
BEAF2013 is a showcase designed to present current emerging practice by 
artists who call Brisbane home. Simply put - this is the sum total of it’s aims. Yet 
nothing is ever so simply neutral – and as an annual showcase BEAF has the 
potential to reflect shifts, trends and also the overall temperature of the emerging 
art scene in Brisbane.

This year the exhibition brings together practices that represent a fluid 
definition of ‘emerging’, a definition that counts age as only one of the aspects 
of the category. Increasingly the concept of emerging is becoming problematic, 
quantitative distinctions are rarely inclusive of the full spectrum of practices that 
the term embodies. The hard edges of being under the age of thirty, in the first five 
years after graduating, not represented by a gallery, or within the first ten years of 
professional practice, are simply too reductive for the vital and varied emergent 
practices that are happening in what has become a prolific Brisbane arts culture. 
In this context emergent is suggestive of the diverse artistic development, 
experimentation and activity seen in the increasingly vigorous network of Artist 
Run Initiatives. This network incorporates independent and alternative spaces, 
projects, residencies, discussions, workshops and publications, artists, curators 
and arts writers, united by a common psyche and enthusiasm to simply make, 
show, discuss and support contemporary art practice however and wherever we 
can. 
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Alrey Batol revels in artistic gestures akin to the sleight-of-hand or switch-and-bait moves 
of an illusionist. As the trickster, Batol plays with our certainties, disrupting those face-value 
assumptions that form the baseline of how we interpret and experience the world. Part 
of Batol’s operative mode is to uncover the inherent bias and often downright outmoded 
superstitions that lay at the foundation of knowledge systems. To achieve these ends Batol’s 
artworks often manipulate visual and aural perceptual norms, but also use processes and 
methods that are based in the very systems that he seeks to critique. 

For BEAF2013 Batol presents two works, the first of these, ‘Made in China’ is an object that 
plays humourously with the expectations of safety we take for granted when we encounter 
(on a daily basis) goods and equipment that could be hazardous (even fatally) to us, 
goods that are manufactured with the rationale of an ever greater a cost-to-profit bottom 
line. 

Batol’s second work is a large-scale installation in the foyer area, engaging the viewer 
through an architecture of liminal and trace experience, ‘Walkway’ as a structure betrays a 
lightness, as well as acting as a literal filter of light. Reminiscent of a hall or a walkway, yet 
open on the sides and blocked through the middle, ‘Blah’ presents an architecture with its 
proper function diverted, instead operating as a kind of baffle, where moving around and 
through it filters and diffuses its surroundings.

By drawing our attention to the unsteady, continually altered, and culturally inflected basis 
of what we nominate as ‘truth’ Batol reveals the connection between this dimension of 
knowledge and political and social manifestations of power. These positions maintain their 
basis through exclusion, demarking what is comprehensible and what is not. It is here that 
Batol’s practice acts to include elements of the non-rational to break open forms and re-
appropriate them into an ethics of inclusivity.  SR

In her attempt to ‘resist grand gestures’ Courtney Coombs has become accomplished 
at allowing the diminutive to speak volumes. The artist’s carefully selected and arranged 
found objects reveal a poetic symbolism that is at once highly personal, socially aware, 
deeply humorous and slightly tragic, positioned firmly in relation to feminism and the 
politics of gender. 

In ‘Two Poles’ (2011), we see a vertical wooden pole, painted to appear like steel, stuck in 
a clump of clay, with a second pole lying lamely on the floor beside it. In ‘On Show’ (2012) 
two spotlights create conjoined ovals of light on the wall, while their excessive extension 
chords are amassed in a black and twisting configuration on the floor. Two red kitchen 
sink plugs with silver handles are attached to the wall in ‘Plugged’ (2012). In each of these 
works Coombs translates banal domestic and industrial objects into parodies for male 
and female anatomy, critiques of power hierarchies, innuendo and scathing sarcasm, the 
complex and layered readings that result are evidence of the artist’s refined relationship 
to, and understanding of, her materials.  The titles within her practices, which function as 
works in and of themselves, likewise show a unique ability to communicate much within 
a perfectly conceived catch phrase or sound bite, ‘10 minutes in paradise’ (2012) is a 
excellent example of this within Coombs’ practice.

Recently Coombs has refocused her practice to investigate notions and realities of intimacy, 
both in public and private space and the social etiquettes at play in communicating and 
showing affection. This line of enquiry will be explored in BEAF 2013, for which Coombs 
has invited a number of existing couples to attend the festival with the instruction to be 
intimate, to show as much affection for their loved one as they feel towards them. This 
invitation offers permission to be publicly affectionate, not through performing intimacy, 
but in directing the couples attention to the possibility of authentic intimacy, in a particular 
space, at a specific time. The question to be answered is whether this self-awareness 

will facilitate authentic public displays of affection within or beyond the couples’ usual 
interactions, or will restrict them in some way through a sense of self-consciousness, 
breaking etiquette or being watched. Likewise, the audiences’ reaction is an unknown 
variable, will they become aware of these intimate interactions, will they question their 
taking place in a public site, or will they remain oblivious? RP

A heightened awareness of the mediated image within Christopher Handran’s practice 
often stems from destabilising, restricting or fragmenting the viewability of the image. In 
‘happy birthday to me’ (2007), Handran uses a macro lens created using rubber bouncy 
balls to re-photograph the artist’s archive of family photos depicting their annual ritual of 
posing for photos gathered around a birthday cake. The resulting painterly images offer 
an intriguing and frustrating pull to try to uncover the detail that is at once present and 
inaccessible. In ‘Flickr Films’ (2012-13), multiple digital photo frames are arranged facing 
towards the wall. The frames’ content, quick-fire slideshows made up of thousands of 
images sourced from Flickr cast striking flickering light onto the wall, the actual imagery 
become tangential mechanisms, their readability obscured.                   

While Handran revels in the use of the everyday, employing DIY techniques and discarded 
or low budget materials, he does so with the skill of an alchemist, imbuing what was obsolete 
and banal with a sense of wonder and nostalgic delight. His works ‘Stereostereoscope’ 
(2012) and ‘Slideshow’ (2012-13), presented in BEAF2013, become phenomenological 
objects, objects of attention and invention that are invested in meaning, communicated 
through an engrossed experience with optical and stereoscopic devices. 

For Handran, his manipulation and misuse of photographic and moving image technologies 
places an emphasis on the viewers embodied relationship to the mediation of image. So 
one becomes aware not only of the apparatus that facilitate visual experience, but also 
the physical process of engaging in visual perception; in the case of Handran’s viewfinder 
devices this process moves as the viewer first approaches the object, bending down or 
stretching up to get to the required eye level, bringing ones face to align with the viewing 
holes or goggles, looking, seeing and then comprehending the image. This directed, 
intimate engagement acts almost as a form of intervention, disrupting our desensitisation 
to image caused by a constant overexposure to screens and digital imagery. RP

Working simultaneously across several media, Rachael Haynes’ practice takes us from 
historical dissection to embodied acts, Haynes’ practice playfully uses the material of art 
history and philosophical discourse placing these in relation to the politics of gender. 

For BEAF2013 Haynes presents ‘Unthinkable’, an exploration of the politics of art making 
and its historicisation in the recent past, specifically here looking at the once dominant 
style and movement of Abstract-Expressionism. Abstract Expessionism, notorious 
for its phallocentricism, has been historisiced almost exclusively as being led by male 
practitioners, most often at the exclusion of the more interesting approaches. Abstract 
Expressionism as a historical category has suffered by it largely being constituted 
by discourses inflected with subtle and not so subtle generalizations, projections, and 
circumscriptions surrounding narrow definitions of gender characteristics and traits. This is 
the site at which Haynes’ ‘Unthinkable’ builds up a powerful critique that not only dissects 
but also wryly plays with misrepresentations invoked by the movement. 

The effectiveness of ‘Unthinkable’ lies in the synthesis of historical source and embodied 
action; not only are images and text selected and reinterpreted to highlight aspects of the 
history, but these selections also act as a framing device for Haynes’ own painterly event. 
The work itself is a palimpsest of tangentially linked associations that work to bring us from 
the past into the present. This element of the work, namely Haynes’ performance of her 
own Ab-Ex painting is inflected and amplified through the polemic of her political message. 

When Haynes steps into the prosthetics of her drawing suit the artist is transformed. She 
becomes other. Haynes’ body acts through a simultaneity of both restraint and excess, 
movement is limited but also augmented by the prosthetic. Literally ‘shooting from the hip’ 
the drips, stains and shots of Haynes’ ‘Unthinkable’ bring us through history to take aim at 
now. We are brought into direct confrontation with the essential ‘ground’ of the body and 
the paradoxical nature of our being in it, that it is our container but that it is also porous - 
and maybe, most importantly so - that we are always more than its socially described limits 
and even its physiological ones.  SR

Luke Jaaniste’s practice operates across sound, image making, writing and conversation, 
there is an openness to his practice that leads to multiple collaborative projects. Across 
these various forms the emphasis for Jaaniste is placed firmly on the social, this is in an 
effort to bring to the fore what the artist defines as ‘liveliness’ – a fundamental, dynamic, 
and generative experience of being in the world.

For BEAF2013 Jaaniste presents two works that are instances of his ongoing PORTAL 
project. Deploying sets of portable music keyboards within a range of sites, Jaaniste 
sets up sonic fields that incorporate elements of party, performance, and installation. The 
effect is transporting, otherwordly and complex, but not over embellished. The first work, 
‘PORTAL(Red)’, transforms a workaday boardroom into a  spatialised drone-scape that 
unfolds in subtlety over time and space. The second, ‘PORTAL(blue)’, incorporates live 
performers in the creation a performative sound installation across the multiple, reverebrant 
levels of the Judith Wright stairwell. 



Despite its ambient timelessness, PORTAL is still traceable to a specific origin of a 
cultural confluence, of technological and consumer rationales – namely the portability and 
affordability of now out-moded domestic technology (specifically Yamaha Portasounds 
from the early 1980s). Jaaniste’s retrieval and use of these ‘synths’ from the recent past 
positions the work within a specific relation to the flows and mechanisms of consumer 
society, revealing a creative ethics based in the second-hand consumer economy that can 
be seen as interstitial, positively exploitative of late capitalist market shifts. 

Both works are a simple set of musical and spatial parameters that paradoxically lead to 
a highly variegated set of potential responses and experiential modes. In their enveloping 
and intimate site-specificity, each work thus offers us a different mode of address to gallery 
spectatorship, performative witness, fire escape thoroughfare and meeting room manners. 
They take us into, and through, experiences as diverse as social self-reflexive engagement 
and quiet individual experience. Through PORTAL red, and blue - you arrive at a space 
only to then depart from it.  SR

Sarah Oxenham’s series ‘The Interstitial’ (2012) aims to create a slow space that
exists at an intersect created by merging static and moving imagery. In each of the films 
within the series, Oxenham contrasts still and moving visuals into hybrid forms of temporal 
polarity.

For Oxenham, this new visual temporality acts as a kind of antithesis to a perceived 
Western desire for speed and immediacy. This issue of speed has entered the discourse 
of contemporary sociology and is understood as a significant factor in a range of broader 
social phenomena including consumer behavior, technological innovation, individualism 
and globalization. This view stems from the fact that the world we currently live in is 
arguably faster than ever before, and that this has led to an ‘immediacy culture’, one 
that dictates that waiting is no longer necessary and that every action must be achieved 
expediently.  Oxenham’s response to this condition of urgency is to create works that incite 
the viewer to pause and reflect the stillness present in the film. 

Within ‘The Interstitial’ series, four of which are presented in BEAF 2013, polarity is not only 
seen through the tension between stasis and motion, but also in the contrasting subject 
matter contained in the work. In ‘Time Study No.10’ (2012), it is not only the movement 
of the shadow across the stillness of the wall that is significant, it is also the contrast 
between the weight and immovability of the hard angled wall with the light mobility of the 
circular shadow that defies gravity and any directional logic. One can almost interpret the 
presence of opposing philosophical positions – one steadfast and grounded, the other 
playful and free. Likewise in ‘Moving into Stillness’ (2012), the contrast between the calm 
of the natural landscape and the abrupt interruption of the plane that cuts across it, overtly 
reinforces Oxenham’s position that the immediacy of contemporary life limits ones ability 
to be simply in the moment. 

While the work’s largely depict everyday and non monumental content, Oxenham’s 
photographic sensibility and treatment of the images and film does create a contemplative 
almost meditative space, one that draws in and keeps the viewer’s gripped attention. RP

In Thomas Payne’s work the virtual and the real coexist, inhabiting each others spaces 
the objects and images of his works are offered up as equivalents to the eye, on a parity of 
exchange that represents a sense of limitless malleability, the world as material, as data. 

Payne creates work that is indicative not only of the ubiquity of the screen and how the 
virtual and real increasingly cohabit our daily lives, but also that reveals the growing ease 
at which we are able to synthesise virtual and real spaces. The effect of this synthesis is the 
fluency at which we are able to understand and speak the coded language of the digital 
through the non-digital spaces of our environment and the relatively normative cadences 
of language and body.

Working predominantly in digital collage and installation, Payne’s approach is to exploit 
the fluidity of his material, amplifying slippages that appear between the virtual and the 
real substances that constitute his works. This is evidenced in ‘Lauryth’ by a literal curling, 
melting, warping, switching between solid and liquid, popping from two to three dimensions 
and back again. This material slippage is also doubled symbolically where source images 
have broken free from their referent, free floating, with their meaning emptied, swapped or 
contorted. Payne’s imagery is characterized by the almost infinitely variegated categories 
and vastness of available images on the internet. Looking at ‘Lauryth’ there is a particular 
glossiness and attendant visual pleasure that one encounters when trawling Google 
Images, Tumblr, Flickr. 

The constituent images of Payne’s work appear dislocated and instead of acting out 
their designed purpose, whether that be advertising product, stock imagery acting as 
emblematic of an ethic or ideal, or happy snap as memoir, we experience these images 
through a strange abysmal disconnect. In this moment when we are unanchored from the 
orientating context of origin and source, only the ghostly traces of the real remain visible. 
SR

Within her photographic and video practice, Sancintya Simpson explores cultural and 
feminist identity through an engaged analysis of her own lived experience as a first 
generation Australian.  The artist’s own internal struggle to construct a personal identity 
from a hybrid cultural inheritance acts as a departure point to explore issues of essentialism, 
racial stereotyping and transnationalism. In particular, matrilineal heritage has been a 
significant influence and nucleus to Simpson’s practice. For Simpson this heritage passed 
down to each generation of women incites an inherent pressure of cultural expectation 
while simultaneously inducing an experience of otherness or separation.

For BEAF2013 Simpson presents a series of painted, photographic works titled ‘Mother 
and I’ (2013), taken when Simpson and her mother travelled to South India in 2012 to 
geographically trace the sites of their matrilineal heritage. The photographs show the artist 
and her mother, posed as prominent Indian female figures such as Hindu Goddesses and 
characters from stories told to them as young girls. 

Simpson has used the traditional style of Indian miniature painting to imbue the portraits 

of herself and her mother with essentialised imagery and iconography depicted by these 
mythical figures, which act as instructional representations for idealised cultural views 
of feminine identity. These representations play a critical part in teaching girls societal 
expectation for gender-appropriate behavior, a practice that is of course in no way localized 
to Indian culture. In the re-construction of her self-image and that of her mother, through 
combining digital photography with the delicate and time consuming traditional painting, 
Simpson acknowledges the impact and tension that this history has on the construction of 
her own self – identity.  RP

For Tyza Stewart, the artist’s own personal lived experience is transparently central to their 
practice, evident in Stewart’s continual use of self-portraiture as a way of investigating the 
construction of self-identity. Essential to this investigation of self is an exploration of gender 
identity specifically transgender or intersex, through problematising binary readings of 
gender as being either male or female. Within many of Stewart’s portraits both genders 
sit together within uneasy hybrid figures, with Stewart’s feminine facial features and 
shoulders, at various ages, juxtaposed on masculine bodies. In Stewart’s paintings the 
transition from the female physicality to male is at times visually seamless, inciting an 
almost double take reaction in the viewer to attempt to rationalise the image into conforming 
to heteronormativive ideals, while being completely unable to do so. 

In Stewart’s most recent work, ‘A Photo of me Everyday’, the portraiture shifts to altered 
photographs and digital collage. The cut and paste style of these works highlight the 
artist’s reconfiguration and manipulation of collected found and self images, foregrounding 
the constructed nature of the hybrid forms. These are then interspersed with often altered 
childhood, family photographs, that see Stewart either muting or erasing the other people 
within the image, or substituting the artist’s own face onto the posing bodies of family 
members.    

While the act of posing in a photograph represents the subject’s presentation of his or her 
identity and the formation of personal narratives, portrait photographs can be considered 
to represent a “type” according to dress, location, activity and the subject’s manner. These 
elements, often influenced by social mores, dictate how one should pose given ones age, 
situation, gender and intended audience. As such portraits often conform to and reinforce 
familiar conventions, normative social expectations and stereotypes, the same images 
re-created again and again by thousands of families the world over. For Stewart, the 
reimagining of the artist’s childhood through constructed images, aims to resist the narrow 
sets of values that family snapshots conventionally produce.  Stewart’s repeated re-working 
of self portraiture, constitutes a continual process of fragmentation and reconstruction of 
personal narratives that allow for shifting connections between personal biography and 
social structures – the personal and the political.    

For BEAF 2013 Stewart presents a collection of portraits and images in a cut and paste 
style installation. This layering of works, reminiscent perhaps of when adolescents would 
broadcast their identities through plastering their walls with images from popular culture 
as well as their own personal photographs (a practice now subsumed by Facebook), 
continues the process of reconstructing narratives evident in all of Stewart’s work. The 
seemingly haphazard arrangement proposes something that is perpetually changeable, 
ready to be added to or reconfigured at Stewart’s whim.  RP

Athena Thebus’ practice interweaves personal biography with the language and forms of 
pop culture that are emblematic of contemporary subjectivity.  For Thebus, Los Angeles 
and California are a touchstone, a source of real and imagined qualities that contribute 
to conditioning her work and its goals. What is also interesting here is that Thebus’ 
physical distance from the site of her spiritual home actually intensifies her obsessions, 
demonstrative of the inverse relation between proximity and fantasy/desire. 

For BEAF2013 Thebus presents the video work ‘L.A Lullaby’. The video centers on a 
protagonist(Thebus herself) seemingly amidst an initiation of sorts. In a quasi-ritualistic 
manner her character undergoes a preparation, a lullaby through which to enter the dream 
of L.A perhaps, to wake into that dream as celebrity. For to be celebrity in our culture is to 
be like a god, presiding over culture, above want, immortal. 

Thebus puts to the fore what we all experience through our immersion in a media 
landscape with a global reach, namely the construction of particular subjectivities through 
the apparatus of the culture industry - at a distance. Subjectivities that despite originating 
from without are transmuted into her own, and of course all with nonchalant ease.  

The beauty of the work is that we are left mostly to construct our own narratives, we are 
presented with an otherworldliness that at the same time seems banal, almost casual. 
For me the wonder of L.A Lullaby lies in its picturing of the un-picturable, it acts like the 
pulling back of the curtain, revealing a literalisation of a space that only exists as an idea. 
A construct that is part back-room, part cave, Thebus shows us the concretization of the 
imaginary antechamber of celebrity, where a star is born, the mythical origin of deity.  SR
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