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INTRODUCTION
For the Master of Philosophy I have made work about my
experience of two threatened environments. I am fascinated
by the way culture, history and personal bias affect the
interpretation of environmental issues. Another passion is
for museums of natural history and ethnography, which
house the history of nature and culture in addition to
organising knowledge about them. The museum therefore
provides the context for investigating the complexity of
environmental issues. This complexity is the theme of my
artwork, and I have referred to the museum for its form and
display.

I intended to make work that would embody the uncertainty
and complexity of ecological issues, to highlight the debate
rather than offer answers. The aim of this project is to
investigate ways contemporary sculpture can convey unfixed
or flexible meanings regarding environmental issues.

The approach was to locate my work in two particular
landscapes. Both landscapes are in the process of change
and each embodies different environmental issues. We do
not necessarily take notice of the fact that all land changes,
over time and as a result of human action and natural
processes. As land changes, so do meanings and values
assigned to land. I wanted to raise questions about the way
these meanings and values change. I used the aesthetics of
the museum to suggest that the sculptures were recording a
contemporary situation for a future museum, drawing
attention to the fact that the present becomes the past, and
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will be interpreted differently in the future. The museum
records the history of nature and culture and relations
between the two. It also influences the meaning and
interpretation assigned to nature and culture framed by
time. It is therefore an appropriate schema within which to
locate my work. For the purposes of this research, the term
museum refers to those institutions housing natural
specimens, cultural artefacts and archaeological finds . These
are defined as museums of natural history and ethnography
in Europe and America.

In researching sculptors who have referred to the museum I
discovered common themes among them . When referring to
the museum, sculptors often borrow its aesthetics and/or its
processes. Mark Dion and Fiona Hall are the two artists who
influenced my work the most, as they specifically refer to
museums of natural history and ethnography. Furthermore,
they have consistently used museum aesthetics and
processes to make work about relations between humans
and nature.

This research resulted in two bodies of work. The Berry

Series consists of works made from cattle bones and
inspired by the skeleton galleries of museums , The Lake

Mokoan Series consists of three groups of small 'artefacts'
and is inspired by museum representation of natural
specimens and cultural artefacts .
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PERSONAL CONTEXT
I have lived on acreage for most of the last twenty-two
years, which has given me first-hand experience in land
management and weed control, food growing, bush
regeneration, and issues of water and power management.
This lifestyle constantly raises questions. For example,
removing privet from the rain forest aimed to restore
biodiversity, but removed an existing source of carbon
processing. Ideas about organic food production aren't
necessarily consistent with bush regeneration and water
management. Past good intentions regarding land use and
human occupation have become today's failures. I have a
Bachelor of Arts in Psychology and English Literature, which
reflects my interest in the human condition. It is the
combination of human needs and needs of the environment
that makes ecological concerns so complex.

Life on the land, time spent walking the beach and travels in
the desert have inspired my collections of bones and other
natural objects. These collections are part of my aesthetic
response to the environment, and become souvenirs of
particular sites and times. Previous work was generated by
these experiences, in particular the use of bones to make
sculptures about ecological issues.
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Fig 1. Sally Simpson, Watering Can

Fig 2. Sally Simpson, Nest

Watering Can (2006) (fig.1) connected the rib cage of a

kangaroo to cattle bones with stitching, to create an object
that clearly could not hold water. It linked the eviaence of
death of indigenous and food-producing species with the
human use of water for non-essential purposes. Tasting
Vessel (2007) suggested the precious nature of a sip of

water. A pelican skeleton was altered with glue and thread
to make a delicate form in which the breast-bone invoked a
shallow cup. Nest (2008) (fig.2) used waxed thread to
connect the rib bones of wombats and kangaroos to suggest
an absurd effort to nurture life from available materials .
These were all small works, and the subject matter was an
unambiguous call for attention to ecological issues.
However, they did not address the multi-layered nature of
those issues.

The research undertaken for the Master of Philosophy
combines my passion for the environment with my
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fascination with museum collections. I have spent many
hours in museums of natural history and ethnography in
Europe and America in particular. They hold the appeal of
mysterious and imaginary worlds for me, the mystery of
nature and other cultures. Gaynor Kavanagh, an
internationally recognised British professor of museum
studies, describes this appeal of the museum as a 'dream
space' which is 'the non - rational, affective and reflective
. experience of encountering ourselves within the museum
and its work.' 1 Similarly John Elsner says objects in museum
2
collections become 'an imaginary world that never existed .'

The museum has recorded human relations with nature, in
its displays of natural specimens as well as cultural
artefacts.

Fig 3. Sally Simpson, Sta nding

1

'

Fig 4. Sa lly Simpson , Two Votives

Sentinel

Gaynor Kavanagh, Dream Spaces : Memory and the Museum (Leicester:

Leicester University Press, 2000), Back cover
2

John Elsner, "A Collector's Model of Desire : The House and Museum of

Sir John Sloane," in The Cultures of Collecting, ed . John Elsner and
Roger Cardinal (London: Reaktion Books Ltd, 1994), 169. Elsner is an art
historian, and this book traces the psycholog y, history and theory of
collecting .
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Cultural artefacts are often fetish or votive objects made to
appeal to the forces of nature . Collections of these artefacts
influenced the form of my earlier work. I was inspired by the
imagery of terracotta votive and fetish objects across
Mayan, Greek and Roman cultures to work in that material
to make miniature and life-sized figures (1998) (figs 3 & 4).

Three years ago I began
making contemporary fetish
objects such as Insatiable,
(2008) (fig.5), which suggested
a mouth opening to an infinite
interior space in a body
decorated with the luxury of
silk and pearls.

The research for the Master of
Philosophy is inspired by
Fig 5. Sally Simpson , Insatiable

ecological concerns at
particular sites . The sculptural form is influenced by
museum collections. The starting point for each of the two
bodies of work is the site.

THE SITES
The two sites I researched were chosen because they are in
states of change or transformation. Berry, a coastal town
two hours' drive south of Sydney, has been transformed
from rainforest to grazing pasture, and farmland is now
being carved up for urbanisation. I chose it because I lived
there for twenty years. Lake Mokoan, on the edge of Benalla
in Victoria, was part of the 2009 Contested Landscapes field
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study I participated in run by the School for Environmental
Studies, Australian National University. Both sites have been
changed by humans for agricultural purposes, and are
currently undergoing change for other reasons. The first site
discussed below, Lake Mokoan, had lost most of its
biodiversity.

Lake Mokoan
Visiting Lake Mokoan in 2009 I
found it visually spectacular, a vast
expanse of anaerobic mud,
punctuated by the stark black
shapes of dead red gums (fig .6).
Benalla Council was undertaking
work to revitalise it. This was a
perfect opportunity for me to
engage with land knowing that its
current state was about to be
Fig 6. Lake Mokoan

changed.

In 1971 the area known as Winton Swamp was dammed to
form Lake Mokoan. This occurred for two reasons. The first
was to divert water into the swamp in order to protect the
town of Benalla in times of flood . Secondly, pumps and pipes
were established to irrigate local farms growing canola,
wheat and pasture for animals. The lake was so shallow that
during the drought of 1982 it dried out, and evaporation has
continued to be a problem.

In 2009 Benalla Council was in the process of
decommissioning the lake, against a lot of opposition. This
decommissioning will enable Lake Mokoan to become Winton
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Wetlands . The transition to wetlands will involve careful
environmental intervention. For example, gross pollutant
traps and fences will be introduced, and revegetation will
include reintroduction of woody debris for habitat .

Berry
The second site is Berry, where I lived from 1990 until 2011.
Over the past twenty years I have witnessed dramatic
changes due to urbanisation. Much of the rainforest there
was cleared by early settlers and became rich, productive
country particularly suited to dairy cattle. As the dairy
industry became more and more deregulated, small family
farms gave way to larger ones, and many moved to beef
cattle. The fertile land in Berry is now being urbanised for
holiday homes and retirement villages, due partly to its
proximity to Sydney. That is, the meaning and value of the
land has changed, and will continue to . Questions -about
intensive monoculture, land degradation and clearing receive
a lot of press, and are familiar to the general public. Beneath
the superficial reading of these environmental issues are
questions about human relations with the land, as well as
the future of food production.

These changes in values mean eventually there will be very
little land ava ilable to produce food. I don't pretend to have
an answer to this inevitable process with an expanding
population. However, I decided to make work about the
shrinking cattle farming lifestyle in Berry. It was a metaphor
for loss, and losses associated with change, whether
environmental change, social change, or the effects of time.
I did not know at the time that I was saying goodbye to
Berry as my home.
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Land changes constantly in response to natural processes as
well as human intervention. What fascinates me is that as
land changes so do the meanings and values assigned to it.
In 1971 human needs to protect the town of Benalla as well
as irrigate local farms were given precedence over the
biodiversity of the area. Now that biodiversity has been lost,
and although the lake will be transformed into a wetland it
will be another man-made structure. It can never return to
its original state and past good intentions are now regarded
as mistakes. It is this type of change in meaning and
interpretation regarding ecological issues that drives my
work.

The impetus is to chronicle points of change, moments in the
history of the two sites. The subtext is to draw the viewer
into the recognition of these processes of change -as well as
the implications of change. Change is a process of
transformation into an unknown future, but it also includes
loss and evokes nostalgia. Hence, the meanings and values
assigned to the process of change are complex and
uncertain.

CONCEPTUAL QUESTIONS
The two sites inspired the following conceptual questions:
Can sculpture convey complexity/flexibility of meaning
regarding ecological issues?
Can sculpture convey that meaning can never be fixed?
Can sculpture invoke the viewer's curiosity and speculation
about environmental debates?
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My aim was to engage in debate, without offering solutions,
in order to avoid being didactic. I intended to make work
that would pose questions and ambiguities, and to grapple
with issues of responsibility, loss and change. I do not offer
a single point of view or opinion as a singular viewpoint
presented in an exhibition or museum display can render the
viewer passive rather than actively engaging in the dialogue
presented through the work. In the instance of my work the
viewer is asked to reflect about the possible meaning of an
object through engagement with the topic. This is discussed
further in Chapter 1 of my dissertation.

To explore these questions and debates, I first looked at the
sites studied as a source of materials. I then researched
museum methods of presentation and methodology, for
several reasons. The museum is associated with knowledge
and history of nature, and can evoke a sense of mystery and
complex meaning. The museum displays artefacts and
specimens behind glass, both elevating the importance of
nature and highlighting the passage of time by freezing a
particular moment within the context of the display. I
wanted to exploit these associations with the museum, and
to suggest that my objects represent the present, as if for a
future museum.

In addition, contemporary sculptors were researched to
ascertain which methods of referring to and exploiting
museum methodology were appropriate to my research.
Australian artist Narelle Jubelin uses museum strategies of
display in the series Trade Delivers People, 1989 - 93 which
highlights the effects of colonisation on the interpretation of
culture. An example of this is Trade Delivers People #2, part
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4 (fig.7), in which a New Guinea bride-price armlet

composed of German porcelain buttons is displayed in a
European frame against a cotton petit-point background.
Australian sculptor Janet Laurence invokes the museum
display of scientific collections in works such as Natural
History, 2008 (fig.8) and Birdsong, 2006 (fig.9). In these

works Laurence investigates human relations with science,
nature and death.

Fig 7. Narelle Jubelin, Trade Delivers People #2,
part4

Fig 8. Janet Laurence, Natural History
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Fig 9. Janet Laurence, Birdsong

However natural history museums are referred to
consistently and deliberately in the work of Fiona Hall and
Mark Dion, often as both the subject matter and the theme.
These two sculptors were chosen in particular because they
exploit museum processes to provide a context to both
engage the viewer and highlight environmental and political
concerns, Hall particularly has investigated the exploitation
of nature from a postcolonial perspective, and Dion has
exposed ways humans and museums impose particular
meanings on nature.

SITE AND PROCESS
Each site held the conceptual framework of the research and
the inspiration for it. It was necessary to spend time simply
being present in both places. Collecting materials on site
was part of my interaction with the environments and
therefore my process. In this manner I followed the tradition
established by Australian artists Rosalie Gascoigne and John
Davis. Gascoigne's work is inspired by the textures and
materiality of her found objects, from planks to reflective
road signs. Although her subject matter is the Australian
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landscape she was responding to the beauty around her
rather than raising ecological issues. 3 Davis uses inexpensive
or temporal materials to express his 'affinity with the
Australian bush'4 and an interest in environmental issues .
However he did not use whatever materials were at hand,
but 'worked with a narrow and rigorously consistent
repertoire' 5 of eucalypt twigs with twine, calico, canvas,
papier-mache, tar and paint.

For both series I collected organic and man - made materials
on site. The materials themselves led to ideas about form,
and the contrast between them enabled me to define ways
of presenting the land and debates in museum form.
Irrigation pipe found at Lake Mokoan stood as a metaphor
for the black dead trees recorded on site and ultimately it
defined the scale of the work in the Lake Mokoan series .
Coincidentally, the scale of the small works happened to
echo the scale relationship of myself in the lake where I felt
dwarfed by nature. Other materials collected at the lake,
were animal bones, particularly fish bones, mud and
materials left from boating, fishing and general human
activity.

Camping on the edge of the lake in two different seasons
and discussions with local authorities, including the Mayor
and representatives from National Parks, led to processing of
local knowledge combined with tactile experience to inform
my work.
3

Vici MacDonald, Rosalie Gascoigne (Sydney: Regaro Pty Ltd, 1998), 37.

4

David Hurlston, John Davis: Presence (Melbourne : National Gallery of

Victoria, 2010), 59.
5

Ibid., 124.
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In Berry I collected cattle and native animal bones as well as
discarded farm materials such as tools and twine. I also
considered a range of farm materials for armatures,
connections and display methods. I have collected bones for
many years as their sculptural form appeals to me, and they
represent both prime matter and the cycle of life and death .
Living in Berry I was aware of the problems of weed
management, clearing and urbanisation. I also discussed in
depth the changes to the area with two farmers, both in
their 80s, who have worked their family farms since their
parents' time. During the period of collecting materials and
information I arrived at the decision to focus on cattle
farming as one aspect of land use in the process of change
in Berry.

I wanted to record a particular place at a particular time, as
if for an unknown or future museum. I chose the museum as
the overall schema within which to frame my work in order
to exploit its associations with mystery and knowledge .

Fig 10. Display of ethnographic artefacts,

Fig 11. Display of specimens, The

The South Australian Museum

Austra lian Museum

14

THE MUSEUM
The South Australian Museum and the Australian Museum in
Sydney (figs. 10 & 11) are the museums of natural history
and ethnography I particularly investigated for the two
bodies of work . These types of museums continue to
influence our understanding of nature and are also
attempting to make sense of contemporary environmental
issues. They also house collections of cultural artefacts that
represent the relationship between humans and nature. In
response to postcolonial and post-structural theories, the
museum is now analysing its narratives. Meanings assigned
to objects and collections are changing, as well as the
meaning given to the role of the viewer. In fact, the
museum is now a cultural artefact embodying layers of
meaning resulting from its own history.

My dissertation examines the roles the museum has had
since its origins as Renaissance Cabinets of Curiosity or
Wunderkammern . The contemporary museum contains
elements from that time, as well as from the development of
science during the Age of Enlightenment. The museum has
also attempted to accommodate postmodern critiques of its
practices. As a result of this history the contemporary
museum embodies complex meanings and paradoxes. It is
therefore a site of multiple meanings, and an ideal vehicle
for my own intentions to convey unfixed meanings about
ecological issues and relations between humans and nature.

The museum also represents complex meanings because it
is recognised as a house of the unfamiliar and mysterious.
For example, Eilean Hooper-Greenhill points out that the
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viewer's attempts to understand the unfamiliar, or 'other',
can be 'mind-expanding and would offer new possibilities of
classifying the world and even new ways of living in it.'6
Although postcolonial theory has criticised the museum for
its patronising attitudes towards other cultures, the museum
retains the appeal of the mysterious. Andrea Witcomb
asserts that it is the exotic and strange nature of museums
that appeal to the viewer- 'museums as houses of mystery',
adding: 'This association suggests that despite their role
within hegemonic discourses, museums are associated with
danger, the irrational, [and] the uncontrollable .' 7
I intended to invoke these associations with the museum
through my practice-led research in order to ensure that
interpretation of my work's meaning remained uncertain. In
its role as an educational institution, the museum has been
criticised by post-structuralists, including Michel Foucault
and Hooper-Greenhill, for disseminating fixed meaning to
passive viewers. This is examined further in my dissertation.
However, it is the museum as a house of mystery I wanted
to exploit. This not only has the advantage of reminding the
viewer that meaning is sometimes impossible to define, it
also allows for the viewer's non-rational response, which is a
further demonstration of the flexibility of meaning according
to individual differences.

I also appropriated some museum aesthetics to add status
to the objects made of unimportant and waste materials .

6

Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge

(London and New York : Routledge, 1995), 5 .
7

A. Witcomb, Reimagining the Museum: Beyond the Mausoleum (London

& New York: Routledge, 2003), 24 .
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Susan M. Pearce has shown that objects (natural or manmade) become important when and because they are
collected and housed by museums. 8 Contemporaries of Dion
and Hall have revealed, exploited and undermined the status
the museum confers on objects. For example, Damien Hirst's
Dead Ends Died Out (1993) is a vitrine containing an
ordered display of cigarette butts. Here he elevates the
status of the cigarette butt, while simultaneously ridiculing
that process of recontextualisation by the museum.

I intended to evoke an audience response to the museum as
well as to my objects, without defining what that response
should be. The response to the museum could range from
respect for the importance of the museum object to curiosity
about the mystery of the museum object. I anticipate that,
whatever the viewer experiences, it will lead to questioning
the intention of my work. Thus the viewer would discover a
range of possible interpretations .

8

Susan M. Pearce, Museums, Objects and Collections: A Cultural Study

(Leicester & London: Leicester University Press, 2000), 34.
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Museum references in the Lake Mokoan Series
There are three groups of
research from Lake Mokoan .
The first two are inspired by
museum collections of cultural
artefacts from Africa, Papua
New Guinea and Australia,
where local materials are used
to make fetish objects with
human features. The third
group draws on the wrapping
and decorating of mummified
animals by the Egyptians. The
museum is the portal to the

Fig 12. Enlightenment-style display of Pacific
cultures showing groups of similar objects as
examples of a system, The South Australian
Museum

mysterious worlds of other
cultures and the past.

My first contact with cultural artefacts was at the South
Australian Museum in the 1970s. The image shown here is of
a display that has not changed since then (fig.12). It shows
shrunken heads and exotic decorated tools grouped under
the title 'Pacific Cultures'. These types of displays are
evidence of the attempt to impose order on exotic objects
beyond my own world . Artefacts in museums can take many
forms including tools, ceremonial objects or votive and fetish
objects. Initially through research I experimented with the
mask, headdress and tools as vehicles for creative
expression of my project. However, I kept returning to the
fetish as an interactive force between humans and nature.
The first two groups I made are titled Artefacts: Lake
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Mokoan. The two groups refer to fetish objects, which

represent the tradition of humans attempting to make sense
of, or placate, the natural world, using local materials
available.

The third series, Venerated
Remains, refers to the Egyptian
practice of wrapping mummified
animals (fig 13). Unearthed
examples of death occupy a
significant place in the public
imagination and in museums .
Whether preserved and ritually
decorated by the Egyptians, or
naturally preserved by peat bogs
or ice, mummified bodies are
metaphors for transformation from
one state to another, and
therefore appropriate symbols for
Lake Mokoan. Mummies symbolise
the path from death to a future life
in a different form. This series
alludes to the site's transformation
from one form to another using
the symbolism of mummies.
However, it also raises questions
about the importance of what has
already been-by imitating
reverence for the past, a past

Fig 13. Intricately bandaged
mummy of a cat, The British
Museum

which was in fact a man-made lake
that could not support life.
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Fetish objects and mummies maintain a sense of mystery
because we can only presume to know their original stories.
They are mysterious because they transcend time. In the
case of mummification, a person who lived centuries ago is
still physically present in a museum today. In the case of
cultural artefacts, they represent a time of origin, a time of
collecting, and a continuous time into the future as part of a
museum collection. As such they are subject to ongoing
.reinterpretation by the museum, and thus symbols of
unfixed meaning. Artefacts and mummies collected by
museums also support Jean Baudrillard's assertion that
antiques allude to an earlier time, presenting themselves as
the 'myth of origins'. They appeal to our nostalgia for our
own origins, and the older the object the closer it brings us
to an earlier age, to nature, and to primitive knowledge .9
Thus, uncertain meaning is inherent in objects that have
survived through time.

I wanted to exploit these associations of time and museum
objects to raise questions about the meaning of objects
found on site and the effect of time on interpretation of the
object itself and the site.

9

Jean Baudrillard, "The System of Collecting," in The Cultures of

Collecting, ed . John Elsner and Roger Cardinal (London: Reaktion Books
Ltd, 1994), 76.
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Museum references in the Berry Series
I remember my first impression of the skeleton gallery (fig.
14) in The Australian Museum. I was awe-struck by the
similarities between
vertebrates. It was evidence
of a large, mysterious,
organised system-naturewhich may never be
completely known. The only
explanatory texts were
scientific labels. The skeletons
spoke for themselves, and
carried many layers of
associations. At first they are
amazing sculptural forms in

Fig 14. Display of skeletons, The Austral ian
Museum

their suggestion of mass and
volume through the tracery of bones. They represent both
the inevitability of death and the mystery of another world
after death. Skeletons are also the substructure of
vertebrate life forms, and the museum contrasts the
variation in form among animals through display devices
such as space, rhythm and scale, the same devices used to
encode sculptures with formal properties . The displays also
evoke questions, such as 'how were the skeletons collected?'
or 'what were their previous lives and environments like?'
Such questions refer back to the appeal Baudrillard proposes
as a 'myth of origins'.

My intention with the Berry research was to exploit the
complex emotions felt around evidence of death and loss,
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chronicled through ideas of loss of lifestyle and of arable
land, as well as earlier losses of native habitat and species.
The skeleton became the schema for the Berry Series. I had
a large collection of cattle bones as well as native animal
bones, and experimented with ways to use them to
represent the loss of the farming lifestyle in Berry. I
investigated museum methods of assemblage and display,
and adapted the pinning together of bones to suit the forms
I created . The bones' association with death led to the
investigation of Western graveyard imagery as well as
ancestral totemic artefacts.

I researched artists who refer to the aesthetics of the
museum, and discovered two artists who consistently
appropriate museum imagery in order to discuss the
complex nature of meaning and interpretation. For this
reason I focused on Mark Dion and Fiona Hall.

ARTISTS IN CONTEXT
Many artists have focused on sites and environments, and
others have referred to the museum, but Fiona Hall and
Mark Dion are particularly relevant to my work for three
reasons.

Firstly, unlike other artists who occasionally refer to
museums, Dion and Hall consistently refer to museums of
natural history and ethnography in most of their work.
Secondly, Dion and Hall appropriate qualities of the museum
in order to discuss relations between humans and nature.
Thirdly, they exploit qualities of the museum in order to
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encourage the viewer's conscious interpretation of meaning
in their work, and meaning in the museum.

My dissertation examines Dion's and Hall's work, revealing
their use of many strategies to invoke the museum while
raising questions about meaning, particularly meaning
regarding human relations with nature . Their strategiesappropriation, juxtaposition of unrelated materials,
transformation and recontextualisation-are analysed here,
and form a blueprint for approaches used in my own work.

Methods used by Dion and Hall to refer to
museum methodology

Fig 15. Mark Dion, The N. Y.

Fig 16. Mark Di on, The Great Chain of Being

State Bureau of Tropical
Conservation
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Appropriation
Initially, Dion and Hall appear to simply mimic museum
display methods. For example, Dion's work often appears to
be the storeroom of natural specimens for a museum, as in
The New York State Bureau of Tropical Conservation (1992)
(fig.15). For The Great Chain of Being (1999) (fig.16), he
used a Renaissance-style cabinet to display specimens
according to an alternative epistemology . 10 Dion has also
curated exhibitions within several museums, using their
display methods but recontextualising and subverting
relationships between the objects.

The earliest of these used the museums of universitiesCuriosity Cabinet for the Wexner Centre for the Arts ( 1997)
and Cabinet of Curiosities for the Weisman Art Museum,.
(2001) (fig.17) at the University of Minnesota. The display
cabinets and presentation of the objects at first appear to be
genuine museum displays, and in this way Dion exploits the
audience response to the museum in order to capture its
attention. He then proceeds to demonstrate to the audience
its own role in the interpretive process by engaging it in
curiosity about his meaning.

1

° Colleen J . Sheehy, ed. Cabinet of Curiosities : Mark Dion and the

University as Installation (Minneapolis: University of Minnesota

Press,2006), 11.

24

~

..

·Cl

~ -.1-_1'•~(
~-:· ~
. e,. , ...,.,"'
~• ..i,~
~A1i'
~ "'•, , _ttl•~ .
..,..,.
.F~l~
___ . ~,~-. ·,, ..' ai..
••
-.
._,. '

•'

''

•

, -

j

C)

--

.1\;1

"

i

"

., ,·~~ •. <, •, , . f.il<,; •• ' !.] .. --.-r ,-.. ...
"" -J .f!1:,
,: I ~ "·'\it
'-.fl!:. ~
, ~
- .. . ....
'·1

... '

.•;I' - ~' <~ h·:,
•. • ff ff;

r£

p,'\-s

JJ~jl'"

.

C

'

"'·

•

•

,

:·

'·

J,, ...,.,

0

1

:'

w ,,-,,.,.,

.

.,.;:i

:

Fig 17. Mark Dion, Cabinet of Curiosities for the Weisman Art Museum

FEDlf '
::

-- •to
.o~

1 '_' iSI FiZW
,_.,.___ ,

- ~----=~~--~.J£i£- ~~-~, , , ,.- -

~ ~

Fig 18. Fiona Hal l, Occupied Territory

Fiona Hall's use of the museum cabinet to display her works
similarly exploits the audience response to the museum.
Furthermore, her hand-crafted objects initially appear to be
exotic specimens or artefacts, partly because they are in
museum cabinets and thereby gaining attention and status
accorded to museum collections. There are many examples
25

of this, as it is a consistent part of her working process.
Cash Crop (1998) displays cast soap replicas of natural

specimens on glass shelves in a vitrine. Occupied Territory
(1995) (fig.18) and Field Work (1998-99) display handcrafted beaded objects evoking the appearance of exotic
specimens.

Fig 19. Claes Oldenburg, Mouse Museum
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As mentioned previously, ordinary
objects gain importance when
housed in a museum, and Hall and
Dion take advantage of that to gain
the viewer's attention. Some of
Dion and Hall's predecessors
underlined this effect of the
museum on objects that had little
or no value. For example, Claes
Oldenberg's Mouse Museum (196577) (fig.19) and Herbert Distel's

The Museum of Drawers (1970-77)
(fig.20) used museum display
techniques to highlight, immortalise
and raise the value of the objects
displayed.

Fig 20. Herbert Distel, The
Museum "Df Drawers

Juxtaposition of unlikely or unrelated objects or
materials
Dion juxtaposed natural specimens with the tools and
equipment used in the collecting process in The New York

State Bureau of Tropical Conservation (fig. 15). We expect
to see 'taxonomical displays of objects in a museum and
Dion's subversion of this was part of his strategy to engage
the viewer in interpretation of.the artwork. It also reminded
the viewer that museum displays are the product of human
activities, which displace specimens from their origins.

For this work Dion performed for several hours daily in the
exhibiting space at American Fine Arts Co., organising,
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labelling and numbering 157 specimens from a previous
work, On Tropical Nature (1991). By including tools in the
display he imposed personal systems of order on the
objects, and so subverted accepted museum categories.
Other artists have subverted museum categories and
referred to the museum's back rooms. For example, Fred
Wilson's Mining the Museum (1992) exposed hidden
information about the history of Baltimore's people in order
to subvert the museum narrative. Dion's purpose was to
reveal that there is a vast and complex amount of
information available about a subject, and the information is
open to interpretation by the viewer. Visitors could observe
and interact with Dion as he classified, preserved and stored
or displayed the specimens, and this was part of the method
he used to demonstrate that meaning is open to
interpretation.

Juxtaposition is one of Dion's main strategies. In Curiosity
Cabinet for the Wexner Centre for the Arts and Cabinet of
Curiosities, his rearrangement of objects according to

alternative epistemologies demonstrated the infinite
flexibility of meaning of objects, and therefore the
ambiguous nature of the concept of truth. Hall also subverts
museum categories in some work, such as Tender (200305) (fig.21), in which she juxtaposes the serial numbers of
dollar notes with botanical names for birds, labelling nests
that are artificial, undermining the importance ascribed to
taxonomies. The juxtaposition of shredded money with the
nest form surprises the viewer into closer inspection of the
work and engages the viewer in an attempt to interpret her
meaning. Like Dion, Hall intends to highlight the viewer's
own role in the interpretive process. Whereas Dion
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juxtaposes unlikely objects he has collected, Hall juxtaposes
unlikely materials and methods by transforming them into
hand-made objects of wonder.

Fig 21. Fiona Hall, Tender

The Surrealists challenged traditional versions of history
represented in the museum and subverted reality by
destabilising established categories with their surreal and
anarchic juxtapositions, setting the precedents for Dion and
Hall. Salvador Dali did this when he combined a plaster
lobster with a telephone and called it Lobster Telephone

(Aphrodisiac Telephone) (1936) (fig.22), which challenged
the meaning and function of a lobster, a telephone and the
artwork itself. It is an example of the free association of
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objects used by the Surrealists, designed to 'baffle (his)
public completely.' 11

Fig 22. Salvador Dali, Lobster Telephone (Aphrodisiac telephone)

The Surrealists parodied the museum's scientific categories
in The Exhibition of Surrealist Objects (1936). This was an
installation of a variety of objects in glass cabinets
suggesting an ethnographic museum. The objects, including
African and Oceanic artefacts, a relief by Pablo Picasso,
some ready-mades by Marcel Duchamp, and mathematical
tools, had no apparent connection other than their
placement in this display. These juxtapositions of unrelated
objects deliberately overturned and ridiculed western

11

Lucina Ward, "Salvador Dali," NGA,

http://nga.gov. a u/internationa I/catalogue/ detai I.cfm.
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categories, challenging Enlightenment ideas about
technological superiority and therefore the linear progress of
civilisation.

When artists subvert museum categories or narratives, they
raise questions about the nature of truth and meaning . The
works mentioned here remind us that meaning has been
constructed by the museum (Dion) or is constructed in the
work itself ( Ha II).

Fig 23. Fiona Hall, Dead in the Water

Fig 24. Fiona Hall, Ce// Culture

Transformation and recontextualisation
Transformation of materials is a particular feature of Hall's
work. Where Dion collects objects, he changes their meaning
through juxtaposition or recontextualisation of the objects
themselves. Hall, on the other hand, takes common
materials, applies unexpected methods to them and
transforms them into unexpectedly beautiful objects. For
example, Dead in the Water (1999) (fig .23) transforms PVC
pipe, decorating it with drill holes and glass beads. Similarly
in Ce// Culture (2001-2) (fig.24) Tupperware takes on
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unexpected forms. Hall alters the materials, and adds glass
beads to them, to create objects which are far more
beautiful than their origins .
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Fig 25. Fiona Hall, Medicine Bundle for the Non-born Child

In Medicine Bundle for the Non-born Child (1994) (fig.25),
Hall applies the unlikely method of knitting to shredded
Coca-Cola cans. Shredding the cans initially transforms them
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and alters their original purpose, and knitting adds a
surprise element to draw the viewer into curiosity about her
meaning . The five objects made by this process-jacket,
bonnet, pair of bootees, rattle and feeding bottles-are
reproductions of a Western baby's layette. The title suggests
the layette is being offered by Coca-Cola as a medicine
bundle to a culture in need. Coca-Cola is generally accepted
as a symbol of global capitalism and cultural imperialism, as
its intention to make money out of emerging economies is
well known. Hall highlights the effect the company has when
it exploits indigenous cultures and plants to make its
product, suggesting its control replaces the natural care of
babies. In addition, the objects simulate those of nurture,
but would actually torture a baby if used. The term 'Nonborn' actually suggests an impossible life form. Furthermore,
with the Western form of the objects, Hall is also
commenting on the influence the company has ori our own
culture. Hall's transformation of the cans from commodity
fetish objects into simulations of cultural artefacts
recontextualises the meaning of the cans, and of knitting, as
well as drawing us into curiosity about the layers of meaning
in this work.

Museums themselves recontextualise objects by collecting
them, and have been criticised for this process because it
strips the object of its identity. The Modernist artist Lothar
Baumgarten criticised the museum's construction of
meaning in Untitled Objects (1968-9), which displayed slide
projections of vitrines from the Pitt Rivers Museum. He
criticised the aspiration for encyclopaedic completeness,
which led to vast appropriation of unknown artefacts,
thereby reducing their function to objects of curiosity, and
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wrote of this process: 'In the name of science, they have
been stripped and deformed, reduced to research
material.' 12 However, at the same time, Baumgarten saw
that this recontextualisation had the potential to give objects
new, mysterious identities. 'The unsolved mystery of their
origins and ignorance about their rituals or purposes remains
intact. This unknown makes them coveted and provides
them with an exotic quality. '13 This statement highlights the
complexity of some artists' engagement with museums,
recognising the damage museum practices can engender as
well as the exotic and mysterious nature of objects in their
collections, which can never be fully understood.

Artists who appropriate museum imagery often do so in
order to exploit the museum's association with mystery.
Eduardo Paolozzi curated an exhibition of ethnographic
artefacts within the British Museum across many of its
collections, titled Lost Magic Kingdoms (1985). Like
Baumgarten, he believed museum items had an intrinsic
visual appeal outside their customary context. 14 He broke
down the British Museum's system of classification by
group·ing objects for other or random reasons, combining
original objects with 'fakes' (posters, catalogues, mass
produced tourist objects). He not only undermined
classification, but he also celebrated and attempted to share
a particular aspect of the museum experience-his own

12

Kynaston McShine, The Museum as Muse : Artists Reflect (New York:

The Museum of Modern Art, 1999), 94 .
13

Ibid .

14

James Putnam, Art and Artifact: The Museum as Medium (London :

Thames and Hudson, 2001), 138.
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wonder regarding the artefacts themselves . Paolozzi wrote
of his intention at the time:
There is a special sort of cognitive experience where a
person can look at, and associate, disparate things at the
same time. I associate this with Paris and that French
sensibility which could embrace Dogon masks, preColumbian stone sculpture and, for example, Baroque
churches and modern machinery. 15

Paolozzi's description of a special cognitive experience
associated with cultural artefacts explains his desire to
engage with the museum, as a house of mystery or wonder.
Dion and Hall follow in Paolozzi's footsteps when they both
subvert the museum's methods and appropriate the
museum's exotic nature in their work.

Dion and Hall also admit to a passion for museum visiting,
and their work is evidence of both admiration and critique of
the museum. Both artists raise questions rather than
provide answers, and this questioning without provid ing
obvious answers is the intention in my work.

MY OWN STRATEGIES AND PROCESSES
My usual tendency is to collect materials, natural and man made, in order to record a place and my experience in it. I
then order them according to my own categories-for
example, site, size or animal heads. Mark Dion's processes
therefore particularly intrigue me. He is able to do what I do
and turn the process into performance! Then, with
15

Eduardo Pao Iozzi, Lost Magic Kingoms (London: British Museum

Publications, 1985), 10.
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collaboration and funding he extends the process into large
installations. I am inspired by his methods of collection,
which are both random and democratic, and not governed
by any system other than the site itself. Dion also
juxtaposes man-made and natural objects .

My process then continues with experiments on the
materials, testing hand -crafting techniques, as well as
testing different forms to suit my purpose. I am particularly
inspired by Fiona Hall's transformation of materials into
unexpected forms. Finally, in response to the forms I have
made, and in order to reinforce museum associations, I
consider display techniques by returning to the museum for
inspiration.

My intention to embody flexible meaning and subvert
superficia l interpretation was approached in thniie ways: the
juxtaposition of unlikely materials and processes, the
transformation of materials, and the use of display methods.

Juxtaposition
Juxtaposition: The Lake Mokoan Series
Unlikely materials were juxtaposed to raise questions about
meaning in the objects I made. Lake Mokoan was the overall
category, as it was the source of many objects whose only
relationship was the site . The irrigation pipe became the
armature or 'body', and other found materials were attached
to it. These included Coca-Cola cans, mud, fish bones and
scales, and cloth. The attachments recontextualised and
anthropomorphised the irrigation pipe, removing it from
both its original function and its status as waste at the lake.
The lake had been used for recreational boating and fishing
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at times, so fishing tackle was chosen for its conceptual
relationship. Fishing line seemed an appropriate material to
use as a sewing thread, to stitch, tie and decorate the
materials . Furthering the sewing theme, dress-making pins
were introduced as fasteners. The intention was to introduce
surprise elements to confuse meaning. This approach has
been used by the Surrealists as well as by Dion and Hall.
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Fig 26. Sal ly Simpson, Artefacts: Lake Mokoan

Meaning was further destabilised by using the materials as
decorative elements, embellishing, forming patterns or
adding intricate detail. The effect was to suggest
preciousness or particular characteristics. For example, the
contrast between materials used and the decorative
methods applied to them embodied contradictory elements
such as comic/serious, attractive/ugly and new/decayed.
The objects appear to parody cultural artefacts, but when
the viewer investigates further the materials ask questions
about their place. (fig 26)
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Fig 27. Sally Simpson, Cattle Dog

Fig 28. Sally Simpson, Testing spines

Fig 29. Sally Simpson, Testing Cervical
vertebrae in weld mesh for cross
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Juxtaposition: The Berry Series
Bones were chosen for their association with prime matter
for life and death. Beginning with imagery related to cattle
farming, I chose to represent 'cattle dogs' using cattle
bones. Many combinations of bones were tried before a
suitable arrangement was found, which combined both the
imagery of death with the lively postures of dogs. (fig .27)

I then tried many variations on the theme of spines (fig.28).
In the process I discovered that cervical bones of cattle
fitted perfectly into weld mesh, and experimented with wire,
rope and cable ties to attach the bones to it (fig.29). The
combination of materials and juxtaposition of man-made and
natural materials suggested farm life and human activity,
beyond the simple evidence of death of cattle. The linear
shape of the spine would have created an ordered display,
with a simple theme. I already had a cross-shaped piece of
weld mesh left from a previous work about death and
transformation, and realised it was an appropriate symbol
for the demise of cattle farming and the transformation of
land. The arrangement of the bones took many forms, and
various methods of attachment were tested. The final form,
an oversized headstone for a grave, was chosen for the
active impression it creates, of bones reaching out in a
chaotic manner, contrasting with the containment imposed
by the shape of the cross.

Cable ties were chosen over other farm materials for their
strength and simplicity in the construction process. They
also locate the work in the present, whereas the form of the
bone cross alludes to ancient ossuaries and cemeteries.
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Fig 30. Display of Asmat totems, The South Australian Museum

Ideas about cemeteries led to consideration of memorials in
other cultures, particularly ancestral and spiritual totems
such as the ones shown in figure 30 from Asmat. Tall,
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narrow figurative poles cross several cultures in Africa and
South East Asia. They are carved from a single tree and
represent ancestral relationships in general, and are usually
placed outside buildings to signify social order. 16 The series
of totemic structures made from materials collected in Berry
juxtaposes the imagery of the memorial with the imagery of
the landscape. The landscape is represented by the
materials used, which are bones of native and introduced
animals, combined with metal and plastic farm materials.

Transformation
There is a personal, intimate process in transforming
materials using hand -crafting techniques. In both series it
was a way of ritualising the environment, using materials at
hand in order to engage with it. Transformation of materials
is also a metaphor for the transformation of land-whether
the transformation is due to human intervention' or natural
processes over time. Images of death and rebirth have been
used in both the Lake Mokoan (mummification) and Berry
(memorial imagery) series. The intention is to draw
attention to the fact of ongoing transformation of the land,
asking the viewer to interpret the significance of this.
Transformation: Lake Mokoan Series
The f9und materials from both sites were generally in a state
of decay and were used against type as decorative elements
in sculpture. They were often further transformed . For
example the irrigation pipe was heated, distorted and

16

.

For example, Pole figures in Lobedu, South Africa stand outside the

home of the chief who rules by ancestral right. They form an arena used
for court hearings. Tom Phillips, "Africa: The Art of a Continent," ed .
London Royal Academy of Arts (New York: Prestel, 1996), 203.
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inscribed with tools, Coca-cola cans were cut into small
shapes and attached to the pipe with dress-making pins.
Fish scales were separated, cleaned and painted with gold
leaf.

The materials were transformed into two groups of
'artefacts' and titled Artefacts: Lake Mokoan. This simulated
the activity of humans using local materials to make fetish
objects with human characteristics in order to relate to the
environment. Beyond parody, I think there is sadness in the
fact that at Lake Mokoan many local materials are rubbish,
and evidence of our disregard for the value of both the land
and man-made objects.

The third group of objects made from Lake Mokoan
materials included a mud-encrusted lace table-cloth. This
fabric had already been transformed into rubbish, and was
so brittle it was beyond its original purpose. It was used to
simulate the wrapping of dead animals, as if great care was
taken to transfer dead fish to the afterlife. The level of care
taken in wrapping and decorating these objects intended to
raise questions about their value. Fish had already been
partially mummified by nature when I found them,
appearing as forgotten victims of a man-made process. I
used their vertebrae and ribs to form heads and decorative
attachments, as well as gold leaf and fish scales.

Recontextualising materials in this way aimed to raise
questions about the meaning of both the materials found,
and the sculptures made. In addition, it alluded to the way
fetish objects usually recontextualise natural and man-made
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objects, as well as the fact that museums alter the meaning
of collected objects by recontextualising them.
Transformation: Berry Series

Some of the cattle bones were processed in various ways to
achieve a particular patina that has no resemblance to the
texture of bones we see when they have been butchered or
dehydrated by the sun. The processes I employed are part
of life on the land and include the use of worm farms, ant
beds and compost bins which transform the bones over
time. Such processes enhance the potential for bones to
develop a colour and patina resembling ivory, which invokes
preciousness.

These bones were transformed into decorative elements for
Cattle Cross. The cross is a metaphor for transformation
from corporeal life to the spiritual realm. The original cross
represented the tree, and came to symbolise the world of
nature, mysticism and the irrational. 17 As Carl Jung
described, the symbol of the cross has a wider 'unconscious'
aspect that is never precisely defined or fully explained. It
leads to ideas beyond the grasp of reason . 18 It is therefore
an appropriate symbol to use for my own work, which
focuses on uncertainty of meaning. The cross is now
universally recognised as a grave marker, and I was inspired
to use the form by crosses placed on roadsides around Berry
whenever a native animal was killed by a car. Those crosses
themselves represented complex relations between humans
and nature. Cattle Cross is a symbol of a lost way of life and
value system, yet the title also alludes to the exploitation of
17

Carl Jung, Man and His Symbols (London: Aldus Books, 1964).

18

Ibid., 20.
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cattle for human consumption. Within these contradictions
the debate about land use is complex.

The use of cattle bones is a reminder of complex issues
around the human use of land. The transformation of cattle
bones to represent dog skeletons is also ironical, humorous
and macabre. The irony is in the reversal of the power of the
dog over cattle, as dogs both herd cattle and eat them.
Humour is invoked by the delight we take in the
characteristic attitudes of the dogs, caught mid-action
wagging their tails. Yet the futility of tail-wagging combined
with the inevitability of death, layer sadness, loss and a
sense of the macabre into the work. Bones are often
associated with the macabre, yet here they are used
decoratively as well as being transformed into sculpture
materials, which is part of my personal and aesthetic
response to the environment.

Some of the cattle bones were dehydrated by boiling and
bleaching for use in the totems . These were combined with
fox, kangaroo and wombat bones found in the landscape,
and man-made materials used on the farm. As in other
works for Lake Mokoan and Berry, materials were
recontextualised as functional and decorative sculptural
elements in the totems. The concept for the totems was
broadened beyond cattle farming, to represent death and
the landscape. All farm materials were considered, and the
resulting totems combine objects from my former home at
Berry with my current one in Wamboin.
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Display
Both Dion and Hall appropriate museum methods of display.
Hall generally displays her objects as collections within a
purpose-built vitrine. Dion uses museum cabinets and
shelving to invoke museum displays and behind-the-scenes
storage of collections. In general, the artists appropriate the
museum display in order to invoke the respect and curiosity
the audience experiences in the museum, and exploit what
19
palaeontologist Stephen Jay Gould has described as the

audience's response of wonder to museum collections . I
aimed to share my own aesthetic response of wonder in
references to museum displays.
Display: Lake Mokoan Series
There are three groups within the Lake Mokoan series . The
first series is the experimental sketches and tests, which are
mounted on tailor-made stands suggesting museum display.
There is irony in this, as the museum is associated with
important evidence, yet these discarded materials have no
material value. Further, they are not contained in a museum
cabinet, but are available to be touched.

Bell jars were selected for display of the second group . Bell
jars are associated with the preservation of natural
specimens and religious reliquaries, the protection of fragile
objects, and are used as covers for experimental apparatus.
Using them to display the 'artefacts' destabilised the
distinctions between specimens, precious relics and cultural
artefacts, thus contributing to the ambiguity of meaning.
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Furthermore, bell jars suggest Victorian displays, in contrast
with the contemporary materials used to make the objects.

The display for the third group presents the 'mummies' as
specimens or artefacts. They are hand-sized, tactile objects,
positioned at an angle on a table, for intimate viewing.
Display: Berry Series

The skeleton gallery was the schema for presentation of the
Berry series. The cattle dogs resemble articulated museum
skeletons, where pins are almost invisible connections
between bones, and the intention is to replicate an actual
life form . However, this is a requiem to farm life there . In
order to emphasise the connection between the cross and
the cattle dogs, I experimented with ways to refer to
graveyards found on original farms around Berry. This led to
the introduction of marble and steel in the plinth_s for the
dogs, as if they too were headstones. The idea of elevating
the dog to the status of a headstone carries an association
with loss and the passing of life. Positioned at viewing height
rather than on the floor, they move from imitations of dogs
to the status of artefacts in a museum .

The cross began as an experiment, to represent spines. It
was attached to the wall for practical reasons while
considering whether to maintain that shape. The scale gives
it impact, but difficulty of display became evident. I tried
removing it from the wall, supporting it horizontally and at
an angle, but discovered it lost the totemic symbolism it
carried when upright.
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The totems are built on broken blocks of concrete found at
Wamboin, representing the way building rubble is part of the
contemporary landscape. Museums generally display
elongated totemic structures in groups, according to the
number of objects and the size of the display space . For
example, the Aboriginal Memorial at the National Gallery of
Australia is a group of burial poles commissioned in 1987-88
as one piece, and is permanently positioned to allow the
viewer to see from multiple viewing perspectives . The
Ancestor Memorial House Posts (fig.27, referred to
previously) are tightly grouped, which emphasises their
extreme height in relation to humans. The totems I have
made are of varying heights, shorter and taller than
humans. Their forms create negative spaces which will be
emphasised by their spacing according to their location in
gallery spaces.

CONCLUSION
The issues addressed by the two bodies of work are open to
interpretation by the viewer. They ask the viewer to pause,
to investigate the materials and methods used, to ask of
themselves-why? The titles lead the viewer to expect
information about the Lake Mokoan environment or farming
in Berry. However, the juxtaposition and transformation of
materials, combined with the form and display methods, do
not offer a straightforward or didactic reading. This approach
should inspire the viewer's curiosity to attempt to make
sense of conflicting or confusing evidence. The lack of
explanatory text requires an evaluation by the viewer. The
titles of both bodies of work alert the viewer to the sites,
and therefore suggest that debates about the environment
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are part of the meaning. The objects invoke cultural
artefacts and skeleton galleries, and cannot be fixed to
particular meanings. There is humour in the forms, yet loss
and sadness are also evident. These elements succeed in the
intention to convey unfixed meaning and ambiguity. I hope
also that the suggestion of museum displays highlights the
fact that the work is located in the present, and that its
meaning will change as time passes.

As the Master of Philosophy concludes I can see that my
work is moving towards a closer critique of death,
transformation and the cycles from death to life. My
intention in the immediate future is to consider the variety
of meanings death and the afterlife have across cultures,
and the way they are dealt with by artists. This will be
informed by the philosophies behind my meditation and
yoga practices, as well as by further museum studies.
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x 150cms. From Fiona Hall : Force Field, Galbraith, O'Brien ,
Savage & Webb: The Museum of Contemporary Art 2008, 80
Fig 22 .

Salvador Dali, Lobster Tel ephone (Aphrodisiac telephone) 1936:

30

telephone, lobster, 15 x 30 x 17cms. From The National Gallery
of Austra lia ,
http://nga .gov .a u/i nternational/catalogue/Detail .cfm?IRN=2607
&ViewID=2&GalID=ALL (accessed 4 January 2012)
Fig 23 .

Fiona Hall , Dead in the Water 1999: PVC pipe , glass beads, silver

31

w ire, v itrine, 106 x 129 .1 x 129 .2cms. From Fiona Hall, Julie
Ewington: Piper Press 2005, 151
Fig 24.

Fiona Hall , Ce// Culture 2001: glass beads, silver wire,

31

,erware, vitrine, 157 x 247 x 90cms. From Fiona Hall, Julie
gton: Piper Press 2005, 152)
Fig 25.

Fiona Hall , Medicine Bundle for the Non-born Child 1994:

32

aluminium, rubber, plastic, layette comprising matinee jacket
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27.5 x 47.5 x l0cms; bootees 7 x 5 x 8.5cms; bonnet 13 x 13 x
6cms; rattle 32 x 8 .5 x 6cms; six pack of baby bottles 17 x 20 x
13cms. From Fiona Hall, Julie Ewington 2005, 128
Fig 26.

Sally Simpson, Artefacts: Lake Mokoan 2009 : irrigation pipe,

38

found objects including fish bones, steel , dimensions variable
max height 54cms (photo : the author)
Fig 27.

Sally Simpson, Cattle Dog 2010: cattle bones, 44 x 90 x 38cms

Fig 28.

Sally Simpson, Testing spines, 2010: cattle bones, dimensions

39

(photo: the author)
39

variable (photo : the author)
Fig 29 .

Sally Simpson, Testing cervical vertebrae in weld mesh for cross,

39

2010: weld mesh , cattle vertebrae, 280 x 250 x 13cms (photo:
the author)
Fig 30 .

Display of Asmat Totems at The South Australian Museum, 2010

41

(photo: the author)
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LIST OF EXHIBITION IMAGES
'Artefacts and Specimens'
(Images on disc)

1. Exhibition photo: Artefacts

2. Exhibition photo: Cattle Dogs

3. Exhibition photo: Totems

4. Artefacts: Lake Mokoan (scales) 2009 - 10: irrigation
pipe, aluminium can, fish bones and scales, bell jar, 58 x 25
x 25cms

5. Artefacts: Lake Mokoan (scales) detail

6. Artefacts: Lake Mokoan (bone heads) 2009-10: irrigation
pipe, aluminium can, fish bones and scales, fishing tackle,
bell jar, 66 x 25 x 25cms

7. Artefacts: Lake Mokoan (bone heads) detail

8. Artefacts: Lake Mokoan (cross & scales) 2009-10:
irrigation pipe, fish bones and scales, rope, shotgun shells,
fishing line, mesh, bell jar, 55 x 26 x 26cms

9. Artefacts: Lake Mokoan (feathers) 2009-10: irrigation
pipe, rope, feathers, ring pull, drip tube, mud, bell jar, 58 x
28 x 28cms
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10. Artefacts: Lake Mokoan (rabbits) 2009-10: irrigation
pipe, bones, rope, fishing tackle, shotgun shells, mesh, lace,
mud, bell jar, 58 x 25 x 25cms

11. Artefacts: Lake Mokoan (snake tube) 2009-10:
irrigation pipe, aluminium can, rope, bell jar, 52 x 27 x
27cms

12. Artefacts: Lake Mokoan (snake tube) detail

13. Venerated Remains 2011-12: nine objects lace, fish
bones, fish scales, mud , gold leaf on mirrored aluminium
table top, steel table, 132 x 230 x 65cms

14. Venerated Remains (close up)

15 . Venerated Remains (reverse view)

16 . Venerated Remains (reverse view close up)

17. Venerated Remains ( deta i I 1)

18 . Venerated Remains (detail 2)

19. Venerated Remains (detail 3)

20. Venerated Remains (detail 4)

21. Venerated Remains (detail 5)

22. Venerated Remains (detail 6)
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23. Venerated Remains (detail 7)

24. Venerated Remains (detail 8)

25. Venerated Remains (detail 9)

26. Venerated Remains (duo) 2011: two objects of lace, fish
bones, mud, gold leaf on mirrored aluminium base, 47 x 30
x 20cms

27. Venerated Remains (duo) detail

28. Venerated Remains (duo) detail 2

29. Cattle Cross 2010-11: cattle bones, weld mesh, cable
ties, 2800 x 2500 x 500cms

30. Berry Totems and Palms 2012: thirty pieces bones,
steel, irrigation pipe, fasteners, concrete, dimensions
variable, maximum height 2400cms

31. Berry Palms 2012: cattle bones, steel, irrigation pipe,
fasteners, concrete, dimensions variable

32. Berry Totems 2012: cattle, wallaby and wombat bones,
steel, irrigation pipe, fasteners, concrete, dimensions
variable

33. Berry Totems detail 1

34. Berry Totems detail 2

57

35 . Cattle Dog 1 2009: cattle bones, brass pins, 44 x 90 x
38cms

36. Cattle Dog 2 2010: cattle bones, brass pins, 55 x 70 x
31cms

37. Cattle Dog 2 (rear view)

38. Exhibition invitation image
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