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VOA as parc of the 1996 Next Wave Festival

Platform: Spencer Street Station
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FOREWORD

The title of this publication, What Art, Which Public, derives from an exhibition by Placform’s
founding directors Richard Hole and Andrew Seward, held at the ariginal Platform site in the now
demolished Spencer Street Railway Station in 1995, Writ large across the curved tiled walls of the
subway, these words confronted commuters on their transic through the passage ultimately leading
to a projected image of Ron Robertson-Swann’s infamous public sculpture Vawlr (1980). This
exhibition continues to resonate as an emblematic legacy of Platform as both a physical and
conceptual conduit —symbalic of a journey that linked commurers to the city and the public

to contemporary art.

In celebration of twenty years of Platform this publication is an attempt to capture just some
of the projects, events and activitics that has seen this organisation transform not just the
landscape of Melbourne’s underground infrastructure but the city’s public relationship with
contemporary art. Just as Robertson-Swann’s Vawlt came to represent the discordant and
problematic relationship between public art and its contexr; Platform has also seen its fair share
of controversy, beginning with its inaugural exhibition in 1990. Although monumental public
sculpture and a monthly artist-run exhibition program have innate differences, both are art that
engage with their urban situation and play roles in the production of socictal and cultural values.

What emerges from Whar Art, Which Public is the strong foundational model created by Hole
and Seward in the first twelve of the twenty years of operation, and the continuation of this project
under various directorships, in new locations and under changing financial conditions. Captured
within these pages is the potted history and voices of many of thosc associated with Platform during
this time presented through Zara Stanhope's introducrory essay, in discussion with Platform’s
former directors and the fictional musings of Richard Holt. Similarly, traces of the story of Platform
hecome apparent through the image sections dedicated to the projects, discursive activitics and
physical contexts, all documenting the legacy of Platform as a collegiate and robust community.

It is with gratitude that we thank the contributing writers, artists and former directors
for their considered words, images and dedication to both the organisation and this twentieth
anniversary publication. Thanks are also extended to the artists who have reconvened for the
accompanying exhibition at Campbell Arcade. It is with the knowledge and insights gained from
research and refiection upon the past two decades that Platform looks with optimism and a
scemingly necessary irreverence and good humour toward a continued future underground.

Angela Brophy
Dircetor
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Something strange
in the subway

ZARA STANHOPE

‘Semething strange in the subway.” So read
the headline of a briclf column by Rebecca
Lancashirc in The Age of 21 February 1991, in
which she remarked on the approaching first
wnniversary of art permanently located in the
‘compter eotrider’ of the Spencer Sereer subway.!
Meclbourne City Council’s Ms Pac Subine was
quoted as ealling ‘Plarform — Contemporary
Arc [isplay {ases’ a ‘Tantastic inniative”, her
ambipuity lcaving rcaders to interpret exactly
which party had the ingenwity o transpose arr
ineo this unvsual context. The two young artists
responsible, the resourcefid Andrew Seward and
Richard Hole, offered the answer by explatuing to
Fancashice their intceese in tie aature of display
and support for artists o zceess alternative spaces
to reach a wider audience,
After Seward and Holt's initial approach in
ealy 1990 for use of the advertising display cases
in the Degraves Sereer underpass, Mclbourne

City Council {now Gity of Melbuune) revog.

aised sufficicnt mericin the wlea of exposing,
commurers 1o contemporary are. They quickby
offcred the artists four of cighteen display cases
in the subneay, initisting what is now Melbourne's

tongest running Arrise-Run Initiagive.” "I'he loca-
tion was not Bepraves Street but the subway
traversing under the road in front of Spencer
Street station. deseribed in che above articte by
‘M Seward” as 'Ws dingy, dark and dirty down
there, i6s an inerigning e ares.” The grimge
was part of the urban characeer, and pechaps the
refurbishment of the underpass in the 19905 owes
something ro Plarform’s rale in attracring accen-
tion to the state of dhae space,

By November 1994, Platform {or Platforml as
i was subsequently known) had been aHowed 1o
take residence in all cightecn cabinets ar Spencer
Street, no doulyt 4 signal of the Council's approval
of the two arrists” activitics. For this Oouneil
stakeholder, the enhuncemcnt offercd by ant
may have beon Platform’s peime contribution,
However, Sewasd and Holt’s purpose in bringing
tngerher art, ardsts and che public in 4 ciey space
arosc from a complex blend of culears] and social
meaivations. Phil Edwards recails:

- Speading v whole weckend covering svery tile in the

sulusay of Platform oue in colvured sheeis of paper
with Richard and Andrens for one of their projects
(Public/Private Spaces 1996) ... the subway trays-
Formed far comminters. For comnuters I guess #iz seas
an aim of Platfora .. to meake ari pavt of the every-
duy expericnce uf non-areices . and for artists .. ta
he engaped in public art processes ... a digiagus

seward and Hall were concerned to foster a
spaec for expetimentatien that operated owside
the commercial gaflcry system of rhe time,
limired as i was. Darren Wacdle recals how the
sitwation with cammercial and public gallerics in
Meibouarne fed artists to apply their encegies Lo
creating a substirace for the institutional sysrem:
Platform was iniviated during a golden age for
artist tien spaces g Metbonrne, There wore fimited
appartunities for young and emerging artists to
exhitit. The econony was stowe and the art narbet had
erushed after the 19805 boon so voung artists devel-
oped spaces and programs ot of necessiry. It was a
wibrant time, The CBD was awash with divt-cheap
Spatce, Flinders Lane was fult of artisis working our
of warehouses and office spaces, fund raising partics
wery thiven, and then shows wonld gn up in ronghty
converied spaces for a week or weekend. Platform
@as @ cendral pare of thic scene

‘I phitosephical foundarion of Artise-Run
Initiutives (AR TsY in the earby 19905 was generally

“alternative’ tn the full sense of the weord, in thar
they not only provided an incubator for the public
ur commercial systems e also arose from 2 socia)
eyuity focus, 3 *political activism of a loosely
socialist sort chat was pivetal in the thinking at
the time.”™ With objectives thar today seem rela-
tively utopian, such porent visions alse inspired
Becre Junes and Sarah Stubbs ro establisk West
Space and stimutated  large numbers of arcists
to become invalved in rhe activitics of borh it
and Platfornt, Platform showed signs of becoming
the institution it has now developed into when,
in 1994 and coinciding with the expansion at
Spencer Strect subway, the Council alse alotred
it the Campbell Arcade spaces Seward and Hole
had initially desired (locared in the Degeaves
Sercet end of the subwuy to Flinders Street
Station).® With rwo locations spacning the city
to curnte and manage, Seward and Holt acavated
hoth spaces by undertaking numerons events in
the pursnir of dialogue on the nterconnectians of
ari and the public reaim.

Placform has continued to ser a high standard
of eireless devotion Fromn & small number of staff,
whu work with very litcle fuading to support artis-
tie peactice and subsrantialy invigoraee largely
dilapidated public zoues.” Although departing the
Spencer Street sire in late 2002 when it was stared
for demuolicion as pare of the station’s redevelop-
ment, Platkorm continued e pencrate new mades
tor are in pubiic space. Seward and Helr trans-
Terred their office space in a Campbell Arcade
shop 10 Luke Sinclair to fubfil his ambieion of
cstablishing a wellspring for artists’ pubkearions,
zines and printed marrer, So Sticky Institute was
born, and coatinucs 1o operstc antnnmmeonsly in
the same location today.

Aceracred to hard wotk ke their predeecssors,
Stacleir with fcHow artist Simane Fwenson ook
aver the munagement of Plarform at Camphell
Arcade in 2002, Administrativn of this site and
its program, including rhe above ground display
eabiners at the Myjorca building on Centre Place,
has only ever been recognised by ies city stake-
holders as a pare-time role, and hence exists on
the genviasity of a great deal of volunteerism.
limerging curstors, interns and voluneeess, mallery
and CYCME Managers (oo NILerus tw nention have
over rime supporeed the realisarion of Plarform’s
exhibitions, openiugs, events and publications,




A remarkable statistic concerning Platforia
is thar 2010 — its twenticth vest of apera-
rion - marks orly its fourth direcrarship. Lin
Heagncy and Anita King took over the roigns
from Sinclait and Ewenson in 2006, and their
managing parenership conrinred through 2609,
Heagney and King augmented Plarform’s cxhi-
bition sites by gaining possession of the large
window space ttled "Vitrine' in Campbell
Arcade and similarly negotiared occupation of
thrce sireee level display cases at the Majorca
Building in nearby Flinders Lane, Angels Brophy
is the latest 1o cinbrace the ehallenge of manag-
ing this wmigue subrerrancan art space, taking
up sole direcrarship on Heagney's departuie
in 2010, Placform’s subsequent identity change,
fram Plattorm Artists Group to Plarform Pabiic
Contemporary Art Spaces, acknowledged a shift
in fucus, a proposed return to the privileging of
artists relations to public space and its populace.
Due o the tmpussibilicy of discussing che thou-
sands of prajeets that have appeared at Platform
aver tts history, what follows are a few comments
an the publiv comext, audienee and signihcance
of Plaefarm, made possible with the assistance of
a selecrion of participants deross (hose decades.®

Counter-public:
The context of
Platform

“Its a gallery
entering into a
public space rather
than the public
entering into

a gallery space.””

Despite the modest dimensiens of Platform’s
display arcas, the list of past exhibiters compriscs

a notewntehy rolt cafl of artists whe ‘cuerged’
during the 1990s and 2000s. Yer T believe ir

has always been impossible to experience arx

at Platform awtanomeansty, as distince from che

sursonnding geograplyy. The site infuses art with

its histories and publics, while alse sitnating hoth

work and viewoer within che greater urbao fabric.
Clonsideratinn of the topology of the cnvironment

is, rherefare, part of the practice of prograsnning,
exhibiting or curaeing st Phaform, Arrists memo-
ries of the subways as 'soulless’, ‘draly’, and lonely’
remain, despite the many cfforts of the direc-
tars, arcises, and curators to cast lght Bito those

dingy, durk, intriguing’ spaces over the years,
The reality of the aged architecture (Gampbell
Arcade was buile in 1956, rectives vnly minimal
maincenance and hay habiruztly been used as
a public nrinal} s led each sct of directors to
despair, and presented a uniquc and challenging
locale for artists:

Aut the foriunale thing alout the Platform spaces
is thet the bailt exvirommens was elveatly there, for
2 CUMMURIEANTE PULPOSE, $0 We were able to siop Tn
anid use sopme spaces that had alveady been defined In
o commRcative way in their farmer rofe ns adver-
tising, N we werew't reatly changing the relutronshifs
of the peopie going through fo the Sperve. excepl fn some
reaily positive ways ¥

With time, rhe ability to temporarnily aleer
the architecture, conveal teehuical cquipment or
penetrate the walls of the cases has diminished.
Stories abommd of the many creative solutions
astises have found ro the limitations and pecun
tiaritics of these scitings before the reign of
health and safery regulations, These include such
initialives as arLists ripgging Up [CMpofary wiring
ra bighe fittings 1o source cleetricAy of, more
recently, the planting of an underground garden
to mask continued water leakages in a particular
cahinet.

The cabinees used by Pladfore at both the
Speacer Strect and Camphell Arcade sites
supplied additional meaning in their original fune-
tion as advereising display cases. Conseqnently
they are often conceived ia a histarical relation
to thisplay, shop window dressing, advertsing and
consumer culare:

Plattorm is a specive of adoertising farmais of yester-
gear, It's pro-sereen, @ wice antidore to the maltipfivicy
of streens flaoding contrmporary ffe. These ghosting

spaces of, and for, consumption provide artists and
GRALERHEPS WM @ fransient space ta play with
ifeas . 0 the ambient, mesiy and contingent place of
the evervefeay !

Designed to be observable to commugers on
the move, these cases offer *very casy access for
anvone walking past, regarHess of demographic
ur knowledge of contemporary art’, a simplicity
of earry rhar equates to a form ol demneracy for
‘Fai Snaich. 'The whole context of subterrancan
stores, corridors and blind alleyways, with the
internally-lit cabinets, have confronted arrisrs
wirh contained spaces and a socia-palitical
conLext A5 an iynpctus, tn addition g0 a venuc,
for practice."

En noting how Platfora's physical framework
distinguishes it fraom che ‘white cnbe’ model
that even most ARLs adopr, the writings of
Michae! Warner, Simon Sheikh and Iyt Rogoff
ort the cancept of the counterpablic offer o way
to think of Marform as an appositional forcc.
Counter-publics are self-initiaied alternatives o
the retgaing cidteral and political hegemony of
the conceprion of the public as the marker, and
thereby authors of an altcrnative porspective. As
described by Sheikh, areists constitute countes-
pubtics when individuals nrganise themselves in
ways that arc ‘a conscious mirroring of the modal-
ittes and msticutions of ehe normative public,
an effort to address other sabjects and L. other
imapinaries’’”

To ¢cmbrace the notion of Platferm as a single
instiration (comprising a sudtitede of monomous
participants, a virtnal nerwork of Plattnrm direc-
05, curators, cxhibitors, wrirers and audicnce)},
as 1 countel-public 1 departs from e norma-
tve exhibiting sitration of the artindistry injust
aboir cvery way, except For its supporc by the
governing sgene of the civy. Otherwise Platform
s been strategic in s appesieion (o are’s auton-
amy and commercialisacion, and the normarive
sites and audicnces for contcmporary arc. Its
activities and performances blurred the public
and private boundaries of artists and publics. In
adilition, by physically locaring itself within the
histenicully contingent promotionaet apparates of 2
nco-liberal economy —and hence distonning the
market’s address ro consumers — public spacce
is made inte a partialy private zong, & counter-
space in the realm of the evervday.

Artists acknowledge thae these feacures of
Matform, that is irs space for collective exper
menration and its tragmented viewing public, are
a chatlonge wnd provoeation. T'he importance of
operaeig ‘outside a gallery environment” was the
attractor for the colective ‘Fape Projects to work
at Platform.™ Artist Nik Papas was interested
in the encodmter between, and contradictions
of, physieal and symbolic experience: ‘huw the
space cauld be configured a5 a proposition, in
terms coneerning the signification of public
space and how it borders on everyday life . tn
rerms of agency and social identity”. For Papas,
Marform’s smali slice of the CGBIY 'represents an
upening, a gap in the spatial continsoum of the
vity' that is preduactive in having a “distinet char-
acter that lends itsed 10 new forms of thonght and
experimentation’.”

‘Out of the
comfort zon¢’

Platform and
its public

Seward and Holr programmed numerous open
discussions arousd guestions of art and working
in public space, which incladed Ouiside fn the
fYistanee (September 1997, Balowr and Hebold, an
Emerging Artists’ Furum {(November 1999) and
the delare Ar? is Boring in December 2000 (ne
prizes for gucssing which side wan). For some,
Placform was a demographic within the constitu-
ent contmuanty of artists woerking in the centre of
Melbourne, as it was an eardy paticipant in the
growing neighbourhood of ARIs char comprised
4 farger family or clusters of counter-publics
aver Hmne® Thrwever, other artists were net the
provaecative ‘arher’ —the other were the passing
commuters, the public, who travelled the subway
day after day.

Unbeknrown o them, the public formed a
readyeade intercst group for che Placform dirce-
tors, und # large proportion of exhibitors such as
Tape Projects who found ‘there is a greacer seope




to cagage « larger audience than a narmal galery,
but at the same thne, rhar is the challenge: you
arc not necessarily preaching te the choirn You
have to work in a very site-specific way and think
ahont how to grab people’s atrention withear
diliting the work” The audicnes was a motivat-
ing factor for Jessic Apgwins own pracrice:

T exhibited at Flatform because § sauted to broaden
wy andience, becanse I folt that ... people from ali
Finds of backprounds were going to gr ihrough that
space almost all the time . You're stepping your
work oul of its veon comfort oue and challenging it
by offering it as 2 conversation siarier wih peaple
who probably don’t krow anythisg about ifs history.
They mav ar mey 4ol have preconceptions aboul ari,
purt even that becomes irrelevant in sach a prblic, and

pragmatic, space as Platform. People with fitile expe-
rictice with are can sitlf have sonie sory of relationship
with what is there. Even if it's just 10 ignore it and
beep walbing™

While rhe diverse public might not have heen
the subject of artists’ wotk, many were concerned
with the yoestion of how to captute the inrerest

ol u promising pew audicnet, ay Merrin Birth saw
this proup.” Curater Georgia Cribh, worked with
cxhibiting artisis on this question of cagagement
and they designed display stratcgius fur captoring
the vicwers Heeting aunention. Gthers made the
working world ¢he theme of their are (Polixcut
Pupaperrou) of saw a ‘rare chance 1 lay into
the mind of vicwers 1n a way pormadly reserved
for advertising” as Kieran Boland reflected.® In
reculling how performing at Placform must have
been incongruous for buth public and artises
tthree sound pesformances including the tenth
Lirshday performunces with Phil Edwards),
Michael Gracve stated:

. the vides ducaments are hilorioas, with busy peaple
arandering past manling to block ant any iwteractions,
while athers laak on pucaled. That surefy is some sort
af an explicit reqction et othereise happens quictly
as people walk pait the art and wonder skat it is
afl wbazr ™

Some artists conceived sirategies for are
to compete with irs surrenmdings and gain the
audiences’ interest, such as Penclope Leg's idea
that art ‘necded 1o be subiie but humorons, 2
Ureakfvisual pun ro lnterrupl or spare arcention
and tickie the routine of an everyday acoviy
Orhers appreciated the honesty of feedlack from

viewer's comments of 4 soert that would rever
accur in an art gallery. Hlowever, there was &
goncral sentiment Lhar the effectivencss of com-
munication berween exhibitors uad the public,
of in other words, the competition {or audience
atcention, geneeally remained nitimately unre-
solved. In thie words of Andrew Cooks: ‘T was
interested in how thesc potential viewers wouldf
wanld not rcactfinteract with the werk, ar cven
notice that it was *work™, and this mystery of
the viewing experience could form 4 conscions
element of the practice of exhibiting'.®

Art
‘breaking down
barriers’

For many, invalvement with Platform marked

the start of an are carcee. Reheeea Chew, curat-
ing her first exhibition Rapiare: Videe Arcade

with co-curator Tessa Dwyel, realised that the

dialoguc betweea the arr and its andicnee could

not be taken for pranted but had 1o be worked

at.?t A peojecr in Spencer Strect underpass set

Simone LeAmon on a path of cxpliaring alterna-
rive cxhibition sites, and others, such as artists

Anna Finlayson and Darren Wardle, and art-
ist-curator Kare Shaw, recolleet rhat Platform

expericnues were responsible for exrending dheir
practices bevomd the siudio, gencrating oppor-
canities for creative collaboration and shaping
ideas of working witl space. Pointing oue the
charactenistic of the ‘erganic process-iike nature
of the displays’, Jon Carrapan concluded chat
Platform lent itsclf to ‘propositions rather rhan
highly resalved sensibilities’.* 1)irectors, curators
and fellow artists callepately cneouraged lellow
participants at Platform to consciously and imeon-
scionsly cstablish understandings of the spaces
and their inhabitaton, in what Suzie Attiwil has
usefidly discussed as ‘space as practice’’

T'he provistonazl nature of projecrs, resnit-
ing in a slippage between arc and non-age, 15
signifteant Lo what Penelope Lot perecived was
the *hreaking down of barricrs within the hier-
archics of art in the public sphere’.? Platform’s

accessibilicy or frcedom of cngagement afforded
an upenness that aHowed artists o adidress any
aspect of culture or snciety, including public
igsritutions and discourscs, actions thae are also
ascribed to a counter-pulilic. This epen attitude
incorporated e encourngement of studenrs and
early career arrists, professional advice, rigorons
dizlogue, cost-frec space, promotion and admin-
istrative support.™ Boing une of only 2 small
number of ARTs in Mellonene at the stant of the
19940s, Plactorm soan developed an esrablished
position that was actractive 1o local and intcrstate
argsts.t

This welcoming attitide helped create
dynamie cxhibition programs, inchuding maay
Next Wave and Midsumma Festival projocts,
andl the participarion of many artist and non-
wrtist organisations from the city and beyond. Fou
instance, Nanctre Carter chose Placform as the
venue for Swinburne Universicy 4¢h Year Honours
Commuanication Pegign students, as the public
spuce was conducive ro rheiy project with an
Arab-spcaking commusicy in Melbourne whe fele
welcome there, Platforn’s lacation also allowed
the final exhibition, exaniining ehe representation
in, and contribution of, the group o the city, to
be visited by the comeenity at friendly hours
Kate MacNetlt established rhe Queer Streer,
Visual Ares Program, wirh ‘Famiskav Nikolic and
Martelle Schwerin, for the hMidsumpa Feseival ac
Platfoom, and the program his contlnued under
HUIHErous curators aceoss Lhe varions Platform
locations. MacNeill believes that 'Platform’s vis-
ibility has provided an important opportunity for
queer art to reach new and diverse audiences ...
on rhe arrists’ own terms’ Y

An innumerable range of ardists with dis-
tiret practices — who have inhabied the
display cases, performesd {from them at open-
ings, heen pare of international exchanges, such
ws Awltaral Kommuzing at Platform, Bus Stop Ast
and Galerie Treppenhans, Beelin {co-corsted by
Magmie MeCormick and Claudia-Marin | aening)
vr the Genoa exchange Plasform organiscd
by Seward and Holo or have geaceded collab-
orative sound events hke Phil Edwards  have
together produced an assemblage of contem-
porary cultural furms at Plasform *' For twoenty
years ngw Plarfurm has been the sire for where
these events are treely available ro the puhblic,

bt |

a largely independent alicrnative to the proceed.
ings of Melbourne's contempurancous cubturat
incduseeies,

Twenty something
who’s
counting?

No aee organisation of any kiad, cspecially one
operating wholly in the public domain and
cncouraging debate and discussion, presents
a hively program without generating rensions,
plitches amd chalienges of its own. Plaeforem has
not heen without internal dissention ahaur the
content of programs, ehe role of the direcrors, or
the rules of stakeholders, ail adding to a variation
of public responses. What else o cxpect from a
counter-piiblic that is by detimtion "2 mircor of
tht runmative public’ in Sheikh's words?

While Placform’s central location in Campbeli
Arcade assists in kecping it under rhe nose of the
prcss, mosi media attention agiscs from any sug-
gestion of a potenrial sensation or due to a largec
private or public apenda. Flowaver even these wre
infrequenc and scrangely eclectic, Many Plarform
exhibitions over the decades have pushed moral
Boundaries but few have been repoited since
the Herald-Suw's article on commuter distaste at
a painting of 4 nudc woman in Octeber 19905
Copious areworks have raken serioas social
and patitical ropics as their subject ar rhe risk
of offending stakcholdcrs bur Faifcd ro stir criti-
cul debare, wlile oihers atiract media attention
for reasons thar are only partly determined by
their content.*® With some degree of correlation
 public {media} coverage, the sccountabtlity
of ARIs ro their governing stakeholders has
sradually increased over time, inelnding the
introduction of proccsscs tor authorising the
public display of art addressing puliic and private
sovio-politieal issues.

As Richard Tlole suggesced in 1997, ‘Ws an
advantage starting oul naive, &5 H means you
are nor attcmpting to live up to ather models’,
and the connter-pubic of Platform have never
been under any ilusions ubout working within




the limitations of size, With no boundaries to
the publiv, tiey hiave caperimented with the
tensioas arising from both frecedom apd heing
opcn to serutiny ar Placfsrm’s various sires.
Developing beyond the original ambition of its
inaugural dircctors to "ablow mitses in the early
stage of their careers w carry the investigations
of the studio tnee completed work’, Platform has
consistently encouraged artists of #ll persuasions
to think abuut wha the audience for theie work
niigh be and how to conneet wirh these viewers
at the maments of proximicy in eheir daily lives.

While 1 have cimphasised the lived, hereroge.
necus interction of i, artists, art and mcdience,
and the comtinnousky rencgotiated experimental
condition of Platforin's cxistence in the public
domain, in reatity Platfonn’s significance over
time is as idiosyneratic as its spaces, Marting

Sopley aptly alluded to the breadih of rhis apen-
crded context as:

. inclusiveness, approachability, a forww for ideas
and making, ways of looking aud wnderstanding art
in redation to sohal goes on 'outside’ the cannon, the
peasea frame, an artist-vun model that eagaged
o Ry, focal brsivess, city conncid, w changing
and vngoing progranm of ronfemporary art iwhaditing
fiminal city spaees

lFor a ventuire whosc initiztors claimed chey
had no fong-tenn vision, Pladform has endured
with irs ethos muact. Its participants have exhib-
ited, commnnicated, affronted, challenged and
articulated many things to a range of pablies,
people who may buve absorbed an affect froni this
subtersanean eounter-npublic thar bas coneribured
to the assembling of theit own couneer iinagi-
nary and modakicy. Placfurn’s fegaey contines o
expand from arcists into a netwark of viewers who
have scen something behind glass that caught
their eye, und consequently realised this inver-
action with art was a factor in the creation of ‘ax
wpening, a gap in the spavial continwant of the ity 'Y

{. Platlorm opened at Spencer Steet n May E990,

2. In theirfetzer exprossing interest o the Conedl,
Seward and Holr eaphdued die theeefold ahjectives
hehind their interest i the mbvettising display cases:

to facilitaee the secessibility of high quality contemporsry
&TE practise toa Jare commanity in public space; as an
Lreonsgement attists 1o work in pieblic space; and

v enable artises 1w engage with the unrique patie of

rhe cases.

3. PPhil Edwards, email o the suchor Oersler 200
4, Darren Wardle, cmail w ehe anthoes Octalier 2010
5. Stepher Hatey, ematl o the authar Octeber 2012

6. T he witditional fifteen cabinets in Campbell Arcade
weie onginally koowen as Phoafuem2’, uotdl the closaoe
of the Spencer Sueet subway site {Placform) when the
Campbell Arcade space became known as Platfore.

£ Sieeel ik

7. A the time of the expansion of Spem
the eponing af Fregrses Streetf anpled b Arcade o
Tussding changed Bub the samuan of sffae funded was
uever aevthing Hke Bl time haps, AL the dime however
it it mean we were both able to draw a meaningful pare-
1ne wape (we were both working ¢lsewherc as well) and
were ne longer out-af-pocket tor anyrhing.” Richard Hotr,
emai o the authar October 281

& Thircy-six provimas exhibitees geneiously erstled
their refteetions on Pladonn during Octodies 2000

4, A Finlaysos, cmail to e asdss Octeber 268
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Stephen Bush, Jon Campbell, Geoff Lowe and Jan Nelson
Gronp Shaee (derails) 1990

Platform: Spencer Street Station

Courtesy of the artists, Sutcon Gallery, Uplands Gallery
and Anna Schwartz Gallery, Melbourne
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Roisin O Dwver

I Think I Can (details) 1993
Platform: Spencer Strcer Station
Courtesy of the arrise
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Andrew Sev i ) Labindra Naidoo, avid Zellner

v, Melbourne
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Anne Graham
Transittons 1997
installation, performance and sereenings as part of the 1997
Melbourne Festival

Platfarm: Campbell Arcade

Courresy of the ;

ist and Sherman Galleries, Sydney



Diestiny Deacon & Virginia Fraser
The Thin Line (details) 1999
as part of the 1999 Midsumma Festival

Platform: Spencer
Courtesy of the o

ect Station

PROJECTS

stand Roslyn Oxlevd, Svdney

Simone LeAmon

A site far teeathering 1997
weatherh and timber
Platform: Spencer Srreer Station
Courresy of the arcise
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Rachel Chapman

No harmful side effects (derails) 2000
bacteria and agar on glass

Platform: Campbell Arcade
Courtesy of the artist
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Ash Kearing

250 Honrs—Work for § Ferson et
n:X abinid instatlasian

Pl foens: Camphei] Ascade
Lonurtesy of the arrise and BREENSIACE, Sydoey
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Kit Wise
| Nataral Wander (details) 2007

digital print on acrylic, lightbox
Platform: Campbell A
Conrtesy of the arris

rah Scout Presents, Melbowrne
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Hiromi Tango

Adesenee 2008

installation and performance

as pare of the 2008 Nexe Wave Festival
Vitrine: Camphbell Arcade

Courtesy of the arrist
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PROJEETS

Simere: Drricich

When 4oy rame oo widd be ready 7008

wna |, glastie, paff rape, Bniese-hald objecrs
Placks ampbelt Arcade

Cunrteny of tle srmin

ks

&yl
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M Whyte wnd Jessie Seonr | Tape Projects)
Aeetd Tedephoae (lerail) 2008

1eieyhone haned oo aaek cords

H Fradfupn: Campbell Avcinle

Cioumesesy of 1ke wrtists

Baboga Frevsiknzw and Tania Swiirh
Llantinwnily Cenvine 20UE
perluimeeeee 4 fulv 2603

Varine: pliclt Arcade
Couctesy of the arrivg
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PREVIOUS

Grearest Hirs,

Untitled 2009

spray enamel and performers
installation and performance

as part of the exhibition Magic Eye
Platform: Campbell Arcade
Courtesy of the arusts

PROJECTS

ABOVE

Linscy Gosper

Riack Widoa (detail) 2009

cardboard, velver, lights, video tape, type C prints
Virrine: Campbell Arcade

Courresy of the artist

lirad Haylock

s rr-&-";vg you mecer wanted to bnow about fashion (bt were too afrard to ask) 2009
lightboxes and acetate lettering

Vitrine: Campbell Arcade

Courresy of the arrise
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Mel.ennan

mring (derails) 2009
digital prints

Platform: Campbell Arcade
Courtesy of the artist
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Chronox

Uneivled 2009

wothpicks, MDF, wire, mirrors, DVD players and screens
as part of Tape Projecrs residency

Platform: Campbell Arcade

Courtesy of the artist

PROJECTS
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Adam Cuickshank

Enhanced Newareness Campaign 2009

rraphy, tcleaner, mirror balls and chain
from the exhibition Repear Repear

Platform: Campbell Arcade

Courtesy of the arust

PROJECTS

Adam Cuickshank

Enhanced \wareness Canmpaign 2000

trophy, synthetie planes, cockrail umbrellas, keyrings and car fresheners
from the exhibition Repear Repear

Platform; Camphell Areade

Courtesy of the artist
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4evamare
Installarion from the exhibition Re/Gendered

as pare of the 2000 Midsumma Festival
Vierme: Campbell Arcade

Courtesy of the artists

PROJECTS

myspace.com/devamoregir

devamore

Installation detail from the exhibition Re/Gendered
as part of the 2000 Midsumma Festival

Vitrine: Campbell Arcade

Courtesy of the arrists

devamuore

Performance from the exhibition Re/Gendered
as part of the 2000 Midsumma Festival
Plarform: Campbell Arcade

Courtesy of the artists
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Mreew Feuifer

niitledd 2050

ovpe O phatograph, acoybic paing

frsern BeftCradvred s part of e Midsurama Festival #1100
Pladfors: Camphicil Arcade

Coartosy of rhe arris:
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OPPOSITE, ABOYE 5 FOLLOWING

Bridie Lieoney & Maedieh Furnbult
Yowlf b the death of me 2080

acaylic ming o plass, interzctve drawings
Platlorae Campbel] Arcade

Comzresy uf the asgises
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Platform — in the
words of former
directors:

RICHARD HOLT,
ANDREW SEWARD,
LUKE SINCLAIR,
ANITA KING
AND
DIN HEAGNEY

6l

ANGELA BROPHY.

Considering that we have convened for this d iscussion in celebration of
Platforny’s 2oth anniversary, F'm curious as to what you would attribute the
organisation’s fongevity?

ANDREW SEWARD:

Ealways rhought we made up Platfurm as we wenr along, it grew with us and we grew with ic. The first
LEIN¥CATS WEEE & very exciting and busy fearning experience for cverybady tvolved bur purticularly,
Itk sy, For Richard and myself, Just as chere is no “standard practice’ for making act there could pever
he any ‘standard practice’ for funning a0 at space like Practornn, Twould arribite the strength of thar
period o the joy and frecdom we feli in the process of discovering how we mighe arganise Platfonm
fivm one vear o the nex:.

However, by the ritee we handed over tu Lake Sinclair wnd Simone Fwenson, Platform was ulso
A complex and wature praject. By then ix had processes for day-to-day administrarion pracedures,
and a neework of relutionships with funding bodies like che Ciry of Melbourne and the Australia
Couneil for the Ares, stakeholders such as Veline and Cannex, the pubtic, and of course, (he artists,
writers, and curators, We setually wnderstood the requirenients of being a non-profit incorperated
association and ¢he basies of nnuing a smal baesiness chat emploved people, payed tax and held
virious isurances. [ often had the sense thae aH of this administrative groweh had heen happening,
inside u bubble.

When [ noticed 19805 binh Jazcs begimaing 10 appear on ehe ncreasing nuniber of application
forms I felt fess ke 4 peer of the exhibicing artises and more Hke an elder. 1 reatised rlat in the time
ithad taken for Richard and | to hecome famifiar with the project we hail also, of course, gatlen vider
and growin-up, It was a slightly uncomfortahile feeling and aue (hat | chink Richarl and linruiively
understood could only be addressed by putring the projece info the hands of athers. Tt wus not wntil
Fstepped ourside i alf and left things with Luke and Simone that | saw how well Plarforn functioned
and how sulid it was as & model,

[ ower tinwe, | think Platform was 2 pace of lavers of ideas - -ahour are, social ideas, ideas about
public space - and thac was whas kept it vital and interescing for me.

FHCRARD HOLT:

Fhere are many fuctors —in the carly days good luck Liclped in addition 1o a madel thar fud murial
beuctits for us and the City of Metourne as our major fuanding body. Ghviously the tvpe of spaces

in which Plattorm operares bus 2 parricular appual which hus kept it relevant 1o gencrations of airists,
Platform gives exposure o cinerging artists wud provides new opportuitics for artists with established
Praictices, as it is an covironment in which ideas can be tested, free from maay of the consrraing
assoctated with commercial cxpecration,

So there are both practical und esoteric fuctors at play in Platfonn having sucvived for two decades,
Absu regeneration has been impartant, At che end of vur sting | think Andrew and | recagnised thar
ather factors were affecting our capacity e suppore the project and anr energy for it was diminishing,
Fartunately, through the establishment of Sticky Institure and the involvement of Luke and Simone,
we had a ready-made “nexe generacion’ with the encigy 10 fake the projeet forward,

LUKE SINCLAIR:

When I first cacountered Richurd Holt and Andrew Seward 1 fonnd them unlike anyone clse 1 had

encountered in the art workd. They develaped n webtonsing cultire at Platfurm, weleaming to anyone

who eamnc in contacr with the space. They were happy Lo sit down and talk about the arrwork and ehey

allowed rhe people argund them, and arond Placform, to spend time to figure out what it was alt ahout.
Another reason Plactorm has made it 20 years is that 50 many people see the exhibitions.




The stacistic we used during my ume a1 Plagform was thae 13,000 peaple per day walk through
Campbell Arcade. My expericnve of exhibiting elsewlhere is thaan aeist can often experience 4 good
tirnont at the npening and then beeome inercasingly dishesrtened when onby five orsix people visic
per day avet the following wecks.

DN HEAGKEY:

Mostly 1 ehink it is because Plutform is fixeel spetiadly baunot eoncepraatly, because arcisrs keep
changing the parameters. [t s never privileged onc pargeular art form or type of artist, so tha
phitosophically it offers a flexibiticy chat aflows it to accommodate change. As a madti-purpose muuicipul
space in the ecnwre of the oty it offers the public a sense of ownership, so the asdience —while larpely
anonvmous — is very mueh g foree bebind Platform.

ANITS KING:

1 think the dedication of Phatfurn's directors winl the unigac gqualicies of 1he spsce as a multi-purpose
thoroughfare and public exhibition space have conrribnred to the longevity of Placform. Suppert from
the City of Melhourne it subsidising the costs of the sirc is a huge factor as many antise-run inigiatives
are foreed into closure or to charge acist’s foes duce 1o esealating rent prices,

AB.

Tiventy years is a significant milestone tor an Artist=Run Initiative. generally
arganisations suffer from a loss of encrgy after a few vears, finding the workload
overwhelming, the cyclic exhibitions relentless and financial support somewhat
nominal — it not lacking. "T'he pressures of rumning an AR are certainky by
now very well documented.: Pm sure there were times when Platform scemed "at
risk” of falling over, so what Pm interested to know is, what shift(s) occirred that
turned around any particularly diflicult situations?

AS:

We faced many probemaric cirenmsrances. Running Pladorm was an educationai cxperience and
some of the most valuablc chings were fcarnt during adverse times, Underscanding those experiences
through reflection as 4 preductive scaffolding rathes than conceiving them as barriers was criscial

to cur development us administracors, artists and peaple. 1t also halped m have a committec of just twe.

Richard and | have 3 grear friendship perhaps because we have similar ways of thinking, and share
sociat und cducational baekgrownds (it by not iusggaificint that we boude have Ares degrees {rom the
Uhversity of Melbonrne inoaddition eo our RMIET Fine Art experience). During our time at Platform
our identities as individual are practitionery were submerged {or just merged} as webl. We also worked
collaboratively on many projects distinet from Platform.

Iook back o those experiences as efforts to jointly nndersund che eede arc might ply inoowr
lives and the role we mipht play as artists in the world, It is worth mentioning char Richard and | are
lucky enough to cnjoy the support of our long-term partners, Pasline and Roisin, whe helped when
we needed w regain perspective. We were also sensible enough (o have jubs in addition ¢o running
Platform. Addicionally, [ found there to be a grear collegialiry between the Artist-Run nitiarives of
the e — West Space, Temple, “Lalk, Grey Area, Clrylights —we gossiped rogether, shared storics
and adviee. We all needed cuch vther, and 1 never felt sivaley or deep competition with anyone (has
this chanped?)

Morc specitic to the question of 'shifts), | think Richard and [ deliberately initiated rhree diseinet
periads or ways of chinking abouwt Platform in response w our clanging pereeptions of the meaning
of the projece. 'There were certain 'at risk” times, in rhe sense thar the project came to the stage of
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needing rejuvenueion. | regard i as a privilege that we were able to cvolve given vour observations

of the perils that AR1s face. Duting our many conversations directed eavard {ryir'\g o work things
o, wh.cn & breakthrongh came it was ahways accoinpaniod by a new sense of cnergy. Fhe firay peried
(EYU0-5 was very Huid. Ewoubd say ir was characierised by the sense of wonder and cxciement that
1 generated when the produces of highly personal ehink ing arud uwiking appear inoan impersonal place
of niliy and rransience (anises were given only one cabinet to use ar this lime, remember). [¢s hard
to undercstimate the power of witnessing soments like this, and to this day rhis expericnced comes
with every now exhibition at Plarform.

The second period {[925-97) wus characterised by thinking along nire activist fines. By this rime
we were aware af aur identicy as 2s Actist Run Inidative the acronym 'ARFE hias sinece been 'adoptcd
beewuse artists doing it for themselves knaw that they are the head of the arc world, not the ARS
of U} and we became lobbyists for the emerging scetar white ferncionsly supporting the artisrs who
showed ar Platform. Plarform is « unique project because it is areist-run and pubtic, so discourse aronnd
issues o do with public are were naturably of interest w us. We began to deliberaecly sicaare curselves
in somme of the very dynamic disenssions and delates of che rime (focally and globallyy abont (he
puspose of art in public spuce — o public are— and what it is, was, or could be. With the sienificant
changes that were happening to oor funding; the big leap in the number of cases and spaces we were
sdminisiering, and in addressing these two big canceptualfindustry issucs, the mid-1990s proved 1w be
s acerve aud miatwe period for us as coordinators,

The third period {1998 2001) was a fime of conselidation, of feeling a kot more comfertable wich
onr wdentity and position. [ think we had more fun and encouraged prajeces like Sricky, Thr Tianel
Channef, bizatie music cvents, and trreverent debates but we also began w slacken off. Personally,
[was resuming studio-based work around chis time and my show O e Ferga (Fune/July 1999 pue inen
prucrice many of the things Pd learnt over the provious decade. The thicd peried also ted into the Snal
period et rransition, before Litke and Simrone continued the juurney. Richard needs a lot afl credit far
keepiing things wogether for us 2 this point, juse as he needs credin for comiag up with the idea in the
st place. Thank you Dick!

RH:

Speaking for myself (Andy yon might have other ideas) ' say we scemed w be conscious of the risk
of hagging comunitnene just in time o prevent its onsee. There swere many muments when we conld
have pulled the pin, but it was generally ac chesc times thar we'd adjust our focis o give the PLOECE
new montentiiy. This sometimes involved o shift in what we were 1ryving to achieve as my prisgry
fucus changed from tooking ar exhibition aliernatives ouside the commereial and public gallery
s¥stems 1o critiguing public art praceices, public space and the pididic reabm, ete.

There were also signiliwant changes 1o the programs Placform was presenting, Taitially cxhibitions
were in fonr cases at Speneer Strect, then six, then the whole subway (which saw a shift away fram
works ceneaincd within individual cases t exhibitions that considered the whole space), then in
CamphelbAreade  a very different space in many ways. There were side projects of publications and
cirated projects, {(such as Slide wr 200 Geruude Strect, which owced a lor ro Platform) and we increased
public programeing, education and dialogue. Not in a big way but encugh to keep things interesting
for a1s as coordinators. Finally, there was the move of the Platform office to the subway rhae sllowed for
& grearer interface with rhe public, seme direct mentoring, and opportonitics for volunteeeing. 1"hat
space beeame an incubhator of serts, honsing the videu project The Tanwel Chanuel, the curated space
€nsp, u public venue for 2 CCIMcelbourne Festival video project and finally, of conrse, Sricky. For me,
it was this constant retuvention that kepe the projece fresh enough and sustained my interest.

0H:
Emationally speakiog, it only takes one amazing show to revive yaur faith in what you're doing,
Funding levels und the quatity of exhibitions often follow their own path and, despite vour best cffores,



o

things semetimes just don’t e ont che way you hud planned. For instance, a show yon thoaght wonld
be inceedible can result in something quite disappointing. Genverscly, an artist you were initiably
unsure of can instal a work that realby inpresses you, Thac’s aze fu action and that’s when it becomes
fur. Ultinrately, Platform attracts artisrs and curators who endesvonr to approach the site i sew and
fresh ways.

When Anita and | took over Platform there was very Heele in the annual budget. We just had to work
with whar we had, while constanddy trving to raise more furds. Afler a time it hecame more fratancial
bui ouly because we consistently warked at sourcing mouey. It 10k 1 few years before we finally had
a budget that mote properly reflected the sesources Platform needed o supvive. So dedicarion can
eventually turn things arounct,

£S:

T kuow it sasnds cheesy bug what has kept me going for almaost ten years in the subseay is an unflinching
determination that what poes on at Platform and Sticky makes the woerhl & lerier place, and chat an
ArLSE-run space is an puporeant and honotrable ventude,

48:
What was the impetus for starting Platform in 1990 and were there any
precedents that yout looked to or that may have informed the madel you created?

AS:

The concept was Richard's and I'm grarefid that he bought it to me. It was a bald cxeension of

a4 namber of the ideas and themes we had been exploring in an emerping eollaborative pracuce as
secnnd year (part-time studenes) at RMIT fihis, ineidentally was the reason we never rejeated studens
proposals pee se for exhilitions at Pharfocm). We were fascinuted by whar we called then the *politics
of display’ o1 how menning is acerued in an wrewurk throngh #s context just as much as any intrinste
intentian. We explorcd this idea through ‘sice-specific’ instalations we called ‘malti-media’ nat
beeause they included technology but becanse they might at any time cmploy @ sayge of materiats
(ike industrisl scaffolding and lighting) and techniques (ike painting, drawing, photography, collage
and printmaking). Our installations were quite barocue and pretentious; we loved reading Ainericin
theorises like Douglas Crimp and thonght Agemdz mapazine was the apex of eritical aesthetic ey,
[ hate to Uik what onrf sy practice miphe have become if Pladorm hadn't wrisen. There were ao
precedents that | was aware of at the time that direetly informed the madel we evenrually created,
bue | later recogniscd similaritics with other projects (like Inhibodress, Art Projeets and Rour).

I cajoyed thinking abuus the ‘1leidetberg School’ for example, or dic Contemponay Art Socicey in its
original 19305 form as very early Ausrralian ARls. .

Ri:
Here's my take .. Andy and | were collaborating on instalbation projects ac the end of the 1980s that

focused on inhabiting specific spaces, We recognised dhe potential of the display cascs as 4 quile
different model. | don't think we ever simply saw them as boxed-in white-wall spaces - —but rather

s sebf-contained environmeents that arr cauld populate in a whol range of ways. There were
orpanisational madels we were aware of, however we didn't repard ouselves as much of an piganisation
at first, rather as just a eouple of artists, so those projects {like Roar Studios and Store 3) weren't

a strong influence. Given how nufve we were ahont what we were seeting i train T rhink it was
impesLane that Platform tineluding the subway itself and the fairly ernde cases) had a down-at-hecl
aesthetic appeal. It was the porfect project Fog a bitof low tevel are world rachaggery.

[i%)

AB:
What subscquently informed and motivated you in your role as dircotors?

AK:

121 and | didn't base our appesach an anything in particulas, as the Plaform

already as a free and public exhibition opportunity. ‘Uhis is sometiing we foughe ro i

rehatance the stevcture of are support, that is, (o velinisiy artises frum the Iu:_;dun of i:::mmln? ;

SPIISOrS _uf(‘ull:um} production, We also fooked for aleernative wavs 1o mobilise the or 'm]:H Lr'm o

vover basic overheads and adminisiration costs from setirees nthe::ilmn ihe [I'eldi[iﬂn:ilgl:llIl;:;ﬂl:“"‘.:‘\'{i‘{:‘lut’s
3 ’5.

muodel is quite vnigue

Ok
i r!uu'k we also wanted ir to be more diverse and open ta younger and different artists than chose
shm.\'mgjr ar other ARIs and eseablished gatlerics. We had a deliberate foeus on dcsiénl wn‘rl;: ';'m!“
performance, nusic and other are Forms chat mform visuasd ares. We dide'r laok o uln -'orhcr‘ ndb ;":f."
we thanged nur approach aceording to che cirenmstances ar (he time. Flexibiliry \\-‘:(: key el bue
| knew Pla£I§r111 would he very challenging — ir was unigue and very tunprinp—cx)(:c + for the
sidary. But more inpartandy, it felr very public which mecant that you couldn’t get i.m-'a\‘ wi.;h anyidi
People rc:l_ity A puy attention o che art char happened there, it wasa't just for the elite or c;; T i
the knwy, instead ir was art for evervune, anvonce, no ane, it didn’t weceer, e fek I‘rc-é and -1F])' Jp f'm
dangerous and that was what really drew e in and kepe me there. e

L5
Dwas lucky in ehat | gor e serve a two-year “apprenticeship” vader Richurd and Andrew hetore
I‘Lt'mk et as coordinater at Plactorm, so T ered 1o stay cue o what | saw as o ‘Niendiv personality’
Fhe p.co[_)}c who were working at the space at any givea tinw were crucial ro where zm‘d h(:;\’ :E;c v
orginisation moved. Over tie vears 1slowly develnped a more srticulacs view of wiar we were tr
1o dn.'rhroulgh conversations wirh Simone Ewenson, hours of late aily phone valls with Eloise ;:}f‘ﬂ
ani rh_scuss:(ms betnnd the desk at Seicky witl Anny Poletd and _lnl:n Stevens I was Euck;' tlilal: ‘\r‘m;:
I‘uictt_l started volunteering in the Sticky wing of Platform not leng after Simone and T ok m-'c;
cm_.\rdu{amrs, bringing her experience of working at 'Fhis Is Not Art in Newcastle, wihich wis the ©
.M.m[ra]um orgamisation thae L felt most aligned with conceprualty. [ alsg hud smnc‘good.cmu‘v.crmt' ;
with ll,:mm Ware of the Scuth Austratian Instituee for the Photocopied Ares a5 he developed tI‘;‘ o
Adclaide Zine lair, which would eventually become Formar, T alse felt close ;0 Iox ;'e%e {’! el : |
were open to dialogue and sharing resources with us. e e

) As [ found ;Iny ijt_‘t:l, I developed relationships witl and was able to vici) three STRAsAons that
I fule were moving in a similar realm: Microcosm Fublishing (Bloemingron, FiSA), Qu-imbys in t’lxica )
-.u_nfl. the Toronto Zine Library in Canada. Visiting these spaces helped nre gee my head araund h;;w g
lectcm spawes operate. Other projects thar conie o mind inchide: Caen Dog Zine Distro (LIK)
Just b_ccds‘ fLISAY, ?;lrucil Press (USA), Breakdows Press (Melbourne), Geelong Arts r\i-]i-.mcc '
Ru;faimgll*rcnzy (L8A), The Tndependent Publishers Resource Centre (USA), Needles And }:)em-
(USA), Take Cure {Sydney), and B Tn 'Fhe Hand { Neweastlc) \

1.
LY/ - sy . 1+ - y b

W ould you say that directing Platform has influenced your own practice?

And if so, in what way?

B

f\Lf‘{n.J[d). iny thar Tam much more respansible for my work now! Having gone through quite @ namber
of serinys SrHIS) ¢ TS i .
serous fand na so serions) controversics and having ta defend the artist or cucator or funding badies




G

or just Matform, | earned that you have to believe in what vou dn, really believe in the people you
work with, otherwise irs juse a sham. You can muddle youd way through somce things but | ehink your
SUCIECS respect you mos when vou stand up for whar von believe in and ofter them 1 resd defence
thar absu respeets the wark of the areist, Tlen i ganc on and everyone can have a serions debare
about are, Su, I now carry that wirh me in afl the work T de. Placform really shawpencd my ideas, and
taught me that to have « dialoguce abous art requires doing the work (o ensure vou haild confidence
in yourscif and the people with whom vou work,

Rh:

As PMaform was ahost ideas it delinicely fnfuenced my aee practice and continues to be zo inHucnce in
the writing, which is now my primary coeative pracrice. Platform requined a degree of Tainh between the
credtor of 4 work und the very large and diverse audicnee char would inserace with that art. "Phinking
abaur arr, thae faith was empowcring, It remnved any of che Hngering pretences aod expeceations
van be o dead weighe an ceeativiey tuking place in the vacunm of uadirional see NV HOHRCIES,

ﬁs:

Ves ic has. Ar Plarform [ learse chat no onc is obliged 0 look at your waek just bee:
i wail o you becatse youn galiery have become sman, groovy and famous. An artist owes a grear
debt to wvone who bothers to bnok at their work and the abligation is on the artist to make chat
experience worthwhile, Aleruism careies you there: narcissism does not. It follows chat it doesn’t maree
where art is seen for it to fiave significance, and the erappicst place may well be the proving ground of
the prestest work,

T have adso realised chac there wilt be many peaple with ditferent levels of viewing saphistication and
experience lookiong a1 my work and that 1 cannot offix iy meanings to it It is much more inceresting.
i any vase, for people e have their own thaughes. tirast Gombrich belicved that *here 5s really no
such thing ns ase. "There are only wiists’, What that means 1o me, and whar Marform proved furime,
ks chat are s a eorechiar for people to have their own experiences. 1e%s this process that constituces cregtive
#UEVILY HL S purest sense and something cverybody can casily cajoy # they wane w. Making arr and
toking it art arc coterminnns activities because they aie both upportenicies e be mindfully,
unscifishty engaged in che present, which is all we have really. As astore of value, arcis useless,

In pracrice it means that the addicional (0 pereent effore above 90 percent is what makes arcwerks
five or die (Tom Roberrs, working on his painting of the first Australian Pariamont, famously
deseribed this as being fike the effort o paimp the last bir of air into a bicvele tyrel. For me. it also
means artenpring to fashion arcworks with different ‘entry levels, without cundescension or dunbing
down, art thae can be further investigared by people incerested caough 1o da s, I learnt this,
w1 particubar, witle the exhibirion ddress ehat Richard #nd Tasade by 1996, which was ar once beauriful
and conceptual, popular and esotcric, Ehimately Fwould not bave achieved chis underseanding about
my practice if 1 hadn’t had the experience ol working o an ARI as wetl,

Daceting Phatform was a colsunibgg cxpericnce at tines, Giving it up helped e learn to value the
ather roles T pluy in my life (parent, parence, wacher, helper), Thave found thar the practice ol making
art these days is richer and more meaninglol 1o me as a resulr.

s 4t 15 hanging

A3;
Whatwere your curatorial imperatives? Was there any particuar group of
artists _I'm thinking about a focus on emerging artists for examplel or type of art
practice you were interested in supporti ngs

H:
I can reatcmber always bebue hot under the eallar abowe sometiing But dhae didn't nccessardy mean

3 particular focus in terms of the type of arrise we'd choose for the: progran, Tn many ways the face thar
Blatform was au interface berween wrristsfart practices sad @ broad spectrum of suciery (often peuple
with no specific interest in art) meant a responsibility for keeping the pragoam broad. In our time we
pragrammed numerans hinh profile arrists and sthers whese mefile woukd emerge facer tincluding rwo
Anstralian Venice Bicanale representatives and a Communwealth Writer's Prize winoer). it we ulse
pogrammed art made by primary school children working with focad aetise Greg Adey, an exhibition
ol amsteur ardses frem an itinerane indigenons conHnUnity, works from a policical poster colective and
arange of practces at the edge of the visnal arts, sich as graphic design and landscape desipn. ikewise
Frv not sure that we had any preference in wegard 1o media, alchoush we'd always find rovin for work
drat had a strong cunceprua ietationship to the spacefs).

D

Persenally, 1 have a real thing for sculpture wnd insrallation, so my bias leans that way, When I 100k o
atore of 4 coratorial role i 2008, was soamewlat gung-ho about selecting and Yaviting artisrs 10 exhibi
sculptueal installation bt soon artists working is othier are forms stood up for artention und we decided
to mix it &l up ugain, I was also goite intereseed i eabbish and junk, in both the material and in the
wwetaphorical sense, as a critique of conswner culture, mass commuditicarion, environmenealisny and
related eritical social reflections. "They were very nuch in rhe public consciotsness at the time o | fele
rheee wus 4 sesponsibility 10 show work thar fllowed these public concerns, | was also keen 1o wark
with postgeahimre students as they seemed committed 1o their pracrice and had put serious research
anto their ideas,

£8:

As Sticky found irs feet [ spent more and more and moze time cach week in the space. [ was alwavs
aroind when the arcwark fell down, whes kids kicked the faoty through the windows, when the
subway Aooded, when atl the lighes went anr {atn Midsumma liestival epening with huadreds of
peaple in the subway), when people stols the arrworks and when che exhibitions were so awesonie chat
cveryone in the subway just wanted o 1alk to someonc abont the wrk,

After being an inteprel part of Platform’s activities berween 200E and 2007, Sricky foculy
separated i 2007, Sticky bad grow 1 into such a taging bease chat it had practicafly consnmed (he
Platform office space and [ think the new Platform coordinntors found it difficult w ger any work done.
When their office was seill bused ar Sricky they were often disnipted by high sehoal kids fooking tor
prrticatar zines,

A8
We always expeeted that artises would snmehow spatially address the site. We couldn’t understandg why
someone woukd want 1o show ut Platform if they dide’e wane to chink about things like the archireciure,
tlie histary, the location, the audience, the exhibition interface and so on. 'Fhis was really ehe thing
that mareered and the curatoriaf characrer of v programming develupued from these. There are
infinite possibilitics for adds tng the Plactorm spaces, as many ideas as there are artists, and 1 found
Lhis one of the must fascinating aspeets of the project: that such defined exhibirion spaves (glass-
fronted boxes set b srende walks) conh expeiienee so many tmnsformations. '|heee iy senvietling about
having limitations thar inspires creanivity. Some of the best shaws used very modest marerials while
vihers, loaded up with big grants aad cxpensive equapment, often faited to limpress,

It was mostly emerging artists thit rended co stthotie proposuls. Perhaps they had less to Jonse
and more o gain from 1he expericnee; pethups they were mast open ro the possibilities. After artists
ubtained deuler gallery representation they were less interested in showing ar Platforin, When any
artist ratks alyont ey in the same breath gs they ralk about their work, as they do treguently in the
conarereial secrar, it is often sharthand for the lingering anxieties il artists hold bur limits the abaliey
tw have d meaningful conversation. 1 am ghad thar T didn't take advanrage of e artises we showed by




o

buying their work, T don't wanea coliceton of carly works by Swallow, ectnin, Cartapan or Bush -
would only remind me thae [ was aor imenssed oo the main game’ of the special opporluniries a place

Fike Platform offered o praple whe exhibited there.

48:

In conducting research for this anniversary project, I've become aware of
Platform’s very rich history of discoursc (debates, forums, discussion groups,
cte)) most notably in the first twelve years. So much so, that I have dedicated
a1 entire section to it within this publication. What were the conditions that
surrounded this interest? I'm wondering it it was integral to your earlicrart

practices or whether it was addressing an apparent void in discursive activitics?

RH'.

1 thiak there was a void. Often it was not so much a void in what was being discussed, thuugh we
certainly tricd 1o take a lead in regard w vpening np discourss about public are and puldic space,
Plackorm having come hard on the heels of an em noted for 1lie *plonk ard appreach o art public
spaaces, The void was In who wias hscussing arg, aud in what conrest, Suine of oy host memones were
of the buprompry stuff, We were always up fur  bit of a discourse, If we saw a school group in the
subway we'd findl the weacher and make ourselves known and put on a bit of & Phaform show. Andrew
s did audienes snrveying for similar reasons for & while.

Tven when we talked (or wrote) in an "art world' context we'd try w shift the poalposts @ Iie. €
ireeverence wasn't just hecause we didn’t want ta he borcd shitless by the preteativusness in the
are seenc but alse beeause thae shift in 'voice” with which we presented out ideas was 4 way (o open
up thuse ideas, share thom and invite enpagement. whother positive or pegative, Wo had our own
imbivical passions and Phufornt as an organistrion had irs passions alse butwe wepen'l interesied in
a narrow dialogue in support of those passions. We actually had precey thick skins i setraspect
{another key 1o longeviry).

Perhaps puch of what ereated such a surge i arsist-instiared activity during the 1990s was o similar
desire ro expand the discourse un and about are. This ook svine more Tarmal, bue by ne iaeans 1ess
intercsting, modes such as Sandra Bridic's Fietiosed and Actual praject. Platfuran had ies own volce
and was an active contributor o ey of the velickes thar expanded dinlogue as well as generating

Hscourse of 1S owi.

AS. s
My answers have probably indivamted that idcas were the encrpy that drove Phuform. We loved thinkiug
ahour the possibilitics the spaces provided for interpretation and reflecting an the imphications for so
many different participants. T'his was geally an cxtension of the way we warted to approach are making
generally and that ) tuIn grew out of the cducation we lad reccived. 'Flicory was pretes light on 111 BEHE
RAFT course and it was the companent mose studens begrudged. 1 completad studies in Fine Art,
Phitosophy of Science and Social Theory st die University of Metbourne to addoess this deficit
(Rivhard had already donc sometling similan) and was eaposed 1o a lor of continental philosephy and
structuratist and post-stineturalise thinking wirich bus informed my work ever since. More than i,
thougls, 1 lcarnt how to think, how to have fue with complex ideas and how 1o compose anct
commmicate wmy thoughts to others.

Bretr Jones at West Space wus a great advocate for forums and publicativas and we 100K 4 lead from
what he was beginning (o do so etfectively. Therc was not so much a void in diseursive activities - 2400
Gertrude Streer, particnlarly with Kevin Burrays inpu, For exemple, frequenty delivered
apportunities for pubdic discussion and ducumcntacion of ideas — morg that we saw an appartunity

6y

o fouvs this ki ’ . [ T
g N km;l_ni onergy an e projects we were running, There was an element of uis ket
well, stiiking a ok H eIy . . s . RTNCOING a5
di‘sn:tm";r 3 p :E aim (o legitimacy, roo, i yoie Hhe, We found the noveliy fietor of peesenting publi
SCUSSIOES B FRE Spaves wo g . : HLhe
; bBe spuces we ran was too goad ra pass up andd it was another chianee w -ri .
happen if we did something wnsual down there, E 3 5¢¢ what swaubd

AB:
Were there other imperatives withi i
ALIVES W cars or did di
Wore there other i ] 2 S W Il’_hlj‘l the past eight years or did discourse
{ st in other forms and media?

[H:
We were one : firy s A .
e m](, of tliu, first galleries in Methaurne 1o cmploy secial networking on sites Bhe Facebook
FCATS IO W v sHLFEG fa g - - . ’ ; «
¥ : L0 WhER they stareed up, now 3 comemon featire of art osmisations. e was really abount hi
eople B new wavs. We als [ 2 - - # TEAlY Al reacam
] hi'l f"““{;‘ 13.:'. We also took advantage of free blog svstems and ran 1he Platform exhibition g
wehive ustag Google services rhat are fre W ; i - )
; s rthat are ad give your site a high ranking | i K
o " 3 E m seaech e '
([ente impaot: LT . L E gimes. That’s
| e 1; ; t mii in vur current technological phase of communivations although e alsoscduces un
s rojec ; A ietdee wod @ g : ; -
project down to as image and a shore statement, which unfortamacely the media and : :
have comce 1o rely nn. ’ aand audiences
There was als -V ;
adso the VEA-N prom s Mk . H g
owolved . mclidting e pronp and t{iu, Meking Space projert and publicarion, which T wus heavily
ceroonn ' i. g ediing the book. We made a ceul effors to Hnk up these disparare and looscly '
ccred artist organisaticns. P not so sure | i ; . Y
w LANEs) . e 0 sire ieworked in rhe dang term as vvery
differeat gouls and stratepics # - - . g rermoay everyone had very
stratepics tor their swne urgaigsations, Dise 3 1
Lo TR L : Luscourse rends to happen be i1 .
Bamework of isututional models in my experience. b s outside the

L§:
Fvery ser e . . H : :
frery >u_t.n|t| y;d( we rutr a manth Iong xine festival ae Sticky cubled The Festival of the Photacopier.
. g g - - = 1. - e B T4 D M “ ) )
& te of wine hunches, zine exhibitions and discissions and discouese around zines. Wi hav
: 4 - S e

afso runa fsCHss alfed ) inion Soci
! a nenthly c'hsuz_s.s.i(m group called "I'he Opinion Sociery which is open to anyone (o come
dlong und share cheir opinions of the work we stock. - )

18:

Fhe title of this publication What Art, Which Public, stems from an exhibiric
by Andrew ol and Richard Scward at the Spencer street site i];I()();; and "
[ thi e it speaks of the significance Platform has not just as an ARI butara
public art space. There are certain considerations. complexities and nuances
associated with presenting art in a public space as opposed to art withi‘n a
gallery context. A few years ago a Connex survey found that 35,000 ¢ }ml;mterc;
aweek cntc.red the Canipbell Arcade thoroughfare, Whart were someofthe
challenges faced in presenting contemporary art to such a (‘li\’Ci‘Qc aud ienee?

AS:

1\hc'puhli.(: dor’t ook at exhibicions — people do. Tockig at are is a0 intiuute experience, [0s a
E:I\.d:lonzl;-!f-)}-n contact even, bL‘[\\"C.(.‘Il @ maker and a viewer and with rhis comes with sum; Serious
M.ﬂ;{;z::‘lh I]:tllefo,:,ir:;:;nd the dircetors of wny |I:ul>ﬁ|.' gallery burt particiarty for 2 space Like
b, 1 ook s [mdc:;[[‘nn? 4} c;ampmhcnd this wnd § had some very witpleasant experienees
poore ._H ‘ il u}g that pcrhaps{c:m only hc.;]rmmcd throuzl experience, not baok
‘ og Tam st anmzed and dismayed when “vontroversy” crupes unconerollably at laree public
galleries and wealthy commereial patleries witl mueh greater fisancial and huran resovees, as it'




Fit:

genentlly demunstoates tha the contriect hetween an areist and a viewer has not heen hanaured, and is
usnally the resull of some sor of seHishness, hubris or lazy oversight

In the later vears of my time at Phadform [ wis veoy varefid (o impress on arosts the need o
understand @] the implications of the chaices they were making in their work, that there must be
virliel rensons for making pundcular decisions and that they muse be the best choices for what they were
trying ro achieve for rheir work. Do you realty need 1o use pornographic pictures of “home gids' as a
meditation on the desperate dushie for celebrity aur cudenre promates? Do vou really newd ro lock
mee 1 a calioet w starve on weing Cheistmas cake ro make a pob abaar rhe canmunercialisation of
arelipions festival? |s your dick all you want w sav about vour identiry? For the most part, the arrists
s and us

| had snch conversations with found it to be o benehcind eapertenee, they developed us are

people. By exhibiting work s Plagforan Ealoays thoaghe see had @ sesponsibility ro rhe poblic, bt
it erder ro fnlfd that responsibilisy we necded o he responsible ta the arrises first and foremaose,
because it was ehe arists” vnderstanding of che potential of eheir work and ies censequences that
martced most.

RH:

Public space has its owa mediations i ehe form of various ‘safery” and liabiicy regudations. Ifanvehing,
this was where the real frostaions could cume feom, Regulations aren’t written For the crestive or
mnuseal. Gerting frerescing things o bappen in poblic spaces can sometinmes feel like entering o
burcatcratic vores,

Certaindy there wre moments when you're progrannming u sprace such as Placform that you long for
the prorection of the formad gellery spree. where the medience fias some idea of what te expect. Bae
Eahways enjoyved the intellectoal challenge of negotiating art in snch a non-medisted environment.
T'he bigger challenge was ofecn to walk chrough an artist's wheas, and allow them o sce dhat presenting
dafficult selews In the publie sphese wquired @ mwech more sophisticated approach than they would ke
woward a private exhibitiop space. [T the artist was convnitied to their ideas chen this chaltenge conld
really spark new ways of thinking. "Fhe pnlilic audienee is not ditRcalt to shock —it's like shooting at
an cowemous srget— s why be so hay? B yow can gee the puldic cogaged and tuly engaged at the
tevel of ideas —vhear as s arrist, youe have achieved something significant,

4B:
And the advantages of this context?

15
Forcing the general public o think sbaon rhe wolld arennd thentsmd face ehe face thar the worlcd
includes nudiry, swear words, violence and beaury all raakes for a saristying bt rerrifying day ar work,

AK:

As well as being a challenge, the diversity of the audience is also an advantaze. Tn tds transient
cavironment, the expericnce and ritual of viewing is re-imagined and arrises can engage 2 diverse
preblic, people not abvays conscionsly looking for st or perhaps unzccustomed o stepping inside
a gallery space.

RH:
The public, bless em. T doubr very much that T eould ever have given the eneegies 1 comuniteed 1o
Platform if it wasn’t for thar anonymons mass of penple moving through the subways.
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Spencer Street Statlon, Me'lratl Subway,
Under Spencer St. from Little Collins

Contamporary frt Displey l:uu

.

CONTEMPORARY ARTISTS' INSTALLATIONS
CHANGING MONTHLY -

PLATFORM is an artist initlated public

art project supported by the City of Melbourne
For turther information cail:

853 9550 or 537 2168

Plaform: Cante mpeeay A Disphey Cases flyer, 190

I S
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Something strange in the subway

N trie pop art traditicn, amld ad.. - i

I verts Irr gmn gadgets end cheap, HEBECCA LANCASHIRE Firels {gtesh ’
hotels, #rt Jurks 1o (he Spencer-  way of getling arl lo 8 wider audience

Street subway. Two young srilsts, A0-. [
drew Seward and Rickard Holt, bive. . .

bren curating the comravier corrldor. peated pholepraphle imsges 2 l1a

far & yerr, iaing (he gisss adverilsing;  Werhol, Co : :
bexes for foetaliations, paintlaga asd. ‘Pletiarm — Cogtemporary 4rt IHa-
drawlogs. “Tt looks Ilke abitof galtery, - play Cases” ia supported by the Mel-
ipto angth text” saysl  bowrpe Clty Counedl ind alms to pro-
Mr Seward. vlde “exctijog alteraative spaces for
The pale are interested in the nnfure: -arttels ‘aed get art ty & wider andl-
" of diaglay &nd esing areas other thAG. ence™ The manager of colfurs] devel-
gollerten, “The artisis usually respend  opment ad the Melbozroe €ty Councty,
to the space. it's dingy, durk and dirty’ M Pxt Sablne, sa1d it was a *lantasilc
down there, W's a0 intrigulag Mitke. [olelative 5o (hat sstfats can gel mlore
Ares," he says. - Apace In 1Be clity™, .
Many of the works by young artiaté - Harewsed cammeters who paoa (ke
sre fuslatations influenced I;g;lhe Aur - “ghllery” often don't recogalse the dis-
reazdlage. The eurrent exbibition, by play-case reilvity as nrt, ssya Mr Sew-
RMIT gradomies Michael Pogla and  ard, “Iitm gelte Interesting. muay Just
Joseph De Chellls, takes 61 the mono-  sde § as something different in the
chreme of the carridor. And (Reir dis-' . aubway, there's not the same Expecia-
PFlay doxes are wallpapered with re-  flons as i n gallery — #'s relreshisg”

e ep— o —— e —

POV,

The K?‘_‘ T'T,Ku,,_ 1 !:J- {‘11 .

Rehecea Bancashire, "Smeoching strange inothe subweay’
Fie Age, 20 Yehroary 109 o npkrisan

DISCOURSE

\

fax ©/0.{03) 9537 1747 atrention Richard 1ol

w4l SEES 4” - J.!

+ A Platform for Public Art

Platfomn Adtivts Group Ing. i 1o challenge preco: grions about public a.ri.‘ Platform is not
d in heraic of Feel-good fluff

Gur program for Fuly-Det 19595 al Platform {Spencer St Station, pcdcflwmm_-x
exbibilions of local and & ional conton stists-workivg T8 Wide variely of media, In
e Hi sty display cascs work which reflects the vitality of the visusl ans today becumes

pard of the everydey cnvironment for Brousandy of

Platform has oparated &t Spencer 51 since May 1990 peaviding a confinuous display vebicle for
many of Melbourne's moat exciting artists,

» Platform? af ¥lindery St Statios (since Nov 1994)

Fod '
14

Crar new project at Flinders St Station is Melbourne's only indapendent venos
promoting and exlending ts work of student aivf developing artist, crafispeopls and designers.
Platioin? has formed thiz formerly Fungduwn podesitian subway into an arcade of
vontemporary ideas. ' ’ : .o

+ Plalform Artists Group Inc,

Plaforns Artists Group Inc. i a non profit antists group dedicated tos-
. lending exhibitian opy ilics for artists . ’
s praviding culting-cdge exhibitinns in public envi
« [lorging links bewaen contemporary artists and the widar eonunnn_ily

« Fer ferther koformation:-
Weite 16 Platform Astist Group Inc. PO Box 14043 Metbourne Mai) Centra Methourne 3000

telephone  Richand Hakt (63) 9537 2168 or Andrew Seward (03) 9417 3849

Flatform & Platform2 are projests of

Platform Artisis Croap Inc, supported by '
the €ity uf Mclbourae throagh the Percect .
for Art Scheme.

“Shaek: AMan Sees Arelt, Plarfoen Artist Group e, v, (943
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Platform

Address

LT

Platform, Melbourne
September - October, 1995

Bckird ok & Avre S
Plfeor

irme frm il Coim S
43 My - 1 fune L

W e prae ol ol s s i ey

Studun fom e Diprtaret of Ponivg
Wimsus ol ol A

Villa Spinola, Genoa
Novembre, 1995

Hlegfeom

frmt foese Degives Towee
14 My - 14 o 100 I A ‘

Comalnges Pebinkod by P Astias Trong Do 1956

g Andve St )
Prisstor B P oy

syt s Plaorms a0 poviuw
Hagfrm swias Civeap .. pparat by e €t o Atebems

U8 B 1 #HL, Moo L
[y
Hiefen 61 3 920 24

Pl e 2y
] o L

Adelress, exhibition caralogue, Plarform Arrists Group Ine.,
Melbourne, 1996

Pilatfarm, exhibition catalogue (cover), Platform, NMelbourne and Richard | lOI(.& .-\m.!rcw Seward

Villa Spinala, Genoa, 1993 'h!r",”""'_" {‘ICF'”” I"K"_)

Adhesive vinyl on tile

in collaboration with students fram the Department of Dirawing
VA as parr of the 1996 Next Wave Fesrival

Platform: Spencer Streer St |

Courtesy of the arnists and Gallery Smich, Melbourne

DISCOURSE
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The end of 19906 Platform BBQ and iafogne Nood: Negotrating Publie Space,
publication launch ac Batman Park, Melbourne,
21 December 1996

DISCOURSE

The end of 1996
Platform

- BBa!

and the launch of Dialogue No. 4:
‘Negotiating Public Space’

Meat the Burghers of the Artworld

Acknondedge our sauces

A chance to tale the piss out of the Yellow Perl’, again
(we'll put the esky there to keep it coal)

Skewer your vision

Negotiate the body as a site of contestation: stulf it full of food and drink.

Special Guest: Frankfurt Bacon

%". anyway, you get the idea

Batman Park
Yes! down near Vault in the shadow of the Casino

Saturday December 21

From 1pm
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Oatside in the Distance: A Platform Arvists Group Ine. Forwm,
Platform: Spencer Street Station, Seprember 1997

DISCOURSE

Qutside in

the Distance
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= TGt ferm is b
Tsl" Fef Far for 10

DISCOURSE

‘Art is Boring’

the Platform Tenth Birthday debate

Kata MacNeill - 'Platform Supportar'
Jans Scolt - ‘Puryeyor of popular culture’
Feler Braw - ‘A concemed citizen'

Stephen Haley - 'Oplnlonated bastard'
Robert Nelson - ‘Monash guru'
Rose Hiscock - ‘Bullshit artist’

Richard Holt - Moderator

dpm Saturdgy 2 December 2000 i
af Plattrma Alinders Sireal Staton y:

5

W

|

s ‘Platstock’

Sound performances and recordings by

Chris Smith
Ben Harper
Phil Edwards
Michael Graeve
Helen Gibbins
Julla West
Aaron Johnson
Leslie Eastman

and Arcl.

coordinated by Phi Edwards & Michael Gragve

Artis Borang: The Platform 10th Birthday debate,
Placform: Campbell Arcade, 2 December 2000

i~

Free!
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A very short history o

a ridiculous

idea

The oldest item in che Platform archive is a
letter, wrirten to the City of Melbowrne, cnquir-
ing about the display cascs in the Depraves Sticet
sabyway as a potential location for contemporary
art. When 1 say wrirten I should qualify, The
leteer was typed. Clickery, clickery, ding, Tt suvs
somcthing about the lonpeviry of the Placform
pInject.

A few months after thar leceer was draficd
Platform held ies firse exhibirion, with o real
sense of dircetion and no strategy to ensurc
irs survival. Bar there was no exie strategy
cither — no way aur for either me or Andrew.

From such modest beginnings Plarform fash-
ioned s own position withio Mclbourne's visual
arts landseape. It smanaped, somehow, w negoti-
wte the firse precarions vears during which any
number of fuctors might have scuttled it— min-
iscule fuading, palitical meddbing, burn-oux,
tncomperence. And ir emerged with g relucively
seviiie and meaningfol funding base, a4 hard
earned level of respect wrong artists and, 1 chink,
a uscful repurarian far never quite going ubout
things in s convenrional manner.

What was it that guided Plarform throngh
thosc early vears? Was i che vision of its coordin-
ators, the desire o cuea swathe throrgh raditional

RICHARD HOLT

gallery pracices and the uninspired mediocrity
of the publiv art of the eime? Or was i a combina-
tinnt of maivery and damb luek? T'd lean wwards
the fareer.

Which i1s not to arpue againse ehe signifi-
canee of rhe project. Without overstating things
Ptacform has made a meaningful and enduring
contribution to Melbournc’s art scene and to the
impaortant colo of calture in the ciry’s GBI

Beyond the simple but vnysantifindile impace
of 50 many enconnters by so many people with so
wny artworks over the vears, the pragram also
hecame a platform itself fuc a gencration of artists
{#nd anarher eoming throngh now), providing «
vehicke for cxperimentation and expasnre,

Whea Pluform expanded in 1994 from
Spencer Street inro the current, Camphbelf
Arcade location, the suhway between Fhinders
Sureer Station and Degraves Street had been so
acgleeted that even hurrying commaners avoided
it, preferring ra siplion up the narrew stairs outa
Flinders Sereer. Platforn’s reviealisation of the
subway  the eleancd and painted cases, the

reinstated lighting, e activity of (the exhibition
program and the sense of a space that again had
valve-- reinstated « lost link in the continuous
chain of laneways and sroxdes from Flinders Street
Sration 1o Bourke Sereet and hevond. In urban
renewsl terms afone the projece repaid dhe Cliry of
Melbourne handsomely for their support, Now, of
course, the subterranean timacy of thase narrow
pedestrian thoroughfares, and all the acriviry in
theus, 15 as much & Melbouine icon as its rrams,
its gardens or its sporting grounds.

Platforem’s first decade also spawned side
projects thar flourished chemselves, fram the
diniutive Shide at 200 Gertrude Serect to Sticky
Institute, tie zine outler thar has so successfully
cstablished a place for itself on Methouwre's lirer-
ary landscape.

There were publicativas too wnd intcrnationak
exhibitions and a whole range of events that weie
often more bike partics. Ihe Subterranea Bavguct
in the Spencer Strect Subway — ten courses with
performances aad the whale event u performance
irself was the biggest parey of «ll.

The decade from 1990 was a heady rime for
cuntempaorary 4t in Melbourne, and PMlacform
was well posirioned 6 play an important role in
the emergence of a crop of artist-run initiatives
that, whilc influcnced by carlicr projects,
differed in their number and the collective
impact they fenek on art making and rhe machina-
rions of the lecal art seenc. Ar the height of this
perind the ardse-run initiatives of Yiceoria {with
Plhuform and West Space as ningleaders) rejected
propased Austradia Council Tinuding, ecause of s
fawcd model and successfully forced che dircer
provision of fuads ruther than being avspiced
throweph najor public palleries. Vo /o revolition.

‘Fhere never was a rad map for these achieve-
wents, Inoa way Placform was adaprable enoupgh,
cven nimbe at dmes, to make e st of the
apparrunitias char circumstances thiew its way.
Buvas I intimared earlier it cowdd have heen very
differeu...

Lance Porter had bad a rongh night. Whar he
didn't necd was any little smarcarses badgering
b, T add you, T haven’t got a clue wlan you're
talking ahour
[ "I'he new art space. 1o the subway.

You should™ve got a leteer from the Cley

L

of Melbourne.!

“The €ty of Mclbourne. Whaty e they
got o do with anydung? ’

“I'hey own it

' pact of the seadon but dicy own i
‘Right.

‘But we've got the kevs?'

Yeal”
Parter glanced at the wall clack thea pue
a cross throuph rhe correspunding time on a
gridded shect, No one bad ever expleined o
him why he had (o do this. It was just pare of
rhe job. e blew die sream off an inky insranc
coffce. *No.' he shook his hesd slowly, "No, nah
nab. Nunanana, Nup, ‘This s # sration mace. Sec
thar sign. Whae does it say —counci depor? Nah.
It says Starion Master [ ain't got no keys for the
Ciry of Mclbourne.
A bloke with lis head buricd in a form
puide at the hack of che sinoke-veHow office
nurmliled, “The red ones.”
‘ER? The red ones, said Porter. “AWhy didn’
vou say the red ones. Jesus, a blokes gotea he
amind reader. What cid vou say youse were,
Artises?
Yeah, We're starting a new ——
‘Sign the sheer. There,” He seublbed a finger
onta a form an a cliphoard, *And there, and
" then ke pleaked an enormons bunch of kevs

1

on a red plastic tag onto the counicr.

Later that afternoon the fiest of the exhihiting
argists fur the ficst exhibition arrived o find hee
display case priscine white with its Fresh cout of
paint and new flunrescent tubes. Jenny Wong
took onc look and laughed. Lip in her car she had
three bags  black sund, red clav and broken
rlass, *Nice paint job.' she said.

Andy and [ick, the artises to hlame for the
fledgling enterprise, smiled weak by, Theyd under
estimated prerry much everything — how mech
paine they’d necd, how mnch time it would take,
and worst of all, what conld possibly go wrong,

Bevause i had al seemed so easy afrer a few
cpret drinks. “What could possibly go wrong? We
get the keys, we get artists (o stick their steff
in, we have a party. Easy.’ Only now they were
opening the folowing nighe and the cracks were
Pepinning by shog.

At midnight they culled 1 quits with half the
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cuses dane. Jenny’s afready looked trashed. The
other arrists would be arriving first ching in the
worming, Before the pootly-ritled ‘conrdinators’
knocked off Aady scrawled a list of things t do.
Next morning Dick arrived habl wo for lae.
I need o bit ol & hand with the boove.” Parked ar
the top of the Speacer Srrect escalitor was his
clapped out Holden, Ful to butsting with beer.
“Whae che bell s this?® Andy scracebed
Tis fread.
s et the Hso' T le handed aver the

scrunched wp paper.
“What do you know about decimal peints?

Two thousand bucks worth of heer, Are

you nats? That's aur whole year’s budges)”
“Shic realty?’

Realby”
“Bhae, PIE cake e back, will |2
“We dor't have time, I've got Hive artisty

down there., One nceds power, obe needs
medieation wiud the otier three have pot works
that dor’t it — our MCASIICHICNTS WEIe ot
1Yick serarched his head. "Do they waee

a buer?”

‘The dimensional issues were the casicst to
Fix, aparr from T'homas MeClintock who was in
a dimension 3 of lis own, What eoidd’y be bent,
bushed ur atherwise persuaded to shrink the fow
niillmeires required succumbed o Andy's angle
grinder. Soon Hannah Fink's steel bags had been
Fitted into her displav case, S staned unpack-
ing little ceramic sculprares from a milk crate
and slipping, them behind as if they'd been patled.
Onc hundred Florid vulvas later she announced
the work conplete.

Then she placed a large and luridly political
arcist's statcment oneo the wall beside ehie
case — thie wall ¢he artists had bean forhid-
den to toueh {samecthing aliour heritage
architccture — vor'd have thought it was the
Guggenheim) Dick wambered over with one of
the stobbies in his band, Bue Tlannah's steely
stare tald hiim he was somchow purt of the
problem.

‘Wive," was all he said. Hannah looked ar him
as if he was from Pluto.

Meanwhile Lester Peers had dismaotled the
top of the case he'd been given and was poking
aronnd i the space hehind the wail, Al rhe
passing commuiets could sec from the subway

was a sct of feps in jeans, Pass me that Phillips-
head,” he said, ' ehink 've pot e

“You sitre yon know what you're daing?”

Andy passed him the screwdriver,

Y} corrse. No worrics.” Fronr behind the satl
Peers made @ loud zassddh noise, jerked his
feet and Hashed his torch a conple of nmes.
Andy remembercd somerhing the council had
said about insuranee.

1 wish yuu'd told e there wis no powee.

§ wish yord eold us you needed in]

Never mind, Pve got it sussed, Pass ws that

roll of inswdadon tape”
Soon there was a lengeh of white clectnical
cuble dangling bito the case, finished neatly widi
a copnecrar like ehe end of an cxteasion cord.
Peers hicad appeared and he serambled one oneo
the subway Qoor 'Whin's the time?
hwelve!
Peers logked worricd, He was curting it e,
‘Gotta go vut w Preston to get the resr of the
staff. You going te he here?

‘Nat poing anywhere, Andy nodded.

In the case next wo Peers, Petra Bvanov was
unfulling a flag an her stiphety shertened Flag
pole. Good, Na genitals, no dire, no dodgy clee-
erical work, Just a nice squarce of cloth with a
simple desiga. A simple. very familiar design,
The logo of u global seft drink next toa skubl and
cinsshoancs. .
O the ather side of Lested's ease Lila Finelli was
bappily sewing sticky mawshmallews onto draped
fabric. Dick hreathed a sigh of eelicl, Uhe first Ay
hepan circling ncarby.

A rotund st serefTy man in what might once have
heen a uniform, wandered fnto the subway pushing
a pile of dust in front of him with & wide broom.
(Fday, pllay, Bil's the nome. What's goin’ onf’

‘We're making a pallery)

‘Down here? Bit hard up ace yul What son

of gallesy?’

*Contenyorary ant.

Bill senpped seill 1o ponder, then spied
Hannal next to him puiting some finishing
ouches to ler lipliing. *These yonss arc they?
She glared.

‘juse askin, Love, Geer, lighton ap. You'te

not gonna ke two mueh mesy down here Thope.

L mean - J 1] stopped ro ponder again, 1t was

a skild he had. This time what had caught bis oye
was the stack of beer the hoys had pu along one
wall. ‘Blimey. You'H nced a bic of help with that bot)
“We're apening tontghc, ek banded hin an
invitation. “Why don't you come along??
He fnoked at the beer, Then at Hanaoal,
T'he ar the beer. 'lree?’
Fop!
I'H be there!

As Andy and Dick began scrring up for the
vpening, wilc howls of annovance from peak-hour
commuters, only three and a half cases had been
completed, Lestar was hack from {bs suedio, madly
attempting to put rogether his complex Fleath-
Robinson styhe contraption,

Thomas McClintock had last been scen
botting cigarcttes from kids hanging out near the
putforms. Wich time running out he slouched
back opened his case and cmptied his back-
pack of the thiags he'd spent the dav stealing,
Pornographic magazines, rail posrers, the pink
balls thatr ger put into urinals, varicus balts,
@ safety vest and a box marked “dewonators’,
tke tocked the case back up, and withent a word
te unyonc he walked our, taking a case of heer as
he left,

The Christiun busker, Spirit, whe Andy
and Dick had seen on carlicr visits to the space,
mved with his dog and cxpiessed uncharitable
sentines aboet the placeiee ot of the Linpro-
viscd bar, “Fhat's my spot.”

“You've got a spor? YWhe says it's yours?®

He pointed up but ehie fow subway ceiling

didn't sugpe st wivy grest authority.

‘Ot bloady hell. Andky, grab an end” The bar
was guickly moved t another position. Spiric
stiaeck up. One song, two chords, over and over,
Gradnally peaple were stopping to look

at the arcwork. [lannah's picces were proving
populae, With sonwe. There was certainly a crowd
forming around chea. A few were gutraged.
Ochers just amused. Ochers still had torned up
fur the opening and were swigging beer and
talking i a superior way abowt it being a brave
and confronting work, Constable Ben Cinvley,
an officious new recruit, wandered in to sce what
the gathering commotion was, took onc leok and
gor on his ratkio.

Bill, the cleaner, arrived with half rhe statinn

Y
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staffin tow, Things starred eetting our of hand
fuickly. The crew thae McClintook bad been
Louting smokes from entered with tranhle i cheis
minds.

Spirk started sercwring ar the crowds. His
pastoral message wasn't petting through.

Conseable Cawley called fur backup. In
the confusion 1lui cusucd some one ealled ouc
consership.

The Minister for the Ares liad been strug-
gling in the polls. [Ie arrived, as (he favited
ribbion eutrer, fa find pelice sttempring 1o elear
the subway. It was a spurof the monwent decisinn.
Finding a milk crace he seood above the crowd
and made an unprompiu plea for wlerance and
freednm of expression aad agminst the scourge of
WOWSCFISN,

Unnaticed inall that was happening, Leste
Peers made his fmal adjustment then plugeeed rhe
work in.

The lights wene out,

The Minister's advisor's whisked him away as
panic scrin. ’

In the Stanion Masreer's office e Porler
tooked up at an illunivaced display. It couldn
he. Suddenly every train in the City Leop had
scopped. Pead. Adl atonce.

B the oear dark the subway cleared quicky.
By ihe lighr of Lance's worele Dick lonked at Andy
armut ar the chaos around then. "Bueer, aute? -

Nane of the story above is too B from the truth,
Bur we made it through, learning as we went
From our imany mistakes, What we had i our
faviner alb wlong was the valoe and Lust we were
prepared ro invest in bath pares of the acstf
audicnee nexus, The arcises rewarded us with

so many shows that were considered and honest
and incrmsically mteresting, The mekicnee
demonstrated their suppact by looking, engaming,
somctimes cven beeoming excited. "These
iewands were whitt drove the project forward
Peyond the scac-of-che-pants enterprise that
kicked ofin 199G,
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SITE

Basker poifarning ae Spencer Stroer Seaeion Subway
during peah- o, 1995
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n/platform.htm

Platform3, Aver promoting Placform Artises Group Ine, website

as the third Plarform site, 1996 Exhibirion opening at Spencer Strect Station Bar, ¢.1991
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Spencer Sireer Srarinn Subw &y, 1994,
Fhoography: Andrew Seward
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Subterranea: @ Banguet
Sunday 23 Npvember 1997

Created by Cofin Masters

Menu

is
E
%
B

Spicy guspachs soup with a sp[a:ﬁ of tced vodla

'Tm{er 6 ca.famn ;?qs miarinated uéltﬂmfrﬁmug spices
o seleet oRion

Searid yello wna medaftion with & wasabi infused diessing
yellowfin and plekfed Japanese radish s

Cured Atfantic salmon fillet
with g creamed Aorseradish dressing

Praam Bisque

}’mﬁ mussels sauteed in their sfiells
with garlic, ginges, corlander and o splash of white wine

Fried potato groccli topped with o bertroot and ginger salsn

Tru (g ZW rabfit qn a fiefd mm&rpm coufis
h roasted root w‘é‘m& fe ratatouille
and peppered risti

"»{mﬁﬁpp: mad e wsfa%m 3}9.::3::  fudge

platter of focal o imported chesses
wAtA fresh fruit and water cruckers

Sndtervaarg: 1 Bangier, Platforoe Spencer Stree Siation,
23 Nowesidwr 1997, Phatography: Fustin Conper

Sabierranes: A Revgres, ennand g
Platfore: Spencer Srreet Suvtion, 23 N

gznbies 1997




B
Tr
100

SITe

i

Sichiersorne: A Faggers

Faefienn: Spenca Srreet Siption,
23 Nenemb

o1 LHEF, Photograhy: Jusgin Coaper




162 SiTe 103

[+
kL
]
£
-
e

‘e
- : fo
& ; o
28582383
: ‘g
MR
- ; iE
. 2 ‘ar:’.;n'gi'ﬂ
I

PLATFORM 2

rains)
1)

la ‘d]
T .3
' @ §alt
; £ §|"3g8|%
: O i
I et !
| L -

PLATFORM
L ocation and dimensions of cases

Marfore
Blogrives

nage, Camphelt Secade,

Plarform (Spencer Steeco Staeon] aad Plafore 2 (Camplel | Aracdel
ITrrraee, 19825

Aoer plans, 19495




104 SITE

105

Sticky Institute,
Campbell Arcade, 2004




106

SITE

107

Plarform, Campbell Arc

ade, Flinders Street Station,
Melbourne, 2008

Degraves Street entrance 1o Platform, Campbell Arcade,
Flinders Street Starion, Melbourne, 2008




Li5] OF ARTISES

e84

}‘cnc'lo]w Anz

n lh hanwita
re s Beennan
trerer Burke
Suephen Bush
Jor Camphelt
Jame Cowcks
sarcl {nenis
an Vereduy
Laowise Farthun
Petee Haffendon
i Eliscock
Richand 1iae
Taratt Junes
Penelope [ew
Cenlt 1 onwve
Vana dla Den
{.ihby MeRinnoa
Joha MeKinnog
Travid Murphy
} e Nebson
Elizabeth Mewssin
OFEhwyer
Alarina Prilae
¢Capncion Rolbin
My Ru-.mgrr Tt

Petan ¥ lns

1961

™ina Anburan
TTeiri Brooks
Sichele Burdes
Lhaales Boens

Al e Tlonrnns

(_. o |h {havis

Rapealival Lrnmmond

Prrer Ellis
Canly s Lskeale
Yiviara Fredizma
Lo Craned
Siephen {laley
[Loaine Efal]
Louthll

Jary Flirse

Richard Eloi
Chaiee Hlumplines
Ko brsac
Amutida palinsien
Ylontiua b
Brian dMaznria
ik Morgan
Rabindra Waidon
Aman Nurvegna

18 E]
Huasin O Dweyer
Joha Fain
Gig K 1'rvor

Anddrow Suwast
Fony Lherae
Louiss Wenver
Wendy Webl

{ireg Ades

e Chapman
Clirke Pesacil
lrasy

Susan Fereday
farcn Ferpimsen
Christine Gange:
Dernadel Ehalt

Nt slic fricmijenie
Ftets joncs

Freeran Roaban
Erenius Kesotinas

TRakinibra Naidoo
Ltuaie (3 5hea
RAHE Seabploe
Kisle blaw

Saral Srabkbs
1etn Vacker
Eike Vargz
Fache Wuih
Faancn Wantle

1891

Moniva Cogan
Jne 1rellbelin
\nmu D( |p1 1

Peeer e ncsm)
Richard Feir
h1athew lackson
el Kenneady
Palnve Newtos
Ruisin O'D )
Tarricia Piveinem
Mechact Paria
Ancliew Soward
Fravas Syides
feo Wy
Chiris W

1904
Asonda Bell
flalentrs By waters
Rarte e

ryn Plawson

JIL!\[ [ fndeizecle
Claiee et
Rickard Mol

R Endbianniad Liesign

F.ouise Jonnisen
ik lov
KA F Primumaking
r\mlﬂ w hownnd

Yorp, Theodore

1905

BAMP

Adqmands Alncd
1ctrn Anderson

Cremabdine Barlow
Firsien Buam
Rawenda Baum
{eken Butler
Abcteom Hywaters
Jo Canyphclt
Slugan Campheldl

Monicd Cogan
Sacha Unles
Porer Cranobly
Amelrew Canaks
Abny Cooter
‘Lanya Ceier

Sharya Flowson
fubort I3elves

Annetie Poaglas
Junie Elnjinsvie
Atark unden
\.\l rha Dwyer

Kiisty ¥lesher
Ehancatlo Gebsaring
Mz Gl

(s Codsetl
ettt Giuldsith
hh.nur Gombwin

v Linedun
Matthew Grave
Stephen [adey
Mereyn Hansf:

Pt Eennessey
Richare Hotr

RN Tadusterial [Besien
Loise [rnaisan

Jarm Johnmn

Lrett Joncs

Rachet ket

ol Kutseltbach

RMEF Lan
Architcemee
Aavica Fawreaco
Nicatz [eder
Crooff Lowe
Flizatwth Mebenaan
Karie M La
Janticson Mille
Lngee bl
A Nenagna
Roisin (FF2wyer
Paxrivia Pic
Aneonie Porecili
St phavic Uerts
Susan Purdy
Beunu Repetto
Lcum Ripgutt
tharles Hoveo
ol Howlamds
Renvstun

Hoboota Yarke
Ihisean W
Bkl Wostmorkan
Bic Witkinwa

1896

Emuna Huithpaee
Laavi Pelor

[usen erkiwiiz
Aninda Cascy

Tuelin Clarke
Casichaci, Gordes &
Wihirford

sy CuIisn

Iewing

ind 13rumtrannl
fun Edw yor

3 I‘ns FeHlior

Fokilabe

¥ hrm Ciudsel

Hox HllFAFE

Laarissa Fhorid
Rivhard Elal
Roatberine Huang
Flizs Hurchinson
ST Ttenior Licsagn
Heute Jones

Meevn ]nm_&

L riser

Lcah Karp
Shn Kilvert
MNaomi Rernar
Mlesgar Mutshall
Paul Marshzli
Terry Mad mom

aran b lerritl
s Absnpr Wang
sizunne honckion
Steplanie N
Rudsindda N
Robkert Nelwn
iy wlic
|HETORN
Toamy fher
el Dharer
Liblic Pesrter
¢ {Lawsan
Foned Reselerg
Salby Hons
JAmne e

Sianone ‘?he
‘mr:;h ‘m,bbb

Penny
Tyarren Wardle
Deanton Weisen

Srepher Wallinmeen

Pewer Zulbiae

199?

ige Amdrae
.\h Fealinh Budgrer
Fis Buyoe
Marelie Hrewer
Kato Bricty
Marrina
R CGorehing
Adan Craickshank
Biochida 1oy
Sarah Lrechsier
Herah Drofenik
b E Young
Nimaene Kwensan
Belenda Fox
Mickrel Girress
A CFrabam
Giearia Haty
Faae Fhald
Emrnalew Hansen
A I barrin
Aoz Han
baviae Haselon
Faven Hanfe
Phit Iegsmwetls
Faotzise Junniaen
Bydic Jnhnyran
Eleku Ko
Naami Kumar
e Lo
Melissa Lawvert
Hrian Lang
Fanaes Lynch
Lircanry Markay
Linda Marie Walker
¥ \[.m]nli

rhey

‘Emr ane Moackion
Habert Meksor
Alelanie Paifhy
ixeni Papaperroe
Cicarge Poppeash
Bt Maner

Erelbie Pridmore
hiaraie Budd

l. e rser:

Ja Scichenas

Ricky 5w 1lhm

Annzela
Fike Varza
Sy Wilder

1998
Maxine Add:
Apngcla B
Blarine Baker
Kicran Bolard
iy Brade
I‘crcr {tuske
M o Byarers
Amanda Casey
Ryseard nhek
Fengelope Mavis
Carolyn Dew
Vinee Deickan
Afe th

Micluck Craf
Anlec GG
Jexn Heigare
Bien Janes

U

Perer Lambropouion

Junarkoos Laker
1Yan Mackenee
Jernifer Alils

Jm‘-i.s \Iornsan

Al Rawsun
i }ms'nphu Smich

1399

Tk

Pasia Andreovsioy
Danael Arps
Helea Backen
Yirky Hrowne
Eimma Bogder
Msrein [

lebsorabe 4 3 Williams
Destiny Bleacon
Karahy Deechyler
Virgeraa Frase
Marash Irisch
Abex Gawronski
I "

taeipreen

Ann Eerris
otain 1 hengeedd
Sann Tnghes
{uras Thlin
Alex Jack

Cdenys Jackson
kyle Jenkins
Fleten ]nh-nmm

Marcello \I1]ubcm
sankhis b Alengies
Naomi Mulkumby
Warrer (Hds
Huguek Camella
Janc MPolkinghorne
Ardiew
At

Snrezpos
Jubrie Sweplicuson
{Jan Stocks

Bhriv Pretlinwen:
Gianni Wise
Nimvan Yubey

2080
K
Tandarosa
Studio Anybody

Angels Barley
Reteees Beasehet
Heire Bocck
[ATTUERLTAT

Ituth €anall

12eam Cars
Rachae!| Chapmian
Reberea Chew

b Ciutlina
Marttna Capley
Russelt 1t
‘Travis de fonk
Pdeboeah Bl Wikl

Glya Fle Wilkims

f nlm THagean

1\ ate B
Aanfrow
}\ >rash.: Irisch

[EM 23

[ Uy
Foemgh Jodns

Zinnerrc Riihbes
Elebursh Kelly

Eyavid Kenip

EFilary Lawsun

Carsivn Lewuns

Fen Fachduuc

Fesse Marlow

Edisigrbas Ao s

Karte MeXNeitl

Foomis Mlerare

Karlerina Mueier-Souber
pliclane ]l Nikolajik
Vonzskay Nikodic

Lhris Uer

Massimo Palombe

fami Bintaky

Fobize Rippere

Mlitch Robortsan

Alich Kol e
Ecahanne Schnicder
Alimrive Shardey

Heclkey Shaw
Neid Senyer
Feremy Bu
Lir " labias
Lhavin "l

e chml

\'-.l nee
Yolpara
- AWilsna
Annie Wil
Elasiey Young

2081

Ales Borkerr
Kieean Buland
Sauead Bond
Vicwria Houba

s Bk

1 Cumplec I
L (erian
Peta Clamy

FiH Eulwarais
PEeden Geddées
Cluryn Craldlin
Fesres Caneld

At Goaderlach
Elaercan Gonsune
Hiehant ol
Fhalany Fackmatn
Feanic Fraaclb
Adan Koadngze
Anwa Fatham

XY PR FFPT
Sarah Metancs
Hizaen Milae
Rubeie Nekson
Murdi Newsk
Flanee Peavok
Laherine Pilpeam
Yaunessa Raimaondu
Ev

Feresy Yan dcr Noored
Favlan \olk‘nrdr

2042
Bhehela U
Kate Cotel

Flelorah Lneowe

'.oltr :

Jennifer French

T Gitllee

dursy Green

Frimees Flinsen
Wiy Hansen
Ricleanl I Eodr

Mewd Tyt
Christapher Ralzenbach
Ay Ladbim

Sreve Lovert

Aosilrea Lowe

Joha L
Kire Aacieilk
randel Mikore
Iarren WEeide
Fauma Al
Bl Reily
Lass Hevnolds
Caroline Raclwetl
Jewna
1ake Sivelair
ITavid van Boyen
langen van Sehilte

ald




LIST 0F ARTISTS CONT.

Lincla van Ralies
Pere Volich
Eadoy Wost
Pavid illiams

piilias

St Bresipn

P aubarnn

Aury Alesamdes
Caire A
1aan Asuaday

Rasie Barks
Jennifr Pasthulnnwsw
Cliris Boatmont
Dawicow Berail
Seoars Blark

hiris Bood

Guae Bunechud
Lfieabeth Bovos
frtert Bridpewated
Aites Brow i

Sanchre Bruce

Nanctes Lnser
Newline Chisteisen
Parew Elle

k %Llnorcr

. HAE
I‘JnhuruIL Kot
Kate 1)¢ I

I')chﬁl A Crndn
Fruh Gee

13otcls Crenid
Reiner Gilhoress
Ciabadlalare

I:uh;l Frarpar
Anne Hacis
Lix Hemdesen
Jus 1 hitl
Ben EHadpes
Ant |yl
Chrissic Bansaea
Ancdsea lnnosene
g Fack
Peret janes Smich
Whynaky Jeffs
foouise Junaiwn
Crrawia Hlaby
Nargsha julens Messenpa
Nieldas Jones
Satah 4
Eivhen Remgp
“Fania Ringsten
Jatier Ko skas
MNagmi Kirmiac
Cassamdes Laing
fun k sewrmiensl
Ryan deoch
Ania Lamb
Kasiz 1yach
Al 1
Catherine Macknues

Pranict Mol
Amdrew Mamore
'\ URIER
Antheny Mar
Joshn Marsialt
Ciatwicile Margin
fromp M Oook
wlark M Dean
Prsnetas Medous
3k \!tRa&.
tHetan

Seben e

1 Henne Poacock
Praata Peldai
S 1T

Sabine Pound
Sreven Remlali

Lynerre ‘s-m(h
13 ‘;puok}
uit

thn) ihorn
Sarah Thewn
Aliek Tipott
Cinistes 1 esikas
n)lh v e

el Vale
yan der L

¥ t.q 3\.) Wrst
Shann Wil
Sursan Wyers

oo Yiapsi
Lentize-Ann Zxhn
Aaria Aois

@4

Sarah Addams
Habin Boht
Chris Bomd
Fuiiy Bawker

Jason Hiber

C3zgnam 1 haias

Ar
Chris 1 G 1R
Sarads btk
Anne b
Aheric Llnll
s Merme
frmhk (Y Rebly
Narudic Papak
Wik Pagras
Loynehal Be
Ag-lew Phillips
Adeie Psarzus
I asisn Baresa
Narinda Reedos
Kiten #ubinsan
“§%isds Rontl
“ib Sampsen

Toawisa iy
Jeniy Womaft
PFoanlis Ak
Sk L

#005

Herw Abe rers:

g et

Livelong r\l’v\ Adlnce
Adjson Fennett

Amdren (,(mdm L
Aathuny Green
iy Lirern

R achicl Jessse-fae
Slcl.ennan

Ay trnss ol
ol Brdley
£t Gombwia
Rass jaeols
Jomuthan Metay
Vichack Uik
Sinon Rolhjan

Paud Wailis

Geeloap Arts Allenes

7008

Pandatoda
Hut Ali

Jeanne Bajic
Retle Bassin

{aunen [izown
Aad Colieerive
Tk Lot
Seot Conereh
FimLraker
Ying=b.ap Tann
{avid Wooks
Narelte Desmand
Sasanrl |Jc|m7|.n

farclle ilerer
MMaribyn feanerre
Wichohas fones

1|L|\1| J abebves
Aqiva Bathan
Heden Martin

LYY ndy {}"I
i s
’;:lmg\:mg-,‘;iu;nlitn:,
Fana Payes
Veriey Pridegueay
Tarilpet R salrskl
sk Rudsda
K. 1 Ruluhe
Sracey Ryan

ke an\mr

(‘l‘nlell i
SN Towid
Kfl.-mna'i‘sn

R achel Ang
Apdecw Acclisan

lnl‘um.‘ Fusrice
“ellows

Kate Me™
Feas Minc

Sonye wagels
Anna Iidsson
Hudlie (ke
Abeebew (Y
foymbil Peake
Magidatcra Pfereva
Tsalwela Phace
{Hivia Polent
Manmi e muan

Blythe Foli

RIS

Feseve Wik in-Mo(iepar

2008

Julkr Adeuki

Jarrall Atkinson
Slavdi Bt Lraves
Tooiey Berghmt
Jeseie Buarrelle
Caroline Clements
iy Brwvm

Ehon Buseeslb

Heken I\-ooku

Pinick ol
Paul E)umm

Fnth 1eisksan
Trenat Elian

Prad Frayloek
FHEFTS II«..« LY

Ris Kiechin
Sarah Fake
Benn
Fugy
Wetlic Fayle
Taaga ibdidboeme

EYunrinique St lelson
Sephia
Charlic

ie Nech

Abchue] Pruw
1ka i

Mogpebe Sooer

J [ERSRTR 1
Cathenne Sewedl
Pmi hpontd

Uachales Uoanrawat
1sabel YWaksh

{.ube Warm

Sharon Westy

Whe Whyie

ok Weight

2008

Hoarpn ar-leareata-calicenive

T b
Fhugh Ak
k

R.th::I Ang
g Atkin~
Stoart Baley

1arin Vactrea
Sunaae Bliss

rah Bowe
Niroi Bcodan
Lasa Brennan
Barals Bunting
Stephanie C Theek

Arron £ enpe

Bon Faurania

Adam ik shink

Mdme [Je fung

Misstee Dean & M Teen
Palby Laadima
Tteberea Ieinme
Adyshie Bueldenben
Leauise PHlbren

1.i52 Sewaer
Iy Fischer
wessFle
kylic Furbes

Matashe 17 ns"h

Sam Geongr
Loeargia £2ikud
ey (Jospu

Hraud Ha-.lm E3

Saered Fleare Mission
Girearcse Hies
Rachusl Teaper
Andy Hurson
Cenalbee Berodiwouot
Men in Suits

Pant § kabenba
Ureddic lacksan
Thriata ematian

Foate Just

Kansi Kure

Domiric Kavanagk
Lowtse Klerks

honprs
Lrscebes

If.lu
Maren Moodic
haee Blass
Simon O Crrrigan
“Fown (X ERemm
Prpjecter CHiseusa
Jem Oddzncmdow
Juba Parkinsn
laper Project
Brinfpet Radomski
gaah 114
Rasl

i
1l Imnh Rudd
“Theren 1+

Frepue Fuches Andersin
Clalen: Yalke
Foan Y de Graad{
Ace Wagstalf
Sunt Waklan
Wood

€1
Fovantose
Vit

Iran Barzer
Thus Bl
ik N

i'n.nmicuc il urke:
Kaeri € mwean

1anera
“Fhontas Charloa
Mully Cuuk

Selena Dc £larvnkin
Jankes B
Apmee 1
Abere Frocenan
{ni Creen
fedseet
Licae ]IJ!I
“Tam Boin
Lon
Jessica Eusen
3l Helmbere
Bvoko lnoe
Pl Kakemba
Cryvsral Knigh
i Ecnle hoest
Ben Reyeer

Ry L Fouate

EYeowe Purrrilcr
o 1ol

Jnbtier Rowe
Licongoe Hosdyy Sinrh

wdnpe Skbies
1 Fai
SEcw g
Stoae Lae
Aladry Moy

Somha Tekseck
\[ulnlh_ Tran

mdiscnvered Mross

t W arsen




FUSLIN TORTEMPIRARY ART SPALES

o it e ¥




