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Ruth Maddison, Self portrait, 25/2/2002, 2002

Ruth Maddison (born Australia 1945), Self portrait,
25/2/2002, 2002. Gelatin silver photograph, 49.8 x 60.0 cm.
Purchased through the NGV Foundation with the assistance

of Mem Kirby, Fellow, 2002 (2002.305)

Maddison has written: ‘[l aim to] involve myself,
rather than observe objectively ... | believe all
aspects of daily life are absolutely worthy of
photographic consideration and exploration

| am most moved by images that are familiar and
accessible’.! To this end, during her career she has concentrated on the ‘ordinary’ events of life:
family rituals, social occasions and, above all, portraits. In recent years Maddison has often turned
her camera to her own family and, in this self-portrait, has moved into even more intimate territory,
using her own body as the subject of her work. Employing the most direct and straightforward of
processes Maddison has produced this unflinching and striking portrait of her own profile.

1 When a Girl Marries (broadsheet), Australian Centre for Photography, Sydney, August, 1980.

Harry Nankin, /, terra, thou/Nothofagus (Cradle Mountain] 1993
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Harry Nankin (born Australia 1953), Taxa aqua, 1993, from the An epochal ecology of being series 1993.
Gelatin silver photograph, 106.5 x 218.0 cm. Purchased, 1994 (PH37-1994); I, terra, thou/Nothofagus
(Cradle Mountain), 1993. Gelatin silver photograph, 106.5 x 344.3 cm. Presented through the NGV Foun-
dation by Mrs Jasmine Brunner and Mr John Brunner, Members, 2002 (2002.333)

During the 1980s, Nankin worked almost exclusively in the area of wilderness photography,
producing finely crafted images of pristine landscapes. In 1992 he attended master classes in
Melbourne with Adam Fuss —a noted New York photogram artist. At first Nankin found Fuss's
approach to image-making challenging but later, as he began to experiment with photograms
himself, he found the process liberating. Nankin has since produced large-scale photograms
assembled from various plant and animal remains to create vast and poetic works that address
pressing issues of global environmental degradation. As he has observed of his work in this area:
‘The shadowgram of nature is a direct witness to the material opacity of real, often living, objects

and events'.!

1 Cathexis: A hermeneutic interpretation of place, 1994, Master of Arts thesis, Royal Melbourne Institute of Technology,

Bundoora.
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Harry Nankin, Taxa aqua, 1993

Ewa Narkiewicz (born Australia 1961), Aluminium flax 1, 2000. Aluminium, liquid light, 40.2 x 32.6 cm;
Brass flax 2, 2000. Brass, liquid light, 40.4 x 32.5 cm; Brass flax 3, 2000. Brass, liquid light, 40.3 x 39.9
cm; Copper flax 4, 2000. Copper, liquid light, 40.1 x 32.5 cm. All purchased with funds arranged by Loti
Smorgon for Contemporary Australian Photography, 2000 (2000.62-65)

Narkiewicz has taken the simple but elegant, shaft-like shape of a flax frond as her subject in
works that emphasise the tactile qualities possible in photography. Using liquid light, Narkiewicz
has seemingly embedded the flax shapes in small, luminous, metal sheets — copper, brass and
aluminium —to create subtly differing squares in which the pattern of the frond is reminiscent of
the warp and weft of weaving. Although the fibrous nature of the plant becomes less evident when
transferred to the metal, her choice of flax is still purposeful, referring to its ancient use as a fibre

for textiles.

Ewa Narkiewicz, Aluminium flax 1, 2000; Brass flax 2, 2000; Brass flax 3, 2000; Copper flax 4, 2000
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Sue Pedley, No title (Small ekel broom)], 2000

Sue Pedley (born Australia 1954), No title (Small ekel broom), 2000; No title (Partially woven circular basket), 2000;
No title (Circle of rice), 2000. Cyanotype, 57.0 x 77.0 cm, each. From the Sound of lotus series 2000. All purchased
with funds arranged by Loti Smorgon for Contemporary Australian Photography, 2001 (2001. 549-551)

These three cyanotypes were taken in the Lunuganga Gardens, Sri Lanka, where Pedley spent
four months on a residency. She has written of that experience: ‘| am inspired by the patterns and
rhythms of daily life. The gardeners are sweeping and | am listening, and recording the meditative
orchestra of sound textures from various places in the garden’." In response to these intricate
rhythms of sounds, Pedley created this series of cyanotypes which aims to give material presence
to ephemeral experiences. Her choice of the simple but beautiful cyanotype process is a fitting one
for the humble nature of the objects she chooses to represent (a broom, a woven basket, a circle of
rice] — evoking the simple pleasures experienced in the gardens.

1 ‘Sound of Nelum’ Sunday Observer Magazine, 14 January 2001, <www.lanka/lakehouse/2001/01/14/mag03.html>
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Susan Purdy (born Australia 1957), Flip, 1999; Pang, 1999. Gelatin silver photograph, 66.0 x 44.0 cm,
each. From the Love letters series 1999. Purchased, 1999 (1999.104, 105); Arum italicum, 2000, page in An
album of leaves, 2000. Gelatin silver photograph, 25.2 x 20.2 cm (image). Purchased, 2000 (2000.191)

Emotions and, in particular, the joys and pains of love lie at the heart of Susan Purdy’s photograms.
In Love letters she uses glass containers to suggest the inner world of feelings, later writing of
her work: ‘What excited me ... was the ability to explore a feeling that is inner, something which
is difficult to describe or talk about, through photography’.! Similarly, in An album of leaves, Purdy
has created an ‘archive of oriental botany’ in which photograms of plants are used as metaphors
for life, death and human regeneration. This later project combined her twin loves of horticulture
and photography and involved using plants from her own garden to ensure perfect specimens for
the darkroom.

1 J. Rocca, 'Love letters by Susan Purdy’, Age, 24 March 1999.

EL Suoissaidupsyyy




SUoIssaduis Y]

Andrew Seward, Musa plantain, 1999

Andrew Seward (born Australia 1967), Loxococcus
rupicola, 1999; Garcinia quesita, 1999; Carica papaya, 1999;
Fiscus religiosa, 1999; Mangifeva indica, 1999; Terminalia
catappa, 1999; Musa plantain, 1999. Cyanotype, 38.0 x 28.2

cm, each. Kaiser Bequest, 2000 (2000.92-98)

Seward has here used plants from the botanical
gardens of Sri Lanka—where he was a resident
artist —to create cyanotypes. His use of this tech-
nique refers back to Anna Atkins whose pioneering
efforts in the 1840s established cyanotypes as a direct
and poetic means with which to transcribe plant
specimens. As Seward writes of his own work: ‘When
prepared cyanotype paper is used to make a contact
print known as a photogram, a white around where
the paper remains unexposed is surrounded by a
brilliant cyan blue ... the generalized form of the plant
sometimes seems to open up a white space behind

that blue area. Paradoxically these simple images can produce a sense that the space they define
hold[s] the possibility of endless expansion’.!

1

Natural Symbols (exh. brochure), Melbourne, 2000.

David Stephenson, Anatomies, number 5 [rhododendron), 1998

David Stephenson (born United States 1955, arrived Australia 1982) Anatomies, number 5 (rhododendronj,
1998, from the Anatomies series 1998. Type C photograph, 173.0 x 129.0 cm. Purchased, 1999 (1999.45)

Close observation of the natural world has
been a major subject in Stephenson’s photo-
graphy. From the vast spaces of the Antarctic
wilderness to the limitless vistas of the
stars in the night sky, he-has long looked for
what is sublime in nature. In the Anatomies
series, Stephenson took a different—but
no less transcendent —view of nature. The
word ‘anatomies’ suggests that what we
are viewing is the structure or framework
of the plant, in this case a rhododendron.
But such a clinical, scientific word belies the
lyrical qualities of this image. With its filmy,
almost floating appearance, this oversize
view of a simple plant produces a sense of
wonder at the sheer complexity and beauty
possible in nature.

Stephanie Valentin, Chiasma, 10, 1999

Stephanie Valentin (born Australia 1962), Chiasma, 10, 1999. Gelatin silver photograph, 146.9 x 100.5
cm; Chiasma, 11, 1999. Gelatin silver photograph, 147.0 x 100.5 cm. Kaiser Bequest, 2000 (2000.99, 100)

Valentin chose the word ‘chiasma’ (meaning ‘a crossing over of chromosomes’) to reflect her
interest in the impact biotechnologies is having on the development of plant life. Using small plants,
which are then enlarged to a point that makes them almost unrecognisable, Valentin suggests our
changing relationship to the natural world. As she writes: ‘The works ... challenged the tendency of
the human/eye/camera lens to shape nature into its ideal ... forms and instead present the natural
object as something more fluid: as an enigmatic and fleshy trace of something that was there in all
its familiarity”." Valentin creates these almost surreal photograms by placing the plant in the glass
tray at the top of her enlarger (where the negative film would normally go), light passes through the
objects and projects their greatly enlarged forms onto sensitised paper.

1 Artist’s statement, 2000, Stills Gallery, Sydney.
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