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It’s now been five weeks since EXTRA!EX-
TRA! was born. Throughout the entire lifespan 
of the newspaper, Sydney has been enveloped in a 
pall of bushfire smoke, the intensity of which has 
never been seen before in this city. The location 
of our pressroom within the bowels of the Art 
Gallery of NSW in the heart of Sydney means 
our focus has spiraled out from the Making Art 
Public exhibition to encompass pressing issues in 
the wider world, including climate change, land 
rights and social justice. This week in the paper, 
Wendy Bacon covers the important and prob-
lematic dismissal of Aboriginal academic Tess 
Allas from University of NSW Art and Design. 
As Bacon demonstrates, as well as being an 
accomplished curator, Allas has made a crucial 
contribution to the pastoral care and education 
of Indigenous and minority students over many 
years, and serious questions are raised about the 
process of this dismissal. 

In Edition 5 we continue our investigation 
of the relationship between art and journalism 
with a story on award-winning photojournalist 
Lorrie Graham, whose work is featured on the 
cover of the paper. Lorrie’s moving photos of 
the community’s battle to block the West-Con-
nex roadway in Sydney will be shown in our 
pressroom until the end of our residency at the 
AGNSW. Her documentation of the activists’ 
wrapping of condemned trees is eerily remi-
niscent of Christo and Jeanne-Claude’s Two 
Wrapped Trees from 1969. 

Finally, this week we were joined in the 
EXTRA!EXTRA! newsroom by visiting Can-
berra artists Caren Florence and Shags. Both 
are accomplished printmakers, and relished the 
opportunity to be artists-in-residence within the 
Making Art Public exhibition. Their graphic pieces 
created in response to the exhibition are offered 
as a bonus liftout in this edition of the paper. 

We’ve loved working on EXTRA!EXTRA! 
and now that our tenure in the Kaldor Studio is 
coming to a close, we’d like to thank Kaldor Pub-
lic Art Projects and the Art Gallery of NSW for 
accommodating our rambunctious and energetic 
team of artists, designers and journalists. As I 
mentioned in my Editorial in week 1, none of us 
have ever done anything quite like this before. 
Now that we’re at the end of the process, having 
accomplished our goal of creating a weekly news-
paper as a work of live art, we can see enormous 
potential for this model. Long-live journalism as 
an ever-evolving, context-specific artform!

EXTRA!EXTRA! is published at the 

Art Gallery of NSW, which stands 

on the lands of the Gadigal people 

of the Eora Nation. We the editors 

and contributors to this artwork 

acknowledge the Traditional Owners 

of this Country, and we acknowledge 

that sovereignty to this Land was 

never ceded. 
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From 9 November to 15 December, Lucas 

Ihlein and the Rizzeria Collective take 

over the Kaldor Studio at the Art Gallery 

of NSW with EXTRA!EXTRA! – a weekly 

newspaper which responds critically and 

playfully to Making Art Public. 

Each week, editor-in-chief Lucas Ihlein 

and special correspondent Ian Milliss will 

be joined by special guest writers and 

artists, who will work with the Rizzeria 

team to print the newspaper in situ. 

Visitors to the Kaldor Studio are invited 

to write letters to the editor – and a 

selection of letters will be featured in 

each week’s edition of EXTRA!EXTRA!

Throughout the run of EXTRA!EXTRA! 

in the Kaldor Studio, you can also 

participate in a range of fun workshops 

and have a go at making a risographic 

print yourself! 

CONTENT DISCLAIMER
The views expressed in the pages of 

EXTRA!EXTRA! are those of the 

authors, and do not necessarily reflect 

the opinions or official policies of the 

editors, Kaldor Public Art Projects or the 

Art Gallery of New South Wales. 

We welcome responses to our articles, 

which can be submitted by writing 

posting a physical Letter to the Editor in 

the gallery space, or online at  

extra-extra.press

SUPPORTERS

EDITORIAL

Lorrie Graham is a photojournalist. And a 
bloody talented one at that.  I had the pleasure of 
sitting down with her to discuss her work, why 
photojournalism isn’t recognised within major arts 
institutions, and why without institutional support 
we are in danger of losing  our digital archives.

Lorrie Graham broke the glass ceiling in the 
1970s when appointed to a photographic cadet-
ship  at The Sydney Morning Herald. Dozens of 
women followed her in years to come. Lorrie’s 
work has appeared in most of the greatest inter-
national newspapers and magazines, and features 
across all Fairfax titles in Australia. 

Having combatted an alarming amount of 
sexism and hostility, Lorrie went on to work for 
The Observer in London, Rolling Stone magazine, 
and The National Times. 

Over the last 40 years she has photographed 
former Australian Prime Ministers Bob Hawke, Paul 
Keating, and John Howard, and collaborated with 
creatives such as Andy Warhol, Barry Humphries, 
Cate Blanchett and an overwhelming number of 
other notable figures. But Lorrie is a significant player 
in her own right through photojournalism that fea-
tures a strong social conscience, an eye for detail, and 
masterfully constructed visual storytelling. 

But why isn’t the work of photojournalists rec-
ognised within major arts institutions? She invited 
me into her home to reflect on these concerns. 

Lorrie’s work has actually been collected by 
the National Gallery of Australia, the National 
Portrait Gallery, the National Library, the 
Museum of Sydney and the State Library of NSW. 
She makes it clear that her intention isn’t to bitch 
about not being collected, and admits she’s been 
one of the lucky few in that sense. 

“Photojournalism is such a specific and 
incredibly important area that I don’t think has 
been recognised by institutions to the degree that 
it needs to be”, Lorrie says. 

Lorrie’s concern stems from the fact that 
international photojournalists are recognised 
while the abundance of talent to be found in our 
own backyard is ignored. 

Why aren’t more Australian photojournal-
ists represented within our major galleries and 

institutions? Photojournalists play a fundamental 
role in contributing to media coverage, they drive 
visual storytelling. So why aren’t their images 
deemed art worthy? 

It seems that purely “aesthetic” modes of 
photography are valued more than utilitarian 
approaches to imagery.  Perhaps an image is 
deemed art worthy from an institutional stand-
point only when it shows signs of interpretation 
by an “artistic” sensibility? But this is a false dis-
tinction which does not acknowledge the creativ-
ity and social engagement involved in producing 
“factual” photographs.

Lorrie added that it might also stem from the 
idea that photojournalism is a form of employ-
ment outside the art world so art institutions may 
not attempt to see beyond its commercial use. 

“They don’t see the worth in it because it’s 
in their face and they can’t separate it out. And 
there’s no curiosity about it. I don’t think there’s a 
great deal of exploring of photojournalism by the 
art world” Lorrie says. 

But when I reflect on some of the images that 
have resonated with me in the past, they are all 
the work of talented photojournalists. 

“Photojournalism embodies all those elements 
that are really important in people’s placement of 
memory, placement of time, placement of huge 
events that have happened in the world,” Lorrie says. 

She also notes that frequent photographic 
competitions might perpetuate a belief that there 
are plenty of opportunities for photographers 
to establish their reputations and gain exposure. 
Social media platforms such as Instagram are also 
useful, opening opportunities for collaboration 
and community engagement. 

“I think there is a huge plus in social media 
now. And you can almost circumvent the big 
institutions”, Lorrie says. 

These social media platforms allow emerg-
ing artists, creatives, and photojournalists alike a 
means of connectivity that was not present when 
Lorrie had began  her own career. Lorrie has her 
own blog where she regularly posts, focusing on 
women over 50.  “The reason I do that is because 
I’m passionate about women not being seen after 

a certain age for what they are. And also, being 
recognised for what they’ve done”. 

She has also been using her photography in 
local activism. She says on the WestConnex Action 
Group blog,  “I’ve been documenting the Stop 
WestCONnex campaign since early 2015, when I 
first became aware of the devastating impact this 
tollway would have on our communities. Later 
that year, my husband Greg and I started a group 
called Save Newtown from WestCONnex.” 

The group even used wrapping as an activist 
tool to draw attention to trees in Sydney Park 
that WestConnex was about to destroy. “So we 
found some recycled material in the same colour 
as the WestCONnex branding and began to wrap 
the condemned trees in and around Sydney Park. 
We let people know that if you see a blue ribbon, 
that tree is dead, gone, destroyed unless we take 
action to stop WestCONnex.”

In our conversation, one of the concerns that 
Lorrie also stressed was the problems inherent in 
preserving digital imagery. Lorrie predicts that 
we won’t be left with an archive of imagery.

“So where is the archive of the future?” 
Lorrie says. 

The past is being neglected and now it’s slowly 
disappearing. Institutions need to ensure that our 
history is being preserved, which means allowing 
for storage capacity of RAW files and funding to 
support the care of our digital archival material. 
Hopefully this might lead to the recognition photo-
journalists deserve for their contribution to media 
coverage, and their capacity to produce and com-
pose artful interpretations of the world we live in. 

Amber Jones

WHO WILL 
PRESERVE 
OUR DIGITAL 
ARCHIVES?

Amber is an interdis-
ciplinary performance 
artist, theatre-maker, 
and journalist

Lucas Ihlein is an artist 
and member of Big 
Fag Press and Kandos 
School of Cultural 
Adaptation.

IMAGE: Tree wrapping cam-
paign run by Save Newtown 
from WestCONnex to try and 
save as many trees targeted 
for destruction and replaced 
by a Tollway. Credit and cop-
yright Lorrie Graham

Juundaal Strang-Yettica: 
“I don’t know much 
about much but the 
learning keeps me 
alive!”

Hello! There you are! I’ve been waiting for 
you! Come in, come with me…

By no means am I any kind of expert about 
anything and sometimes I’m not even sure yet 
what there is in front of me to learn but I go in 
anyway, with or without a map…and most times 
I end up at a completely different place than I 
thought I was headed! Please let me try to explain 
this better… When we first met, yes, you and I, 
I had hoped to give you something. I hoped to 
leave you with something, an idea, a new ques-
tion to ask, a memory or a seed planted. I have 
since come to understand that I don’t have to be 
an expert. People are willing and wanting to share 
their knowledge and experience so we can all 
learn and for this I am grateful. So, shall we go in?

Have you ever sat with an artwork and 
thought, I get some of it… but I know there’s 
more? You say to yourself; it’s trying to tell me 
more… there are more layers and deeper levels 
here… Have you ever wished you could ask an 
artist those questions that keep running through 
your mind? Well folks, this week I have had the 
privilege of such an opportunity, and I’d like to 
share it with you… Come with me, let’s go sit with 
Jonathan Jones’ barrangal dyara (skin and bones) 
(2016) again. barrangal dyara (skin and bones) 
hasn’t left my thoughts all week. It has raised for 
me more questions about the layers - and those 
layers don’t seem to want to let me go.

So, through my involvement with 
EXTRA!EXTRA! I took the opportunity to 
email Jonathan Jones some questions about his 
work, and his thoughts on some of the topics 
we’ve been talking about: respect for Country 
and traditional Custodians, artistic accountabili-
ties and collaborating. I thought of it as an elec-
tronic cup of tea… a cup I’d like to share with you.

As I listened, re-listened and traced through 
the recording Jonathan made, I noticed that deep 

respect is woven through all his words, no matter 
what the topic. Respect seems to be at the core 
of everything. It’s apparent in the way he speaks 
about his relationships with Country, Elders, and 
Community. From collaborators to local people, 
traditional Owners, their stories, memories and 
histories and how to best represent them. I could 
hear respect, for his use of materials, making 
processes and the responsibility of his role as an 
artist. All of this is the foundation of his practice. 

Now, hearing his words arrange themselves 
into beliefs and principles, to my way of hearing 
things folks, this is no ordinary explanation of 
what it is respectful art practice because…echoing 
around me, I remember my Mother teaching sim-
ilar things to me. Respect your Elders, listen to 
your Elders and look after them. She’d say things 
like, be grateful for what you have and if you have 
something, share it, don’t let others go without. 
In the recording Jonathan says he deliberately 
wants to “ensure the benefits of an art project 
aren’t just for the artist. Art and cultural practices 
need to lift everyone and not just benefit one 
or two. By pooling our knowledges we can cre-
ate benefits for the entire community and grow 
together.” These ideas resonate strongly within 
me personally.

The further into Jonathan Jones’ recording 
I went and the longer I sat with barrangal dyara 
(skin and bones), I felt the immaturity of my ques-
tions being unknotted and given back to me in a 
weaving, that I experienced more as feelings and 
memories. It seems to me that Jonathan Jones’ in 
his art practice walks ancient connected paths, 
deeply trodden, reclaimed and brought back to 
our modern world for healing the future before 
it’s measured on a calendar. That’s when it finally 
dawned on me - he isn’t using new words, new 
ideas, new principles or even new philosophies, 
but old ones. Very, very old ones…

Hmmm… so folks, where to from here? I’ve 
hardly begun to share with you, before I am drawn 
to stop…you decide from here because I don’t 
know if I’m explaining myself properly, but I do 
hope two things. Firstly, that I have been respect-
ful and grateful for what was shared with me and 
what I have learned. Secondly, that you might take 
your responsibility in hand and listen carefully to 
the layers and the layers of meaning inside Jona-
than’s words. The invitation is there for everyone 
and I kind of believe that, if I can hear my Mother 
in them, then most certainly I am listening to my 
Grandmother, perhaps as she listened to hers... 
and this then is, the deepest collaboration I could 
ever hope for but never imagined.

Let me step a little outside myself for a 
moment and attempt to unfurl what I think I 
understand. barrangal dyara (skin and bones) the 
artwork is a conduit for local Indigenous voices, 
histories, knowledges and Custodianship. In part 
it is a signpost of Indigenous cultural resilience 
and revitalisation of Indigenous philosophies 
and knowledges. By undertaking and following 
traditional pathways and learning practices in 
producing the work, in effect all those involved 
have created it.

Here’s how I understand it. Jonathan Jones’ 
and those with whom he collaborates undertake 
these traditional pathways and practices such as 
listening and learning from Elders about Coun-
try, local people, their histories, memories, repa-
triations and sharing knowledge. In doing so they 
are simultaneously revitalising and activating 
Indigenous culture and philosophies in the 21st 
Century. Now folks, bear with me while I think 
this through further… if I can hear my Grand-
mother, through my Mother, my memory and 
Jonathan’s creative processes and the work, then 
is what I am feeling, thinking and doing, my Indig-
enous ontological and epistemological under-

standings of time, the world before me, around 
me and within me, in the here and now?

I leave you with this question: regardless of 
what century we tell ourselves we are in and all 
the things we’ve met about today… is Indigenous 
art a form of philosophy, or an expression of it?

It seems, I am the one who has been given 
something…

Juundaal Strang-Yettica

Some of the readings that have been helpful in my thinking:

Shawn Wilson, Research Is Ceremony: Indigenous Research Meth-
ods, Fernwood Publishing, 2008.

Zoe Todd, “Indigenizing the Anthropocene”, in Art in the Anthro-
pocene: Encounters Among Aesthetics, Politics, Environment and 
Epistemology, edited by Heather Davis and Etienne Turpin, Open 
Humanities Press, 2015.

I want to give my gratitude and respect to Jodi Edwards, Nathan 
Sentance, Jonathan Jones, Antonia Fredman, Wendy Bacon and 
the Kat-in-the-Hat, for their guidance and support for this little 
project. I also want to thank all of you before we say goodbye, 
I wish you well and I wish you many more questions to come.

GRANDMOTHER 
LESSONS

An edited version of the audio 
conversation between Jon-
athan Jones and Juundaal 
Strang-Yettica will be uploaded 
to the EXTRA!EXTRA! website - 
scan this abovencode to find it.

Ensure the benefits of 
an art project aren’t just 

for the artist. Art and 
cultural practices need to 
lift everyone and not just 

benefit one or two. By 
pooling our knowledges 
we can create benefits 

for the entire community 
and grow together.

“

”

Kaldor Public Art Project 32: Jonathan Jones. Kangaroo grassland, barrangal dyara (skin and bones), Royal Botanic Garden, Sydney, 17 September – 3 October 2016. © Jonathan Jones
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Thirty artists and academics, including several 
significant Indigenous artists, have vowed to boy-
cott University of New South Wales galleries unless 
they reappoint long-term Indigenous staff member 
and Director of Indigenous Programs Tess Allas, 
whose contract was terminated in October.

Tess Allas, who has worked at UNSW Art 
and Design for more than 13 years, was told by the 
Dean of Art and Design Professor Ross Harley in 
October that her contract would not be renewed.  
Allas has been responsible for teaching courses 
about Aboriginal art and supporting Aboriginal 
and Torres Strait Islander and other students. 
She is a practising artist with a Masters in Cura-
torial Studies. 

It is not unusual for contract staff members 
to be terminated in universities. What is extraor-
dinary about this situation is a public campaign 
calling for a reversal of the decision and an out-
pouring of support for Tess Allas from the Indig-
enous and the academic art communities. 

A student led campaign #StandwithTess 
launched an online petition which has more than 
1600 signatories, and scores of letters of support 
have been sent to Professor Harley from people 
familiar with Allas’ work as an artist, educator 
and academic. 

At a #StandwithTess rally on November 
5, artist  Tony Albert called for the boycott of 
UNSW galleries.  Albert is a well known Indige-
nous artist who has exhibited in the Art Gallery 
of NSW and many other high profile museums. 
His work critiques institutional racism.  At the 
rally, Albert acknowledged Allas as a “proud Abo-
riginal woman and a teacher beyond compar-
ison. Tess Allas is the kind of leading figure any 
university would and should hold up as a valued 
member of staff. Tess is not an academic whose 
concludence comes from reading and research, 
while she is incredibly versed in both. Her voice is 
one of lived experience, someone on the ground, 
someone present. I’m appalled at the way the 
university is treating Tess Allas”. Albert described 
the decision to terminate Allas as one of institu-
tional racism and asked, “Where is the recogni-
tion for the oldest, living, surviving culture in the 
world?”  Albert is currently working with leading 
contemporary artists Richard Bell and Daniel 
Boyd. “We are calling for all Indigenous artists 
and their allies to boycott  UNSW Galleries. We 
will never exhibit in the confines of this univer-
sity again” unless Allas is re-employed. 

Signatories to the boycott call also include 
Joan Ross, Dale Harding, Reko Rennie, Julie 
Gough, and New Zealand-born artists Hayden 
Fowler and Angela Tiatia. First Nations Cana-
dian artist Adrian Stinson of the Siksika Nation in 
Southern Alberta has sent letters to Vice-Chan-

cellor Ian Jacobs and the Dean Ross Harley and 
has posted a video in support of Allas on Ins-
tagram. Stinson says that he is “baffled by the 
decision” because Allas is the “most wonderful 
professional director of indigenous program-
ming that UNSW could ever have.” He says that 
the failure to respond to his concerns shows 
a lack of “professionalism, accountability and 
transparency.” The #StandwithTess instagram 
account also features artist Vernon Ah Kee wear-
ing a #StandwithTess t-shirt when he addressed 
the Australian Association for Research in Edu-
cation conference last week. 

Several senior academics have also sup-
ported the boycott, including art historian and 
feminist art practitioner Latrobe University 
Professor Jacqueline Millner, Head of School at 
Macquarie University Professor Joseph Pugliese 
and UNSW Associate Professor Joanna Mendels-
sohn. A blunt blog post by Mendelssohn on The 
Art Life website was headlined ‘Asset-stripping’, a 
reference to  what she said was a “loss of someone 
so crucial to the well-being of students and staff.” 
Mendelssohn attributes the success to-date of 
UNSW Art and Design as a “quiet leader in the 
achievements of both its Aboriginal students and 
those from minority backgrounds” not to major 
funding but to the “efforts of one staff member, 
Tess Allas.” 

Allas began working as a researcher on Vivien 
Johnson’s Storylines, for which she wrote hun-
dreds of biographies of Aboriginal artists. From 
there she began to teach courses on Aboriginal 
art which Mendelssohn argues “transformed the 
lives of many students and changed career paths.” 
Mendelssohn regards Allas’ work as “crucial to 
the well-being of students and staff alike.” 

For some years, Allas has held contracts as 
both a lecturer and a professional support staff 
member.  Allas has curated and co-curated sig-
nificant exhibitions including the award-winning 
With Secrecy and Despatch, which was  commis-
sioned by the Campbelltown Arts Centre in part-
nership with UNSW Art and Design in 2016. 

The #StandwithTess campaign has damp-
ened the UNSW Art and Design end of year 
alumni and graduate events, with security staff 
keeping activists away and moving some of the 
events inside. There has been an ongoing guerilla 
campaign to repost posters and stickers removed 
from walls. 

EXTRA!EXTRA!’s reporter attempted to 
interview and then sent questions to Professor 
Harley, who forwarded them to UNSW commu-
nications. UNSW responded with a statement: 
“UNSW Sydney is unable to comment on indi-
vidual staffing matters because of confidentiality 
considerations. In line with University policy, all 

faculty staffing decisions are made at the faculty 
level with the final endorsement of the Univer-
sity. UNSW understands the concerns and inter-
est in how it supports Indigenous students and 
staff. UNSW has a long and proud history in the 
education of Indigenous people. The University 
is committed to providing learning opportunities 
that embrace Indigenous knowledge, culture and 
histories. The University achieves this through 
interactions with passionate Indigenous staff, 
access to world-class teaching and research activ-
ities, and connections to a robust community. 
We continue to be a leader in educating the next 
generation of Indigenous students while inspir-
ing Indigenous researchers and practitioners to 
achieve their educational needs and aspirations.”

UNSW is confident that by continuing its 
Indigenous Strategy in 2020,  it  will “create an 
improved structure for the ground-breaking 
work UNSW already does. The university has 
offered to meet with the Design and Art students 
in the New Year. 

The National Tertiary Education Union 
(NTEU) will be unimpressed with UNSW’s 
response to the #StandwithTess campaign. 
NTEU organiser Sarah Gregson told the #Stand-
withTess rally on November 5 that previous com-
mittments to increase First Nations employment 
at the University had been undermined when 
the contract renewals of staff without secure 
appointments came up. “What do they do? They 
rely on weasel words and empty strategy docu-
ments and show that they really have no inten-
tion of properly meeting those commitments.” 

The Faculty Student Council President Jack 
Poppert and #StandwithTess campaigners deliv-
ered several demands to UNSW management 
last week. They are concerned that far from 
arrangements being in place for 2020, students 
are enrolled in Allas’ regular and advertised 
Aboriginal Art Now course without a lecturer 
appointed to teach it. They argue that the issue 
is now a very public one, and criticise the Faculty 
for failing in “their responsibility to everyone 
affected by this decision.” Their demands include 
a meeting with senior management before the 
end of 2019 and an apology for the hurt done to 
Allas,  UNSW Elder in Residence Vic Chapman 
and Indigenous students. 

While the university claims to be holding 
to its strategy, Elder In Residence 87-year old 
Yuwaalaraay man Vic Chapman rejects this 
notion. Chapman is highly regarded by UNSW.  
Only a year ago, UNSW newsroom issued a 
release documenting his contribution to UNSW 
Art and Design, through his mentorship role 
in the Printmaking Studio. “Vic Chapman acts 

as a mentor, the grace and precision of his wise 
counsel is incalculable and is not restricted to our 
Indigenous cohort,” said the Head of Printmak-
ing Michael Kempson. Last November, UNSW 
Chancellor David Gonski conferred an Honor-
ary Fellowship on Chapman who has also been 
awarded an Order of Australia for services to the 
Indigenous community, tertiary education and 
the visual arts. In November this year, Chapman 
wrote to Gonski, the Vice Chancellor and other 
senior staff expressing his deep “disappointment 
in your institution, arguing that the decision (to 
terminate Allas) “will in no way benefit the cur-
rent crop of Indigenous Art & Design students 
and will only serve to decrease any future intake 
of Indigenous students in this faculty.” So far, he 
has received only an acknowledgement and no 
meeting has been organised with him. 

This week Chapman told EXTRA!EXTRA!, 
“Tess is well known locally, nationally and inter-
nationally in the art world, with international 
curatorial awards, etc. Her strong support of 
students and staff in the workplace – Indigenous 
and non-Indigenous – surrounding her dismissal 
speaks volumes for her concern for them, her 
commitment and capability as a teacher.” 

Chapman believes that the UNSW galleries 
will be poorer as a result of the boycott by Indig-
enous artists. If Allas is not at the university next 
year, he will also relinquish his role as Elder in 
Residence. Chapman rejects UNSW’s assurance 
that its Indigenous Strategy is not damaged by 
the decision to terminate Allas and says,  “I have 
spent most of my almost 88 years working in the 
field of education. In the Teacher’s Handbook 
which governed the conduct of schools I worked 
in, there was a regulation which stated that a per-
son of Indigenous descent could be barred from 
the Public School system on the protest of one 
non-Indigenous member of the school commu-
nity. It remained in the Handbook until 1972 and 
acted upon until the late 1960’s. I wonder if what 
is happening to Tess is an echo of those times.”

Wendy Bacon

*(Tess Allas declined to be interviewed for this story.)

STAND 
WITH 
TESS

Wendy Bacon has been 
an urban activist and 
journalist since 1969. 
She is a non practising 
lawyer & was previously 
the Professor of Jour-
nalism at the University 
of Technology Sydney.

Image from @standwithtess1 instagram account

In his final article for EXTRA!EXTRA! on the work of Hans 
Haacke, Chris Nash delves deeper into the art/journalism divide. 
Intriguingly, Nash argues that Haacke’s art work is “replicable” in 
the sense that scientific research or journalistic investigations are 
replicable, because the artist asks very explicit questions which 
shape each of his projects. It is in the playing out of these questions 
in specific circumstances that the work’s impact is made. As Nash 
points out, “meaning resides in the social reaction to an artwork, 
whatever its form and substance, and is not intrinsic to the work 
itself” - and this is also something that is clearly evident in the most 
significant of the works in the Making Art Public exhibition. 

In his catalogue essay for Hans Haacke’s 
cancelled Guggenheim exhibition in 1971, cura-
tor Edward Fry made the following points about 
Haacke’s practice as an artist:

“Haacke so treats his own ready-mades that 
they remain systems representing themselves 
and therefore cannot be assimilated to art.  Thus 
he violates the mythic function, to which art has 
long been assigned, of acting as a buffer between 
man (sic) and the nature of reality.  His work 
instead presents a direct challenge, not only to 
the fatal but convenient bourgeois separation of 
art from life, but also to the related view that art 
functions as a symbolic transformation and inter-
pretation of experience.”

“The approach to reality offered by Haacke 
acts not only as a severe critique of previous 
modern art, but also serves to eliminate arbitrary 
boundaries within our culture between art, sci-
ence and society.”

“Haacke’s world is rigorously materialist, not 
symbolic, but his materialist view is of such large 
dimensions and possesses a logic and truthful-
ness of such clarity that it reaches the level of an 
almost transcendental moral force.”

To rephrase and elaborate on Fry’s obser-
vations, we can say that Haacke is establishing a 
direct verifiable relationship between the content 
of his art and some selected instance of the real 
material world, such that the selected instance 
is both the art work, and also continues in the 
world with its own existential integrity regardless 
of its status as art.  

This art/reality relationship is the same as 
a science/reality relationship, where a scientific 
observation or experiment lifts the empirical 
object/process under observation into the realm 
of scientific research, but at the same time that 
event/process continues in the world with its 

own integrity and can be reproduced or observed 
and verified by other scientists independently.  

It is also the same as journalistic research, 
where the essence of the truth being asserted 
is that the object/event, even if it was produced 
through a photo opportunity or an interview ques-
tion with the goal of being reported, continues 
in the real world as a verifiable event/object.  It is 
thoroughly founded in a rigorous empirical mate-
rialism, with no required interpretive or symbolic 
transformation through an artistic representation 
or symbolic interpretation. Of course, original 
empirical evidence can be transformed into myth 
or symbolism, or ornamented with aesthetic flour-
ishes, but the point is that that requires an active 
process of production and interpretation, and is 
not intrinsic to the evidence itself.

Like any scientific experiment or observa-
tion, Haacke’s art is replicable by other artists in 
the same way that scientific research has to be 
replicable and verified to be validated.  The same 
validation requirement applies to journalism, 
which is why Haacke could use journalistic meth-
ods in his research, and also why highly regarded 
social scientists like Pierre Bourdieu attributed a 
scholarly research status to his work alongside its 
artistic merit.  

So Fry is correct, and Haacke’s work “serves 
to eliminate arbitrary boundaries within our cul-
ture between art, science and society”.  As a direct 
consequence of this approach (or methodology), 
Haacke is blowing up the notion of the artist as a 
creative, highly individualised sole operator whose 
authentic work is necessarily singular and can be 
copied but never truly replicated.  He is destroy-
ing the notion that the artwork must be an object 
that can be decontextualized and commodified – 
abstracted and hung on a wall or put on a pedestal.  
True, intellectual property laws can be applied to 
artistic processes as much as to scientific ones, but 
such laws are an external social imposition on the 
work in question, and by no means immanent to 
the processes and works themselves.

So if the authenticity of Haacke’s art does 
not reside in the uniqueness of its material con-
tent, where does it reside?  As with science and 
journalism, it resides in the questions that the 
artwork poses.  What makes for good scientific 
research is a good research question, as any scien-
tist will tell you.  What makes for good journalism 
is a good set of questions: what’s the story? Who are 
the players? What is at stake? 

What unites Haacke’s conception of art with 
science and society is the fundamental focus on 
what scholars call methodology – what is the 
question that you are wanting to ask? Why is that 
a good question? How, where and when are you 
going to pose it in order to achieve an answer?

Journalists, like artists, are generally terri-
ble at discussing methodology – when pushed, 
journalists tend to fall back on ethical justifica-
tions, and artists on ‘creativity’ or ‘imagination’.  
But ethics, creativity and imagination apply to 
research in the social and physical sciences just 
as much as to art and journalism.  And journalists 
are very good at identifying questions, and the 
methods they might use to achieve answers; sim-
ilarly, artists can discuss methods in great detail.

The ‘how, when, where and why’ of asking 
questions is at the very centre of Haacke’s con-
tribution to art and to journalism.  Information 
about the real estate moguls in the cancelled Gug-
genheim exhibition of 1971 could have been pub-
lished in newspapers, leaflets, radio programs (all 
of which it was), but the Guggenheim’s issue was 
the content in relation to the art gallery location 
for exhibition.  What Messer’s response in can-
celling the exhibition demonstrated was that it is 
absolutely not acceptable to question how New 
Yorkers make money from real estate in the elite 
art galleries that depend on wealthy patrons for 
their income and public status.  And it is especially 
not acceptable to pose that question in the form of 
an artwork.  That is the meaning of Shapolsky et al. 
Manhattan Real Estate Holdings, a Real-Time Social 
System, as of May 1, 1971 and Sol Goldman and Alex 
diLorenzo Manhattan Real Estate Holdings, a Real-
Time Social System, as of May 1, 1971.

Similarly Haacke’s large garden box of 
untended weeds that constitutes the controver-
sial DER BEVÖLKERUNG (“To the Population”) 
artwork in the north courtyard of the refurbished 
Reichstag building in Berlin would be uncontro-
versial on a vacant block anywhere outside that 
building.  But when it was proposed in 1998, in 
the temporal context of public and parliamentary 

debates about changing the definition of German 
citizenship away from the 1938 racial basis, the 
decision went to the full parliament and the Bun-
destag spent more time discussing the proposed 
artwork than it did the deployment of German 
troops to the Balkan War (the first extra-ter-
ritorial deployment of German armed forces 
since World War II).  The debate was frontpage 
news in the German media. The commission was 
finally approved by a majority of 360 to 358 votes, 
with 32 abstentions – no doubt a highly curated 
result.  Collectively, those facts are essential to 
the meaning of DER BEVÖLKERUNG.

Clearly Haacke also has what journalists would 
call a ‘news sense’, or what scientists might call an 
intuition, for the social context and meaning of an 
issue.  Sociologist Pierre Bourdieu, with whom 
Haacke collaborated on a book Free Exchange 
(1995), would suggest his concepts of habitus and 
cultural capital are highly relevant.  The fundamen-
tal consideration for art, journalism and science is 
that meaning is a social construct, it can be highly 
political if it challenges social and political elites, 
and that meaning resides in the social reaction to 
an artwork, whatever its form and substance, and 
is not intrinsic to the work itself.

Haacke’s work is enormously liberating to 
artists, journalists and scientists of all disciplines 
in opening up the range of ways that questions 
about the real world can be posed with great 
forensic power.  It exposes institutional silences, 
and sheets home accountabilities, usually by way 
of self-identification in the public debates that 
ensue.  Very exciting!

Chris Nash

JOURNALISM INTO ART (PART 5):

What makes for good 
journalism is a good set of 

questions: what’s the story? 
Who are the players? What is 

at stake?

THE QUESTION.

Chris Nash is a former 
journalist and academic 
and author of What is 
Journalism? The Art and 
Politics of a Rupture.

Hans Haacke, Der Bevölkerung, 2000. Photo by Richard Alois.
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If you catch a ferry from Circular Quay in 
Sydney to Woolwich Pier on the Hunters Hill pen-
insula and take a short walk, you will find a small 
nature reserve on the coast called Kellys Bush.

At a lookout, you will find a plaque commem-
orating the handing over of the reserve to Hunt-
ers Hill Council in 1993 by NSW National Party 
Minister Robert Webster and then local Liberal 
MP Kerry Chikarovski. It notes that a local group 
called the “Battlers for Kellys Bush” fought to save 
the land; it was the site of the first Green Ban; and 
the land was purchased by the NSW government 
in 1983. If you venture into the bush, you will see 
another small faded metal photo of some of the 
13 “local housewives”: the Battlers who saved the 
bush along with Jack Mundey, the leader of one of 
the unions who imposed the Green Ban in 1971.

Beyond these plaques, there is little to help 
visitors understand a struggle of worldwide sig-
nificance that saved this seven hectares of bush 
for public use. There is no mention of the Wran 
Labor government that bought the land for public 
use in 1983 or the NSW Builders Labourers Fed-
eration (BLF) or crane drivers’ union (FEDFA), 
the key unions that imposed the ban. Like many 
memorials, the choice of words in these plaques 
was political and controversial. 

There is also nothing to inform you that this 
land at the meeting of the Parramatta and Lane 
Cove rivers is part of the ancestral lands of the  

Wallumettagal clan of the Eora nation, the Indig-
enous people of this part of the Sydney basin. For 
thousands of years, they took care of the bush. 
After they were killed by smallpox or driven off 
their land, the bush became a buffer between a 
smelter works and the Hunters Hill village that is 
today one of Sydney’s best known heritage sub-
urbs. For seventy years, locals used Kellys Bush 
for walking and fishing. Although it was privately 
owned, some farsighted mid-20th century plan-
ners could see Sydney’s coast was disappearing 
fast and zoned the bush “open space”. 

While Christo and Jeanne-Claude were 
doing their temporary “wrap” of Little Bay in 
1969, decisions were being made that could have 
permanently obliterated Kellys Bush. Sydney was 
in the middle of a property boom and developers 
were eyeing off every piece of available land. 

When the smelter works moved, the local 
Mayor and NSW government decided to seek a 
buyer for Kellys Bush. One of Australia’s biggest 
housing developers AV Jennings snapped up an 
option and later bought the land. They planned 
to build high rise apartments, although they later 
downscaled their plans to 25 homes. 

In September 1970 a group of 13 local women 
met in a parish hall and formed the Battlers for 
Kellys Bush. When the NSW government con-
veniently changed the zoning from “open space” 
to “residential” with the flick of a Minister’s pen, 

all seemed lost. Then the Battlers took a brave 
and imaginative step. Bridging class and political 
divides, they sought the help of militant commu-
nist-led construction unions. With the broader 
union movement behind them, the BLF and the 
FEDFA imposed what became known as a “green 
ban”. No unionist would work on the site. Jen-
nings’ plan came to an unexpected halt.  

Kellys Bush was the launching pad for a 
unique movement called the Green Bans, a form of 
strike or boycott that saved parkland and the phys-
ical fabric of The Rocks, Victoria Street, Woollo-
omooloo, Centennial Park and scores of heritage 
buildings in Sydney. The Green Bans were based 
on the principle that people should be involved in 
the planning of their communities, and each Ban 
was imposed in partnership with strong commu-
nity action groups.The Green Bans gave residents 
breathing space to work on solutions. In the case 
of Kellys Bush, it took 13 years of campaigning 
before the Labor government, led by Neville Wran, 
bought the land.  

This much of the story has often been told. 
But I wanted to know more about these local 
women. What aspects of the struggle had been 
downplayed, disappeared or merely forgotten?  In 
the spirit of investigating major cultural changes 
that had their birth at the same time as Kaldor 
Public Art Projects, I explored three boxes of Bat-
tlers’ archives in the State Library of NSW, visited 

Kellys Bush and the local Hunters Hill museum, 
and spoke to people who remember the battle. 

In the archives, the Battlers for Kellys Bush 
are variously described as a group of “middle-class 
housewives”, “just a pack of bloody housewives”, 
the “blue rinse set”, and “prim and proper ladies” 
who “fluttered” around Jack Mundey. 

The Battlers were indeed middle-class and 
nearly all were involved in full-time work in the 
home. But according to their own accounts, once 
the campaign took off, they threw aside routines 
and devoted themselves to saving the land with 
what one described as “evangelical zeal”. 

Well-known Sydney landscape architect 
Michael Lehany is the son of the late Battlers’ 
secretary Kath Lehany. He remembers that his 
mother, an amateur actor and environmentalist, 
relished the campaign. She hated housework 
because her own mother had been a stickler for 
it, endlessly scrubbing wooden floors. 

Dr Joan Croll is the only surviving battler and 
also a lifelong environmentalist. She was recog-
nised with an Order of Australia for her pioneer-
ing work in breast cancer and mammography. 
Despite these other achievements, she describes 
her involvement in saving Kellys Bush as the 
“the most important thing I ever did.”  Coming 
from a conservative background, she initially 
“had a fit” when she thought she was meeting a 
“true red person”. She decided to withdraw until 

Until Kaldor Public Art Projects came along 
most of the public art in Australia took the form 
of memorials of one sort or another designed to 
preserve the memory of a person or event. It was 
a starkly instrumental view of art that valued it 
mostly as a reference to something else rather 
than something to be admired in its own right. 
Even a sculpture as hypnotic as the Archibald 
Fountain (in Sydney’s Hyde Park) was actually 
intended as a war memorial commemorating the 
relationship between Australia and France in the 
First World War. 

Memorials can have complex meanings that 
change over time. What exactly should we remem-
ber? Memorials exclude as much as they include, 
and who decides who is included? As Judith Pugh 
notes in her essay, often the historical events that 
are memorialised are less important than the social 
power displayed by creating the memorials, disguis-
ing meanings that are not immediately apparent.

While the Kaldor Projects seemed to be simply 
staging radical art of a sort rarely seen previously 
in Australia, they also implicitly represented the 
influence of post Second World War immigration 
and the rise of multiculturalism. The radicalism of 
the projects reflected John Kaldor’s grounding in 
full blooded European modernism, at a time when 
most Australian art still reflected the more insipid 
and timid British version of modernism.

Nonetheless, several of the projects deal 
directly with memorialisation. The most obvious 
is Project 19, Tatzu Nishi’s War and peace and in 
between (2009) where the heroic equestrian sculp-
tures at the front of the Art Gallery of NSW were 
captured within suburban rooms. The overscaled 

earnestness of the bronze horses has always felt 
wrong for their location, and the uncomfortable 
militarism of The Offerings of War became farcical 
when trapped in a domestic bedroom. The Offer-
ings of Peace on the other hand seemed puzzled by 
the mundane bourgeois soft furnishings of a mod-
ernist living room. Both were proof that the bom-
bast of memorials can be easily punctured.

A very different type of memorialisation, via 
re-enactment, can be seen in the refugee cages of 
Project 16, Gregor Schneider’s 21 Beach Cells on 
Bondi Beach in 2007. The 4 x 4 metre cells con-
tained amenities for visitors – an air mattress, beach 
umbrella and black plastic garbage bag – and were 
soon inhabited by beachgoers looking for a site 
to rest and find shelter from the sun. But the cells 
were reminiscent of Australia’s Manus Regional 
Processing Centre, a concentration camp for refu-
gees opened in 2001, giving the whole work a sinis-
ter edge as beach goers using the cages unwittingly 
acted out the racist claims that the camps were trop-
ical Edens, a virtual holiday resort.

War memorials are the most common 
memorials in Australia yet the most important 
war is never mentioned. The European invasion 
and the genocidal war on Australia’s Indigenous 
owners is at the heart of Project 32, Jonathan 
Jones barrangal dyara (skin and bones). If the 
memorial halls that Judith Pugh discusses can 
be seen as assertions of the invaders’ control of 
Country, Jonathan Jones brings that hidden his-
tory back into view. Part of this remembering 
happens through remaking, in the form of 17,000 
shields that represent the destroyed artifacts that 
had been stored in the Garden Palace building.

It could be argued that an exhibition such as 
Making Art Public, made from archival material 
relating to a series of events, is a form of memo-
rial, a memory of events rather than the events 
themselves. But the final memorial is a memo-
rial of the exhibition itself. I’m thinking of Alicia 
Frankovich’s performance The Work (2019) in 
which original workers on Kaldor projects over 
the last half-century revisited fragments of their 
own activities in a complex and playful choreo-
graphed re-enactment.

This all raises the question of how we memo-
rialise important events in contemporary soci-
ety. In her article on the saving of Kellys Bush, a 
public reserve close to John Kaldor’s home. As 
the first Green Ban, Kellys Bush represents a cul-
tural moment as significant in its way as Wrapped 
Coast, and one with even greater worldwide 
consequences, yet this significance is barely rec-
ognised at the site. Wendy Bacon’s archival inves-
tigation notes that there are only two small pieces 

of signage about the history of the area. This way 
of marking history is clearly inadequate, since 
the battle for Kellys Bush was arguably the small 
spark that triggered a worldwide movement. The 
tourist Petra Kelly learned of the Green Bans 
while visiting Australia in the early 1970s and 
was inspired to form the first Green Party on her 
return to Germany. That party began the green 
parliamentary movement around the world. 
How could we better memorialise the small sub-
urban inspiration of such an enormously influen-
tial movement?

Ian Milliss

S E L EC T I V E  M E M O R I E S

Ian Milliss is an 
artist who worked on 
Wrapped Coast.

Kaldor Public Art Project 16: Gregor Schneider. 21 beach cells, Bondi Beach, Sydney, 28 September – 21 October 2007. © Gregor Schneider. Photo: Gregor Schneider 

SUBURBAN BATTLERS WHO 
CHANGED THE WORLD

she discussed it with her husband who changed 
her mind. In time, Dr Croll, who has previously 
described herself as a “bossy lady,” came to regard 
the Green Ban concept as a “brilliant idea” and 
regards Jack Mundey as a “wonderful and very 
clever man”. When her children were young 
Croll was not in the paid workforce, but by the 
later stages of the campaign she was working as 
a doctor. When asked what she felt at the time 
about the Battlers being described as “a bunch of 
middle class housewives”, she said she thought it 
was “very funny.” 

Michael Lehany’s view is that the Battlers 
used the image of conservative housewives to 
their own advantage. It helped them to get access 
to politicians and to capture media attention. 
Their first act was to get a letter explaining their 
case presented as a frontpage news story in the 
local paper. Assistant Secretary Monica Sheehan 
later recalled that they had no trouble getting 
publicity due to their “evocative name” and the 
“novelty in that era of citizens daring to protest 
against the action of their masters.” 

Liberal Premier Bob Askin initially seemed to 
be on side. There was an election in February 1971 
which Labor was expected to win. Two days before 
the election, the Battlers received a telegram from 
Askin stating that he was “very hopeful of a helpful 
decision on your problem and will advise within 24 
hours.” The  telegram is in the archives.

The conservative government just scraped 
home. Despite Askin’s telegram, everything went 
silent. In June 1971, Askin rang the Battlers Presi-
dent Betty James to tell her that the Minister for 
Local Government and Roads Pat Morton, who 
for many years was a part-time businessman as 
well as a politician, was about to rezone the land 
as residential. 

After putting on their “high heels and smart 
clothes” and armed with a letter from Opposition 
Leader Pat Hills promising to save the land if Labor 
came to power, Betty James and Monica Sheehan 

managed to meet with Askin but he refused to 
intervene. James later wrote that she declared “the 
Battlers will stand in front of the bulldozers”. Mon-
ica Sheehan said she was terrified and wondered 
who might be driving the bulldozers. 

So it was that the Battlers got in touch with 
the unions including the FEDFA Secretary Jack 
Cambourn, who said his union would support a 
ban on the use of heavy equipment on the site. 
The BLF were contacted, and after investigat-
ing they agreed to impose a ban. To understand 
what this meant in Hunters Hill, you need to 
know that the mainstream media had frequently 
condemned the militant BLF, whose members 
marched to court to support arrested organisers 
and had even thrown an inadequate workshed 
into an excavation site during a safety campaign. 
But they had also recently passed a motion to 
support environmental action. Far from being 
passive, the Battlers insisted that they would do 
their own picketing. At one stage, AV Jennings 
threatened to use non-union labor but the BLF 
announced that work would immediately stop 
on an office block in North Sydney, leaving it as 
a monument to Kellys Bush. From then on, AV 
Jennings respected the ban. 

The Battlers were called “communists” and 
“ratbags” and Prince Edward Square where some 
of them lived was called “Red Square”. 

One journalist saw the Battlers as deter-
mined “ladies” rather than a “group of house-
wives”. This was local Kings Cross journalist 
Juanita Nielsen who  formed a bond with the 
Battlers in April 1975. She visited the site and 
described a rock pool with Aboriginal markings 
and a “metre of furry caterpillars head to tail 
marching through the bush”. A copy of her NOW 
newspaper which devoted pages to Kellys Bush 
is in the Battlers’ archive. Three months later, 
Nielsen was murdered as a result of her opposi-
tion to the development of Victoria Street, Kings 
Cross and support for the Green Bans. Like many 

other resident activists, the Battlers felt shocked 
and fearful when she disappeared. Some of them 
had also received threatening phone calls.

Nielsen described the women as being “13 
local ladies ranging in outlook and tempera-
ment from very conservative to ever so slightly 
militant.” She observed their determination and 
“endless trust” in the BLF. 

Michael Lehany recalls that his parents could 
have been called “Fabian Socialists” and had 
attended meetings against Australia’s involve-
ment in the Vietnam War.

However, some Battlers were forced to stand 
up to conservative husbands who drank in their 
local pub when they got off the ferry from work 
in the city. There were violent arguments at some 
local events. One woman noted that her embar-
rassed husband turned down invitations that he 
thought would involve arguments. Some experi-
enced being treated with derision by old friends, 
and false allegations were made about them. 
Monica Sheehan later compared the situation to 
“Northern Ireland”. But support for the Battlers 
only grew. Local Labor party activists like Rod 
Cavalier, who went on to become a Minister in a 
NSW Labor government, was very involved.

 In June 1971, 200 children from primary and 
secondary schools in Hunters Hill and Chatwood 
marched to Kellys Bush, led by the school band. 
They bore banners, “We don’t want a jungle of 
concrete” and “Save Kellys Bush” and booed 
the Local Liberal MP Peter Coleman. Lehany 
remembers that this was very controversial but 
the Battlers were unfazed. 

Over time, the Battlers came to understand 
that there had been a “shitty deal” behind the 
scenes to sell the land. In this sense, the threat 
to Kellys Bush involved a classic Sydney prop-
erty deal. When the Battlers discovered that the 
NSW government and local Council had actively 
sought a buyer for Kellys Bush, Monica Sheehan 
wrote that Jennings should not make a profit out 

of the speculation. Defamation laws made it hard 
to talk about these matters publicly until Labor 
MP George Petersen made a single statement 
under parliamentary privilege. He accused the 
Minister of increasing the value of the land by 
rezoning it. Rather than buying it more cheaply 
for the public, he had made “a gift of more than 
$400,000 to one of the government’s friends”. 

The Battlers were not just interested in their 
own small world of Hunter’s Hill. They were 
part of the Coalition of Resident Action Groups 
(CRAG) who defended the Green Bans, after the 
militant NSW BLF leadership was deposed by 
building industry bosses and the Federal branch 
of their own union. Juanita Nielsen reported on 
a meeting where they publicly offered to be there 
with other groups to confront the bulldozers. 

The thirteen Kellys Bush Battlers were nearly 
all “middle class housewives” but they were far 
more than that. Like others who were involved 
in the Greens bans, their lives were transformed 
through action.

When I walked through Kellys Bush this 
week, I heard birds and the water gently lapping 
on rocks. In the distance was the roar of planes. 
It’s a work in progress to preserve the physical 
heritage of Kellys Bush as part of the commons. 
But the social relations that fought for and saved 
it are obscured. 50 years on, there’s a strong case 
for commissioning a major public art project to 
memorialise this significant site of post-invasion 
land conservation. 

Wendy Bacon

I’ve always avoided Anzac and Remembrance 
Day Ceremonies. The men in my family avoided 
them: they did their duty, then they turned their 
thoughts from war. They didn’t march, they 
didn’t identify as ex-military, and the further in 
the past their service the less comfortable they 
were with Anzac Day.

In a storm during a battle, escorting an Arctic 
convoy, one of my maternal uncles saw an over-
heating shell stuck in a gun barrel which had con-
tracted because of the intense cold. Vaulting over 
a rail on a violently rolling deck, he grabbed the 
shell and threw it overboard. My grandmother 
told me this in the context of his athleticism. He 
never mentioned the incident.

Rupert Murdoch has so vulgarised the media 
that one forgets his father Keith Murdoch’s Mel-
bourne Herald had been reporting on the behav-
iour of the fascists, even in the arts pages, long 
before war was declared in 1939. Melburnians 
like my family had been reading about the treat-
ment of European Jews and of dissenters; my 
uncles and my father joined up because they had 
thought about what these incidents meant for the 
democracy they valued.

My protestant uncles were very conventional, 
my Catholic father and his brother more progres-
sive. Dad had been at a ski lodge when war was 
declared in 1939, and told me that when other 
people began to celebrate, he went outside alone, 
wondering why anyone would be pleased to have 
to go to war. He was scathing of the RSL’s lobbying 
power; of an Anzac Day that became an excuse for 
drunkenness, a celebration of militarism itself. His 
contempt towards the notion of “heroes” derived 
from his brother’s experience in the War.

At the fall of Singapore, Uncle John and his 
men became prisoners of war of the Japanese. 
Uncle John’s stories of the various camps and the 
events therein were sophisticated, often amusing, 
always reminding us that the Japanese soldiers 
were in a rigid authoritarian system and behaved 
according to their cultural understandings and 
material circumstances. Yes, he and his men 
were starving, but that meant that the Allies had 
breached their supply lines; and the Japanese too 
were short of food and medical supplies. He dis-
cussed systems established to assist everyone to 
survive, he described certain incidents in quite a 
lot of distressing detail. These stories were always 
told to instruct me: principle is more important than 
advancement; lead from the middle; never ask anyone 
to do anything you wouldn’t do yourself; people should 
be understood from their own point of view.

When relatively young, Uncle John had a 
disabling stroke, and my father assisted him to 
apply for a pension. The Department of Veter-
ans Affairs refused the application, on the basis 
that stress was not a factor in the condition. Dad 
wrote to the POW newsletter asking if anyone 
recalled him sustaining any head injuries. Yes. An 
officer’s duty is to protect his subordinates, so 
when a Japanese soldier was beating one of his 
men, he stepped between them, or if they’d been 
knocked down, Uncle John lay on top of them 
and took the blows of the rifle butts on his head.

My first husband enthusiastically joined the 
army, was sent to New Guinea and the Celebes, 
cheerfully killed the enemy in hand-to-hand com-
bat, and then with his mates killed a group of Jap-
anese soldiers who had surrendered to them, and 
with whom they had camped for several days. 

Later, sent to Japan with the occupying force, he 
heard about and saw the effects of the Hiroshima 
bomb. First the blinding flash of light - and the vic-
tim, if facing the explosion, was immediately disa-
bled. Then the intense wave of heat, blistering the 
skin wherever it was exposed, scorching clothes, 
then the shock wave ripping open blisters and 
burning cloth. The radioactivity killed all bacteria, 
and he saw the dreadful irony: those who arrived 
to help brought infection with them. He walked 
among men and women who had lived through 
the trauma, lying in silk hammocks, burned, suppu-
rating, waiting to die. He considered what he had 
done and seen, and became an anti-war activist. He 
did not celebrate on Anzac Day.

Uncle John lived with us after the War as his 
life returned to its planned trajectory; and spent 
hours with me, a small child. I don’t need Anzac 
Day to remember him. So when I moved to a 
small rural village where the annual Anzac cere-
mony occupies the minds of locals, I was not keen 
to attend. But after a couple of years it seemed 
impolite, and this year I watched as a photograph 
of a local who served in the Australian Imperial 
Force was presented to hang in the supper room 
beside those of other locals who’d been service-
men. The family summed up that contented and 
unremarkable post-war life, and I found myself 
wishing that Uncle John might be so remem-
bered. For a moment, I imagined memorialising 
him, his service, his sacrifice.

And then I realised: this ceremony, these pho-
tographs, don’t refer to sacrifice, or character, or 
even the war. These perfectly pleasant people are 
having an annual get together, with encourage-
ment and funding from the Federal Government 

and Local Government. It’s about memory, but 
the memory is not of battles or comrades dying 
in an Asian jungle. It’s about living in this district, 
belonging to this district, coming from this dis-
trict. Only those connected to this place, the set-
tler occupation of this place, are here enshrined.

That’s the reason John Howard, Tony Abbott, 
and the bunch of non-combatants who, pumping 
money into the extravagant ridiculous reconstruc-
tion of the Australian War Memorial, starving 
other galleries and museums, have commercialised 
Anzac Day and Remembrance Day. It’s a blind. It’s 
a brilliant blind. Anzac celebrations announce that 
unless you’re a local, with some connection to a 
serviceman, you’re not one of us.

It’s a way of othering all the European refu-
gees, the migrants, holocaust victims, the people 
who left chaos in Asia, South America, for the 
stability and opportunities Australia offers. This 
perverse annual public celebration of belonging 
subverts the multicultural narrative, it encour-
ages the vanilla settler image of nation, it is an 
annual way of asking for a public commitment to 
that image. To honour the men in my family who 
went to war, I won’t be there next year.

Judith Pugh

Anzac And The Other

With occasional 
diversions into political 
activism and other more 
mundane activities, Judith 
Pugh has spent her life in 
the arts; she now writes in 
Regional NSW.

Wendy Bacon has been 
an urban activist and 
journalist since 1969. 
She is a non practising 
lawyer & was previously 
the Professor of Jour-
nalism at the University 
of Technology Sydney.
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THANK YOU
Thanks to everyone who posted Letters 
to the Editor - we’ve loved rummaging 
through our letterbox 
each week. And a big 
shout-out to artist and 
journalist Mickie Quick 
who (assisted by The 
Editor Himself) built the 
custom EXTRA!EXTRA! 
plywood postbox that 
received all your mail.


