Exhibition: Over Here, an integrated response to place
Curated by Anna Sabadini
Artists: Kate Campbell-Pope, Elizabeth Riley, Anna Sabadini, Kati Thamo, Anne
Walmsley.

Anne Walmsley, 2016, Rocks, component detail of Landscape. Found Albany Woollen Mill blankets and
quilting thread, 150 x 150cm. Photo: Bo Wong.

Opening night Saturday 2nd April 2016, 6.00pm with special guest speaker Nalda Searles.
Artists floor talk on Saturday 16th April at 6.00 – 7.30pm.
Exhibition closes 1st May 2016.
At Nyisztor Studio, 391 Canning Highway, Melville (entry and parking via Stock Road)
Gallery hours: Wed – Sat 11 – 5, Sun 2 – 5.
Free admission
M 0414 459 503
nyisztor.com.au
rnyisztor@westnet.com.au

Short blurb
Imagine sustaining a meaningful
conversation between yourself, Jackson
Pollock and your mother.
This is the first statement of the brief put to
five artists from Albany, WA: Kate CampbellPope, Elizabeth Riley, Anna Sabadini, Kati
Thamo, and Anne Walmsley.
As women, we were asked to respond to a
male Modernist artist, artwork, or
movement, using domestic craft media
and/or techniques – but not in an adversarial
way. Each artist imagined her work as a
bridge. We also responded to the physical
place in which we live – the Great Southern
region of WA.
The contemporary textiles we’ve made
consider how being a self ‘in place’ is more
than a relationship with physical place; it also
involves cultural placements. These cultural
placements are important to identity and
Elizabeth Riley, 2016, Silhouette. Tapestry wool
belonging. For
and embroidery thread on canvas, 150 x 75cm.
non-indigenous Australians this often means
Photo: Bo Wong
identifying with places elsewhere to where
we live, e.g., Modernist New York, or a parent’s homeland overseas.
Sometimes, these cultural placements feel separated from each other – and from the place
where we physically live. Being a woman, a daughter, an artist with a Modernist education,
as well as contemporary and regional at the same time is often tricky – how do you get a
conversation going between people who come from different worlds and speak different
languages? Could our mothers and Jackson Pollock talk to - and understand - each other?
We’ve explored how the language of craft might enable conversation and integrate these
places.

Longer blurb: Curatorial statement by Anna Sabadini
Imagine sustaining a meaningful
conversation between yourself, Jackson
Pollock, and your mother.
This is the first statement of the brief put
to artists in the curated exhibition, Over
Here. They were asked to respond to a
male Modernist artist, artwork, or
movement, using domestic craft-based
media and/or techniques – but not in an
adversarial way. Each artist was asked to
imagine herself - and her work - as a
bridge. In addition to Modernism and
mother, each artist was asked to respond
to the physical place in which we live –
Albany, WA.
The overall premise of the brief is to
consider how place, place-making, and
placed-ness, is more than a relationship
with the physical landscape we might
occupy. It is a multi-layered and cultured
Kate Campbell-Pope, 2016, Protection I. Digital
experience. It is also multi-centred, and
photograph, dimensions variable. Photo: Bo Wong.
there can be separation between centres
so that they are experienced as distant
from each other. These feelings of connectedness or distance have implications for identity
formation and a shared sense of belonging.
We, the women in this exhibition, are of a certain age; we grew up before social media. In
our art educations Modernism was central. We came of age during Postmodernism, and
currently practice as contemporary artists. Our mothers and grandmothers grew up in a
different paradigm again; expressing themselves in a domestic world through traditional
crafts, passing these skills on to us. We live regionally, but participate in the art community
nationally. I wanted to work with these artists, including myself as an artist, because we
have this in common. I wanted to explore the relationship of all these centres to each other;
femininity, mother, Modernism, contemporary art, craft, the art world, Albany, Perth,
Sydney, London, being over 40, now, then.
So the brief invites exploring Modernism as a place, one as potentially influential in the
formation of identity and belonging as any physical place. Particularly for artists. But,
perhaps, for a female artist of a certain generation, the sense of belonging to Modernism as
an art movement is complicated. Being women, we may have had issues with the heavy
male Modernism of history and publication we encountered. So, although influenced by
Modernism and its beliefs and aesthetics, we may also have felt excluded from it. Or
rebelled. Or maybe, we had a good experience of it, but, once beyond the first flush of
artistic practice, questions arose– was I unduly influenced? Did I unquestionably imbibe
male tenets and become somehow male in my aesthetics and artistic decisions? Is there a
sense of myself that feels wrong because of this; a feminine vision suppressed?

With regard to women in art, New York art critic, Peter Schjeldahl recently said: ‘Leading
artists are still mostly male and overwhelmingly white.’ He summarised what feminists have
already addressed, namely that ‘avant-gardism [is] a legacy of boy’s clubs in which women
and minorities, to register, have been expected to enter a plea for their special identities.’
He went on to touch on a legacy in women’s art that has been crucial to my envisioning of
this project: ‘Concern for identity is murder on artists. Art, Gertrude Stein observed, is the
pursuit of entity that succeeds while identity is not. That changes for nobody.’
Modernism therefore, is a place that created of femineity a non-place, or a hyper feminine
place in rebellion against it. Advocacy by nature is an exaggeration and this too has
implications for identity. It can become the worst type of nationalism, and be equally
restrictive. Responses to the work and the ideas behind it thus far indicate that, for some
women at least, these are not resolved issues. There is still anxiety or self-consciousness
present around feminine identity in the public sphere – witness for example, the traction
that Julia Gillard’s misogyny speech gained, and the response to women on the internet by
trolls. These controversies, and my own experiences in art, led me to ask the question – can
a living contemporary woman artist conduct a non-politicised conversation with a dead
Modernism or male Modernist? Or is it a dead issue to most?
The fact that Modernism is perceived as
being dead and buried, and that female
engagement with male Modernism might
be an old hat issue, reveals another
interesting construction of it as place – as
a time in place, or, a place in time.
According to Western belief in linear time
and progress, the past is a place you leave
behind. This is implicit in the very
meaning of Contemporary Art; it is of the
now, and as such rejects Postmodernism,
which in turn, rejected Modernism, which
in its time, also rejected what came
before. How does a consideration of
tradition, or of the past being a
regenerative site, fit into an art world
emphasising technology and youth
culture? What are the implications for
artists (and their sense of belonging) who
are digital migrants, women to boot,
hitting that period in their lives when they
and what they do becomes magically
invisible? A belief in linear time, the
practicality of it, comes with a built-in
Kati Thamo, Undergrowth I, 2016. Red stitch on dyed
blanket, 155 x 114cm. Photo: Bo Wong
sense of irrelevance. The notion of being
situated, isolated, in the past,
conservative, is also inherent in popular ideas of the country.
L.P. Hartley famously began The Go-Between with, ‘The past is a different country. They do
things differently there.’ Sometimes it’s hard to communicate to our mothers, or to non-art
educated members of the regional community in which we live, what it is we do as artists.

Different education levels and specialisations enact a form of separation. It’s difficult to live
in many worlds at once – they often speak different languages. So these connections are
compartmentalised or segregated. This has ramifications for how identity and belonging are
expressed. For example, how does an artist, wanting to express specific placement outside
of a perceived centre, fit in? Beyond rebellion?
Much contemporary art speaks the globalised language of non-place, described by critic
Jerry Saltz as ‘the voguish trio of black, white, and silver,’ with ‘images mechanically taken
from newspapers, the internet, or other media.’ And Modernism itself, aside from being
situated in the past, was, literally, situated elsewhere; Paris, London, New York. In our
group, some of our families emigrated from elsewhere. Two important points this show aims
to make are: 1) that for non-indigenous Australians, a sense of being ‘in-place’ invariably
involves elsewhere; places other than those we physically live in. And, 2): expressions of self
are often compartmentalised, segregated, supressed, displaced or forced into inhabiting
non-places. Both shape how we see and belong to this country, and to ourselves.
Is it possible for a CWA lady from a previous
generation with no art-speak, Jackson Pollock
with his testicles aggrandised by art history, and
an arts practitioner from Perth to sit down and
exchange meaningful conversation? Is it
possible to include my Italian mother who
doesn’t speak English well, let alone artspeak…? How would the conversation be
redrawn if Lizzie’s mother, wife of a Toodyay
farmer, joined? Or Kate’s doctor father? Or if
Judd replaced Pollock? Or an arts practitioner
from Sydney? How does this relate to Albany,
where we, but not you, live? How might the
language and processes of craft enable this
exchange? Is it possible for us, the female
artists, to mediate these different territories we
live across? To integrate them? What are the
possibilities and the impossibilities and what
implications does this have for a situated self?
This exhibition asks these questions in order to
tease out nuanced understandings of placemaking and how it affects us.

Anna Sabadini, Continents, 2016. Pine, plywood,
and thread on fabric hand-woven from Genista
fibres in southern Italy, c. 1950, 175 x 175cm.
Photo: Bo Wong

