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I didn’t know you liked me too
Maybe I like you
I really like you
Like a dream my confidence frequently pinches me
I really like it 1

Tell Me Tell Me is a famous Korean pop song 
by the Wonder Girls and is accompanied by a 
dance well known to Korean school children 
— but everyone knows it. It’s the updated 
Korean version of the English Hokey Pokey but 
far cooler. The song takes a work from the 
recent past – Two of Hearts (1986) by American 
pop singer Stacey Q — and remakes it for a 
different time and audience.

In the exhibition Tell Me Tell Me not only do 
Australian and Korean cultures meet, but so 
do the times of 1976 and 2011. This encounter 
between different times and space creates an 
energy which enables exchange. And Tell Me 
Tell Me, as a statement, feels conspiratorial, 
like whispering something to someone and 
sharing a story…

Everyone 
is discovering
art is made
from abandoned things 2 

When we first met to talk about the 
possibilities of an exhibition, as part of the 
‘Australian-Korean Year of Friendship’, we 
both wanted to work on something that was 
more than just plonking a group of works 
from our collective nations in one another’s 
museums. Rather we wanted to trace a line 
along our recent histories and see where 
our art worlds might overlap, or where they 
diverge. 

This could be as simple as sitting in a Dunkin’ 
Donuts near Deoksugung Palace in central 
Seoul where we met at the end of an intensive 
two weeks of looking, looking, looking and 
Inhye saw the work of an artist on Glenn’s 
computer… ‘who is this…?’

IMAGINE FULL POCKETS   
FULL BELLY  WARM BED  BEING 
IMPORTANT  LOOKING BEAUTIFUL  
FEELING HEALTHY  FEELING 
WEALTHY  BEING SOMETHING3   

We approached curating the exhibition as a 
form of trust. Trust that two curators, who 
had only just met, could try and second-guess 
the other and show them things they thought 
they needed to see. We dropped one another 
into quick courses about our nations’ 
histories and cultures. 

As individuals our meeting to arrange an 
exhibition is a mysterious chance, there 
is reason but there is also no reason—only 
destiny. And no reason is as good a reason as 
anything else. We think about the viewer, and 
the artists, as people like ourselves involved 
in the same chance encounters. Not as global 
citizens but as individuals with their own 
ideas and histories. 

Of course I know
I liked the demonstraters more than 
the demonstrations,
And the feel of the bar room more than 
the booze,
And that when I was lonely, 
I enjoyed love songs in a low voice
More than all the combatitive ditties that 
began with “Comrades!’” 
And this makes no difference at all…4

We think of the act of curating Tell Me Tell Me, 
and the making of the exhibition, as akin 
to the Korean pyeongsang—or sitting table—
which is unique to Korea but feels somehow 
very Australian. It is both a place to eat and 
drink and a place to gather, usually, without 
reason. It grows out of tradition but is totally 
contemporary. Like the pyeongsang this 
exhibition is formal and informal, we can sit 
with our ‘feet out’ or with our ‘feet under’ 
the table. Importantly it is a place where we 
can all meet and talk. 

THE PICTURES IN THIS EXHIBITION 
ARE FREE   CLOSE YOUR EYES  
ENQUIRE WITHIN5

 Note

1  Tell Me Tell Me lyrics. (Park Jin-young 
Producer, 2007, JYP Entertainment) 
This translation is from the website 
http://www.lyricsmode.com/lyrics/w/
wonder_girls/tell_me.html (accessed 
14/3/2011) - they could be wrong but 
that’s ok.

2  Robyn Ravlich, ‘The Black Abacus 
 (for Tony)’, The Black Abacus, Prism Poets, 
  New Poetry, The Poetry society of 

Australia, Sydney, 1971, pp 49-51.

3  Text from Robert MacPherson’s, 
Little pictures for the Poor (1983)

4  Choi Young-mi, ‘At Thirty, the Party 
Was Over (1994)’, Three Poets of Modern 

  Korea, Yi Sang, Hahm Dong-seon and Choi 
Young-mi (Translated by Yu Jung-yul 
and James Kimbrell), Sarabande 
Books, Louisville Kentucky 2002,  
pp 52-53.

5  MacPherson op cit.

너도 날 좋아할 줄은 몰랐어 

어쩌면 좋아 너무나 좋아 

꿈만 같아서 나 내 자신을 자꾸 꼬집어 봐 

너무나 좋아 1

“텔미텔미”는 원더걸스가 불러 크게 인기를 

끈 한국의 댄스 가요곡으로 초등학교 학생들을 

비롯하여 대한민국 사람들이라면 모두가 잘 

알고 있는 노래이다. 춤추며 부르는 서양 동요 

‘호키포키’의 한국식 버전이라 할만하지만 

그보다는 세련된 성인 가요에 속한다. 이 곡은 

미국 가수 스테이시 큐가 부른 “투 오브 

하트”(1986)를 오늘날 한국 사람들에게 알맞게 

리메이크 한 곡이다. 

《텔미텔미》전은 한국과 호주의 문화가 

만나는 전시이지만 1976년과 2011년이 만나는 

자리이기도 하다. 서로 다른 시공간이 만나는 

이 사건을 통해서 무언가를 변화시킬 에너지가 

창조된다. 《텔미텔미》전은 노래의 가사처럼 

이야기를 나누고 무언가를 속삭이기 

위해 관람객들에게 은밀한 눈짓을 보내고 있다... 

모두가 찾아내고 있다

예술은 버려진 것들로부터 창조된다 2 

양측 큐레이터들이 우정의 해를 기념하는 

이 전시에 대해서 상의할 자리를 처음 가졌을 

때 우리는 그저 미술관 소장목록에서 작품들을 

뽑아내는 것 이상의 무언가를 하고 싶어했다. 

우리는 역사를 따라 어떻게 

서로의 미술이 교차되고 혹은 달라지는지를 

추적해 보고 싶었다. 

그 작업은 도넛 가게에서 시작되었다. 

우리는 서울 도심에 자리한 덕수궁 옆 던킨 도넛 

가게에 앉아서 2주 동안 계속된 작품 선별

작업의 마무리를 하고 있었다. 김인혜는 글렌 

바클리의 컴퓨터에서 작품을 보며 “이 작가는 

누구죠?”라고 물었다. 

가득 찬 주머니를 상상해보세요 잘 먹어 

부른 배를, 따뜻한 침대를, 중요한 사람처럼 

보이는 것을, 아름다워지는 느낌을, 건강한 

느낌을, 부유한 뭔가가 된 것 같은 느낌을 3 

우리는 이 전시 기획을 신뢰의 과정으로 

접근했다. 만난 지 얼마 안 된 두 큐레이터가 

서로 노력하고 상대를 이해하고 상대가 

봐야 할 필요가 있는 것들을 보여주는 그러한 

과정으로서의 신뢰 말이다. 우리는 재빨리 

두 국가의 역사와 문화를 알아가려 애썼다. 

뭇 사람들의 만남이 그렇듯 전시를 준비하는 

우리의 만남 또한 신비로운 우연이다. 

거기에는 이유가 있기도 하지만 실은 어떤 이유도 

없으며 오직 운명만이 있을 뿐이다. 때로 

아무 이유가 없다는 것이 좋은 이유가 되기도 

한다. 우리는 관객들, 작가들과의 만남에 

대해서도 고민한다. 우리와 같은 우연한 만남에 

말려든 이들, 세계 시민으로서가 아니라 각각의 

관념과 역사를 가진 개인으로서의 만남에 

대해서... 

물론 나는 알고 있다 / 내가 운동보다도 

운동가를 / 술보다도 술 마시는 분위기를 

더 좋아했다는 걸... // 그리고 외로울 때 

동지여!로 시작하는 투쟁가가 아니라 / 

낮은 목소리로 사랑 노래를 즐겼다는 걸 

/ 그러나 대체 무슨 상관이란 말인가 4

우리는 《텔미텔미》전을 준비하고 논의하는 

과정이 한국 사람들이 평상에 앉아 도란도란 

이야기하는 것과 비슷하지 않을까 생각했다. 

이 평상은 한국의 독특한 문화이지만 호주의 

문화와도 아주 많이 닮았다. 평상은 사람들이 

먹고 마시는 장소이지만 대개는 아무런 

이유 없이 거기에 모여 앉아 있는 자리이기도 

하다. 평상은 전통적인 사물이지만 또한 

온전히 동시대적인 의미를 담고 있다. 발을 

뻗고 앉을 수도 있고 발을 내려뜨려 앉을 

수도 있는 이 평상처럼 전시는 공식적일 수도 

비공식적일 수도 있다. 무엇보다도 이곳은 

우리 모두가 자유롭게 만나고 이야기를 나눌 수 

있는 자리이다. 

이 전시의 그림들은 공짜다  눈을 감고 

마음의 질문을 들어라 5

  Note

1   텔미텔미 가사 중에서 

 (박진영 프로듀서, 2007, JYP 엔터테인먼트) 

2  Robyn Ravlich, ‘The Black Abacus 
  (for Tony)’, The Black Abacus, Prism Poets, 
   New Poetry, The Poetry society of Australia, 

Sydney, 1971, pp 49-51.

3  로버트 멕퍼슨의 작품 

  <가난한 이들을 위한 작은 그림들> 중 텍스트, 

  1983.

4  최영미, 

 『서른, 잔치는 끝났다』, 창작과비평사, 1994, p 10.

5  로버트 맥퍼슨, 위의 글.

한국-호주 

수교기념전을 기획하며: 

우정의 날들 

글렌 바클리 & 

김인혜
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Tell Me Tell Me takes the year of 1976 as a point where a dialogue 
between Australian and Korean contemporary art begins. In 
particular it focuses on two events from 1976 – the visit of Nam 
June Paik and Charlotte Moorman to undertake a series of 
performances at the Art Gallery of New South Wales supported 
by Sydney philanthropist and collector John Kaldor, and the 
2nd Biennale of Sydney, Recent International Forms in Art, curated 
by Tom McCullough.1

Obscured somewhat by history and circumstance, 
McCullough’s 1976 Biennale, in terms of re-configuring 
a narrative of Australian art, was an exhibition where the 
prescient nature and importance of the project occurs well 
after the fact.

There are a number of reasons for this, the first being 
the acknowledged importance of the following Biennale in 
1979, European Dialogue, curated by Nick Waterlow. This 
exhibition saw the Biennale expand in scale and, as such, it 
overshadowed the previous two Biennales. The 1979 Biennale 
is admired, amongst other things, for the inclusion of 
Australian Indigenous artists for the first time within a major 
international exhibition of this kind. 

It is only in the last few years however that the forward-
thinking nature of McCullough’s 1976 enterprise has become 
clearer. Most importantly there has been an ongoing analysis 
of McCullough’s Mildura Sculpture Triennials, from which 
the 1976 Biennale sprang.2 This Biennale was built around 
the ideas learnt at Mildura and consisted ‘of anything other 
than painting’3. 

Geographically, McCullough’s Biennale was formed around 
the idea of the ‘Pacific Triangle’. In this concept a series 
of groupings linked cultures across the Pacific region. At one 
corner of the triangle sat Australia and New Zealand, 
at another Korea and Japan, and at the third California.4 

McCullough’s substantial representation of Japanese and 
Korean artists in the 1976 Biennale was the first time a large 
group of artists from these countries featured in a major 
contemporary survey in Australia. When you consider the 
number of New Zealand artists, the exhibition’s Pacific focus 
was not to be topped until the first Asia Pacific Triennial 
at the Queensland Art Gallery in 1991. 

The 1976 Biennale included the work of Korean-born artist 
U-Fan Lee, the leading theoretical proponent of the Japanese 
movement Mono-ha, literally translated as ‘School of 
Things’. Lee’s works Situation I and Situation II (1975) (now in 
the collection of the Mildura Arts Centre), are two works using 
similar materials. In one, a bright light globe sitting upon 
a large boulder illuminates a charcoal circle on the gallery 
wall; in the second, a similar light bulb is suspended from the 
ceiling over a large rectangular canvas that sits upon four 
stones, one in each corner, illuminating another charcoal 
circle drawn on the canvas. The simplicity of the two works 
demands close and prolonged observation. Our focus shifts 
from the humble objects themselves, to the way they begin 
to charge the space around them, revealing as much about the 
‘architecture’ of display as about the objects themselves. 
Two other Korean artists in the exhibition, Kang-So Lee and 
Moon-Seup Shim, were, at that point, at their most 

‘conceptual’ having spent time with U-Fan in Paris at the 1975 
Paris Biennale. Moon-Seup Shim presented a series of cast 
sculptural forms that collapsed under their own weight when 
their moulds were removed, freezing them into a fixed 
position. Kang-So Lee exhibited a series of screen-printed 
paintings featuring a can of paint as well as showing the actual 
paint can placed on the floor. 

A fourth Korean artist Insik Quac exhibited a work 
comprising two large stone boulders into the surface of which 
he had tapped tiny dots. It looks like the work has been 
breathed into being – a poetically modified found object. 

Although most participating Australian artists would have 
been unfamiliar with their Korean counterparts, aesthetic 
and conceptual linkages can be made.5 Firstly materials, 
in particular the use of rocks or stones. Ken Unsworth at the 
time was using stones in his work, suspending them within 
the architecture of the gallery space, although in the Biennale 
he was represented by the important performance work 
A Different Drummer (1976). Stelarc, who was living and working 
in Japan in 1976, formed a crucial link between McCullough 
and the Japanese and Korean art worlds. He was represented 
in the Biennale by a video and photographs of his first 
suspension work Event for Stretched Skin (1976). In this work 
Stelarc is suspended by hooks above a large boulder and 
between his pierced body and the boulder is a laser beam – 
hard to identify in the archival record – seemingly symbolising 
a meeting between old, or ancient, worlds and new. Noel 
Sheridan who exhibited the book work Information for the People 
(1976) subsequently created another important artists 
book Everybody Must Get Stones (1978) and a major installation 
of stones at the Art Gallery of South Australia.

A commonality between the artists from Korea and Australia 
was their shared interest in investigating the role an object 
can play once it has been ‘dematerialised’. The Biennale 
explored the fate of the object     – the ‘Forms’ of the exhibition’s 
title – in a ‘post-object’ world.6 Conceptualism, however, was 
never a purely rational form, and certain streams of it were 
tainted by a mystical agenda laden with ritual – as personified 
internationally by the all-pervasive work of Joseph Beuys 
who also exhibited in the 1976 Biennale. Australian artist 
John Davis was working in a similar vein and we see in his work 
Nomad (1976), a return to the creation of objects rather than 
‘pure’ idea. Mono-ha demonstrates a parallel yet distinctive 
methodology with its use of found objects, the interrogation of 
space and architecture, and its own spiritual and mystical 
emphasis based upon Asian precedents. 

McCullough’s working agenda was, to paraphrase, ‘artists first, 
audience second and political masters third’.7 This placed 
artists close to the conceptual and curatorial heart of his 
projects. The overlap between Mildura and the 1976 Biennale 
of artists – such as Marr Grounds, John Davis, Terry Reid, 
Ken Unsworth – sees them not just as participants but also as 
artistic advisors or collaborators within McCullough’s then 
decade-long series of curatorial provocations. 

In looking back to 1976, the exhibition Tell Me Tell Me creates a 
space in which to reconsider certain trajectories of Australian 
art over three decades including a re-thinking of the ‘post-
object’ state described above. From the 1970s onwards, 
sculptural practice has come to encompass a wide range of 
meanings and contexts beyond the three-dimensional, from 
photography through to video. Again John Davis is one 
such artist who we might consider in this way. By 1976 Davis’ 
work had moved from a fairly traditional abstract organic 
modernism to encompass instructional works, then works 
using repetition, scale and an interrogation of material 
that saw the artwork itself with an element of performance, 
pushed to the point of non-existence, or at the very least to an 
ephemeral state. Marr Grounds had also pushed his work 
along a similar path; for the 1976 Biennale he constructed 
a bunker under a set of stairs at the Art Gallery of New South 
Wales where visitors could sit down with the artist and talk 
through the idea of what a sculpture, or artwork, might be. 

22
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24 25Paintings and text-based works by Robert MacPherson are 
motivated by a conceptual rather than a formal agenda. When 
placed alongside paintings by Indigenous artist Emily Kame 
Kngwarreye, a surprising dialogue begins to take place, one 
which draws Kngwarreye’s work into conceptualism’s orbit. 
Focusing on the actual methodology of the painting’s marks, 
this also affects the MacPherson, making us fully aware of 
his paintings as a ‘thing’, not just an idea. The paintings of 
Kngwarrye change meaning, becoming works where their 
making is revealed. The energy and movement of the artist’s 
arms, hands and body in the work’s creation – as well as a type 
of systematic construction – find an easy alignment with a 
conceptual project rather than any form of expressionism. 

The work of Rosalie Gascoigne, represented here by Set Up 
(1984), has a particular spatial sensibility emerging as it does 
from her interest in and mastery of Ikebana. Like artists 
associated with the Mono-ha movement, as well as focusing on 
the objects themselves, Gascoigne is able to charge the space 
in which her work is installed. In Set Up, found enamelware 
containers and wooden tiles lie on the floor and through the 
power of placement appear as if they have sprung naturally 
from it. Panoramic in scale, Set Up recalls the flat grassy 
landscapes of the Monaro, a region which lies at the core of 
Gascoigne’s practice.9 

In the development of Tell Me Tell Me, the ‘ idea’ of 1976 
became mantra-like for the curators, assuming more and 
more importance. It is a date that lies just out of reach, while 
also being at the forefront of memory. It demonstrates that 
sometimes it is easier to understand the distant past rather 
than more recent histories, which are still laden with the 
all-too-human complexities – relationships, ambitions and 
emotions. 

By pushing the art object to this elemental point, as idea alone, 
the artists were then able to go back to sculpture, or object 
making, refreshed and able to approach it in new ways. It must 
be acknowledged that the idea of the ‘post-object’ was precisely 
that – an idea – rather than a reality. Very few artists actually 
pushed through to a post-object state whose logical outcome 
would have quite literally been disappearance – not just of 
artworks but also the artist.8 

Tell Me Tell Me includes art works by a group of artists who were 
active more or less contemporaneously as the Australian 
and Korean artists in the 1976 Biennale. They act as a bridge 
in understanding the past as well as adding a layer of cultural 
complexity.

The bark paintings by a group of Arnhem land artists – Lalara 
Gaiyabidja, Don Gundinga and Yirawala – were made around 
the same time as non-Indigenous Australian painting was 
in the midst of its ‘anxious phase’. Deeply embedded with very 
specific symbolic codes, the bark paintings’ meanings shift 
depending on context, display and even who is viewing 
them. Physically they are stranded somewhere between being 
a painting and sculpture; in essence they are both, and 
paradoxically, neither. 

The ‘monochrome’ bark paintings by Yirrkala artist 
Nyapanyapa, whilst created within a specific spiritual, social 
and political context, also have this fluidity of meaning. 
Curatorially, they are very strategic to Tell Me Tell Me. 
The monochrome is considered an ‘endpoint’ of western 
abstraction and a hallmark of Korean modernism. Newell 
Harry also takes on Indigenous traditions but through a 
culturally diverse lens. Recently Harry has been working with 
artists from across the Pacific, utilising culturally specific 
materials such as tapa, a type of bark cloth, and methods such 
as weaving. As Veneral Theists Rest / The Native Art Restless (2008), 
although not a collaborative work itself, results from this 
process which feeds into the work. Upon first glance it looks 
like tapa but is in fact a heavily worked paper surface stamped 
with tapa-like designs and snatches of text. Sewn into the 
surface and sitting in front of the work are votive, reliquary 
objects – the work is encircled by tiny lights giving it the air of 
a religious shrine. 

A younger generation of artists’ work looks back to this period, 
to its openness and possibilities as much as its formal and 
aesthetic values.10 Sometimes this is explicit as in the case of 
Brown Council whose performance and video program pays 
homage to 1960/70s body-focused performances such as those 
by Vito Acconci. A more oblique reference is to be found in 
the work of Louise Weaver. While Weaver’s practice is informed 
by the display, collecting and museological processes of the 
contemporary art institution and how it intersects with fantasy, 
fashion and imagination, it also plays with the tropes of 70s 
anti-form sculpture. Where her predecessors broke down 
the idea of the plinth or pedestal, Weaver brings it back into 
sculpture’s ambit. In no small wonder (2005) and Oracle Fox 
(2005), the plinth is very much a feature of the work itself. 
Like Gascoigne’s Set Up, no small wonder ‘spills’ across a carpeted 
ground exploring the relationship between floor and artwork. 

Lou Hubbard, Charlie Sofo and Stuart Ringholt also break 
down sculptural traditions in different ways. The title of 
Ringholt’s Low Sculptures (2008) refers to the base materials 
that make up the works as well as their ‘un-monumental’ 
aesthetic. His video work Merri Creek (2007) is like a 70s 
instructional work brought to life: ‘Dig a hole. Bury a tree in 
the hole’.11 Hubbard takes to found objects – children’s 
toys and cheap statuettes – in visceral ways, torturing them 
into new combinations and textures while Sofo’s work also 
transforms base materials such as post-it notes, envelopes and 
watermelon seeds. Birds (2008) and Drumstick (2008) begin 
with observations of the artist’s immediate surrounds 
which are then transformed through sound and image, into 
miniature symphonies of the suburban. 

Using shifts in scale Bob Jenyns’ works make the ‘un-
monumental’ monumental. His large-scale sculptural objects 
(made from oversized Meccano) lie like the forgotten toys of 
some monstrous child, perhaps not unrelated to the stern 
wooden mother depicted in his work Monument to Mums (1982).

Mystical and mythical dimensions explored in the 1970s are 
enacted within the videos of TV Moore and Christian 
Thompson. In TV Moore’s Existence (2009) we are asked to 
look into the fire as if hypnotised by a late night spiritualist 
and then taken on a fanciful journey. It is not unlike the 
strange projected mind melds in Tim Johnson’s Walking on 
the street (1976) which operates as a mystical diagram with 
symbolic language linking energy and telepathy through 
the human mind.12 In Thompson’s Gamu Mambu (Blood Song) 
(2010), a Dutch singer trained in Baroque Opera — that most 
overwrought and heavily cultured European art form — sings 
the words of a traditional Bidjara song from Thompson’s 
people of the Kunja nation, south western Queensland. 

At the heart of the exhibition Tell Me Tell Me is the idea of art 
history as a permeable screen between this time and the past, 
between this world and another, between people and across 
geographies. Brook Andrew’s work LOOP: A Model of how the 
world operates (2008), is a large black-and-white wall painting 
with neon spiral elements. It refers both to the past — being 
based on traditional Wiradjuri shield patterns13 — and to the 
present. The work is an example of an Indigenous artist using 
conceptual and aesthetic strategies that resonate within a 
contemporary cultural context, such as a museum, whilst still 
paying homage to the artist’s deeply held traditions. The ‘loop’ 
of the work’s title could refer to the idea of histories enfolding 
within a kind of eternal closed circuit. 

This sense of history turning in on itself is exemplified by the 
work of Terry Reid. Like Stelarc, Reid was an important link 
between Australia and Asia having worked in Japan in the early 
1970s. By the mid 70s he was living and working in Australia 
(via New Zealand), basing himself for a time in Mildura. 

Reid is one of the major proponents of mail art. Can we 
think of there being such a thing as a major mail artist? 
Perhaps the form itself denies the idea of ‘major’ – but Reid’s 
links to artists throughout the world, still relying on the 
post, continues. His work Secret Exchange for the 1976 Biennale 
consisted of artists’ secrets written down and placed in 
envelopes, which viewers could swap for their own secrets. The 
act of writing, exchanging, corresponding also involved 
engaging with the artist who spent time sitting with the work. 
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26 27Rethinking, remaking, reconsidering the past isn’t always 
an easy thing to do or to do clearly. What was once easy to 
understand is now difficult. What was impossible to fit within 
the context of the museum is now easy, although made more 
palatable and less radical in the process. Like Reid’s ongoing 
mail project, Tell Me Tell Me is a kind of exchange, where 
ideas, people, objects and places are cut adrift from their 
geographical and historical contexts for just a moment. The 
exhibition allows us to consider a concept of what art has 
been, what its different meanings might be and how the actions 
of the present can re-contextualise the past. 

 Note

1  Moorman and Paik (John Kaldor’s Art Project 4) Art Gallery of New 
South Wales 1–7 April, 1976 and 
Recent International Forms in Art: The 1976 Biennale of Sydney at the  
Art Gallery of New South Wales, 13 November–19 December, 
1976.

2  McCullough curated five Mildura Sculpture Triennials 1967, 
1970, 1973, 1975 and 1978.

3  Conversation between Tom McCullough, Inhye Kim 
and the author, 5/8/2010. Artist, curator and writer 
Peter Cripps and sociologist Bob Lingard’s description 
non-painting is a useful term here. See Cripps, P and Lingard, 
B, Flattening Australian Art History, 1982 reproduced in 
Peter Cripps: Towards An Elegant Solution, exhibition catalogue, 
ACCA, Melbourne, 8 June–25 July 2010.

4  The Biennale also included a group of European artists 
selected by the Italian writer and curator Tommaso Trini.

5  Interestingly, conservative art critic Laurie Thomas in a 
review of Christo’s Wrapped Coast described the works of 
a number of Mono-ha artists then on display at the Kyoto 
National Museum of Modern Art, Japan, in negative terms, 
including a work from U-Fan Lee’s Continuum series. Thomas, 
L ‘Christo’, The Australian, 7 October 1969. 

6  ‘Post-object’ is a particularly Australian and New Zealand 
term made popular through the writings of the influential 
academic, artist and critic Donald Brook. It could be argued 
that it is a broad enough term to encompass a series of parallel 
international terms such as conceptual art, anti-form and 
arte povera. 

7  Conversation between Tom McCullough, Inhye Kim and the 
author, 5/8/2010.

8  There are very few artists who pushed their work and art 
careers into the area of total disappearance. The most apt 
example is the Sydney artist Neil Evans who, after a three 
year period of intense activity in the early 1970s — including 
a performance program that incorporated the act of waiting 
and infecting himself with threadworms for an exhibition’s 
duration — announced his retirement from art in 1972. 

9  The Monaro is an area in the south of NSW, and includes the 
Australian Capital Territory (ACT).

10  There is something to be said here about the ‘materiality’ 
of the archival material of 1970s post-object practice. The 
physical breakdown of the material has lead to it being 
perceived in a particular way that may run against its original 
intention. For example, something created using ‘cutting 
edge’ technology in 1976 now looks rather primitive. There 
is also the cynical journalistic principal of ‘simplify then 
exaggerate’ which is an apt way of describing the nostalgia that 
surrounds our viewing of recent art history. 

11  For further reading about the ubiquitous hole see Barkley, G 
‘Dig It! The Hole in Contemporary Australian Art’, Artlink, 
vol 30, no 10, 2010.

12 Email from the artist 14/03/11.

13   The Wiradjuri is an Australian Indigenous language group 
based in central New South Wales.

《텔미텔미》전의 기원이 된 한국과 호주 현대미술 교류전은 

1976년에 시작되었다. 이 해에 한국과 호주 미술 교류의 역사에서 

중요한 두 전시가 개최되었던 것이다. 하나는 시드니의 

자선사업가이자 수집가인 존 칼더의 후원 하에 뉴 사우스 웨일즈 

미술관에서 열린 백남준과 샬롯 무어맨의 방문 전시이고, 다른 

하나는 탐 맥컬로가 기획한 제2회 시드니 비엔날레 《국제 미술의 

최신 형식들》전이다. 1 

맥컬로가 기획한 1976년 비엔날레는 호주 미술사를 재구성하면서 

앞날을 내다보는 통찰력이 돋보인 중요한 전시였지만, 시간이 

흐르고 환경이 변하면서 묻히고 말았다. 

그것은 닉 워털루가 기획한 1979년의 비엔날레 《유럽의 대화》

전이 워낙 주목 받은 중요한 전시였던 때문이기도 하다. 1979년 

비엔날레의 확장된 규모는 이전의 두 비엔날레를 압도했다. 또한 

1979년 비엔날레는 특히 호주의 원주민 작가들을 처음으로 국제적 

규모의 대형 전시에 포함시켰다는 점에서 높이 평가되었다. 

최근 몇 년 동안 맥컬로의 선견지명이 일궈낸 1976년 비엔날레가 

재조명되었다. 특히 1976년 비엔날레의 모태가 된 밀두라 

트리엔날레에 대한 연구가 계속된 것이 비엔날레 재조명에 

일조했다. 2 밀두라 트리엔날레에서 학습한 아이디어를 토대로 

하여 비엔날레의 개념은 ‘회화가 아닌 다른 것’들로 구성될 수 

있었다. 3 

맥컬로의 비엔날레는 ‘태평양 트라이앵글’이라는 지리학적 개념을 

중심으로 기획되었다. 이 개념은 태평양 지역의 문화를 분류하고 

연결하는 하나의 프레임이다. 트라이앵글의 한쪽에는 호주와 

뉴질랜드가 위치하며, 다른 쪽에는 한국과 일본이, 마지막에는 

미국 서부 캘리포니아가 배치된다. 4

맥컬로의 1976년 비엔날레는 한국과 일본의 작가들이 참가한 

호주의 주요 현대전으로서는 최초이다. 이 전시의 태평양 지역 

작가 수는 뉴질랜드 작가들까지 포함하면, 1991년 퀸즈랜드 

미술관의 아시아퍼시픽 트리엔날레 이전까지는 최고의 규모를 

자랑한다. 

텔미텔미: 호주 미술의 시각에서

글렌 바클리

tellme-in_pp.1-203_K.indd   26-27 18/05/11   10:06 AM


