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Making exhibitions is intuitive and, strangely, is 
conducted at a distance from the work. Long before 
objects arrive in the space they are imagined, over and 
over, not only as singular objects but also as bundles of 
formal and existential meanings. T hey are then shifted in 
the mind’s eye in relation to other works, next to which 
they will eventually reside. Where something comes to 
rest is critical not only to how the object performs within 
the exhibition’s idea, but each placement must enhance 
the work. Not all coordinates are good for the work. In 
many respects a great gallery is simply an empty vessel, a 
permeable space that bends to the meaning and the craft 
embodied by the artists’ work. An exhibition is a small 
landscape. When the curator is an artist—the I of this 
exhibition’s title—the landscape is deeply intuitive and 
informed. 

Curated by artist Cate Consandine, this sensuous and 
af fecting installation lays bare the exploratory, 
experimental and risk-taking capacity of art. It is after all 
about the artist as explorer. T he Wandering I submits that 
landscape is a focus of anxious questioning about cultural 
identity. Cate Consandine, Stephen Garrett and Brook 
Andrew make work cognisant of Australia’s history, where 
settler artists were the f irst white explorers, creating 
images of the land that have become part of the Australian 

Foreword
Naomi Cass

iv



psyche and politics. T he Wandering I proposes that artists 
have shaped our understanding of this landscape and our 
spatial relationship to it. Consandine and Garrett quite 
literally push their bodies into the landscape and Brook 
Andrew pushes back the assumptions and ignorance 
underpinning settler myths of landscape and its 
inhabitants.

Exhibitions are ephemeral and only live on in the 
mind’s eye and, sometimes, in catalogues as their most 
tangible residue. For this publication, I acknowledge Luke 
Morgan’s splendid essay, Landscapes of the Wandering Eye, 
for its ability to read and contextualise Consandine, 
Garrett and Andrew within a breathtaking historical 
landscape.

T he Wandering I has been made possible through 
support from Monash Art Design & Architecture, 
Monash University; T he University of Melbourne; 
Southern Cross University; Art Series Hotels and 
Photography Studies College, where Garrett’s work has 
been beautifully printed by Peter Hatzipavlis.

When making an exhibition, not everything can be 
known in advance. I thank and acknowledge Cate 
Consandine for curating herself amongst fellow artists, 
Stephen Garrett and Brook Andrew. I thank all three for 
their contributions to unearthing the gallery and revealing 
something quite new.

Naomi Cass
Director, CCP
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In W. G. Sebald’s novels, landscape has an uncertain, 
even incorporeal, status. Although he begins with a 
verif iably ‘real’ landscape, the East Anglian moors, lanes 
and coastlines of his solitary walks are soon superseded by 
another landscape, composed of memory, ref lection, and 
projection, reminiscent of the 1:1 scale map in Jorge Luis 
Borges’s 1960 literary forgery ‘On Exactitude in Science’ 
(Sebald frequently refers to Borges).1 In this text, which 
Borges originally published as an excerpt from a volume 
titled Travels of Prudent Men, attributed to Suárez 
Miranda, the map eventually becomes so accurate that its 
‘tattered ruins’ are ‘inhabited by Animals and Beggars.’ 
Borges himself had a story of Lewis Carroll’s—‘Sylvie and 
Bruno Concluded’ (1895)—in mind:

1.  Jorge Luis Borges, 
‘On Exactitude in Science’, 
in Collected Fictions, 
trans. Andrew Hurley 
(Harmondsworth: Penguin, 
1999), 325

Dead tired and ready to lie down anywhere, as dusk fell I 
gained a raised area where a little Chinese pavilion had been 
built, as in the middle of the yew maze at Somerleyton. 
And when I looked down from this vantage point I saw the 
labyrinth, the light sandy ground, the sharply delineated 
contours of hedges taller than a man and almost pitch-black 
now a pattern simple in comparison with the tortuous trail 
I had behind me, but one which I knew in my dream, with 
absolute certainty, represented a cross-section of my brain.

  W. G. Sebald, The Rings of Saturn (1998)

Landscapes of the Wandering Eye
Luke Morgan
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Sebald, Borges and Carroll each draw attention to the 
complex ontological status of ‘landscape’, a word which 
simultaneously refers to the land and to a view or 
representation of the land. T heir characters have dif f iculty 
in distinguishing between the territory and the map, or 
the landscape and its representations. In Borges, some of 
the prior inhabitants of the landscape literally decamp for 
the map, which—the implication is—they f ind preferable 
or, at least, no dif ferent to the land that they had 
previously occupied. Carroll’s protagonists stop short of 
‘using’ their map but have no doubts about its physical 
reality, which they believe has the potential to obscure the 
sun. T he narrator (‘Sebald’) of T he Rings of Saturn may be 
without a map, but the landscape that, in his delirium, he 
f inds himself in cannot be described except with reference 

What a useful thing a pocket-map is!’ I remarked.
‘That’s another thing we’ve learned from your Nation,’ 
said Mein Herr, ‘map-making. But we’ve carried it 
much further than you. What do you consider the 
largest map that would be really useful?’
‘About six inches to the mile.’
‘Only six inches!’ exclaimed Mein Herr. ‘We very soon 
got to six yards to the mile. T hen we tried a hundred 
yards to the mile. And then came the grandest idea of 
all! We actually made a map of the country, on the scale 
of a mile to the mile!’
‘Have you used it much?’ I enquired.
‘It has never been spread out, yet,’ said Mein Herr: ‘the 
farmers objected: they said it would cover the whole 
country, and shut out the sunlight! So we now use the 
country itself, as its own map, and I assure you it does 
nearly as well.2

2.  Lewis Carroll, The Complete 
Works of Lewis Carroll (Har-
mondsworth: Penguin, 1939), 
556− 57
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to other, known, landscapes (such as the famous labyrinth 
at Somerleyton).

T hese stories foreground a common characteristic of 
landscape experience and representation; namely, the 
paradoxical obscurity of the landscape itself. A historical 
trajectory can be traced here: from the fourteenth-century 
Italian poet Francesco Petrarch’s ascent of Mont Ventoux, 
his experience of which is informed and f iltered by a 
multitude of literary sources from Livy to Augustine, to 
the habitual practice of Sir George Beaumont who, in the 
eighteenth century, travelled around England with his 
collection of paintings by Claude Lorraine and Nicolas 
Poussin so that any celebrated ‘view’ that he encountered 
could be properly compared and evaluated. T he so-called 
‘Claude Glass’—an optical device for transforming a 
landscape into an image that might have been composed 
by the seventeenth-century French painter—merely 
formalized and made more accessible Beaumont’s 
unwieldy method. T his was, af ter all, the period of the 
Picturesque. Closer to us in time and space, colonial-era 
painters depicted the landscapes of North America, 
Australia and New Zealand as if they were all somehow 
located in the Roman campagna; as if, in fact, they had 
been painted by Claude.

What these examples again suggest is that the 
experience of landscape is always, like Petrarch’s and even 
more emphatically, Beaumont’s, mediated by culture. As a 
consequence, landscape qua landscape is one of the most 
inaccessible (or inexpressible) subjects, nearly invisible 
outside of its representations—mental as well as visual or 
textual. T his is the central insight of Borges’s story, which 
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accounts for its inf  luence in late twentieth-century critical 
theory and philosophy: in the distant Empire of the text, 
representation threatens to overwhelm reality so 
completely that the danger of the map is eventually 
realized.

T he mise-en-scène of Stephen Garrett’s Campaign 
(2016), for example, recalls the dangerous, brigand-
infested hills, woods and gullies of the Italian Baroque 
artist Salvator Rosa’s landscape paintings. Is this 
fortuitous? T he location—Girraween in South West 
Queensland—was used as a hideout by bushrangers in the 
nineteenth century. T he dramatic chiaroscuro of the 
photograph, the looming granite boulders, and the 
inverted hanging f igure of the artist, all contribute to the 
sense that some unconscionable crime has occurred here, 
but it is the precedent of Rosa that—at least to me—
prompts this resonance or makes it coherent. T his line of 
thought makes it dif f icult to avoid associating the f igure 
of the artist, painfully suspended between the ancient 
granite boulders of the massif, with the Christian 
iconographical tradition of Peter, who is depicted 
crucif ied upside down in Masaccio’s f if teenth-century 
fresco for the Brancacci Chapel in Santa Maria del 
Carmine (Florence) and in many other places. 

And then there are the boulders themselves, which have 
an anthropomorphic quality, recalling the unsettling 
sculptures of monsters and giants in the Sacro Bosco in 
Bomarzo (near Viterbo), carved in situ from the living 
peperino rock (and which I have visited more than once 
with Garrett). T here is even a rock formation known as 
T he Sphinx in the Girraween National Park, which puts 
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Fig. 2  Sacro Bosco T he Sphinx 
(detail) Bomarzo Italy

Fig. 3  Stephen Garrett 
Campaign (Fragment) 2016
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one in mind of the twin sphinxes of the Sacro Bosco and 
even, perhaps, the inscription beneath one of them: 
‘CHI CON CIGLIA INARCATE/ ET LABRA 
STRETTE/ NON VA PER QUESTO LOCO/ MANCO 
AMMIRA/ LE FAMOSE DEL MONDO/ MOLI 
SETTE’ (whoever without raised eyebrows/ and pursed 
lips/ goes through this place/ will fail to admire/ the 
famous/ seven wonders of the world).3

T he Sacro Bosco has been interpreted as an artefact—
almost a map—of the personal psychomachia of 
Pierfrancesco ‘Vicino’ Orsini who, some historians claim, 
laid out the wood in the second half of the sixteenth 
century as an allegorical image of his life’s journey toward 
a state of enlightenment. If so, then it may not be 
coincidental that the Surrealist artist Salvador Dali was 
among the f irst to rediscover the wood in the twentieth 
century. Perhaps this apparently sui generis landscape 
required the Surrealist interest in what André Breton 
called ‘psychic automatism’ for it to come back into focus. 
At any rate, there is a remarkable congruity between the 
interpretation of the Sacro Bosco as a representation of 
Orsini’s psyche and Sebald’s feverish conviction that the 
labyrinth of Dunwich Heath represented a ‘cross-section’ 
of his own brain, even if it inevitably incorporates—as, 
again, in Sebald’s fantasy—familiar landmarks and motifs 
(drawn largely from Italian epic poetry and Ovidian 
mythology). In both cases, the underlying motif is that of 
the quest, which recurs time and again in landscape 
representation, from Petrarch to the present. 

T his motif is present in Cate Consandine’s A Woman of 
the Future (2016). T he artist’s camera follows a young 

3.  For the inscriptions in 
the Sacro Bosco, see Sabine 
Frommel, ed., Bomarzo: Il 
Sacro Bosco (Milan: Electa, 
2009), 333
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woman as she walks through the otherworldly landscape 
of the Painted Desert in South Australia (a placename that 
would surely have appealed to Borges). As the f ilm 
continues, she appears increasingly anxious; an ef fect, in 
part, of the desolate landscape in which she is contained, 
even imprisoned. Her condition recalls that of the 
French-Uruguayan poet Jules Supervielle who once wrote: 
‘Precisely because of too much riding and too much 
freedom, and of the unchanging horizon, in spite of our 
desperate galloping, the pampa assumed the aspect of a 
prison for me, a prison that was bigger than the others.’4 
Yet ‘too much freedom,’ if that is what it is, is not the 
woman’s only oppressor. It soon becomes clear that she is 
being stalked by a male f igure, who appears brief ly, almost 
of f-stage (as if he were a f igural repoussoir), before he 

4.  Quoted in Gaston 
Bachelard, The Poetics of Space, 
trans. Maria Jolas, (Boston: 
Beacon Press, 1994), 221

Fig. 4  Cate Consandine A 
Woman of the Future 2016 
detail from f ilm still
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catches up with her, gripping her hand in an ambiguous 
gesture. Tethered in this way, by an arm that appears to 
extend from the camera lens itself, the woman seems 
uncertain how to react.

Who or what do these f igures represent? Perhaps she 
recalls—ironically—the long history of heroic male 
f igures in the landscape, from Caspar David Friedrich’s 
eighteenth-century paintings of solitary mountaintop 
wanderers to Richard Long’s land art. To my mind, her 
pursuer acts as a surrogate for, or avatar of, the implicitly 
male gaze of the viewer. She is, as a consequence, not only 
conf ined by the landscape as was Supervielle, but—much 
more signif icantly—conf lated with it, as if she were an 
image of landscape itself. Val Plumwood’s ecofeminist 
critique of the historical association of woman with nature 
seems relevant here, especially given her use of the (in 
Australia) highly fraught term terra nullius:

To be def ined as “nature” in this context is to be 
def ined as passive, as non-agent and non-subject, as 
the “environment” or invisible background condi-
tions against which the “foreground” achievements 
of reason or culture (provided typically by the white, 
western, male expert or entrepreneur) take place. It is 
to be def ined as a terra nullius, a resource empty of its 
own purposes or meanings and hence available to be 
annexed for the purposes of those supposedly identif ied 
with reason or intellect, and to be conceived or mould-
ed in relation to these purposes. It means being seen 
as part of a sharply separate, even alien lower realm, 
whose domination is simply “natural”, f lowing from 
nature itself and the nature(s) of things. Such treat-
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T he woman in Consandine’s A Woman of the Future 
actively resists this received def inition, as does the 
landscape itself, which is neither malleable nor productive 
in any ‘white, western, male’ sense. Indeed, her very 
identity as a Chinese-Australian challenges lazy mono-
cultural clichés about ‘Australianness.’ A Woman of the 
Future thus of fers a representation of landscape that draws 
on the conventions of the genre for the purpose of critical 
subversion on multiple fronts.

It seems likely that Brook Andrew would agree with 
Plumwood’s claim that one of the legacies of 
Enlightenment thought is the characterisation of, not 
only women, but also colonised peoples, as belonging to a 
natural but ‘alien’ lower order. Andrew’s T he Pledge (2011) 
is a satire of Charles Chauvel’s f ilm Jedda (1955), which 
was the f irst Australian feature f ilm to be shot in colour, 
the f irst to star Indigenous actors, and the f irst to be 
shown at the Cannes Film Festival. Andrew strips Jedda of 
its original storyline, dialogue and soundtrack, replacing 
them with his own script, which appears in sub−  and 
surtitle. Chauvel’s f ilm presents a tragic narrative of 
sorcery and forbidden love between a young Indigenous 
woman (Jedda, played by Rosalie ‘Ngarla’ Kunoth), who 
is raised by a white settler family, and Marbuk (Robert 
Tudawali), an Indigenous outlaw from the bush, who 
seduces her with his dark arts. In T he Pledge, Andrew 

5.  Val Plumwood, Feminism 
and the Mastery of Nature 
(London and New York: Rout-
ledge, 1993), 4− 5

ment, standard in the west for nature since at least the 
Enlightenment, has since that time been opposed and 
of f icially condemned for humans (while all the while 
normalised for marginalised groups such as women and 
the colonised).’5
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retains the f ilm’s imagery, but rewrites the story, changing 
its genre from melodrama to science f iction.6  T he 
characters—unconscious mummers in T he Pledge but 
also, Andrew implies, in Jedda itself—now play their parts 
in a story of obeisance and, in the end, futile resistance to 
‘T he Capital.’ T his is the ‘Machine’ that ‘T he Prophecy’ 
warns will be brought down by ‘T he Pledge’ (who 
Kunoth plays in Andrew’s version of the f ilm)—a 
narrative that partly recalls that of the inf luential early 
science f iction f ilm by Fritz Lang: Metropolis (1927).

Andrew thus takes a dif ferent approach to Tracy 
Mof fatt, whose f ilm Night Cries: A Rural Tragedy (1989) 
imagines an alternative ending for Chauvel’s f ilm in which 
Jedda survives and is depicted caring for her dying white 

Fig. 5  Brook Andrew T he 
Pledge 2011 detail from f ilm 
still

6.  Note that this ‘alien’ or 
science f iction element is also 
present in Consandine’s A 
Woman of the Future, which 
takes its title from that of 
David Ireland’s dystopian 1979 
novel.
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mother. Here ‘Jedda’ is played by the Indigenous 
academic Marcia Langton, who in a subsequent essay, 
argued that: ‘Mof fatt’s inversion of colonial history is to 
play out the worst fantasies of those who took Aboriginal 
children from their natural parents to assimilate and 
“civilise” them. Perhaps the worst nightmare of the 
adoptive parents is to end life with the black adoptive 
child as the only family, the only one who cares.’7

Despite these dif ferences, in all three f ilms—Jedda, T he 
Pledge and Night Cries—the landscape plays a symbolic 
role to the extent that it is almost an uncredited 
protagonist in its own right. Critics have frequently 
noticed that Chauvel’s treatment of landscape resembles 
the paintings of the Indigenous artist Albert Namatjira.8 
Namatjira’s watercolours of the central desert were 
themselves inf luenced by the European tradition of 
landscape painting—the picturesque—transmitted to him 
by his teacher Rex Battarbee. In the 1950s, Namatjira’s 
unprecedented mastery of European pictorial 
conventions, made him an ‘icon of assimilation’ and his 
paintings a ‘sign that Aborigines could be “civilized”’ 
(though this interpretation of his work has since been 
discredited, rightly, as a racist one).9 From this historical 
perspective—that of the period of Jedda—Chauvel’s 
landscape becomes more than a background or bit player. 
In its reminiscence of Namatjira, deliberate or not, it 
supports and consolidates the message of the f ilm—that 
assimilation is the route to enlightenment and that the 
wild, ‘primitive’ world of Marbuk can only lead to 
madness and death. If Night Cries is, on one level, a 
critique of this assimilationist narrative, as Langton has 
argued, or, at least, an exploration of its unintended 

7.  Langton, “Well, I heard it 
on the radio and saw it on the 
television”: An Essay for the 
Australian Film Commission 
on the Politics and Aesthetics 
of Filmmaking by and about 
Aboriginal People and Things 
(North Sydney: The Commis-
sion, 1993), 47

9.  Howard Morphy, Aboriginal 
Art (London and New York: 
Phaidon, 1998), 271 and 270 
respectively

8.  See, for example, Jane Mills, 
Jedda (Canberra: National Film 
and Sound Archive, 2012),  6: 
‘One night, while staying at 
Glen Helen on the banks of the 
Finke River, looking at Jedda 
yet again, I saw a shot I had 
never noticed before. Jedda 
and Marbuk, running from Joe 
and the police, are on a rocky 
plain, and in the background 
is Mount Sonder. This is a 
mountain made famous by 
the celebrated Indigenous 
artist Albert Namatjira, whose 
exquisite watercolours of desert 
landscapes pervade the tones of 
Jedda’s landscapes.’
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consequences, then the deliberate artif iciality of Mof fatt’s 
gaudily painted landscapes, which recall Chauvel’s and 
thus Namatjira’s, underline the artif iciality of the policy of 
assimilation and, by extension, of Jedda itself. 

Strangely enough, it may seem that in Jedda and Night 
Cries we have, for very dif ferent reasons, not travelled far 
from the Roman campagna—yet again. In contrast, it 
seems to me that T he Pledge presents us with a deeply 
unfamiliar landscape, despite the fact that Andrew has 
made no changes to the imagery of Chauvel’s original 
f ilm. T he Pledge sends everything up—the racial 
stereotypes of the f ilm, the clichéd idea of the ‘primitive’ 
outlaw (a version of the historical f igure of the ‘wildman’), 
the bankrupt narrative of assimilation, and, I would 
argue, the landscape itself. In Andrew’s f ilm, the Central 
Desert becomes unrecognisable—a moonscape or alien 
planet—that now conforms to the conventions of science 
f iction rather than European or Australian painting: the 
environment of T he Pledge has more in common with 
Lang than it does Claude or Namatjira. T he landscape, 
f inally, is shown not to exist except, again, in its 
representations. As in Borges, the ef fect is uncanny, 
which—circuitously— returns me to Petrarch. 

On the summit of Mont Ventoux, it occurs to Petrarch 
to take out his copy of Augustine’s Confessions. He is 
chastened by what he reads: ‘And men go about to 
wonder at the height of mountains, and the mighty waves 
of the sea, and the wide sweep of rivers, and the circuit of 
the ocean, and the revolution of the stars, but themselves 
they consider not.’10 T hen, satisf ied that he has seen 
enough (he is frequently credited with being the f irst 

10.  Petrarch, Epistolae famil-
liares, 50.4.1. For the full text 
of Petrarch’s letter, see (among 
other editions): James Harvey 
Robinson, Petrarch: The First 
Modern Scholar and Man of 
Letters (New York: Greenwood 
Press, 1914), 307− 20
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modern to climb a mountain in order to observe the 
view), Petrarch turns his ‘inward eye upon himself.’ T his 
might, f inally, stand as a de facto def inition of landscape 
representation: an image of the self, projected onto the 
land. T he ‘wandering eye’ is, in other words, an ‘inward 
eye.’

16



Fig. 6 Installation View: The Wandering I 2016 Centre for Contemporary Photography
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Fig. 7 Installation View: The Wandering I 2016 Centre for Contemporary Photography
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Fig. 8 Installation View: The Wandering I 2016 Centre for Contemporary Photography
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Installation View: The Wandering I 2016 Centre for Contemporary PhotographyFig. 9
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Ref lections of the Wandering I
The Artists in Conversation

I want to begin by saying that I think all of our works are about 
a kind of isolation, let it be from another culture, landscape or 
psychology. T here still seems to be a nervousness about our 
consciousness and the vastness of this extraordinary island that 
we’re on, and how people are still trying to connect with it or 
understand it’s vastness. T here are so many dif ferent diverse 
in-points and out-points that when we think about being 
Australian or being part of a national identity, I don’t blame 
people if they don’t have a connection with the land. 

I think about that isolation too. I think about it as a kind of 
silence, because I’m attracted to those inland desert spaces. In 
the context of Stephen’s work, there’s a silence in the bush, 
especially if you’re alone in the bush. You feel that silence.

Isolation provides a space to connect. It heightens the drama of 
the landscape, binding the relationship of the individual to 
something bigger than the self. Silence allows for introspection 
and contemplation and requires a lot of tolerance to push 
through the anxiety which can arise from it. 

It speaks to a kind of longing. It does make me wonder what we 
are longing for, or what we are trying to understand in those 
spaces. Is it a longing to return: to spiritually return to the 
landscape? Is it a longing in us for something else? And I can’t 
figure out exactly what that is, but I do understand that I am 
trying to tap into that and it’s part of what for me creates an 
anxiety in those spaces.

Brook

Cate

Stephen

Cate
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I think about Ivan Sen’s f ilms. T he captivating essence of Sen’s 
f ilms is it expresses an isolation and conflict … there’s drama in 
the landscape, but there’s this intense internal longing… it’s 
almost as if the inside becomes outside, and the outside in. Still 
there is a struggle to reconcile cultural and emotional dif ference. 
T here’s this kind of reversion. Can I say that? 

As in a return to a previous state of existence or belief? 
Questioning what is truth?

Like your work Cate, I feel like it’s set on the moon, and it’s 
really science f iction. And it is. If you put on space suits, it 
could be a ripper science f iction psychological drama that’s 
quite dreamy and tricky. You don’t know what is truth or not.

T hat’s right. T here’s the internal psychological space and then 
there’s this expansive landscape around the body. So the work 
continues to shif t in and out of an opening and closing. I really 
wanted to tap into the sense of an enclosing space around the 
body in the desert. I think you’re right, it does feel like it may 
not even be within Australia. It’s so strange, the landscape of the 
Painted Desert. And it’s made even stranger in the video 
because it’s shot so early in the morning. T he light doesn’t hit 
the ground in the same expected ways, so where you might 
expect to see ochres and red... those dif ferent Australian colours 
of the desert, this footage is more purpley and blue and 
mushroomy. It’s haunting.

Stephen, what was it like hanging yourself upside down? I mean 
how did you go from burying yourself in T he Poverty Gully 
work and then being isolated in the desert, to this work 
Campaign? 

In all these works, I was trying to destabilise or de-ground 
myself; to shif t my perspective and relation to the horizon. It 
came out of making Poverty Gully and going down into the 
mine. T here was a moment in that experience of being 
suspended deep down the mine. My rope ran out and I was just 

Brook

Stephen

Brook

Stephen

Brook

Cate



dangling there. And because it was a small and dark space, I had 
this weird experience that I actually thought I was upside down 
and coming up through the earth the other way. 

The experience felt like sensory deprivation because the aperture 
of the mine created a very small shaf t of light. I had this 
moment of, ‘oh, I’m hanging upside down’, and I became 
disorientated. It felt like I was flipped upside down. My body 
was submerged and inverted in the landscape and both trying 
to understand the impossibility of understanding what the 
landscape is, and there’s that sense for me that …will turning 
myself upside down—will that help? It’s a really basic idea of 
de-grounding myself: not being on my feet and not seeing the 
landscape in this horizontal way. Similar to when kids put their 
head between their legs to see the sky as the ground. It was the 
same intuitive act. 

So how did that idea of inversion translate in the photographic 
work you made for Campaign.

As an image, there’s something which reaches back to earlier 
representations in the way the body was demonised or punished 
historically in the landscape, which also involved inverting the 
body. It was public and political. And so there is a strange 
iconography in that act and I was conscious of wanting to 
explore that in Campaign. 

I think it’s quite ritualistic. I mean it’s interesting how really 
we’re talking about some sense of spirituality as well—that 
connection between the body and the land and to each other or 
an ‘other’. Cate, the kind of psychological, emotional experience 
that you’ve talked about with your work and how you felt. 
Maybe if you could talk about that?

I was thinking about that as well. One thing that was 
unexpected was when you make a work, and particularly a work 
like this, where you’re going into the desert guerrilla-style with a 
very small crew. Well, what I was really chasing was the 

Brook

Cate
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emotional core and I felt that would hinge on the moment of 
tether between the male and female performers. I had an 
instinct for what would come out of that tangible physical grip. 
It’s a visceral moment where the male arm almost seems to 
collapse into the camera. And another horizon emerges, which 
extrudes out of the push and pull of their power struggle. So 
while I was focused on f inding the emotional core, what I didn’t 
realise when I came back to edit, was how hallucinatory in fact 
the whole thing was. It’s almost like the male f igure is an 
apparition. And there’s a sense that the woman is walking 
through this desert space and she’s on her own. She’s not 
carrying anything. She’s not equipped to be travelling through 
it. So at f irst, she’s a female f igure in isolation drawing her own 
line through space. And then it shif ts toward the encroaching 
realisation that not only is she not alone, but that perhaps she’s 
actually in another place. Inside herself, outside herself, and you 
don’t really know what’s real or what’s tangible any more. So, 
when Stephen’s describing that moment of being upside down 
and thinking ‘who am I in relation to this landscape’ or ‘I’m 
trying to uncover something through this position of 
disorientation’, I can connect with that, through the way the 
work evolves and speaks unexpectedly.

I feel that the tension is palpable in the whole exhibition. I 
really don’t see this as a separation. We have connections to 
dif ferent places, or we’re trying to have connections. I truly 
believe that the pervasive European male gaze so embedded 
within the Australian dominant psyche is challenged by us all…
even to the point where Stephen hangs his own character 
upside-down as a kind of ritual letting.  I mean Stephen, why 
would you put yourself in the landscape like that? And Cate, 
why did you deliberately remove yourself from the city space 
and go out to a place that was really about an internal space? 

I agree with you in the sense that, as an artist, I am really 
reaching out for connection and trying to tap into something 
and understand something. But at the same time, I’m pressing 
on the thing that disorientates me, that is ultimately 
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irreconcilable. That’s the feeling that I get. It’s both relational 
and deeply psychological. And for me I think it is lodged in my 
relationship to the landscape. As a white Australian existing on 
the fringes of this continent I’ve always found it hard to 
reconcile myself with the interior expanse of the desert. It’s an 
anxious space. It’s here that I have the most acute sense of being 
unsettled in a settled place. But also as a woman I’m tapping 
into the way if feels to be held within, yet resistant to the frames 
of enclosure that are bound by the male gaze. This, really, is the 
present space that my woman of the future exists in. Beyond her 
time, extending her gaze to the horizon, prospecting in a sense, 
but still held within the conditions of her own present. I think 
her internal space—real or imagined is responsive to that.

Like Jedda bashing on the piano or me hanging upside down or 
the moment of release in your f ilm Cate. Each of the works has 
a moment where the narrative shif ts between the psychological 
or emotional tension and the pull of the—‘other worldliness’—
of the landscape, which we live outside of. 

I felt that psychological tension. T he Pledge science f iction 
script was a way to parody and disarm the of ten tragic and 
victimhood status of not only Aboriginal people in the 
Australian narrative, but also the landscape. It was also a way to 
smash through the ethnographic view of the Aboriginal body 
and the sense of the ritual and sacred. An ethnographic 
‘primitive’ body is not allowed to change from its f irst ‘sighting’ 
or discovery of Europeans, and when we change we become 
half-castes, watered down versions of our inheritance. T his kind 
of genocide is no dif ferent to the typical ways of how people 
speak of our culture today or even in the original version of 
Jedda. T he Pledge reflects the violence of colonisation and 
genocide, but it is also an opportunity to challenge 
representation and science f iction as a powerful key to debunk 
and re-create new versions of seeing.
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When you enter science f iction or like you say Cate, ‘is it an 
apparition or not?’ and that sense of disorientation which you 
are both talking about; you know, going into the landscape 
Stephen. T he Pledge wouldn’t have worked if it wasn’t a science 
f iction. Otherwise, how could you even fathom that there was 
slavery? How can you even fathom that there was genocide? 
How could you fathom the destruction of a very old culture? 
Australia’s very oldest culture. And the unbelievable realisation 
that I don’t think it can happen unless it’s a complete absurd 
influence from T he Day of the Trif f ids or more recent science 
f iction paranoia, such as Minority Report. I think the other 
aspect about Jedda, which is interesting, is its very western 
perspective on people and culture and landscape. And it’s a very 
interesting dilemma because I don’t see it as a tragic story. I 
mean, I see it as tragic because I know that it’s not based on 
reality. And I think that a lot of people, even within Jedda, 
think ‘oh that’s how rural Aborigines are’ or ‘that’s how they are 
in that place’. 

Within that space Brook, the anxiety is created in your work 
through the double-anxiousness of the sci-f i text, because it’s 
placing a f iction on top of a f iction. But it’s a colonial f iction 
played out in 2016 where the uncomfortability of the image—
of people dressed up in blackface with fake noses—and in the 
sub-text you have written, the jarringness of that. T he anxiety 
that is created because of the historicisation—both in terms of 
what Jedda signif ies, and in the style of blatant language of your 
inserted text—throws up a completely fresh anxiety, which is 
more palpable than the original f ilm because of that membrane 
you create between the historic moment and the contemporary 
moment. It’s funny, but deeply piercing. 

I was also thinking too about Stephen inserting his body into 
his work. I feel like I’ve almost used a surrogate.

T his is what I was talking about earlier. 

We were talking about how you can feel the politic... your 
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politic Brook, your presence through the politic of your work. 
And the way you talk about it—your access points are also 
different. You’re talking about an historical film, but there’s 
something about the way it unhinges the viewer and the way 
the space that it occupies is still unhinging in the present. And 
it’s to do with capitalism and globalisation as well as all the 
challenges in terms of race and culture currently because there’s 
so many things that are haunting and impossible to fathom 
right now. So in a sense your film deals with referencing that 
1955 film Jedda but it could be referencing now. I feel like 
there’s a currency there now, actually, beyond the science fiction, 
beyond that particular historical moment in Australian film and 
the dominant narrative of that. It feels so present. And I think 
partly why it was so unnerving for us to be viewing that is 
because it’s tapping into so many other things that have 
currency.

It’s interesting that it was made before Aboriginal people 
became federal citizens in 1967. It echoes the big brother 
attitude of the terrible detention issues that have been recently 
exposed. But the thing is, we’ve had deaths in custody and this 
kind of torture since 1788. Nothing has changed. Except now 
we have video evidence and social media. I f ind that T he Pledge 
is rolling out all of the surface issues that one also sees in current 
movements from the heart of real movements like 
#BLACKLIVESMATTER and 
#HANDSOFFOURABORIGINALKIDS to the popular 
science f iction or fantasy f ilms Game Of T hrones, where a small 
group of (of ten Europeans) people want to control another 
group that are rebellious and want a dif ferent life, a prophecy 
for a better life—the protagonists, T he Pledge and T he 
Conspirator, are the heroes here.

Cate, where you talk about your work being like a surrogacy, 
and I remember you talking about the psychological and 
emotional tension for you. And then Stephen, you’re almost like 
a spirit or something alien in the landscape. It’s something to do 
with colonialism and we want to get to the bottom of it. T here’s 
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untruthfulness to it. I think there is something more about 
understanding colonialism, something about it, which is 
undeniably false.

One of the things I find continually perplexing, is that I feel 
that heightened sense of untruth, I feel the lie, and I feel that 
I’m somehow complicit in it. It does create a resistance. I feel it 
in myself, even though I am trying to be open. I understand 
that place of resistance or fear. And I don’t know whether it’s 
fear of something unknown, or fear of something I don’t 
understand. Is it fear of not being able to understand the other 
position. Even when I made Cut Colony and placed the 
spinning woman in the desert... it’s a very strange thing to do, 
to place a white woman in the desert performing a fouetté, 
something so classical and European, well to place her in that 
context—almost recreates the kind of fiction we are talking 
about. It’s so bizarre to me—but it plays upon how colonial 
forms sit so strangely in this place. And to a degree I also feel 
like I sit strangely in this country.

I think what you are talking about there is having a 
consciousness.  And it’s something which links the three of us 
together in this practice—in this exhibition—is that we all have 
a consciousness about the power of this place and how still 
dominant narratives try to bind us into a view that is of ten 
damaging. Australia is a very powerful and ancient place, people 
see this and are in love with it. It’s a dif ferent worldview, which 
we are inheriting or receiving. And there is no word in the 
English language to translate those experiences or knowledge. I 
think of early European Australian artists like Margaret Preston 
who tried to grapple with Aboriginal people through 
appropriation and tried to understand, arguably somewhat 
dif ferently to Picasso. And the one thing that connects all of our 
works together is spirituality and meditation. Like Stephen, 
with your work… it’s a true sense of viewing an internal 
spirituality, though it also looks dif f icult and a struggle. 
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And that’s partly why for me it’s about being alone in that space 
or wandering of f into the landscape, being able to really shut 
of f the noise of everything and place myself in the most 
vulnerable and open position I can, so I can create the space 
within myself to connect myself with the landscape I am in. 
T here is something which happens internally when I make a 
work in the landscape which leaves a mark or a trace and my 
experience of that site is forever altered because of my physical 
exchange with that place, it links me to it and changes my 
understanding of it and myself in it. Deeply internalised and 
felt. When I was trekking solo in the outback desert making the 
Frontier work, I had never felt more exhilarated and terrif ied at 
the same time in the vastness of that space and feeling so 
compressed by it at the same time. It is trying to f ind—not 
necessarily meaning—but trying to f ind a point of connection 
where I understand myself dif ferently in that context compared 
to this context. How do I understand this history or this place 
in this context now, which is dif ferent depending on the 
location I am in. And for me there is something compelling in 
that experience to want to return to it again, because it is a 
meaningful exchange between understanding the materiality of 
the landscape, versus a concept of the landscape. 

We have a mythology we grow up with, in terms of Australian 
history, and that notion of a history and a f iction, which is both 
true and false, especially in terms of colonial history. And the 
images from that time of settlement with the early artists, which 
mythologises even further those f ictions. For me it’s trying to 
place myself in that history and not just an acceptance of that 
mythology. Perhaps these works point to a new direction in 
thinking about that?

Do you think that maybe then, as artists, the three works 
together are trying to work something out… a transition? 

For me that’s actually built into the process of making the work. 
I’m really conscious of needing the right energy. Once I’ve 
found the place, the place I’m going to work in and be in for 
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three days, and with the crew—we’re going to get up at four in 
the morning and be there when the sun comes up and still be 
there when the sun goes down, off the road. It gives you time to 
inhabit the landscape. And there’s something really magical that 
comes out of that. It’s totally contingent on being in that place. 
It’s hard for me to speak about what that is in terms of a 
spirituality, but it’s tapping into the vibration of a place and 
focusing on my relationship to it, and in that moment when the 
work is being created, there is a pulse—my power and challenge 
as an artist is to direct that energy back into the work.

Is there something in the language of desire here within your 
work or the show? T he Pledge has that visual seduction with its 
saturated colour, and also in terms of her character’s internal 
struggle and trying to resist the pull of those desires. And 
certainly within your work Cate, the solitary female f igure 
walking of f at the end of the f ilm is all about longing and 
desire.

It’s a territory I have worked with a lot. I’m really interested in 
the language of desire and longing and the way that feels as a 
woman, because it’s quite complicated. And I wanted my 
woman to resist traditional ideas of the woman as the landscape. 
My woman is carving her own path through that space—she is 
her own force. T here is a landscape of desire which is highly 
charged, and a struggle, and she is both emotionally responsive 
and resistant within that, and then there’s ultimately another 
departure. I wanted to bring a complexity to her within a space 
that is enclosing around her, which I see as a patriarchal space.

Is that something you think about in relation to your work 
Brook? I was thinking about how you print on foil like in the 
Gun Metal Grey series, or how you place neon ontop of images.

I think it has to do with politics. I had this show years ago, 
maybe 15 years ago, a critic wrote that my work was too 
polemical …that there’s too much politics in the world of art. I 
thought …all artists reflect society, we all create socio-political 
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Brook Andrew Dhaagun (earth) 2007 from the ‘Gun Metal Grey’ seriesFig. 12

work. I decided then to use more seductive materials to express 
my ideas, like in the Gun Metal Grey series. Maybe that’s about 
the sublime, to add rich colour in T he Pledge acts as a lure to 
beauty and hidden within is the torment. 

I love seeing the patriarch being destroyed. T hat’s why I love the 
fact that T he Pledge is on this journey and she’s a woman. I 
thought she is the perfect character to have a science f iction 
sublime act around her. T he Pledge is about the chosen one, it’s 
a religious parody as well. She is Jesus, Allah, Buddha! She is the 
rebirth of the Queen of Babylon and the many spiritual 
goddesses in Aboriginal religious stories… she is the chosen one 
to destroy patriarchy and the evil of capitalism.

I should have beefed it up more. That’s what I should have 
done. 







Cate Consandine A Woman of the Future 2016 f ilm stillFig. 14
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Stephen Garrett Campaign (fragment) 2016 Installation viewFig. 18
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Brook Andrew T he Pledge 2011
single-channel digital video
colour, no audio, subtitled
84 minutes, 42 seconds
dimensions variable
courtesy of the artist, 
Tolarno Gallery, Melbourne
Roslyn Oxley9 Gallery, Sydney
Galerie Nathalie Obadia, Paris/Brussels.

Cate Consandine A Woman of the Future 2016
single-channel HD digital video
21:9 aspect, colour, stereo sound
5 minutes, 11 seconds
courtesy of the artist, 
Sarah Scout Presents, Melbourne

Attributions

Stephen Garrett Campaign #4 (tether) 2016
Archival Giclée print on Canson Bary ta paper
2 parts, total image size: 226 x 151 cms
courtesy of the artist

Campaign #7 (f ragment) 2016
Archival Giclée print on Canson Bary ta paper
2 parts, total image size: 151 x 151 cms
courtesy of the artist
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Cate Consandine works across a wide range of formal and discursive mediums 
including sculpture and spatial practice, video and performance and has exhibited 
nationally and internationally since 1999. Solo exhibitions include still point / turning 
world at Sarah Scout 2015; Cut Colony, Art Gallery of New South Wales 2012; Colony at 
Sarah Scout 2011; Candy Cane, Gertrude Contemporary 2006 and Cold Cut, Eye-Stalk, 
Heide Museum of Modern Art 2006. Selected group exhibitions include Without Words: 
Photography and Emotion at the Centre for Contemporary Photography, Melbourne 2011; 
Bird Girls, VCA Margaret Lawrence Gallery, Melbourne 2007; LOOP 08, International 
Festival & Fair for Video Art, Barcelona 2008; Contemporary Australian Video, Institute of 
Contemporary Arts, London 2008;  Bibibibodibiboo Exposition international d’art actuel, 
Biennale of Art, Reunion Island 2009; and Vertigo, an Asialink Arts and BLINDSIDE 
touring exhibition presented at Galeri Soemardja, Indonesia; Museum of Contemporary 
Art, Taiwan; and POSCO Art Gallery, South Korea 2014. Cate’s collaborative projects 
include the set design for In-f inite, choreographed by Joshua Consandine for part of 
the Australian Ballet’s Bodytorque season 2013; and The Missing with Stephen Garrett at 
Conical 2011. Cate is a Lecturer in Sculpture & Spatial Practice at the Victorian College 
of the Arts. She completed her PhD with Monash University in 2015, and is represented 
by Sarah Scout Presents, Melbourne.

Stephen Garrett is Senior Lecturer at Southern Cross University in the School of 
Arts and Social Sciences. His artwork utilises sculpture, video, drawing, photography 
and spatial practice. Recent solo exhibitions include Piscina, Black Box at [MARS] 2015; 
The Poverty Gully Project, Margaret Lawrence Gallery, 2012; Structures, Columbia Place, 
New York 2011; The Missing (with Cate Consandine), Conical Inc 2011; Af ter The Gold 
Rush (with Marie-Jeanne Hof fner), Melbourne International Arts Festival 2009; Measure 
for Measure, Monash University 2009 and Gold Rush (with Marie-Jeanne Hof fner), 
Espace Art Contemporain, La Rochelle, France 2009 while artist− in− residence at Centre 
Intermonde and Espace Art Contemporain de la Ville. He is currently working on two 
longer-term projects in the Australian outback, and with Care/Of, Milan Italy.
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Brook Andrew creates interdisciplinary works, video, sculpture, photography and 
immersive installations. Brook presents viewers with alternative choices for interpreting 
the world, both individually and collectively, by intervening, expanding and re-framing 
history and our inheritance. In 2014 he worked closely with the collections of the 
Museo Nacional Centro de Arte Reina Sof ia, Museo de América and Museo Nacional 
de Antropología for the exhibition Really Useful Knowledge curated by WHW at the 
Museo Nacional Centro de Arte Reina Sof ia to create a rigorous immersive installation 
A Solid Memory of the Forgotten Plains of our Trash and Obsessions ref lecting on Spanish, 
British and Australian history and colonialism. His recent installations and artworks in 
the context of history and the archive is also ref lected in the artwork Ancestral Worship in 
‘Artist Making Movement’, Asian Art Biennial, National Taiwan Museum of Fine Arts, 
and The Island for ‘Artist and Empire’ at the Tate Britain in 2015/16. Most recently, 
Brook has been awarded a 2017 Smithsonian Artist Research Fellowship, Smithsonian 
Institute USA, and just returned from the musée du quai Branly, Paris, as a Photography 
Residencies Laureate. Brook is ARC research fellow at Monash University in the Faculty 
of Art Design and Architecture. Brook is represented by Tolarno Galleries Melbourne; 
Roslyn Oxley9 Gallery, Sydney; and Galerie Nathalie Obadia, Paris/Brussels.

Luke Morgan is Associate Professor of Art History & Theory at Monash University. 
His books include Nature as Model: Salomon de Caus and Early Seventeenth-Century 
Landscape Design (2007) and The Monster in the Garden: The Grotesque and the Gigantic 
in Renaissance Landscape Design (2015), both published by the University of Pennsylvania 
Press. He has also recently written two chapters on the design and meaning of early 
modern landscapes in A Cultural History of Gardens in the Renaissance, ed. Elizabeth Hyde 
(Bloomsbury, 2013), the article ‘Living Rocks and Petrif ied Giants in Vicino Orsini's 
Sacro Bosco,’ in Architectural Theory Review 20:1 (2015), and the chapter on landscape in 
The Oxford Handbook to the Age of Shakespeare, ed. R. Malcolm Smuts (Oxford University 
Press, 2016).
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