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For centuries, women have been subjects for male artists, 
inserted into scenes framed by the male gaze. Borrowed Scenery 
explores what happens when the subjects of this gaze look 
back, step outside the frame, and assert their own vision and 
experience of the world.

Borrowed Scenery presents a cross sectional snapshot 
of artworks selected across three decades of 
organisational collecting, reflecting the influences, practices 
and policies around collecting by Campbelltown City Council 
since 1988. With over 50 artworks from the Campbelltown 
City collection, including ceramics, weavings, sculptures, 
paintings, prints and new media, the exhibition celebrates and 
acknowledges the significance and influence of women artists 
who have forged strong pathways through art history in spite 
of systems of exclusion that continue today. 

These artists have produced images of our world from their own 
perspective, as creators rather than subjects of a scene. In turning 
our gaze to the Campbelltown City collection, and uplifting the 
work of women artists within it, we acknowledge institutional 
responsibility in producing and perpetuating the historic and 
ongoing gender disparity that continues to haunt the arts, and look 
to a future in which our institutions can become agents of 
change. 

- Jasmine Kean, Curator of Borrowed Scenery

Image on previous page:

Borrowed Scenery. Installation view, Campbelltown Arts 
Centre, 2019. 

Photo: Document Photography

WEDNESDAY 2 JANUARY – SUNDAY 10 MARCH, 2019

INTERNATIONAL WOMEN’S DAY CLOSING EVENT, 6 – 8PM FRIDAY 8 
MARCH, 2019

INTRODUCTION: BORROWED SCENERY
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LABOUR AND BLISS, 
DOMESTICITY – “PERSONAL IS POLITICAL”
In 1988 the Campbelltown City Council collection was launched with the acquisition of May Bocking’s circa 1900 work Still Life with 
Fruit, oil on canvas. The work was offered as a gift from revered figure John Marsden, local solicitor, art collector and gay rights 
activist. 

Following this acquisition, still life and floral based works trickled into the collection over the following years, and have continued 
until the present day. These ‘highly feminine’ still life offerings or decorative works reflect the work of women in the domestic 
space. Working on the kitchen table, away from an artist studio; working in sporadic periods while raising children; or working in the 
shadow of a male artist partner, these artists produced outside spaces and working modes we associate with a professional art 
practice, historically the domain of men. The floral still life is the territory of the hobbyist, the craftsperson, the weekend painter, 
often dismissed in art historical discourse as a feminine form. 

Historically, women have been associated with ideals around domesticity, being passive and diminutive. Many of the works in 
Borrowed Scenery speak to this widespread social and cultural history, often using parodies on identity or challenging assumed roles 
of women. 
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Christine Dean 

There are two great cities in this world, 
Campbelltown and Rome #2 (John 
Marsden), 2010

Oil on canvas 

127.5 x 127.5 cm  

Gift of Lisa Havilah 2011

Photo: Document Photography



Questions

1) Identify and describe the following elements of There are two great cities…, 2010.
i. Colour
ii. Texture
iii. Shape or form

2) Consider and describe the contrast between the overall formal composition, and the details of this work.

3) Do the physical elements of the work relate to the sweeping statement of the text? How are they similar or different?

4) Do you think the title (and text) of this artwork is a fact or an opinion? Explain.

5) Using the following elements, compare and contrast Barbara Kruger, (Untitled) Your body is a battle ground, 1989 and Christine
Dean, There are two great cities in this world, Campbelltown and Rome #2 (John Marsden), 2010.

i. Subject and text
ii. Scale and medium
iii. Time and contemporary politics around women’s rights or feminism

Links

Kate Britton, Christine Dean: How many times can 
you keep painting the Mona Lisa? First Published in 
Sturgeon issue 6, 2016

https://www.queerspritz.net/christine-dean/ 

Annie Murney, Christine Dean: From Gay to Straight 
and Back Again. Concrete Playground 2015

https://concreteplayground.com/sydney/event/
christine-dean-from-straight-to-gay-and-back-again
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The title (and text) of this artwork is based on the famous quote by local 
solicitor, art collector, gay rights activist and key benefactor for 
Campbelltown Arts Centre permanent collection – John Marsden. The form 
and subject also extends on artist Christine Dean’s fascination with pink 
monochromatic painting, as well as her use of text and conversational yet 
complex quotations. 

There are two great cities… , 2010 deliberately plays on gender-based 
assumptions around the colour pink and its association with femininity, as 
well as the association of monochrome painting and geometric forms as 
part of a very masculine history of modernism art. 

1990 was an interesting time in Australian art. All that bad 1980s painting, 
which was market driven, fell by the wayside.… The pink monochrome 
became my sort of emblem… That period was just this feeling of aching 
gender dysphoria. The funny thing is with gender dysphoria is it follows you 
like a shadow. I thought I could escape it or outrun it or side-step it in some 
way through critical thinking but as I got older it got stronger and stronger. 
As Barbara Kruger said ‘your body is a battleground’—well, my 
monochromes were a battleground. I was trying to reconcile the masculine 
and the feminine energies.

Christine Dean, trans. Kate Britton, 2016

CHRISTINE DEAN



JOAN ROSS

Joan Ross 

Self Portrait on Fur, 2001

Oil on rabbit fur, timber backing

61 x 46.5 cm 

Donated through the Australian Government’s Cultural Gifts 
Program by Courtney Gibson

Photo: Document Photography

Borrowed Scenery shares numerous works by Joan Ross created using fur as well as found, pre-loved textiles. Sifting through garage 
sales and council clean-ups, Ross sourced animal pelt from unwanted toy koalas. These tourist kitsch koalas were originally made of 
kangaroo fur, before becoming embarrassing, unwanted items as it became socially unacceptable to over-use animal skins.

In works such as Self Portrait on Fur, 2001, Ross has transformed the pelts, playing on the contradictory associations of fur – both 
kangaroo and koala, authentic ‘Australiana’ manufactured overseas, lovable stuffed toys and the disgust of dead animal skins, discarded 
and cheap tourist items while fur is associated with wealth and luxury. 

Self Portrait on Fur, 2001 appears initially as a formal, composed portrait. On closer inspection, the work is more disturbing, with dried 
paint caked on fur sometimes messy and mangled, reminiscent of dried blood or roadkill. Ross’ painted face also begins to appear 
unfriendly, somewhat crudely painted, with fur only able to be painted in the direction it grows – holding the history and untameable 
nature of this medium which once belonged to a wild animal.

Across her practice, Ross is interested in using materials that already carry meaning, allowing this material to guide the process and 
also memorializing things that would otherwise be discarded or buried. Works such as Gina getting dressed and I was trying hard not 
to say anything incorporate found textiles, perhaps an old tea towel, and fragments of a frilly nightie. Ross uses these tactile, intimate 
but heavily laden mediums matched with similarly conversational and whimsical titles, such as It felt as if I was surrounded by fur, 
2005.

The six works on paper in Borrowed Scenery share a hand-made, craft-like quality and draw the audience in to feel we have been 
allowed access to a private little cocoon, a slightly uncomfortable, furry place of both humour and embarrassment.  Each work gives 
attention and respect to often hidden aspects of personal lives – everyday neuroses of jealousy, insecurity, also applying these hang-
ups to wider cultural identity of Australians living in the legacy of colonialism. 

Ross’ practice has increasingly explored this legacy of colonialism in Australia. While the kangaroo and kangaroo pelt pre-date 
colonialism by tens of thousands of years, the meaning and history of pelt is almost buried, both literally and metaphorically, written 
over in both Australiana ‘trash’ of fur koalas or kangaroo keyrings, as well as social sensibilities and a narrow understanding of the fur 
trade in a non-indigenous and commercial sense. 

8



L-R

It felt as if I was surrounded by fur, 2005

Pencil and fur on paper 

I promise, 2005

Ink and stencil on paper

I was trying hard not to say anything, 2005 

Ink and fabric on paper 

Gina getting dressed, 2004

Ink and nightie material on paper 

There was hope, 2005

Ink and fur on paper

It had seemed like a good day (the peacock), 2005

Embroidery and ink on paper

Links

Joan Ross, Texts. Artist website (text by various authors)

https://joanross.com.au/Texts 

Keith Munro, Artist Profile: Joan Ross. Museum of 
Contemporary Art Australia 

https://www.mca.com.au/artists-works/artists/joan-ross/

1) Discuss the role of humour in It felt as if I was surrounded by fur, 2005.

2) Identify the time and place in which Ross’ created works in Borrowed Scenery, and suggest how this context continues to inform
her practice.

3) Research Surrealism and Meret Oppenheim’s Object, 1936.  Argue whether Ross’ works on felt could be described as surrealist.

4) Research Ross’ practice from 2000 until today, creating a visual timeline to chart and compare how she has engaged with and
commented on colonialism and Australian identity in her works over time.

5) Practical: Research and compare the historical use of kangaroo pelt by Aboriginal and Torres Strait Islander people, as well as non-
indigenous Australians. Using collage techniques, textiles and mixed media, create a work which demonstrates differing
perspectives and uses of kangaroo pelt.

Questions
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KATTHY CAVALIERE

Katthy Cavaliere 

Loved, 2008

Digital video, 8:27 min

Edition 3/10 

Donated to Campbelltown Arts Centre by the Estate of Katthy 
Cavaliere 2016

Photo: Document Photography 

I perceive it more as I’m part of the artwork, almost like an art 
material in a sense. So I don’t perceive it as acting as such. It’s 
not theatre… it doesn’t have that contrived element to it. It’s 
more of you’re in the moment and responding and … embodying 
a character within an artwork. So it’s more like a tool or an art 
material like a paintbrush.

Katthy Cavaliere, interview with Priscilla Bourne, 2009
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Extended Responses: Labour  and Bliss, Domesticity - "Personal is Political"

The following questions ask students to synthesise responses to above listed works by Katthy Cavaliere, Christine Dean 
and/or Joan Ross.

1) Describe how Joan Ross, Self Portrait in Fur and Katthy Cavaliere, Loved bring discomfort and strangeness to the surface,
while each using familiar, friendly and sometimes childhood references.

2) Contrast and compare how two of the artists listed above have used personal experiences, domestic materials or
‘homely’ themes, to reflect on broader political or social issues of their time.

3) In challenging traditional ideas about who is represented, how do one or more of these artists use unconventional
materials to similarly challenge ideas around valuable art forms?

4) Choose one of these works that could be described as ‘amateur’ – for example, a work might be technically rough, made
with ‘non-arts’ materials, or it might be child-like in some way. Suggest why the artist, as a woman, chose to use
amateurism in her work.

Born in Sarteano, Tuscany in 1972, Katthy Cavaliere 
migrated from Italy to Australia with her family as a young 
child. Across her practice, Cavaliere brought light to 
forgotten elements of her early life in Sarteano while her 
works used a continuous packing, storing, and 
transportation of her personal belongings as these 
everyday, familiar items were transformed into 
performance and installation works.

Loved brings together Cavaliere’s 2004 video work, Living 
Rag Doll created in Goulburn, video and camera obscura 
explorations created during a two week residency in Hill 
End, and a work commissioned by Artspace in 2008. 
Commissioned to create the work for Artspace, Sydney 
2008 at a time when her mother was also battling with 
terminal cancer, Cavaliere produced the performance 
installation Loved, the video of which is exhibited in 
Borrowed Scenery. Loved 2008 became an act of sewing 
her mother together again, an amalgamation of 
performance, installation and video, where the artist 
embodies a discarded rag doll literally weaving (crochet 
while also showing video footage of the doll sifting through 
wreckage in a scrap heap.

The video begins with a distorted image of Hill End 
landscape, through the lens of a camera obscura. The 
projection goes on to show a scrap heap, where a living rag 
doll (performed by Cavaliere is located before being carried 
into the live performance of the ‘real’ gallery space to 
awaken in front of the video projection. The dolly performs 
a puppet-like dance to a recording of Cavaliere’s mother 
singing ‘hello dolly’. The light, sparse track is intimate but 
haunting, as the living doll tap dances in a way comparable 
to a ‘forced smile’, highlighting the history of tap dance as 
an upbeat, gleeful practice associated with uplifting 
oppressed people – to ‘dance your troubles away’. 

Soon-after, the doll flops onto the gallery floor, with a shift 
in mood as she slowly weaves a trail of crochet, sprawling 
across the gallery floor. This trail references an umbilical 
cord, with the video focusing in on a small crochet doll at 
one end. 

1) How do you think the themes of Borrowed Scenery inform
how audiences might interpret and respond to Loved?

2) Identify the relationships between artist, world and artwork in
Cavaliere’s Loved, 2008. Refer to the 2009 artist quote in your
response.

3) Consider historical representations of women in art,
specifically women as subject or muse. How does Cavaliere’s
practice highlight or challenge this convention?

Links

Monica Tan, Katthy Cavaliere: exploring grief and mortality in a 
poignant retrospective. The Guardian, 2015

https://www.theguardian.com/artanddesign/2015/dec/17/katthy-
cavaliere-exploring-grief-and-mortality-in-a-poignant-
retrospective 

Priscilla Bourne, Katthy Cavaliere on Loved. Originally presented 
by 2SER, 2009 (audio excerpt from an interview)

https://soundcloud.com/danmudcun/katthy-cavaliere-on-loved 

Questions
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WOMEN'S BUSINESS
The main exhibition space in Borrowed Scenery includes a significant selection of fibre based works that were commissioned in 
1997 for acquisition from Aboriginal women weavers working in their field from across Australia, under the recommendation of 
Diane Moon and with assistance from funds secured from the Visual Arts and Crafts Fund of Australia. Through extensive 
travelling and meeting with artists in their studios, Moon seized a unique opportunity to acquire works by these artists, addressing 
the absence of contemporary fibre works in public collections. 

Many of these works draw on practices traditionally used for making items for everyday life, but these works reflect the revival of 
weaving and embody a new function – a mode for connecting and an active revival of culture. Manupa Butler, Regina Wilson, 
Joyce Moate, Yvonne Koolmatrie, Wilma Walker and Ellen Trevorrow are presented here, weavers who demonstrate a 
persistence and tenacity. Like catching an eel, these artists have cast vigorous lines from the past into the future, refusing to give 
up on their cultural heritage. 

In this space we also find works by abstractionists, sculptors and non-objective artists which bear a feminist stamp. These works 
reveal a brave exploration of practice, artists pioneering in fields that have tended to be dominated by successful male artists.
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Yvonne Koolmatrie 

Untitled, canoe form, 1997 

Rushes (lepidosperma canens) 

220 x 44 x 14 cm 

Purchased with assistance from the Visual Arts 
and Crafts Fund of the Australia Council 1997

Photo: Document Photography 



Links

Yvonne Koolmatrie. Biennale of Sydney 2018

https://www.biennaleofsydney.art/artists/yvonne-koolmatrie/ 

Artist profile: Yvonne Koolmatrie. Art Gallery of New South Wales

https://www.artgallery.nsw.gov.au/collection/artists/koolmatrie-yvonne/ 

Questions

1) Identify and describe how Koolmatrie explores a connection between artistic materials and natural environment in her
work.

2) Explain how Ngarrindjeri culture and knowledge have informed Koolmatrie in her creation of Untitled, canoe form,
1997, but also how Koolmatrie uses her practice to actively practice, revive and innovate culture.

3) In person:

i. Describe the way Untitled, canoe form, 1997 as well as other woven textiles have been installed in Borrowed Scenery.

ii. Suggest why the curator may have chosen to install the works in this way, as compared to more traditional methods.

YVONNE KOOLMATRIE
Yvonne Koolmatrie is a master weaver who has lived all her life in Ngarrindjeri country of the Murray River. Born in 
Wudinna, as a child Koolmatrie was denied much of the cultural practices of her ancestors. She began weaving as an adult 
following a one-day weaving workshop conducted by Elder Dorothy Kartinyeri, one of the last people practicing the coiled 
bundle technique. Along with weaving, Koolmatrie learnt how to correctly harvest and prepare the sedge grass so as not to 
disturb the roots and young sedge grass plants. The grasses are now rare as the once fertile environment of the land 
around the Murray River has been degraded by intensive agricultural practices. 

Koolmatrie has gone on to experiment and develop her own distinct forms and weaving style, blending tradition and 
innovation; her practice uses intricate sculptural forms incorporating stories, as well as extending on historical objects she 
had studied in the South Australian Museum. Rather than working from a sketch, Koolmatrie works intuitively when 
creating her sculptural forms, working in response to shapes or objects around her while also drawing on traditional forms 
of functional objects. 

Having been denied the practice of weaving as a child and experiencing the near loss of Ngarrindjeri weaving tradition, 
Koolmatrie is devoted to reviving traditional fibre weaving techniques. She continues to assert cultural innovation and 
knowledge sharing both through facilitating workshops which sustain Ngarrindjeri language and culture, but also creating 
exceptional fibre forms that will endure for future generations. 

At a workshop in the early 1980s with Aunty Dorothy Kartinyeri, I was introduced to the traditional methods of weaving 
sedge rushes (Lepidosperma canescens). This type of sedge grows along the Coorong and Murray River in Ngarrindjeri 
country and so weaving is linked to the river and its health – when the river suffers, the sedge grass is harder to find; when 
it flourishes, so do the rushes. The river, the Coorong, the sea and the lake are the four waters of the Ngarrindjeri and are all 
connected. Weaving is vital to Ngarrindjeri culture, it sustains us. 

Yvonne Koolmatrie, quoted for the 21st Biennale of Sydney, 2018
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ROSALIE GASCOIGNE

Rosalie Gascoigne is most acclaimed for her poetic assemblages of found materials sourced from a rural Australian landscape. 
Weathered wood, iron, wire, feathers, retro-reflective road signs, materials and textures indicative of agricultural life, are 
typically deconstructed and melodiously re-arranged throughout her practice.

Born in New Zealand and moving to the Monaro region in rural NSW/ACT, Gascoigne came to art late in life holding her first 
exhibition in 1974 at age 57. Sourcing objects around her home, Gascoigne would cut-and-paste, rearrange and assemble both 
natural and human-made objects into grid-like formations, both intensely ordered and bursting with the chance and energy still 
held within the original materials.

Text is a key element in Gascoigne’s work, as she was often infatuated with the faded text of road signs, Schweppes boxes, 
drink crates, or, as in the case of Witness, an old plywood box. Items of industry or agriculture were also frequently 
intertwined with domestic items of floral lino, rusty enamelware or glass storage jars.

Gascoigne was the first female artist to represent Australia at the Venice Biennale in 1982, and continued making work into 
her 80s until her death in 1999. 

Questions

1) In-person: Look closely at Witness, and describe both the repetition and the differences within this grid-like work.

2) Consider the title of the work, and suggest how Gascoigne has highlighted the life or timeline of the raw materials in the
work.

3) Practical: Apply Gascoigne’s assemblage techniques and geometric designs to create a mixed media assemblage, applicable
to your own life and landscape (eg. using old cereal boxes, scrap fabric, plastic bags, fast-food containers).
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Rosalie Gascoigne 

Witness, 1994 

Sawn wood on composition board 

121.5 x 81 cm 

Purchased with assistance from the 

Visual Arts and Crafts fund of the Australia Council 
1994

Photo: Document Photography



ELISABETH CUMMINGS

Elisabeth Cummings

Wedderburn spring, 1993. 

Oil on canvas

174 x 196 cm

Purchased with assistance from the Visual Arts and Crafts 
Fund of the Australia Council 1993. 

Photo: Document Photography

I want to flatten it [the picture plane] but I also want to go in and 
out. I want to have both, punching holes in it. I want to have some 
sense of space too. Not just two-point perspective. Anyway it’s 
always frustrating and I don’t find it easy. Sometimes it is, just 
sometimes it flows but it often takes time to get to a place that 
holds.

…I love that feeling of looking, learning and being in the landscape 
and some of it’s very representational. Being in the landscape—its 
all about looking and having time to look. It’s often very ‘look and 
put’ too. It’s the way of learning. I love that!

Elisabeth Cummings trans. Leo Robba, 2010 
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1) Describe the formal qualities of Wedderburn spring, 1993 including line, shape, colour and movement.

2) In reference to the above quote by the artist, unpack how Wedderburn spring can be seen as both representational
(figurative) and abstract.

3) Research and identify the relationship between the art world and Cummings as an artist, including her own emotions about
her recognition as part of the art world.

Elisabeth Cummings is one of Australia’s most highly respected and influential painters. She creates large, imposing works 
on canvas which sit between the abstract and figurative, masterfully using broad gestural marks with subtle gradations in 
colour and tone. Her works show a deep engagement with her immediate surrounds as she experiences them – whether 
domestic and studio interiors, bare earth tones of outback Australia, or dense bushland of her Wedderburn home. 

Cummings lived and studied in Italy and France for a decade after receiving the Art Gallery of NSW travelling art scholarship 
in 1959, and returned to Sydney in 1969. In 1970 Cummings began camping at Wedderburn, Campbelltown, land that was 
owned by Barbara and Nick Romalis. After having land gifted to her by the Romalis’, in 1975 Cummings built a mud brick 
studio as part of the Widdin Weddin Community of Artists, who have been key contributors and champions of arts and 
culture in the Macarthur region. 

Despite being highly regarded by her peers and holding a loyal following of private collectors, until recently Cummings’ work 
has been largely overlooked by major galleries and awards. She has consistently developed and grown her practice away 
from the limelight, in large scale, abstract and landscape art, pioneering her own pathway in these male dominated fields.

Links

Leo Robba, Elisabeth Cummings. ARTIST PROFILE, Issue 11, 2010

http://www.artistprofile.com.au/elisabeth-cummings/ 

Peter Pinson, Interview with Elisabeth Cummings. Cultural Conversations, 2013 (video)

http://www.cultconv.com/English/Conversations/Cummings_Elisabeth/HTML5/testimonybrowser.html

Sioux Garside, A Searching Brush. National Trust Magazine, 2017

http://kingstreetgallery.com.au/wp-content/uploads/2017/05/2017-Cummings-A-searching-brush-National-Trust-magazine-
iss-2-p16-19.pdf 

John McDonald, Elisabeth Cummings: Interior Landscapes, a classic ‘late bloomer’. Sydney Morning Herald, 2017

https://www.smh.com.au/entertainment/elisabeth-cummings-interior-landscapes-a-classic-late-bloomer-20170605-

gwkheu.html 

Questions
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GLORIA PETYARRE

Gloria Tamerre Petyarre is a leading artist in the Utopia 
community and one of the most significant female Aboriginal 
artists working today. She was born at Mosquito Bore, Utopia, 
Northern Territory in 1938 and her language group is 
Anmatyerre, Central Desert region. Petyarre came to 
prominence as a batik painter in the 1970s before beginning 
paintings on canvas, and held her first solo exhibition in 1991.

Petyarre’s early works reference body marking associated with 
women’s ceremonies, ‘awelye’ being the word for both 
women’s ceremonies and the body paint worn as part of the 
ceremonies. Her works often refer to stories associated with 
awelye, but also larger cosmology not necessarily 
distinguishable or made available to the viewer.

Untitled, Awelye, 1995 demonstrates Petyarre’s mastery of 
colour. Like many of her large scale abstract works she has 
created optical illusions giving the work a sense of movement 
and three dimensionality. The expansive canvas brings to mind 
the physical, weighted human bodies on which marks are 
painted, the movement and rhythm of a ceremonial 
performance, as well as the expanse of the land to which they 
belong. 

This work is exhibited in a separate gallery space, but is also 
closely entwined with themes of women’s business. 

Gloria Petyarre 

Untitled, Awelye, 1995 

Synthetic polymer paint on canvas 

210 x 504 cm 

Purchased with assistance from the Visual Arts and 
Crafts Fund of the Australia Council 1995

Photo: Document Photography

Links

Artist profile: Gloria Tamerre Petyarre. Art Gallery of 
New South Wales

https://www.artgallery.nsw.gov.au/collection/artists/
petyarre-gloria-tamerre/ 

Questions

1) Imagine and describe how you think Petyarre
physically painted a work of this scale.

2) Research the meaning of the Anmatyerre word,
‘awelye’ and identify three ways Petyarre, Untitled,
Awelye, 1995 is distinct from the body painting
practice of awelye.

3) In person: Identify and explain your response to
the work as your first walk in the room. Compare
this to your thoughts and feelings as you spend
more time in front of Petyarre’s, Untitled, Awelye,
1995 and/or as you view it up close.
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Links

Extended Responses: Women's Business

The following questions ask students to synthesise responses to above listed works by Elisabeth Cummings, Rosalie 
Gascoigne, Yvonne Koolmatrie and/or Gloria Petyarre.

1) Select two of these artists, and identify the role that family or community have played in terms of artistic education.
Describe how this has informed their practice today.

2) Research one of these artists in depth, and argue how their response to social barriers and oppression has impacted their
artistic career and the reception of their work over time.

3) Compare and contrast the work of Gloria Petyarre and Elisabeth Cummings, with a focus on how their works use some
of the visual techniques of Western modernism.
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A SATURATED TERRAIN
Gender-based violence occurs in every segment of our society and is characterised by expectations, norms and stereotypes. Indirect 
gender-based violence is able to continue through our participation in the systems which promote and protect the normalisation of 
violence against women, because they are women. 

In presenting works which speak out, which consider altering and interrupting patriarchal violence, we reflect on how real and 
systemic violence continues. 

Barbara Cleveland

Runaway, 2008

Single channel HD video, 6:00 mins

Concept, Direction and Performance: Frances Barrett, Kate 
Blackmore, Kelly Doley and Diana Baker Smith

Music Track: Runaway or Stay, Kevin Blechdom, 2005, 1:26mins, 

Album: Eat My Heart Out, Label: Chicks On Speed Records Video 

Editing: Kate Blackmore

Videography: William Mansfield

Purchased 2009

Photo: Document Photography
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BARBARA CLEVELAND

Artist collective, Barbara Cleveland’s video Runaway, 2008, shows 
a clichéd take of a female protagonist, running towards the camera 
in darkness. Exaggerated and almost satirical, the work shows 
how on-screen violence towards women becomes an accepted 
norm, desensitising viewers to actual violence more broadly.  

The female figure runs in slow motion, gradually covered in fake 
sweat then squirted with fake blood, before being (fake) killed and 
frozen in time. The work draws on clichés of b-grade horror 
movies, where female characters will typically lose clothes or be 
shown as expendable objects before being spectacularly killed on 
screen.

Links

Barbara Cleveland (artist website)
http://www.barbaracleveland.com.au/#/runaway/

Questions

1) In reference to Runaway, 2008, suggest why artists choose to
use exaggeration or satire as well as popular culture, to comment
on confronting social issues such as gender-based violence.

2) In person:

i. Describe the music and lighting in the video
ii. Express the emotional impact of music and lighting on yourself
as an audience member

iii. Unpack why the artists’ used the specific music and lighting in
the work
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DEBORAH KELLY

Deborah Kelly 

Tank man tango: a Tiananmen memorial, 2009

25 photographs and digital video, plastic bags, vinyl 

Dimensions variable

Winner Fisher’s Ghost Art Award 2009

Photo: Document Photography
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[A] monument, a memorial, on the 20th anniversary of the
Tiananmen Square massacre, built of dancing bodies…. it’s 
for those who would remember; to give it shape, duration, 
experience and ritual. Against forced amnesia, it remembers 
the protests, and the murdered protestors, through that one 
person, the symbolic tank man. The work pays homage to 
courage, to fighting tyranny: and god knows, all our 
governments are bad. It hopes to bring life to history—our 
lives, and our history. Dancing this memorial is a way to be, to 
act, in a city or a town, to make a public sphere, to be an 
agent in it.

Deborah Kelly, trans. RealTime 2009

Links

A monument of dancing bodies: tank man tango: a tiananmen 
memorial. RealTime issue #93, 2009 

http://www.realtimearts.net/article/issue93/9564

Tank man tango: a Tiananmen memorial. Deborah Kelly 
(video excerpts from work)

http://www.cultureunplugged.com/play/2603/Tank-Man-
Tango--A-Tiananmen-Memorial 

Deborah Kelly’s Tank man tango: a Tiananmen memorial, 2009 
invites viewers to participate in an ongoing commemorative work. 
The installation is a decentralised memorial which acts to interrupt 
the violence of political oppression, and celebrate everyday 
dissidence as well as ordinary acts of solidarity.

Tank man tango, 2009 responds to and commemorates the events 
of 4 June, 1989, when an unknown man stood in front of a line of 
tanks in Tiananmen Square, Beijing. Carrying two plastic shopping 
bags in his hands, the solo man stood in front of looming tanks 
after protesters were massacred in the square. 2019 marks 30 
years since the events of 1989 in Beijing. This work urges us to 
‘dance the tank man tango’ in order to remember and continue to 
pursue change.

Kelly became interested in commemorating these events in 
Tiananmen Square after a chance meeting with a woman from 
Shanghai, who believed that the massacre had never happened but 
that the images were a US fabrication.

Working with collaborators Jane McKernan (choreography), Teik-
Kim Pok (performance) and Sumugan Sivanesan (video) – among 
many more – Kelly conceived a video with stylized dance steps 
based on the movements of this unknown man. These steps were 
disseminated on YouTube in English, Mandarin, German and 
Cantonese. Participants around the globe performed the 
choreography in public squares in 2009, marking the anniversary of 
the massacre in Tiananmen Square, a collective action performed 
everywhere from Hobart, Sydney, Warrnambool, to Singapore, 
Weimar, Mexico City, and Athens. 

Through active participation, people experienced what it feels like 
to place their bodies and perform in a public space, a show of 
courage, resistance, but also reinvigorating the movements to 
make the work their own. The work exhibited in Borrowed 
Scenery, an installation with video and photography, documents 
these dancing bodies around the world, an action effectively 
impossible to erase, while also inviting gallery visitors to follow the 
choreography and perform in the gallery.

Questions

1) i. Imagine and describe how you would feel if you came across this dance by accident on YouTube.

ii. Similarly describe what you would think if you saw people performing the dance in a public place near your home.

iii. Explain and evidence the impact of the artist’s structural choices, relating to your responses in (i) and (ii). Your response

should address who are her audience members, and how you believe they responded to the work.

2) Practical: As a class, learn and perform the steps to ‘tank man tango’

TANK MAN TANGO: how to dance it, 2009

https://www.youtube.com/watch?v=LLFmet0pbvw&feature=youtu.be 

From a personal perspective, write about how you felt performing this dance in public, how the experience of performing 

impacts your perception of the artwork, and / or if this changed how you felt about the lone man who stood in front of the tanks 

Tiananmen Square in 1989.

3) Extended response: Locate a memorial in your school or in your local area, such as a war memorial, plaque on a park bench,

statue or otherwise. 

Compare and contrast this memorial with Tank man tango: a Tiananmen memorial, 2009 considering materials and forms, as 

well as how each work relates to the world and audiences in unique ways.
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TRACEY MOFFATT

Tracey Moffatt 

Invocations #1, 2000

Photo silkscreen

131.5 x 156 x 5 cm

Gift of the Hawker Family Trust, 

2010

The pictures were made in a big studio in New York. 
I created the tableaux. I had people build the 
theatrical sets for me and then I made the 
photographs. Then I wanted to go beyond the 
photograph in presenting the images so that the 
work became more painterly. I actually couldn't stop 
thinking about the old silk screen process… It's all 
by hand, colour after colour, screen after screen, so 
the pictures have this sort of built up feel: like a 
pastel, a watercolour. And it's very physical. I 
wanted the physicality of paint on paper. I wanted it 
to be sensual.

Tracey Moffatt trans. Bruce James, 2000
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A series of 13 photo silkscreens, Invocations, 2000 creates a cinematic narrative, an approach consistently found across 
Tracey Moffatt’s practice indebted to her background in filmmaking. While a disrupted narrative, the images can be broken 
into three areas: a little girl in the forest, a woman and man in the desert, and spiritual forms shown in rondels (circular 
prints). The series partially draws on a dream Moffatt had several years before making the work, and moreover express a 
dark, murky subconscious, as well as shared cultural memories. Through her practice, Moffatt is interested in both a 
universal human experience, but also makes an allusive reference to race, violence and loss, part of ongoing trauma of 
colonisation and sexism on the underside of Australian society.

The three sections of the series form pieces of stereotypes and thick cultural references: the little girl lost in the forest 
draws on childhood fairy tales, dark memories of the Brothers Grimm or cartoon Disney movies. Images depicting a man 
and woman visually quote a range of sources – Hitchcock’s The Birds, 1975 film Mandingo as well as late eighteenth / early 
nineteenth century Spanish artist Francisco de Goya. Images of the ghostly figures similarly draw on Goya while appearing 
like a nightmare, with fighting, spirit like forms continuing the sense of eeriness, fear, horror and passion.

Moffatt created each of the 13 scenes with models and sets in the studio, every aspect carefully directed rather than 
‘captured’ from real life. The printing process is similarly heavily crafted, each silkscreened photographic print created by 
layering 15 – 25 silkscreens to build richly textured surfaces which enhance the drama and tense emotion within individual 
scenes. With subtle colours, transparent layers and indistinct forms, the prints begin to look like paintings, while the circular 
prints use the format of 1900s early photographic techniques, of daguerreotypes and lantern slides.

In dramatic depictions of these extremes of emotion, Invocations, 2000 looks at the intangible nature of power and passion 
as it plays out in popular culture, whether films or fairy tales, but also through our dreams or everyday interactions. The 
series also alludes to a sense of survival, whether physical survival of figures in a barren landscape, as well as survival in 
fraught, pained conditions.

Links

Artist profile: Tracey Moffatt. Art Gallery of New South Wales 

https://www.artgallery.nsw.gov.au/collection/artists/moffatt-tracey/ 

Bruce James, Australian artist Tracey Moffatt. ABC Radio National, 2000

http://www.abc.net.au/rn/legacy/programs/atoday/stories/s229128.htm 

Helen Ennis, Artist profile: Tracey Moffatt. Museum of Contemporary Art Australia 

https://www.mca.com.au/artists-works/artists/tracey-moffatt/ 

Tracey Moffatt 

Invocations #6, 2000

Photo silkscreen

119 x 105 x 5 cm

Gift of the Hawker Family Trust, 2010



Tracey Moffatt 

Invocations, 2000

13 part series, photo silkscreens 

Dimensions variable 

Gift of the Hawker Family Trust 2010
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Questions

Questions

1) Looking at Invocations #1, identify three ways Tracey Moffatt has referenced childhood in this image.

2) Looking at Invocations #6, describe
i. How you think Moffatt created this work using ‘wet’ photography and printing techniques
ii. How you would create a similar image, using digital editing tools

3) Propose how Moffatt’s use of photographic printing processes has helped construct a sense of the past.

4) In person: Do you think these works could be arranged and read to form a linear, understandable story?

Considering this work in relation to the theme of violence and stereotypes, explain why Moffatt would create a strange 
and disrupted collection of images, instead of an ‘easy to read’ series telling a comprehensive story. 

Extended Responses - A Saturated Terrain 

The following questions ask students to synthesise responses to above listed works by Barbara Cleveland, Deborah Kelly 
and/or Tracey Moffatt.

1) Compare the artists’ use of photography or video across these three artworks. Describe photographic techniques and 
how these relate to artistic conventions or popular art forms.

2) Unpack how two of these works draw on popular culture. Suggest how these artistic techniques and references have 
impacted the audience responses to these works.

3) Democracy is never won but must be constantly worked on

Deborah Kelly (from video, Tank man tango: a Tiananmen memorial, 2009)

With reference to Deborah Kelly’s above quote, discuss how two of the works in Borrowed Scenery demonstrate an 
attempt at ‘working’ at democracy, or more generally a more equal society.



WHERE IT COUNTS: COUNTESS AND ART AS A 
TOOL FOR SOCIAL CHANGE
In 2018 Campbelltown Arts Centre recognised the need for 
reflection on existing policies and methodologies of institutions in 
addressing gender disparity and accountability within the arts. As 
part of Borrowed Scenery, Campbelltown Arts Centre 
commissioned The Countess Report to critique the 
Campbelltown City collection through a data-centric feminist 
lens. The response and findings come in the form of an artwork 
composed of wall texts and an editioned card reflecting on 
associations with artworks in the exhibition. Drawing from 
language associated with the Collection policy and archives, 
100% of the artists in Borrowed Scenery are Women, 2018, 
attaches to the building like permanent signage – a fixture 
nestled amongst the works in the exhibition, in pause and 
delineation.

Image: Borrowed Scenery. Installation view, 
Campbelltown Arts Centre, 2019. 

Photo: Document Photography
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COUNTESS REPORT

COUNTESS REPORT: Amy Prcevich, Elvis 
Richardson, Miranda Samuels

100% of artists in Borrowed Scenery are Women, 
2018 

(i) 52 COMMAS, bronze, brass screws, 200 x 80mm

(ii) We are not consultants, room sheet insert, 295 x
105 mm

Links

Countess: Women count in the artworld (blog), 2017 
http://countesses.blogspot.com/

The Countess Report, 2016
http://thecountessreport.com.au/ 

Questions

1) In-person: How did the commas, as part of work by The
Countess Report, change your experience of viewing other
artworks in the exhibition?

2) What is the impact on the audience in commissioning and
positioning work by The Countess Report as an artwork, as
opposed to a written report?

3) Practical: Apply Countess research methods to a school
textbook, a local group exhibition, or any ‘top 10’ type lists for
artistic works – such as books or music. Create a work on paper
to present your findings using text and/or graphs.

4) Argue for or against the reading of ‘art as a tool for social
change’. Use two or three artists in the exhibition, Borrowed
Scenery to evidence your argument.

Image: Borrowed Scenery. Installation view, 
Campbelltown Arts Centre, 2019. 

Photo: Document Photography
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Campbelltown Arts Centre is a cultural facility of Campbelltown City Council and is assisted by the NSW Government through 
Create NSW and by the Australian Government through the Australia Council for the Arts, its funding and advisory body, and 
receives support from the Crown Resorts Foundation and the Packer Family Foundation.

Campbelltown Arts Centre 
One Art Gallery Rd Campbelltown 

Open daily, 10am – 4pm 
02 4645 4100  

C-A-C.com.au
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