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Jon Cattapan and Lyndell Brown/Charles Green
Scatter 2 (Santa Cruz) 2016 (detail)
synthetic polymer paint and oil on digital photograph on DuraClear film on Perspex

127 x 186 c¢cm (frame)




That is a clue to Afterstorm’s intention: gardens are postnational and tied to war, even
in Australia. War never failed to mark art, but by the end of World War I in 1918 the distinct
genre of official war art clearly emerged. Governments wished to commemorate national
experiences of war; artists were not only commissioned to depict warfare and heroes, but also
encouraged to re-make (or re-picture) the symbols and narratives of war, sometimes in highly
experimental ways, especially in Canada and the UK. War art became widely and publicly
linked with national identity.

Because war art is a slippery concept, we distinguish between War Art and war art.

War Art, which emerged during World War I, is art officially commissioned to commemorate

a nation’s experience of war, often nationalist and self-congratulatory but also often soul-
searching, and all three artists have been incorporated into its heritage, for better or worse.
This is a subset of the vaster field of war art. Made across the globe, it takes the experience of
war as its subject, is mostly not commissioned and often scathing about the artists’ own nations,
sometimes with humanitarian intentions. So, war art, not War Art, really requires transnational
—we shall call this postnational—storytelling. World authorities within art history prefer a
view that either privileges the narrow perspective of the acknowledged centres of the global art
market or consists of proud but brittle national histories bound up in reaction to those centres.
We must emphasise that the idea of the postnational definitely does not presume we are seeing
any diminution of national borders nor any move away from often xenophobic nation states;
further, it refutes the idea of globalised art and insists on a tightly framed narrative.

What this does mean? National boundaries don’t explain art-making and attention must
be paid to exogenous factors: circumstances changing art rather than, as many optimistic, over-
hopeful activist critics claim, art changing circumstances. This is definitely not a celebration
of regionalism, nor in any way to be confused with an over-worn interest in artists depicting
the countryside, or a celebration of landscape or place or gardens. But it is to say that a garden
is an immensely charged motif that revolves around turbulence and inevitably, in Australia,
on the place (or absence) of Aboriginal people.

Do you see, here, how almost everything is lost and found? And how sharply the land-
scape slopes up? The Australian countryside and its plants and its inhabitants are all folded
onto each other towards Mount William beneath the stormy sky, which sits at the compo-
sition’s apex, reassuring us that we are definitely part of Western landscape paintings’ long
tradition of manipulating where near and far are, and playing games with what is up and what
is down. The anti-perspectival technique dates back to American Pop artist Robert Rauschen-
berg’s famous flatbed space with which he wove the disparate elements of his late-1960s com-
bines, created in the period of the NASA space missions of which the Apollo 11 moon landing
was the culmination. Afterstorm updates Rauschenberg’s mixing of perspectives and spaces
along with his fastidious allegory, though even pacifist Rauschenberg gave the market what
it wanted: images of an empire triumphant in war.
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But by 2019 the end of a period was already looming. With cOviD-19 in January 2020,
the world charged into another age. The idea that we had reached the end of a period of
immense growth in contemporary art, widely discussed across professional media and in
Green’s own 2016 book on biennials, was thrown into stark relief by the pandemic. Even before
January 2020 the impacts of climate change, racial injustice and social inequality provoked
general consternation and intense questioning across the global art world. But with the impact
of COVID-19, it became clear that culture was now frontally impacted by several wars at once.
There were already signs: the commercial gallery system shaping so many artists’ experiences
was hollowed out after the Global Financial Crisis of 2008.

Despite vast displays of wealth at the tiny top end of the international art world, and
despite the efflorescence of artist initiatives and art centres at the base of the food chain, artists’
lives (and the lives of workers in music and performing arts) became more precarious and casual-
ised, the so-called precariat. Despite decades of effort by particular art historians and curators
to recognise diverse groups, minorities and women, the rage of Black Lives Matter and #MeToo
showed that too little had changed across the art world. But the vast, apparently prosperous
international art system stuttered on until the 2020 pandemic and is now gone.

In Scatter 2 (Santa Cruz) (2016), a painting on transparent film on Perspex of dusk at the
Dili cemetery, a moving mountain of scarlet lines hovers against a darkening sky just above all
the graves, casting shadows onto the dizzying sharp perspectives of a miniature city of crosses
and tombstones, saturated late-afternoon colour, calligraphic abstract diagrams, a cascade of
press clippings and postcards at left. Fly up, swoop right, sweep down. You hold on to what you
can in this explosion of force.

You wanted to see a vision of memory, a memorial, but this painted photograph shows
you are in the presence of the opposite: a decaying but much-loved graveyard in the shadow of
the abruptly rising coastal mountains; you are surrounded by images in tempestuous motion.
Affterstorm was painted a mere couple of years later, capturing just a little of the coming epochal
shift, just before the great bushfires and then the pandemic. As you already saw, it is a compen-
dium of more than 100 images, a painting underpinned by photography that was in turn nour-
ished by the printmaking sidelined by art history. The wind has blown from the digital printer
to an artist’s mid-suburban studio, then up the Calder Freeway to central Victoria and finally
into the Royal Botanic Gardens. You already knew, in 2007 in a chopper above the mountainous
desert during a black, starless night over Afghanistan, how quickly and thoroughly an image’s
meaning can change, mountains fade into night, and art ends up made in darkness.

Remediation « Charles Green
29






TR, ~
e o . A

Jon Cattapan and Lyndell Brown/Charles Green
Scatter 2 (Santa Cruz) 2016 (detail)
synthetic polymer paint and oil on digital photograph on DuraClear film on Perspex

127 x 186 cm (frame)







Chris McAuliffe

Professor Chris McAuliffe holds the Sir William Dobell Chair at the Centre for Art History and Art
Theory, Australian National University, and is a widely published critic and art historian. From 2000
to 2013 he was the director of the Ian Potter Museum of Art at the University of Melbourne. His
curated exhibitions include Robert Smithson: Time Crystals, University of Queensland Art Museum/
Monash University Museum of Art (2018) and America: Painting a Nation, Art Gallery of New South
Wales (2013). His research interests include 19th- and 20th-century art (Australia and America),
with a focus on earthworks (Robert Smithson), abstract expressionism (Jackson Pollock), art and
sport, and art and rock music. He has published extensively on Australian art, including monographs
on Linda Marrinon (2007) and Jon Cattapan (2008).

Kit Messham-Muir

Professor Kit Messham-Muir, Curtin University, is an art theorist based in Perth, Western Australia.
Since the 1990s, his research has examined aspects of conflict in relation to contemporary art and
visual culture. Messham-Muir has taught art theory and museology at universities in Australia and
Hong Kong, and won multiple awards for teaching, including an Australian Learning and Teaching

Council Citation for Outstanding Contributions to Student Learning in 2011. He publishes frequently

in both peer-reviewed journals and the popular press and is the author of Double War: Shaun Gladwell,
Visual Culture and the Wars in Afghanistan and Irag (Thames and Hudson, 2015). He is currently
lead investigator on ‘Art in Conflict’, a three-year Australia Research Council Linkage Project with
the Australian War Memorial.

Jennifer Milam

Professor Jennifer Milam is currently Pro Vice Chancellor (Academic Excellence) at the University
of Newcastle. She is an art historian with interests in garden design and philosophical thought
during the Enlightenment. Her research has been supported by an Australian Research Council
Future Fellowship.

Micaela Sahhar

Micaela Sahhar is Lecturer in History of Ideas, at Trinity College, University of Melbourne. She has
published poetry and commentary on the question of Palestine in a range of Australian journals,
including Southerly, Arena and Overland. In addition, her scholarly research has been published in
edited books and journals on the subjects of settler-identities, settler-state treatment of its others
and contemporary resistance strategies in Palestine. Her interests include narrative formation and
appropriation, identity and indigeneity, and questions of resistance in settler-colonial contexts, and
she is currently working in both creative and scholarly mediums with these issues.

Judy Watson

Judy Watson is a Brisbane-based Indigenous artist whose matrilineal family is from Waanyi country
in north-west Queensland. Watson engages with site, collections and archives, and collective mem-
ory to reveal the impact of colonial history and discrimination against Aboriginal people, and to
celebrate the strength of Aboriginal cultural practice. Working across painting, printmaking,

artist books, drawing, video, sculpture and public art, she has exhibited extensively in Australia

and overseas.
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