits and testing perceptions, 
on these fringes or borders is where we learn and find new 
ways of engaging, because through art it becomes expression 
and through expression one finds a platform for reason.

BIOGRAPHY

I began my creative life over 25 years ago and was born 
in Tripoli, Lebanon. I migrated with my family to Australia 
in 1978 due to civil war. We settled in Western Sydney, 
Australia’s highest multicultural area. I am a socially-engaged 
artist who specialises in multimedia and site-specific 
installations that o"en involve people on the margins of 
society. I have worked in detention centres, schools, prisons, 
refugee camps, settlements, hospitals and youth centres, in 
the Australian and international context. I work across art 
mediums, geographical borders, nationalities and cultures to 
create immersive, completive and engaging art experiences. 
I make work that questions; rationales and complexities of 
nationhood, identity and change. I also make work that is 
in continual transfer from the local to the global, from the 
physical to the philosophical and back again, to interconnect 
the interrelatedness and cycles of daily life. 

www.peacefender.com 
www.milanigallery.com.au/artist/khaled-sabsabi
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Guerrilla 2007 
1 channel HD video projection with sound, 25 mins 44 secs

Language: Arabic with English subtitles

Courtesy of Milani Galley, Brisbane Australia
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LIST OF WORKS

CIGDEM AYDEMIR 
Bombshell 2013 
Single channel video with sound 
11 min 3 sec

Site Occupied (b) 2011 
Digital print, 126 x 68 cm 

JAMES BARKER 
Lest I forget 2014 
Wire armature, various fabric, 
newsprint, false marble 
250 x 200 x 90 cm

Gaza child 2014 
Overhead projection film, electrical 
fittings, low wattage lamps 
180 x 300 x 210 cm

RICHARD BELL 
I am humiliated 2008 
Acrylic on canvas, 150 x 120 cm

Kick somebody else 2008 
Acrylic on canvas, 150 x 120 cm

Scratch an Aussie 2008 
Single channel video with sound 
10 mins

PAT HOFFIE 
Smoke and Mirrors 2012 
Carbon on paper, mirrors 
180 x 650 cm 

LOCUST JONES

Everyday Atrocities 2008 
Ink on paper 
100 x 3000 cm 
Courtesy of the artist, Dominik 
Mersch Gallery Sydney and Bett 
Gallery Hobart

Image credits: photographer  
Jenny Carter, image courtesy of artist 

Unmediated Media 2013 
Ink and watercolour on paper 
130 x 200 cm

Courtesy of the artist, Dominik 
Mersch Gallery Sydney and Bett 
Gallery Hobart

Image credits: Silversalt photography

MEGAN KEATING  
(Animation: Samuel Johnstone) 
The Ministry of Pulp and Smoke 2014 
Cut mount board and tacks, single channel 
digital animation projection 
Approx 4 min loop, 250 x 260 cm

Image courtesy of artist and [MARS] 
Gallery Melbourne

MICHAEL REED 
Right, Might, Profit & Carpet Bombing/
Runners for Corridors of Power 2009 
Digital printing on industrial carpet 
100 x 400 cm each

Business as Usual 1999 – 2009 
Screenprinted textile (bandages) 
450 x 120 cm

Looking Back, Looking Forward/An 
Award for Manufacturing 1999 
Etched steel, screenprint & photocopy 
on paper, dye and screenprint on 
textile, Perspex, metal can and fitting 
110 mm diameter plus lanyard
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Trust Me I Know What I Am Doing/ 
a little Pacific history 2001 
Etched steel, screenprint on textile, 
metal fitting, PVC pipe 
110 mm diameter plus lanyard

An Award for Hollow Promises 2003 
Screenprint on paper and textile, 
Perspex, metal fitting, PVC pipe 
110 mm diameter plus lanyard

Good Grunt 2007 
Screenprint on paper & textile, 
Perspex, metal fitting, PVC pipe 
110 mm diameter plus lanyard

A Medal for Meddling. The American 
Way. 2014 
Screenprint on paper & textile, 
Perspex, metal fitting, PVC pipe 
110 mm diameter plus lanyard

Three in One 2007 
Digital Inkjet of screenprint on  
cotton crepe bandage and photocopy 
on acetate 
1092 x 1415 mm 

Maim Radius 2007 
Digital Inkjet of screenprint on  
cotton crepe bandage and photocopy 
on acetate 
1465 x 1092 mm 
 
Rough Trade 2013 
Screenprint on paper & textile,  
gold leaf, Perspex, metal fitting,  
PVC pipe and diamantes 
110 mm diameter plus lanyard

Veni Vidi Vici/The Lives of Others 2014 
Screenprint on paper and textile, 
Perspex, metal fitting, PVC pipe 
400 x 400 mm

KHALED SABSABI 
Guerrilla 2007 
1 channel HD video projection with 
sound 25 mins 44 secs

Language: Arabic with English 
subtitles

Image: Courtesy of the Artist and 
Milani Galley, Brisbane Australia
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