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This Education Resource Kit has been produced in conjunction with the exhibition ‘The 5th 
Asia–Pacific Triennial of Contemporary Art’ (APT5), presented at the Queensland Art Gallery 
and Gallery of Modern Art from 2 December 2006 to 27 May 2007.

APT5 features the work of 37 individual artists, filmmakers and performers and two multi-
artist projects from Asia, Australia and the Pacific. The artists have been selected for the 
significance of their work in the region and internationally. APT5 is the opening exhibition  
at the new Gallery of Modern Art and is presented across the Gallery’s two sites.

This kit and its associated activities target secondary school audiences. The content and 
activities featured in this kit refer to the Education Queensland curriculum, primarily the 
areas of making, displaying and appraising images and objects identified in the Visual Arts 
syllabus. The information and activities can also be integrated into curriculum areas such 
as Studies of Society and Environment (SOSE) and English, and subjects from the senior 
syllabus including Film, Television and New Media, Drama and Music.

To enhance your experience of the exhibition, we encourage you to use this resource with 
your students before and after visiting the Gallery.

Preschool and primary school teachers will also find this kit a valuable resource. Their 
students will benefit from links made with the interactives presented in Kids’ APT and 
additional resources, including the Kids’ APT activity book, special children’s labels  
(see ‘Kids’ APT’, page 6) and online resources (see ‘APT5 Education online’, page 7).

Features of the APT5 Education Resource Kit 

The APT5 Education Resource Kit is designed to facilitate the interpretation and enjoyment 
of works featured in APT5 and to engage students in discussions and activities relating to 
several themes in the exhibition.

APT5 Education Resource Kit image cards  
The APT5 Education Resource Kit consists of 17 image cards of works in the exhibition and this 
booklet. The image cards are designed for use in the classroom situation such as group work  
and presentations and you will find a corresponding Education Resource Kit theme printed on  
the reverse of each image card to assist with grouping the images in the classroom.

APT5 Education Resource Kit interpretive booklet 
You can explore the kit’s themes through seven short essays in this booklet. Each essay suggests 
additional artists and themes relevant to Gallery and classroom discussions about APT5.

TEACHERS’ NOTES

The symbol [**] throughout the kit 
indicates questions and activities suitable 
for senior students.

Each essay in the kit is supported by: 
Ideas investigated: Summaries of the 
main points discussed in each essay 
Additional information: Quotes, facts  
and ideas for other themes and artists  
to research 
Curriculum links: Year level and related 
curriculum subject areas 
Activities for students: Discussion 
questions, ideas and activities to explore  
in the classroom and Gallery context

Easy reference curriculum tables 
Curriculum tables at the back of this 
booklet help identify subject areas  
explored in the Education Resource 
Kit essays. These reference tables are 
provided for the early years curriculum, 
years 1–10, and senior syllabus  
(see pages 58–61).

Information for visiting  
Maps of the exhibition spaces at the 
Queensland Art Gallery and Gallery of 
Modern Art are included to orientate your 
group on arrival and throughout your visit 
to APT5 (see page 62).
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Programs for teachers 

The launch of the Look Out teacher program coincides with the opening of the Gallery of 
Modern Art, the reopening of the Gallery’s historical collections and APT5. Look Out will host 
special APT5-related viewings and workshops to provide you with information about the 
exhibition and to assist with preparing for school visits. The Look Out program will also offer 
ongoing professional development activities.

Look Out teacher program launch / 4.30pm Thursday 7 December 2006 GoMA 
This APT5 viewing event marks the official launch of the Gallery’s Look Out teacher program. 
You will hear from the APT5 curatorial team, meet the APT5 artist John Pule, enjoy the 
opportunity to walk through the exhibition and explore the new building.

APT5 and historical Asian collection viewing / 10.00am Saturday 9 December 2006 QAG
This viewing concentrates on the connections between the Gallery’s historical Asian display and 
APT5. Historical influences and social and cultural contexts will be discussed. This is particularly 
relevant for teachers of Visual Arts, Studies of Society and the Environment (SOSE), English, 
Modern History and Languages other than English (LOTE). A light brunch will be served.

Bookings are essential for these Look Out events. Please visit the website or telephone  
(07) 3840 7255 for more information.

Teachers enjoy viewing ‘Margaret Preston: Art and 
Life’ and ‘Grace Cossington Smith: A Retrospective 
Exhibition’ in 2006 
Photograph: Ray Fulton



Kids’ APT offers a range of innovative, educational and fun activities for primary school 
students. With its emphasis on interactive experiences, Kids’ APT is designed to foster 
meaningful interactions between children and contemporary art. You will find 13 interactive art 
works developed by APT5 artists such as Talvin Singh, Nusra Latif Qureshi, eX de Medici and 
John Pule. Art work labels written for children and a free, full-colour activity book will also help 
young visitors to engage with the works of art on display. 

Extending early childhood and primary APT5 visits back to 
the classroom

Experimenting with materials and processes: Encourage children to explore some of the 
diverse materials that artists have used to create the works exhibited in APT5. 

Understanding diversity: Explore some of the personal narratives and traditional stories 
expressed in works throughout the exhibition, from regions such as the Pacific Islands, 
Australia and Asia.

Investigating the natural world: Extend ideas in the exhibition that relate to animal and 
plant life and issues relating to preservation. 

Physical learning and communicating: Integrate dance, music and visual art to  
create performances.

Planning a school visit to APT5 / Design your own tour! 
www.asiapacifictriennial.com/education

With the opening of the Gallery of Modern Art and APT5, the Gallery will launch an exciting 
new approach to school tours. From 2007, all school tours will be self-guided with the aid of 
a dynamic online interactive resource which allows teachers to customise their APT5 tours to 
meet specific curriculum objectives. Simply log on to the website, select the works you would 
like to view, and print your APT5 tour.

The resources include art work information, maps, discussion points and extension activities that 
will make school group tours even easier. You can also choose to download tour sheets already 
created by the Gallery or collect tour sheets from the Gallery’s information desks on arrival.

Kids’ APT 
www.asiapacifictriennial.com/kids
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In the future, tours will also focus on aspects 
of the Gallery’s Collection, including the 
historical displays of Australian art (including 
Queensland heritage and Indigenous 
Australian art), international and Asian art.
The Gallery anticipates large visitor numbers 
following the opening of the Gallery of 
Modern Art and APT5. To ensure that your 
gallery experience is a rewarding one, 
groups of ten or more must provide us with 
advance notice. To book your group visit to 
APT5, please call the Education Bookings 
Officer on (07) 3840 7255 between 8.30am 
and 4.00pm Monday to Friday.

Online booking requests can be  
submitted via the Gallery’s website:  
www.qag.qld.gov.au/education
Completed forms can also be faxed 
to (07) 3844 8865 or sent via email: 
schoolbookings@qag.qld.gov.au
On arrival at QAG or GoMA, please send 
one adult representative from your group  
to check in at the information desk.

School bookings information

FOR EARLY CHILDHOOD 
AND PRIMARY STUDENTS



The APT5 Education program has a variety of online resources for teachers to use 
independently or in conjunction with a visit to the Gallery.

APT5 website  
www.asiapacifictriennial.com

The APT5 website has comprehensive information on each of the participating artists in APT5 
as well as scheduling information for education, cinema and public programs.

Online exhibition archive / www.qag.qld.gov.au/apt
An archive of past Asia–Pacific Triennial exhibitions from the first APT in 1993 onwards is also 
available on the Gallery’s website.

Australian Centre of Asia–Pacific Art  
www.qag.qld.gov.au/research/acapa 

The Australian Centre of Asia–Pacific Art (ACAPA) is a research facility linked with the Gallery’s 
Asian and Pacific programs. The ACAPA web page includes information on some of the Gallery’s 
past exhibitions, projects and publishing and research services that may assist teachers with 
planning for classroom activities and Gallery visits.

Online interactives for students  
www.asiapacifictriennial.com

Nasubi Gallery Junior 
School students have the opportunity to explore the roles of artists and curators as they take 
part in the online Nasubi Gallery project. For over a decade APT5 artist Tsuyoshi Ozawa has 
invited artists from all over the world to create their own Nasubi galleries — display spaces 
created from Japanese milk boxes and installed with miniature art works. Students can 
download information on how to make their own personalised Nasubi Gallery and submit 
images for the chance to have their miniature gallery posted on the APT5 website!

I am Talvin Singh online interactive 
I am Talvin Singh will unearth budding young DJs. By activating a range of sounds and images 
in this touch screen interactive, children can experiment with virtually endless music patterns 
and sequences. Featuring traditional Indian instruments and contemporary technology, kids 
can mix it up with synchronised synth loops, bass lines and percussion samples to make 
their own blend of music and video.
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ONLINE



The Gallery’s Research Library houses a 
variety of resources from past Asia–Pacific 
Triennial exhibitions
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In undertaking the Asia–Pacific Triennial the Queensland Art Gallery recognised the need for 

an ongoing series of exhibitions and forums which would initiate dialogue on the art of this 

important geo-political region . . . Australia’s engagement with Asia over the last twenty years 

has increased dramatically but there has been no major exhibition focusing on the art of Asia 

and the Pacific . . . A project such as this gives the opportunity to provide a new approach to the 

interpretation of art away from the Western modernist tradition, and to reveal an art which can 

be regionally specific while expressing ideas and issues within an international context and with 

international relevance.1

The Asia–Pacific Triennial of Contemporary Art is one of a number of recurring exhibitions 
that take place throughout the world every two or three years. While the biennale 
exhibition model had its beginnings with the first Venice Biennale in 1895, the proliferation  
of major, regularly occurring exhibitions of contemporary art is a recent phenomenon. 
When the first APT was held in 1993 there were approximately 19 biennials/triennials, five  
of which were held that year. Around 58 such exhibitions now exist, 26 of which took  
place around the world in 2006.

The earliest biennial exhibition, the Venice Biennale, was a model for many of the 
exhibitions that followed such as the São Paulo Biennial, Brazil, established in 1951. Today, 
there is a regular calendar of international biennales and triennials. This list includes 
exhibitions in Havana, Cairo, Dakar, Guangzhou, Busan, Gwangju, Taipei, Sharjah, Tirana  
and Yokohama.

Major recurring international exhibitions are intended to showcase contemporary art, 
encourage critical debate and to facilitate the sharing of ideas and communication 
between artists, art professionals and audiences. They provide an opportunity for artists  
to show recent and new work to wide audiences and for curators and institutions to 
explore themes and draw connections between the works of contemporary artists on  
an international scale.

The earliest of these exhibitions were international exchanges as part of diplomatic or trade 
expositions. The impact of major international exhibitions on local tourism could be seen 
as a continuation of this history. Changing social and economic circumstances, such as 
increased wealth and the interests of middle-class audiences, have also played a part in 
the development of this type of exhibition by providing a viable context and audience.

What distinguishes the Asia–Pacific Triennial of Contemporary Art? 

A significant motivation for initiating APT in 1993 was the development of a forum in which 
contemporary art from the region would be highlighted. As outlined by Queensland Art 

APT IN CONTExT

Ideas investigated 
International biennale/triennial phenomenon 
Asia–Pacific Triennial project 1993 to 2006
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Gallery Director Doug Hall in the opening 
quote above, the engagement of Australia 
within the regional context was one of the 
most important elements of the project.

APT is the only major series of exhibitions 
in the world to focus exclusively on the 
contemporary art of Asia and the Pacific, 
including Australia, and the Gallery is 
committed to building cultural and artistic 
networks throughout the region. In most 
cases, APT works directly with living artists, 
with their inclusion in APT often marking the 
first time that many of the exhibiting artists’ 
work has been shown in depth in Australia.

The APT is also distinguished from other 
international arts events by its collecting 
focus. It is one of the few recurring 
exhibitions of its kind based in a collecting 
institution, and the Queensland Art Gallery 
is one of the few public galleries in the world 
to collect contemporary art of both Asia and 
the Pacific. The Gallery undertook a major 
acquisitions program to secure works for 
inclusion in APT5, with approximately 70 
per cent of works in the exhibition newly 
acquired. The Gallery’s strong collection of 
contemporary Asian art is internationally 
recognised. APT5 is the first exhibition to be 
held in the Gallery of Modern Art (GoMA) 
and as the opening exhibition for the two-
site institution it is significant that APT5 is 
held across both buildings.

APT programming — especially performance 
and moving image — also sets APT apart 
from many recurring international exhibitions. 
Performance has been an important part of 
all APTs, from Dadang Christanto’s moving 
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performances for the first APT in 1993 and APT3 in 1999, and Michael and Anna Mel’s for 
APT2 in 1996, to Michel Tuffery’s Povi Tau Vaga (The Challenge) in 1999 and the spectacular 
Pasifika Divas event held as part of APT 2002 opening celebrations. Suhanya Raffel, Head 
of Asian, Pacific and International Art, maintains that ‘performance is included both as a 
manifestation of conceptually driven art and in the form of culturally specific expressions 
practised as part of contemporary Pacific culture’.2 The major performance program 
mounted for APT5 further highlights the strength of performative practices in the region.

Moving image work has also featured increasingly throughout the APT project. A significant 
development for APT 2002 was the inclusion of a screening room within the exhibition, 
which featured work by artists including Nam June Paik and Yayoi Kusama. With the 
opening of the Australian Cinémathèque in GoMA the moving image plays an even bigger 
role in APT5.

The impact of APT on the cultural landscape of this region has been substantial. If we 
think of the history of the Gallery’s commitment to this project as an ongoing conversation 
with the Asia–Pacific region then we can see that new understandings and relationships 
have been developed. It is a conversation that has exposed not only the complexities 
of the region but also the shifting ideas about Australia’s place within it. Perhaps most 
importantly, we have come to appreciate the common ideas and concerns which thread 
their way across the Asia–Pacific region: commonalities that manifest in the cultural 
richness of contemporary art practice in this region.

Biennale/biennial: An exhibition that 
occurs every two years.

Triennial/triennale: An exhibition that 
occurs every three years.

Asia–Pacific region: The countries 
represented in APT5 include Australia, 
China, Cook Islands, Fiji, French Polynesia, 
Hong Kong, India, Indonesia, Japan, Korea, 
Korea, Malaysia, New Zealand, Niue, 
Pakistan, Samoa, Thailand , Thailand,  
Tonga, Vietnam.

RELATED ESSAYS
The changing art museum 
Questioning performance 
Moving image

Endnotes

1. Doug Hall, ‘Foreword’, The First Asia–Pacific Triennial of 
Contemporary Art [exhibition catalogue], Queensland Art 
Gallery, Brisbane, 1993, p.6.

2. Suhanya Raffel, ‘The Asia–Pacific Triennial of Contemporary 
Art 2002 — an introduction’, in APT 2002: Asia–Pacific Triennial 
of Contemporary Art [exhibition catalogue], ed. Lynne Seear, 
Queensland Art Gallery, Brisbane, 2002, p.12.

GLOSSARY



Did you know? 

History of the APT project 
The Asia–Pacific Triennial of Contemporary 
Art (APT) is a major event on the national 
and international arts calendar. Initiated in 
1993, Triennials were also held in 1996, 1999 
and 2002.

First Asia–Pacific Triennial of 
Contemporary Art (APT1) 1993 
17 September to 5 December 1993 

The first project of its kind in the world to 
focus on the contemporary art of Asia and 
the Pacific

APT1 featured nearly 200 works by 76 
artists from: South-East Asia (Indonesia, 
Malaysia, the Philippines, Singapore, 
Thailand, Vietnam); East Asia (China, Hong 
Kong, Japan, South Korea); South Pacific 
(Australia, New Zealand, Papua New Guinea)

Attendance: 60 000

Second Asia–Pacific Triennial of 
Contemporary Art (APT2) 1996 
27 September 1996 to 19 January 1997  

Built on the success of the first Asia–Pacific 
Triennial by involving a larger number of 
artists, curators, scholars and countries 

APT2 featured more than 80 artists from: 
East Asia (China, Hong Kong, Japan, South 
Korea, Taipei); South and South-East Asia 
(India, Indonesia, Malaysia, the Philippines, 

Singapore, Thailand, Vietnam); Pacific 
(Australia, New Caledonia, New Zealand, 
Papua New Guinea and Vanuatu) 

Attendance: 120 000

Third Asia–Pacific Triennial of 
Contemporary Art (APT3) 1999 
9 September 1999 to 26 January 2000 

Art works by more than 77 artists from 20 
countries and regions were included in 
APT3 around the central theme ‘Beyond 
the Future’ 
 
Artists from Australia, China, Hong Kong, 
India, Indonesia, Japan, Malaysia, New 
Caledonia, New Zealand, Papua New 
Guinea, the Philippines, Singapore, South 
Korea, Taiwan, Thailand, Vietnam and, for the 
first time, Niue, Pakistan, Sri Lanka, and Wallis 
and Futuna Islands 

Kids’ APT was introduced 

Attendance: 155 000

APT 2002: Asia–Pacific Triennial of 
Contemporary Art 2002 
12 September 2002 to 27 January 2003 

Featured work by a core group of influential 
artists from the Asia–Pacific region who 
have challenged and shaped the course 
of contemporary art and modern culture 
over the past four decades — Yayoi 
Kusama, Nam June Paik and Lee Ufan, 
supplemented by a younger generation 

of artists who have explored related ideas 
and themes 

Focused on a substantial body of work 
by 16 artists and a performance collective, 
with each artist represented in depth 

Attendance: 220 000

ADDITIONAL  
INFORMATION
12 / APT IN CONTEXT



Introduce the image cards to your students and, using the themes in the APT5 Education 
Resource Kit, organise the images into themes relevant to your subjects. What other 
groupings can be made?

Think about . . . 
• features that make APT unique from other international arts events
• the ongoing role of performance in the Gallery’s Asia–Pacific Triennial series
•  ways that the interactives presented in Kids’ APT relate to the participating artists’ general 

practices (e.g. John Pule’s Drawing words interactive in Kids’ APT and the artist’s works in 
the exhibition).**

Discuss/Debate . . . 
•  There has been a dramatic increase in the number of biennale and triennial exhibitions 

during the past ten years. Why do you think this is so? 
•  Former prime minister Paul Keating (1991–96) supported the idea that Australia should 

develop closer ties with countries of the Asia–Pacific. How did the development of the 
‘First Asia–Pacific Triennial of Contemporary Art’ fit into the social and political context of 
that time?**

Research . . . 
•  Explore this year’s international biennale calendar: universes-in-universe.de/car/e-

calendar.htm
•  What themes do these exhibitions address? In what locations do the exhibitions take 

place? Using the Gallery’s APT online archive www.qag.qld.gov.au/apt, or the history 
outlined in this kit, encourage students to identify how the APT exhibitions have been 
different from one another.**

Do/Create . . . 
•  Complete the following table as a class. What are the benefits of the Asia–Pacific Triennials 

for Australia?

Economic Political Social Cultural

** Questions and activities suitable for senior students

ACTIVITIES  
FOR STUDENTS

Curriculum links 
Lower secondary SOSE 
Senior Visual Arts

 APT IN CONTEXT / 13
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Yayoi Kusama 
Japan b.1929 
Narcissus garden 1966/2002 
Stainless steel balls 
2000 balls (approx.): 17cm (diam., each); installed size variable 
Gift of the artist through the Queensland Art Gallery Foundation 2002 
Collection: Queensland Art Gallery
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Cai Guo-Qiang 
China b.1957
Blue dragon and bridge crossing – Project for the Third Asia–Pacific Triennial 1999
Installation at the Third Triennial of Contemporary Art, Queensland Art Gallery
Collection: The artist  
Photograph: Richard Stringer



1� /

There are a series of important themes shared by some artists in APT5. Justine Cooper, Yuken 
Teruya and Anish Kapoor are interested in exploring the relationship between progress and 
the natural world, including the histories of collecting and classifying objects and notions of 
cultural production.

Australian artist Justine Cooper investigates links between history, science and art in her 
photographic series ‘Saved by Science’ and her video work S.O.S. (Sounds of science) 2005. 
The works comment on the classification and ordering of nature in museum collections that 
have developed since the seventeenth century. Cooper was the first artist to undertake a 
residency program (2001) at the American Museum of Natural History (established in 1869) in 
New York, one of the largest museums in the world. She was given access to photograph the 
collections and storage areas, which contain a variety of animal species. These are usually 
exhibited in the museum’s spectacular dioramas that reconstruct scenes of how animals 
existed in the past or the environments they inhabit in other countries. While the dioramas 
present the animals in their natural settings, behind the scenes the specimens are classified, 
catalogued and housed in cabinets, cupboards and racks.

Collections of animal species and their containment in museums illustrate a deeper conceptual 
ordering of specimens as ‘objects’ or possessions. The photographs from the ‘Saved by science’ 
series encourage viewers to question the idea of ‘natural history’ presented by museum 
collections and displays. It is worth considering the use of the term ‘natural history’, when it  
has developed over centuries of imposed constructs and categorisations.

The photographs explore the contrasts between the specimens, the sterile interior of the 
museum’s storage areas and the organisation of the objects in the museum context. In 
Leopards (Panthera pardus), Congo 1911 2005 animal skins are housed in cupboards until 
required for display. Blue triangle butterflies (Graphium sarpedon) 2005 shows the butterflies 
organised into geometric patterns and pinned onto boards, and in Yellow honeyeaters 
(Lichenostomus flavus) 2005 the birds are arranged into a tidy exhibit. The S.O.S. (Sounds 
of science) video work takes viewers through the corridors of the museum. As the camera 
travels through the behind-the-scenes corridors of the institution, the sounds of the animals 
begin to emerge from the storage cabinets. The historical symbolism of the museum becomes 
more vivid as the creatures appear to come back to life.

Japanese artist Yuken Teruya also aims to regain the ‘essence’ of objects from the natural 
world in his ongoing Notice — Forest works. The series was initiated in 2003 and addresses 
the issue of the effects of society on the depletion of natural resources caused specifically 
by the packaging that we purchase or are given as consumers each day. Yuken Teruya 
began to collect all the paper bags he received each day, from takeaway shops to 
department stores, and started to create intricate wall-mounted shadow-boxes from the 

ORGANISING THE WORLD

Ideas investigated 
Classification of objects and ideas 
Public and private space 
History and knowledge

bags containing tiny re-creations of tree 
specimens. These works could be seen as 
giving the trees another life, even though 
they have been sacrificed to create throw-
away items for consumer convenience.

The technique that Teruya uses to create 
the Notice — Forest works stems from the 
ancient Japanese katagami paper carving 
tradition that began in the eighth century. 
The artist also uses photography in 
creating the works. He is often inspired by 
actual trees he has photographed in urban 
settings. Teruya stencils the outline of the 
tree onto a paper bag, which is sometimes 
specifically chosen for the links between its 
colour and the tree specimen being carved. 
The artist delicately cuts the outlines of 
the branches and leaves into the bag, and 
folds the miniscule trees inside. The tiny 
sculptures are installed along a gallery 
wall and illuminated, creating the effect of 
a miniature three-dimensional landscape 
within the bags.

Yuken Teruya’s choice of subject matter, 
materials and technique explore a range 
of contemporary issues. Like Justine 
Cooper, he is interested in the spectacular 
dioramas of New York’s Natural History 
Museum. Teruya calls his miniature 
dioramas ‘tricks’, alluding to the common 
illusion created by his technique and 
those in museum displays. While the 
Notice — Forest works are exquisite 
sculptures, it is important to consider 
why they are created from consumer 
‘waste’. The works criticise the practices 
of consumer society, power and value, 
while being made from the objects of that 
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society. As an ongoing series, Notice — Forest critically traces a ‘family tree’ of corporations 
across the world.

While Cooper’s and Teruya’s works encourage viewers to reconsider their encounters with 
familiar objects and spaces in the world, Anish Kapoor’s sculptures offer very different 
approaches to seeing the world. In his creation of ambiguous, illusory objects, Kapoor draws  
our attention to the difficulty in classifying forms and spaces around us, and questions ideas  
of stability and knowledge.

Kapoor uses a variety of materials, from powdered pigment and fibreglass to stone and 
polished aluminium. The artist’s 1000 Names 1981 groups small objects in a variety of shapes, 
placed on the floor and against the wall. Each object is covered with a powdered pigment 
in either brilliant primary colours of blue, red and yellow, or white. The pigment is also spilled 
around each work to blur the boundaries between the actual objects and their setting. These 
works suggest that there are unseen elements in the world that can be perceived in various 
ways and can be seen in the various possibilities implied by the shapes, ranging from seeds 
and flowers to more rigid architectural and geometrical shapes, as well as the artist’s use of 
colour. Kapoor says: ‘I’ve always been interested in objects, in space, in colour. An object is  
a very real, physical thing; space is an idea; and colour is an illusion.’ 1

Kapoor’s later large-scale sandstone and limestone sculptures from the late 1980s to the 
early 1990s explore illusion through holes carved into the surfaces of the sculptures, which 
are filled with pigment. The effect of looking into the cavities is like a window onto the night 
— we cannot see a definable space inside them. The ambiguous inner spaces of these works 
connect with Kapoor’s interest in the subject of the void, or the idea of a space that is neither 
totally present, nor absent. Void (#13) 1991–92 and Untitled 1995 are wall-mounted sculptures 
of cones and funnels, which we recognise as three-dimensional. However, when standing 
before the sculptures the works visually recede, suggesting a more ambiguous and deeper 
sense of space than at first sight. More recently, Kapoor has explored similar effects with 
polished aluminium, which reflects light and distorts the viewer’s reflection and experience  
of the object.

Justine Cooper, Yuken Teruya and Anish Kapoor illustrate a number of ways that we can 
interpret social and historical ideas through their use of a variety of contemporary art 
techniques, from photography and moving image to sculpture and installation. These artists 
encourage viewers to consider the ongoing effects of some of the earliest ideas raised about 
the world, and provide new ways to interpret longstanding histories.

Diorama: A representation of a scene 
within a display case, which is placed 
against a realistic background made to  
look three-dimensional.

Katagami: From the Japanese kata, 
meaning pattern and gami or paper. A form 
of pattern making that began in Japan 
during the eighth century to hand-print 
patterns onto fabrics, such as kimonos. 
Paper is bonded in many layers and 
carved with a fine, sharp knife.

Shadow-box: A small case or rectangular 
box usually mounted onto a wall to display 
items such as merchandise.

Void: In Buddhist terms, the Sünyam and 
Sünyata are concepts relating to the 
emptiness or inexhaustible nature of things. 
This philosophical interpretation of ‘void’ was 
developed during the second century BCE 
by Buddhist teachers in India, and does not 
simply refer to a lack of space, but a more 
embodied and larger sense of space that 
relates to the pursuit of enlightenment.

RELATED ESSAY
The changing art museum

Endnote

1. Anish Kapoor, quoted in Craig Burnett, ‘Space Odyssey’,  
Art News, vol.104, no.1, 2005, p.115.
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Did you know? 

Western studies of the natural world 
emerged through the writings of 
philosophers such as Aristotle (384–322 
BCE) during the period of Greek antiquity. 
Pliny the Elder (23–79 CE) compiled the 
first encyclopedia, a 37-volume collection 
of books called Natural History, including 
studies of geography, anthropology, botany 
and zoology.

Natural history museums began as 
‘Wunderkammer’ or ‘wonder-rooms’ in 
the seventeenth century, which were 
collections of objects, animals, minerals  
and botanical specimens.

APT links 

Justine Cooper 
‘The vastness of the [American Museum 
of Natural History] collection is really 
quite awesome, only a small percentage 
is actually on view. I became interested 
in the methods of storage as much as, 
if not more than, the specimens and 
articles themselves.’ — Justine Cooper, 
‘Summary of Residency at the American 
Museum of Natural History (2001) funded 
through the Australian Network for Art 
and Technology’s Scientific Serendipity 
program’, Transformers, ANAT, ‹www.anat.
org.au/serendipity/residencies/JUSTINE-
COOPER›, viewed September 2006.

Yuken Teruya 
‘The reason why I started using paper bags 
was because of the cultural impact when 
I first came here [New York] from Okinawa. 
I was amazed by the mass production: 
millions of cereal boxes making a perfect 
wall in the supermarket. I realized that’s 
where pop art came from. The second 
impact was whenever I went shopping, 
even for one soda, they gave me straws and 
paper bags and tissues. I couldn’t throw any 
of it away. I kept those papers in my studio.’ 
— Yuken Teruya, interview with James 
Westcott, 2005, ‹www.artfairsinternational.
com/articles/greaterNYteruya_article›, 
viewed September 2006.

Anish Kapoor 
Anish Kapoor’s monumental projects include 
Marsyas, a 155-metre long PVC and steel 
installation installed in the Turbine Hall of the 
Tate Modern in London in 2002, and the 110-
tonne stainless steel sculpture Cloud Gate 
2004, a ‘bean-shaped’ sculpture installed in 
Chicago’s Millennium Park.

ADDITIONAL  
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1� / ORGANISING THE WORLD



ACTIVITIES  
FOR STUDENTS
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Think about . . .  
•  the term ‘void’ and the various meanings of the word. Relate these to Anish Kapoor’s 

Void (#13) 1991–92 and Untitled 1995 
•  some of the questions that Justine Cooper raises about our understanding of the  

natural world.**

Discuss/Debate . . .  
•  What are some of the effects of our consumer behaviours on the environment?
•  Why does Justine Cooper include animal sounds in her S.O.S. (Sounds of science)  

2005 DVD? How does this work relate to the artist’s photographs in the ‘Saved by 
science’ series of 2005?

•  In what way is nature historical?**

Research . . .  
•  Visit the American Museum of National History website www.amnh.org/exhibitions 

/dioramas and ask students to select a specimen from the Museum’s collection 
to research its scientific title and origins. How does the scientific classification and 
categorisation of extinct and living organisms change how we see specimens as ‘objects’? 

•  Identify some of the native flora and fauna in danger of extinction:
Brisbane Botanic Gardens (Mt Coot-tha): www.brisbane.qld.gov.au 
City Botanic Gardens: www.brisbane.qld.gov.au 
Flecker Botanical Gardens, Cairns: www.wettropics.gov.au

•  Read about the work of the Greek philosopher Aristotle. How are some of Aristotle’s ideas 
about the natural world reflected in Yuken Teruya’s Notice — Forest 2005 works?**

Do/Create . . .  
•  Invite students to play an online game to learn about the classification names of living 

things: www.hhmi.org/coolscience/critters/critters.html
•  Where are the species found, what do they eat and where do they live?
•  Invite students to track all the disposable products they use in one day, from plastic 

bags to non-reusable packaging. What are the most common items? Research the 
possible environmental impacts of these items.**

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE / Mathematics – Space / Science  
Senior Modern History



Justine Cooper 
Australia/United States b.1968 
Yellow honeyeaters (Lichenostomus flavus) (from ‘Saved by science’ series) 2005 
Digital colour print on Fuji Crystal Archive Matte paper, ed. 1/8 
99.2 x 76.3 cm 
Purchased 2005 
Collection: Queensland Art Gallery
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Yuken Teruya in residence at the Artspace Studio, Sydney, September 2006 
Queensland Art Gallery Image Archive
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Avant-garde: A group of people who invent 
or promote new techniques or concepts, 
especially in the arts. It was originally a 
military term for the ‘advance guard’ who 
were groups of soldiers to first advance into 
oppositional territory.

Flux-kits (also called ‘Fluxboxes’): Boxed 
collections of objects, games, and other 
ephemera for audiences to interact with.

Fluxus: An international art movement 
established in 1962 by the Lithuanian-born 
American artist George Maciunas (1931–78), 
influenced by the work of John Cage 
(1912–92) and Marcel Duchamp (1887–1968). 
Fluxus crossed many genres, including 
visual art, performance, poetry and literature.

Gutai Art Association  
(Gutai Bijutsu Kyokai):  
A Japanese art movement from 1954 to 1972.

GLOSSARY
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A range of contemporary art issues are reflected in the Nasubi Gallery project by Japanese 
artist Tsuyoshi Ozawa. Ozawa initiated the project in the early 1990s in reaction to the increasing 
consumerism of Japan’s postwar economic boom. He was inspired to create the Nasubi Gallery 
as more young artists faced the difficulty of showing their work in the ‘gallery for hire’ system.

Ozawa’s Nasubi Gallery uses the structure of the traditional Japanese milk crate, a standard 
wooden box that was used to receive daily deliveries to Japanese homes until the 1970s. The 
Japanese word ‘Nasubi’, which literally translates as ‘eggplant’, is a parody of one of the popular 
contemporary galleries in the Ginza area of Tokyo at the time, the Nabisu Gallery. During a time 
of escalating costs to exhibit their work within the commercial gallery system, the milk-box 
Nasubi Gallery became a readymade gallery that Ozawa used to exhibit his work and that of 
his contemporaries. Ozawa invited fellow artist Takashi Murakami (b.1962) to be the first artist 
to exhibit in 1993; and installed Murakami’s tiny exhibition on the street outside of the Nabisu 
Gallery in Tokyo. Over the next two years, Ozawa continued to invite emerging artists to exhibit 
in the Nasubi Gallery as a way of providing exposure for their work. Well-known artists such as 
Yayoi Kusama have also exhibited there. Like a conventional gallery, the Nasubi has exhibition 
openings, and books and newsletters are published to celebrate an exhibition.

From 1993 to 1995, Ozawa presented the work of 24 artists and groups at the Nasubi Gallery. 
During this time the gallery was installed in various ‘non-art’ places throughout Tokyo, 
such as street fronts and book stores. In 1997, he developed the New Nasubi Gallery as an 
international travelling museum, exhibiting artists’ work in cities such as Berlin and Venice. 
Tsuyoshi Ozawa and the Queensland Art Gallery have invited the artists featured in APT5 to 
exhibit their work in Ozawa’s New Nasubi Gallery and 28 artists including Justine Cooper, eX 
de Medici, Rashid Rana and John Pule feature in Ozawa’s gallery in the APT5 exhibition.

Curator Aimee Chang suggests that Tsuyoshi Ozawa is ‘an artist with a knack for combining 
the real and the virtual and for turning lighthearted critiques into real alternatives’.1 The Nasubi 
Gallery is at once a humorous comment on the art museum and a serious statement on 
issues facing contemporary art and artists. In Japan and internationally, the Nasubi Gallery 
has become an independent art institution as well as being the work of Tsuyoshi Ozawa. 
Unlike other museums, however, this gallery is only 35 centimetres tall and has been called 
‘smallest gallery in the world’.2 However, the Nasubi Gallery could also be considered the 
largest gallery in the world, as it has travelled to cities where more visitors pass it every day 
than could possibly enter an art museum.

Ozawa’s work, therefore, deliberately confounds traditional roles associated with art and its 
display. He blurs the distinctions between artist, curator and viewer, often encouraging us 
to ask questions, such as: is Ozawa the curator of the project or the artist? Are the Nasubi 
galleries to be considered works of art, or are they critical statements about the commerce of 

THE CHANGING  
ART MUSEUM

Ideas investigated 
Functions of museums 
Conceptual and Fluxus Art 
Principles of design and display
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art? What is the value of the work shown at the Nasubi Gallery? The deliberate collaborative 
nature of the Nasubi Gallery, in which the audience plays an integral role, reflects some of the 
changing perceptions of the role of the artist, curator and viewer of contemporary art over the 
past century.

Ozawa’s Nasubi Gallery project links with some important avant-garde approaches of artists 
in Asia, Europe and America since the mid twentieth century. During this period many artists 
began to take their work out of museums and install or perform it in their neighbourhoods 
or other unconventional sites. Public performances by members of Osaka’s Gutai Art 
Association (1954–72) were deliberate attempts to break down the strict separation of art 
and daily life in the 1950s and 1960s. Many of these artists influenced the Fluxus movement 
in Europe and the United States in the 1960s and 1970s. The Fluxus artists used non-
traditional art materials and unconventional methods for creating their works, which were 
often not considered saleable ‘art’. Their Flux-kits, which were boxes filled with eccentric art 
works and objects, written notes and printed material, were intended to confront conventional 
art objects and systems of production.

The unconventional approach and box structure of the Nasubi Gallery makes strong links with 
this history and makes further comments on the institution of the art museum. The boxes are 
painted white on the inside as a reference to the idea of the art museum as a ‘white cube’. This 
term developed in the mid twentieth century as a comment on the problems of museums 
as overarching systems dictating taste and prescribing the value of objects. In an important 
essay in 1976, writer Brian O’Doherty questioned how galleries were:

. . . constructed along laws as rigorous as those for building a medieval church. The outside world 

must not come in, so windows are usually sealed off. Walls are painted white. The ceiling becomes 

the only source of light . . . The art is free, as the saying used to go, ‘to take on its own life.3

It is interesting that many of the artists involved in Ozawa’s New Nasubi Gallery project for 
APT5 have completely covered the surface of their milk-box galleries, leaving no white spaces 
at all. This encourages viewers to consider the role of the Nasubi Gallery in freeing some of 
the preconceptions about the traditional display of art in institutions. Through the project and 
continuing with the artists newly involved in the Nasubi Gallery with APT5, Tsuyoshi Ozawa 
has enabled audiences to engage with the work of a variety of artists and to consider the 
many contexts in which artists create and display contemporary art.

Endnotes

1. Aimee Chang, ‘Tsuyoshi Ozawa’, How Latitudes become 
Forms: Art in a Global Age, ‹latitudes.walkerart.org/artists/
index.wac?id=148›, viewed September 2006.

2. Ozawa Tsuyoshi, Answer with Yes and No! [exhibition 
catalogue], Mori Art Museum, Tokyo, Japan, 2004, p.48.

3. Brian O’Doherty, Inside the White Cube: Notes on the 
Gallery Space, 1976, ‹www.societyofcontrol.com/whitecube/
insidewc›, viewed September 2006.

Readymade: An ‘already made’ object 
that some artists select and then exhibit to 
challenge accepted ideas about art as the 
product of high levels of skill and traditional 
artistic techniques.

White cube: A term that emerged in the 
1960s that alluded to the limitations of the 
art museum and its symbolism (such as 
white walls) on the diversity of art being 
made at the time.

RELATED ESSAYS
APT in context 
Questioning performance



Did you know? 

The Nasubi Gallery has been called ‘the 
smallest gallery in the world’ 

It fits an exhibition in a space about 35 
centimetres tall 

The interior walls are painted white as a 
reference to traditional gallery spaces 

Nasubi galleries have been seen in book 
stores, movie theatres, record stores and 
contemporary art museums across the world

Twenty-eight APT5 artists have created art 
work for Tsuyoshi Ozawa’s New Nasubi 
Gallery project — see them in the Gallery  
of Modern Art.

APT links 

Tsuyoshi Ozawa 
In Japan, Ozawa is affiliated with the Group 
1965 Project, also known as the Showa 40 
Club (The year 40 of the Showa period in 
Japan correlates to the year 1965). The group 
does not have a particular style, nor do they 
exhibit together, but are linked conceptually. 
The group came about when the artists 
involved realised they were all born in 1965.

Interesting facts 

Ozawa’s Nasubi Gallery encourages 
viewers to question ‘what is art’? In the 
early twentieth century, French artist 
Marcel Duchamp (1887–1968) submitted 
an ordinary porcelain urinal as an art 
work for the Society of Independent 
Artists exhibition in New York in 1917. The 
work, Fountain 1917, was rejected from 
the exhibition but it has since become a 
famous symbol of the readymade.

The Fluxus movement in the United States 
was influenced by the work of Marcel 
Duchamp and John Cage (1912–92). 
Influential Japanese Fluxus artists include 
Yoko Ono (b.1933), Mieko Shiomi (b.1938) 
and Ay-O (b.1931).

ADDITIONAL  
INFORMATION
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ACTIVITIES  
FOR STUDENTS

Think about . . . 
• the display of art works in APT5 
• the role of size and scale of the Nasubi Gallery.

Discuss/Debate . . .  
•  Why does Tsuyoshi Ozawa choose to paint the inside of the Nasubi Gallery white? 

What ideas about traditional museum displays does he reference?
•  The Nasubi Gallery has been called ‘the smallest gallery in the world’, and yet it could 

also be considered the gallery with the most exposure. Discuss the effects of the 
portable nature of the Nasubi Gallery. 

• Is Tsuyoshi Ozawa the artist or curator of the Nasubi Gallery?**

Research . . .  
•  What are the different approaches for displaying collections of historical art versus 

contemporary art? Research the displays of the following art museums: 
 Louvre, Paris: www.louvre.fr/llv/commun/home 
Guggenheim Bilbao, Spain: www.guggenheim-bilbao.es 
Tate Modern, London: www.tate.org.uk/modern 
National Gallery of Australia, Canberra: www.nga.gov.au

Do/Create . . .  
•  Visit an artist-run space and a commercial gallery with your students. Discuss the 

differences in the display of works between the two types. What are the purposes of 
these galleries?

Design your own Nasubi Gallery Junior online!  
•  Become an artist or curator and create your own exhibition inside a Nasubi Gallery.  

You can download a Nasubi Gallery template to create one at school. Send in pictures 
of your Nasubi Gallery for possible display on the APT5 website! 

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE 
Senior Visual arts
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Takashi Murakami
Japan b.1962
And then, and then and then and then and then 1994
Synthetic polymer paint on canvas
Purchased 1996. Queensland Art Gallery Foundation 
Collection: Queensland Art Gallery 
© 2006 Takashi Murakami/Kaikai Kiki Co., Ltd. All Rights Reserved.
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John Pule in his New Zealand studio  
with his New Nasubi Gallery for APT5 
Photograph: Gareth Shute
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History is inevitably affected by personal and political beliefs. Usually, the most widespread 
versions of history are those written and authorised by people in positions of power. APT5 
artists such as Djambawa Marawili, Dinh Q Lê and John Pule remind us that there are 
numerous versions of history and many ways to understand the relationships between 
the people, places and events that have shaped the contemporary world. These artists 
explore the feelings of loss and the experience of displacement that are a direct result of 
colonisation in the Asia–Pacific region.

Djambawa Marawili is a community and spiritual leader, painter, carver, storyteller, 
administrator and activist. For Marawili, art is connected to all aspects of his role in the 
community. It is a way of telling the stories of his people, their place and their past which 
have been maintained for thousands of years. Through telling his stories, Marawili demands 
recognition for issues important to his people, the Madarrpa people of eastern Arnhem Land.

Marawili’s art relates directly to his community’s involvement in one of the first sea rights 
battles for Aboriginal people. Although the 1992 High Court case of ‘Mabo v Queensland’ 
resulted in a judgement whereby the colonial British declaration of terra nullius (land belonging 
to no-one) was overturned, leading to formal recognition of Indigenous Australians’ continued 
ownership of the land, Indigenous Australians continue to struggle for these rights. In 1996, in 
response to illegal Barramundi fishing on a sacred site, Marawili encouraged his community 
to make art to educate other people about the significance of the land. This resulted in the 
exhibition, ‘Saltwater: Yirrkala Bark Paintings of Sea Country: Recognising Indigenous Land 
Rights’. He explained:

When white fella pull up and drop the anchor, they are ignorant about the land and its laws, 

which are carried in the ochres, the sacred foundation of ancestral designs, and you fishermen 

throw your nets wherever you feel like it . . .1

In making art that has audiences throughout Australia, the Madarrpa people have created 
an opportunity for their stories to be seen and heard.

Like Marawili, Dinh Q Lê makes art to remind us of the impact of the past and the 
importance of acknowledging this to create a better future. Lê considers the impact of 
colonial rule and the Vietnam–US War as he explores the relationship between Vietnam, 
the country where he was born and spent the first ten years of his life, and the West, 
particularly the United States of America. He says: ‘Hollywood and the US media are 
constantly trying to displace and destroy our memories about the Vietnam War to replace 
it with their version. I must keep fighting to keep the meanings of these memories alive’.2

TALKING AbOUT HISTORY

Ideas investigated 
The impact of events on people and places 
Art as political; art as activism  
Indigenous perspectives 
History as subjective: multiple versions
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Lê draws attention to birth defects linked to the United States of America’s use of 
Agent Orange in its chemical warfare program during the Vietnam–US War. His Lotusland 
2000 considers the silence surrounding the birth defects that continue to affect the people 
of Vietnam. The artist uses the lotus, an important Buddhist symbol, pointing to the way in 
which villagers often treat these children as ‘special spirits . . . what is fascinating . . . is that 
some Vietnamese deities also have multiple arms, legs and heads’.3 Lê’s approach to this 
controversial subject is direct yet sensitive. Because he believes that the effects of the war 
need to be recognised by his people and the world, he refuses to ignore or avoid what is 
confronting for many people. Ensuring that past injustices are recognised makes it possible  
to approach the future positively.

Niuean artist and poet John Pule also deals with complex ideas relating to the impact of 
colonisation on society and culture. He does not present his situation as a hopeless one but 
maintains a level of defiance. As a migrant who moved from the small Pacific island of Niue to 
New Zealand as a child, John Pule has described his early experiences of writing as a way of 
‘decolonising’ his mind. His poetry, painting and drawing is about recovery and regrowth.

Pule works with a visual language that includes symbols with specific cultural meanings 
that relate to the people of Niue, as well as to him personally. The longboat symbolises both 
the physical journey and a voyage into a new culture. The delicate peonies that cover his 
canvases are a reminder of the seedlings that the missionaries’ wives brought with them 
to Niue — seedlings that have now grown beyond their garden beds to blend with native 
flora. The red forms remind us of blood and violence associated with colonial history, but the 
flowers also represent renewal and strength.

Conflicting ideas and interests are presented side by side, demonstrating the complexity of 
contemporary society. We are reminded that traditional belief systems have, in many cases, 
been adversely affected by the introduction of Christianity. Pule depicts figures carrying 
heavy crosses up ladders towards churches that cannot be accessed. Other places of 
worship appear alone on the red clouds, drawn without depth like the shells of past buildings. 
While conveying a strong sense of loss, Pule also recognises that, for many Polynesian 
migrants who have moved to New Zealand, the Church has provided a focus around which 
communities have been able to access networks of support.

Many APT5 artists — including Djambawa Marawili, Dinh Q Lê and John Pule — explore ideas 
about the history of their country and the long-term impact of colonisation on their people. 
In a process free of sentiment, these artists speak of communities that are built on a clear 
understanding of the past and a determined vision for a strong and positive future.

Agent Orange: The nickname given to 
a powerful herbicide and defoliant used 
between 1961 and 1971 by the US military 
in its Chemical Warfare Program during the 
Vietnam–US War.

Colonisation: The expansion of a nation’s 
control beyond its borders, directly resulting 
in another country’s indigenous populations 
being ruled and/or displaced.

Vietnam–US War: The use of this term 
seeks to accommodate various names given 
to the war in Vietnam (1959–75) between 
the Vietcong, supported by North Vietnam, 
and the South Vietnamese government, 
supported by the United States. 

RELATED ESSAYS
Local traditions, contemporary concerns

Endnotes

1. Djambawa Marawili, quoted in Rebecca Lancashire, ‘Designs 
for a sea change’. Age, 25 November 1997, p.C5 (1d2).

2. Dinh Q Lê, quoted in Quan M Duong, ‘Vietnam memories’,  
Art Asia–Pacific, no.46, 2005, p.32.

3. Moira Roth, ‘Obdurate history: Dinh Q Lê, the Vietnam War, 
photography, and memory’, Art Journal, vol.60, no.2, 2001, p.46.
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Did you know?  

What people in the Western world call the 
Vietnam War is known to many Vietnamese 
as the American War. 

APT links 

Djambawa Marawili 
‘These patterns are from the land and the 
sea and we are given a way to paint them, 
but that way is already in our minds . . .’ 
— Djambawa Marawili, quoted in Rebecca 
Lancashire, ‘Designs for a sea change’. The 
Age, 25 November 1997, p.C5 (1d2).

Dinh Q Lê 
‘Vietnam has not really dealt with the war  
. . . The war is always glorified but its reality 
is horrific . . . It was only recently that the 
government decided to deal with the birth 
defects caused by Agent Orange. Nobody 
wanted to talk about Agent Orange yet you 
could see people on the street suffering 
from obvious birth defects.’ — Dinh Q Lê, 
Vietnam: Destination for the New Millennium, 
2005, ‹www.asiasociety.org/arts/dinhqle/
dinh03›, viewed September 2006.

ADDITIONAL  
INFORMATION
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Colour codes: 
  Grey — Vietnam 
  Purple — Australia 
  Black — Niue and New Zealand

Abbreviations: 
New Zealand — NZ 
United States of America — USA 
United Kingdom — UK

Timeline 

To contextualise some of the art works and ideas explored in the ‘Talking about history’ 
essay, the following timeline includes selected dates relating to the history of Australia, 
Niue and Vietnam.
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c.60 000    First human habitation of Australia (ancestors of current 
BCE  Indigenous Australians)

c.800 Polynesian settlers arrive in New Zealand

939  China ends its rule over the Vietnamese, who then set up 
an independent state

1606  Dutch navigator Willem Janszoon becomes the first 
European to sight and land upon Australia

1642 Abel Tasman is the first European to sight New Zealand

1769  Captain James Cook begins extensive surveys of the 
islands of New Zealand

1770  James Cook sails along the east coast of Australia and 
claims it for the United Kingdom, naming it New South Wales

1774  Captain James Cook lands on the north-west side of Niue

1788  The United Kingdom establishes New South Wales as a  
prison colony

1814  Christian evangelising begins in New Zealand (the first 
Christian service in New Zealand was held in 1769)

1829  Charles Fremantle formally claims the western part of 
Australia for the United Kingdom

1840  The Treaty of Waitangi is signed by the British and Maori

1860–72  Disputes between Maori and the English relating to land 
sales and sovereignty cause the New Zealand land wars

1860s–80s France takes control of Vietnam

1901  Individual colonies (states) combined to form a federal 
national entity, the Commonwealth of Australia

  Australian parliament introduces the Immigration Restriction 
Act which forms the basis of Australia’s ‘White Australia Policy’

1905 The British government allows New Zealand to annex Niue

1907  New Zealand becomes an independent dominion within the 
British Empire

1931  The Statute of Westminster formally ends most of the 
constitutional links between Australia and the UK (but 
Australia does not adopt the Statute until 1942)

  Full independence is granted to New Zealand by the United 
Kingdom Parliament with the Statute of Westminster

1940–45 Japan controls Vietnam during World War Two

1946  France attempts to re-establish occupation of Vietnam 
following the defeat of the Japanese

1951  Australia, New Zealand and the USA formally become  
allies under the ANZUS treaty

1954  France is defeated and leaves Vietnam. The North and 
South of Vietnam each form political alliances (North with 
Communist China and the Soviet Union, and the South with 
the United States of America)

1965  USA sends troops to Vietnam in an attempt to defeat 
communist rebellion in the South. The North is supported  
by China and the Soviet Union

1960s  Australian public opinion is disapproving of continuing the 
‘White Australia Policy’ and it is relaxed in 1966

1972  New Labor government is elected with a new focus on the 
nation’s future as a part of the Asia–Pacific region

1973 US ground troops are withdrawn from Vietnam

1974  New Zealand grants Niue independence in the form of self-
government (Niue continues to be in ‘free association’ with 
New Zealand, meaning that New Zealand conducts most  
of Niue’s diplomatic relations

1975 The Vietnam War ends when South Vietnam surrenders

  The Treaty of Waitangi Act establishes the Waitangi Tribunal 
and hears claims of British violations of the Treaty of 
Waitangi of 1840

1976  The country is unified by the Communists as the Socialist 
Republic of Vietnam

1986  The Australia Act 1986 is passed, ending constitutional ties 
between Australia and the United Kingdom

1992  Landmark case, ‘Mabo v Queensland (No 2)’ is heard in the 
High Court of Australia with the judgement being to make 
irrelevant the declaration of terra nullius (land belonging to 
no-one) which had been the grounds on which the British 
had colonised Australia in 1788. This case also led to formal 
recognition of native title (Indigenous Australians’ continued 
ownership of the land)

1999  Australian voters reject a move to become a republic in 1999 
by a 55 per cent majority

Timeline



Think about . . . 
•  how John Pule uses symbols in his work to make reference to the missionaries’ influence 

on Niue (e.g. peonies, crosses) 
•  oral history as equally established and valid as written history 
•  some of the issues APT5 artists raise in their art works.**

Discuss/Debate . . . 
•  How can art be used to gain recognition of important issues? What kinds of issues are 

being raised through the work of particular artists in APT5?**

Research . . . 
•  What is the dictionary definition of ‘activism’? What are some of the characteristics that 

define people who are considered activists? 
•  What were some of the major effects of Agent Orange? Is it still in use today? 
•  Research the trade that occurred in the 1600s between Marawili’s Madarrpa people of 

Arnhem Land and the Makassar people of Indonesia.** 
•  Investigate what is meant by the ‘domino theory’ in relation to America’s involvement in the 

Vietnam–US War. Use the timeline in this kit to assist with this activity.**

Do/Create . . . 
•  Discuss the ways art can be considered a document which tells us about the time and 

place in which it was made. Involve the class in creating a time capsule, by selecting 
personal items that represent today. 

•  Choose a significant event (e.g. a war, a celebration) that has occurred in Australia’s 
recent past, and several accounts of this event. How is each person’s account different? 
Can one be considered more accurate than another? Encourage students to consider 
how age, experience and beliefs impact on the different versions of events or history 
that people remember.**

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE / English 
Senior Modern History / English / Aboriginal & Torres Strait Islander Studies 
Other links Political Studies

ACTIVITIES  
FOR STUDENTS
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Djambawa Marawili speaking about his work  
at the Queensland Art Gallery in 2004



John Pule 
Niue/New Zealand b.1962 
Kulukakina (after experiencing something miraculous, withdraw) 2004 
Oil and ink on canvas 
200 x 180cm 
Purchased 2004. The Queensland Government’s Gallery of Modern Art 
Acquisitions Fund 
Collection: Queensland Art Gallery
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John Pule 
Niue/New Zealand b.1962  
Tukulagi tukumuitea (Forever and ever) 2005 
Oil on canvas 
Triptych: 199.9 x 199.9cm (each panel) 
Purchased 2005. The Queensland Government’s Gallery of Modern Art 
Acquitions Fund 
Collection: Queensland Art Gallery
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The Asia–Pacific region has a diverse array of cultural traditions. Historically, these cultural 
patterns and activities have been presented with many challenges through the process of 
colonisation, and more recently, globalisation. Contemporary art that incorporates or comments 
on traditional or historical practices demonstrates how the ‘traditional’ can be used as a 
framework from which to negotiate change.

Contemporary textile art in the Pacific Islands shows the resistance and adaptability of 
traditional cultures. While the textile works currently being made in the Pacific Islands are 
considered part of the traditional culture, the practice is in fact a phenomenon of the colonial 
era and, since its introduction, has undergone many changes. Quilting was introduced to 
women in the Pacific by missionaries’ wives and Pacific Islanders quickly incorporated their 
unique aesthetic into the craft, creating designs based on local vegetation. The practice then 
further evolved as commerce and trade increased the availability of fabrics. The scale of works 
increased, and new colour combinations were introduced. Modern techniques and technologies 
are sometimes used in quilting production, and women continue to experiment with new 
designs, imagery and colours. For example, Aline Amaru’s work La Famille Pomare (The Pomare 
Family) 1991 makes a shift from traditional floral or abstract themes by creating a historical 
scene.1 The changes in Pacific Island quilting over time show that traditional practices continue 
to adapt to the present.

Miniature painting in India and Pakistan has shown a similar adaptability since its revival in 
the 1980s, with contemporary miniature artists finding ways to make the tradition relevant 
in today’s world. The Mughal miniature flourished between the sixteenth and seventeenth 
centuries, when the Mughal empire was at its zenith. The colourful illuminations are noted 
for their meticulous brushwork, intricate detail and artistic skill. They most commonly depict 
scenes of aristocratic life, including portraiture, plush court scenes and royal hunting 
parties, as well as culturally significant mythologies, flowers and animals. The miniature 
began to decline as an art form during the British colonial period in India (c.1757–1947) 
during which the existing structure of arts patronage was destroyed as a result of 
dispersal of the Mughal courts.

Modern miniatures produced since the recent revival by artists such as Nusra Latif Qureshi 
still demonstrate the meticulous detail, colouring and composition of their earlier counterparts. 
However, the subjects have been replaced with current political and social commentary, 
personal anecdotes and issues of postcolonialism. Qureshi’s Justified behavioural sketch 
2002 has elements which refer to life in India, both before and after colonisation. Silhouettes 
of men dressed to play polo appear in the background. This game, traditional to the region, 
was adopted by the British, becoming a significant part of the culture of the British Raj. 
Furthermore, Qureshi’s work is created using the Mughal miniature technique, the demise of 
which was largely brought about by the British Raj. Thus the work juxtaposes cultural life, 

LOCAL TRADITIONS,  
CONTEMPORARY CONCERNS

Ideas investigated 
Art-making traditions in a global context 
Impact of colonisation on the Asia–Pacific region 
Traditional versus contemporary

Bollywood: The informal name given to the 
Hindi language film industry. The name is a 
combination of ‘Bombay’ (today’s Mumbai) 
and ‘Hollywood’.

Colonisation: The expansion of a nation’s 
control beyond its borders, directly resulting 
in the colonised country’s Indigenous 
populations being ruled and/or displaced.

Contemporary: When referring to art and 
culture, designates a current period.

Globalisation: The shift towards 
a worldwide or global application 
of economics, culture, politics and 
technology, resulting in an increased 
interdependence between people and 
countries in disparate locations.

Ming dynasty: Ruled China, then known 
as the ‘Empire of the Great Ming’, between 
1368 and 1644.

Missionary: Somebody who is sent 
abroad by a church to spread faith in 
other communities. A missionary’s work 
can also include the provision of social 
and medical services.

GLOSSARY
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both before and after colonisation, in its subject matter and style. This juxtaposition reflects life 
in the region today in which pre- and postcolonial and traditional and contemporary cultures 
are intertwined.

While work such as Pacific textiles art or the contemporary miniatures of India and Pakistan 
maintain a clear and direct link with traditional practices, Pakistani artist Rashid Rana uses his 
art to reflect on the conflict between embracing technology and maintaining national culture 
and tradition in Pakistan. Rana uses digital technology to create billboard-sized images made 
up of many smaller pictures drawn from various aspects of Pakistani society — including the 
miniature, advertising and Bollywood cinema. The larger image often stands in contrast to the 
theme of the smaller image. For example, in the ‘Ommatidia’ series, well-known photographs 
of Bollywood cinema stars are made up of shots of ‘regular’ men and boys. References to 
modern popular culture such as Bollywood cinema in Rana’s work are enhanced by his 
use of digital technologies, which could be considered ‘the dominant technologies of our 
time, responsible for our “living” culture’.2 Nonetheless, he maintains links to local culture 
by creating works of elaborate detail that reference the miniature tradition. In this way 
Rana’s contemporary art gives a sense of the interconnection of local traditions and global 
technologies in his culture.

The installations of Chinese artist Ai Weiwei also play with the relationship between past  
and present. Ai Weiwei gathers artefacts from China’s rich artistic and cultural heritage,  
and alters them in ways which negate, change or question their historical significance. In 
Painted vases 2006, he takes a series of clay pots dating back to the Neolithic period and 
paints over them in gaudy acrylics, rendering them unrecognisable as historical objects. In 
doing so he is questioning the way in which value is placed on objects for their historical 
significance and how this significance is so quickly and easily lost when references to the 
past are covered over. His installations of reworked original Ming and Qing dynasty furniture 
have a similar message about the relationship between the past and the present.

Many contemporary artists in APT5 work directly with traditional mediums, practices and 
styles, while others use their artistic practice to comment on the relationships between 
colonial, global and local cultures. In many instances, artists skilfully combine the histories and 
traditions of their country with contemporary culture to expose the nature of contemporary 
society as a hybrid of these elements.

Endnotes

1. Collection Arts et Traditions. Tifaifai. The Tahitian Patchwork, 
Ministry of the Economy in Charge of Arts and Crafts, 
Papeete, p.81.

2. Rashid Rana, interview with Adnan Madani, Rashid Rana: 
Identical Views [exhibition catalogue], ed. Peter Nagy, Phillips 
Contemporary, Mumbai, India, 2005, pp.42.

Mughal empire: The ruling power of the 
Indian subcontinent between 1526 and 1857, 
when they were overtaken by the British Raj.

Pomare: A family who dominated Tahitian 
politics from 1793–1880.

Postcolonial: A term often used in relation 
to ideas, art and literature that explore the 
aftermath of colonial rule.

Qing dynasty: Ruled China, or the ‘Empire 
of the Great Qing’, from 1644 to 1911. It was 
the last imperial dynasty of China.

Traditional: Designates customs or 
practices handed down from generation  
to generation.

RELATED ESSAYS
Talking about history 
APT in context



Did you know? 

The partition of India into two separate 
countries, India and Pakistan, happened in 
1947 when Britain granted independence to 
the former British colony. Because of the 
combined history of these two countries, 
some traditions such as the Mughal 
miniature are common to both.

APT links

Ai Weiwei
Ai Weiwei’s Boomerang 2006 has 
been specially commissioned for APT5. 
The massive chandelier hangs just 20 
centimetres from the surface of the 
Watermall in the Queensland Art Gallery. 
A total of 8.6 metres in length, and 7 
metres high, the chandelier is made up of 
approximately 270 000 crystal pieces. The 
impressive piece is a satirical comment on 
China’s nouveau riche and the desperate 
search for glamour, a phenomenon that 
arose in China with Deng Xiaoping’s 
economic reforms, which began in 1978.

Interesting facts

Since its introduction, tivaevae- or quilt-
making in the Cook Islands has become 
an important social activity. Quilts are 
often made by groups of women who sit 
together to design, cut and sew the quilts. 
Women also travel between different 
islands, sharing their tivaevae.

ADDITIONAL  
INFORMATION
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ACTIVITIES  
FOR STUDENTS

Research . . . 
•  the history and revival of the Mughal miniature painting tradition in India and Pakistan 
•  the introduction of quilting in the Pacific by missionaries 
•  the Ming and Qing dynasty furniture styles that Ai Weiwei modifies in his works.**  

www.asia.si.edu/collections/default.htm www.shanghaimuseum.net/en/index.asp 
•  the number of APT5 artists who were born in a particular country but live and work in 

another (e.g. Nusra Latif Qureshi, Anish Kapoor).**

Do/Create . . . 
•  Gather a range of domestic items such as plates, cups or cutlery, and explore the 

origins of each item. How have traditions been adapted over time? 
•  Create a series of short documentaries about family traditions. Each student could 

do this by interviewing a relative or friend. What are the most common responses to 
questions about the importance of traditions and how they have changed over time? 
Guiding questions could include: 

Describe a tradition in your family or circle of friends. 
How is this tradition continued? 
Has this tradition changed over the years? If so, how? 
Is the tradition in danger of being lost? Why? 
How can you prevent the tradition from fading? 
Is it important to keep this tradition alive? Why? 

•  As a class, view the works by artists featured in this essay. How have the artists 
integrated traditional and contemporary practices in their work? Complete the below 
table. Some examples are provided for your reference.**

Artist Tradition Contemporary adaptation

Aline Amaru Quilting technique Use of readily available commercial 
materials

Rashid Rana Miniature painting tradition Use of new media technologies and 
popular culture subject matter

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE / English 
Senior English / Modern History 
Other links Maths — patterns & functions
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The theme ‘Local traditions, global 
contexts’ is relevant to an exploration of 
the Queensland Art Gallery’s historical 
Asian collection (gallery 2). Students will 
encounter works that enable comparisons 
and contrasts with those made by 
contemporary Asian artists in APT5.

Think about . . . 
•  the idea of traditional practices  

as progressive 
•  contrasts and similarities between 

historical and contemporary miniatures 
• some of the features of ‘global culture’** 
•  relationships between history and the 

present in Ai Weiwei’s work.**

Discuss/Debate . . . 
•  In what ways are traditional and 

contemporary culture intertwined in our 
daily life? 

•  Does technology always pose a threat 
to the traditional? 

•  Does the use of technology change 
our ideas about the value of art in 
society?** 

•  Do you think Ai Weiwei’s work is 
mocking Chinese heritage? Why, or 
why not?**



Ai Weiwei 
Boomerang 2006 
Glass lustres, plated steel, electrical cables, incandescent lamps 
700 x 860 x 290cm (irreg.) 
Site-specific installation for APT5 
Collection: The artist 
Photograph: Natasha Harth
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Verearea Maeva-Taripo with her grandmother Tekauvai Teariki 
Monga’s Etu Popongi (Morning star) 1958, which is now in the 
Queensland Art Gallery Collection. 
Queensland Art Gallery Image Archive
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The Queensland Art Gallery began collecting video art in 1996, reflecting the importance of the 
medium in contemporary art practice. Since then the Gallery’s increasing engagement with 
film and moving image works has been articulated in a number of exhibitions and acquisitions. 
The Gallery’s moving image collection includes works that respond to the history and genres 
of cinema such as video art, film, animation, performance art and conceptual art.

APT5 coincides with the opening of the Australian Cinémathèque, presenting a new 
dimension for the exhibition and interpretation of moving image from Asia–Pacific region. 
The significant film and video component of APT5 features a screening program as well as 
integrated moving image displays throughout the Gallery of Modern Art and the Queensland 
Art Gallery.

Jackie Chan is a filmmaker famous the world over; however, his sensational action thrillers are 
not films you expect to see in an art gallery. The APT5 screening and display of Chan’s work 
as an actor and director demonstrates his contribution to visual culture of the Asia–Pacific 
region. In the gallery space, sequences are juxtaposed, providing an opportunity to compare 
key moments in different films.

While the cinema screening program shows Chan’s unique blend of spectacular physical 
comedy on the big screen, the actor–director’s films in the gallery display are grouped 
thematically. One theme ‘Becoming a Dragon’ looks at the how the influences of Chinese 
Opera and martial arts training have shaped Chan’s action hero persona.

So I know fight sequences. So this is a Jackie Chan action sequence, why is it different? Some 

other people fight better than me, but when you look at it, I have more heart. So this is what makes 

my action movement unique.1

Martial arts films often employ a time-based device when depicting fight scenes. In the 
highly choreographed combat sequences, there is a fluctuation between a flurry of activity 
and an exaggerated pause in action. This rhythm of stillness and movement comes from the 
theatrical fight scenes of traditional Chinese Opera, which Chan studied before he moved into 
martial arts films. The influence of this style of fight choreography can also be seen in such 
films as The Matrix 1999 and Crouching Tiger, Hidden Dragon 2000.

. . . it’s really funny, I love watching action films. But then I go away and make these morbid films . . . 

Actually O Tamaiti is quite arty, arthouse, so that did really well overseas.2

As a child, Sima Urale migrated to New Zealand from Samoa and her short films are a 
result of both her urban background and Polynesian heritage. Urale contests the clichéd 
portrayals of ‘exotic’ Islanders depicted in popular culture. Instead, Urale reveals social 

MOVING IMAGE

Ideas investigated 
Relationship between film and the visual arts 
Conventions of film 
Heritage and cultural identity in contemporary society 
Duration and time

taboos and political sensitivities which 
she articulates through her rich visual 
imagery, complex character development 
and sparse dialogue. Urale’s short film  
O Tamaiti 1996 takes the perspective of 
a child. With the camera positioned at a 
child’s height we experience issues from 
the viewpoint of a child.

To see Urale’s short films screened at  
the Gallery of Modern Art draws  
attention to the important lines of 
influence between the moving image 
and other forms of visual culture. In 
the case of O Tamaiti, it is interesting to 
consider how subjects that are politically 
sensitive or difficult to articulate can be 
acknowledged visually.

Duration is a significant distinction 
between moving image works and 
other works you may find in the Gallery. 
Moving images exist within a series 
of moments in time, both actual and 
implied. While all art forms demand a 
period of engagement with the viewer, 
the duration of engagement with moving 
image is inherent to and prescribed by 
the film itself. The meaning of each image 
can only be fully understood in terms 
of its relationship to the preceding and 
subsequent images.

Some artists exploit the metaphorical 
qualities of the juxtaposition of images, 
such as Chinese artist Yang Fudong. Yang 
originally trained as a painter at the China 
Academy of Fine Arts but his practice 
now encompasses film, photography  
and digital video.
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Every mode of artistic expression comes to the same conclusion. They are like nets cast into the 

deep blue sea, waiting for the moment when the fish come in.3

In his video installation Jiaer’s livestock 2002–05, Yang uses two video projections, which at first 
appear to be the same but actually tell two different stories. Accompanying each projection is a 
suitcase filled with monitors — the same suitcase can be seen carried by one of the characters 
in the film. Yang uses video installation to immerse the viewer in the images and in doing so 
suggests a conspiratorial interaction with the events taking place. Based on traditional Chinese 
fables and proverbs, the installation deals with violence and death which the artist sees as  
‘. . . the place life comes from; they fill life with more hope’.4

Although Yang’s images are allusive and open to interpretation, his works all have existential 
themes related to how identity is shaped through experience, memory and culture. These issues 
are prominent in the work of many young Chinese artists and can be attributed, in part, to the 
rapid modernisation of China and the subsequent displacement of traditional values and culture. 
In embracing these new attitudes, Chinese artists are using new technologies to deliberately 
depart from traditional culture.

New forms of artistic expression are often used by artists to question the boundaries of the 
art museum. When artists first used film and video, it was as a direct rebuttal of the commercial 
art market. Although art institutions have been quick to acknowledge the importance of the 
moving image in aesthetic discourse, there has often been a separation in the exhibition of 
new technologies and traditional art forms. With its presentation as an integral part of APT5, 
the relationship between moving image and other visual arts of the Asia–Pacific region can be 
explored in a dynamic and innovative way.

Existential: Relating to existence, 
especially human existence.

Juxtaposition: To place two or more things 
together, especially in order to suggest 
a link between them or emphasise the 
contrast between them.

RELATED ESSAYS
Questioning performance 
The changing art museum 
Local traditions, contemporary concerns

Endnotes

1. Jackie Chan, interview with Jeff Otto, ‘IGN interviews Jackie 
Chan’, IGN, 11 June 2004, ‹movies.ign.com/articles/522/
522794p1.html›, viewed 28 July 2006.

2. Sima Urale, interview with Holly Morris, ‘Sima Urale: Pool 
shark’, Adventure Divas, PBS, ‹www.pbs.org/adventuredivas/
nz/divas/urale.html›, viewed 24 February 2006.

3. Yang Fudong in Yuko Hasegawa, ‘Yang Fudong: Beyond 
reality’, Flash Art, no.241, 2005, p.105.

4. Yang Fudong, Flash Art, p.105.
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Did you know?  

The Limelight Department established in 
Melbourne in June 1892 was one of the 
world’s first film studios. 

Mainland Chinese films were first produced 
by Fengtai Photographic Studio, Beijing,  
in 1905. 

Jackie Chan is also a pop singer and has 
made over 20 albums since 1984. You can 
hear Chan singing the theme songs in 
many of his films.

Interesting facts

The first movie screened in China was in 
1896 at Shanghai’s Xu Garden Tea House. 

During the Cultural Revolution (1966–76) 
very few films were produced in China. 
Local film production gradually resumed  
by the mid to late 1970s. 

Enter the Dragon 1973 is one of the most 
influential kung-fu films and was the first 
of this genre to be made by a Hollywood 
studio. The film starred Bruce Lee and was 
the last film he completed before his death.

Chinese cinema came to the attention of 
Western audiences via international film 
festivals around the mid 1980s, with films 
such as Chen Kaige’s Yellow Earth 1984 
and Farewell my Concubine 1993 and 
Zhang Yimou’s Raise the Red Lantern 1991 
receiving critical acclaim. 

In 2001, the martial arts film, Crouching 
Tiger, Hidden Dragon, was awarded the 
Academy Award for Best Foreign Language 
Film and became the highest grossing 
subtitled film ever released in the United 
States of America.

ADDITIONAL  
INFORMATION
�� / MOVING IMAGE



ACTIVITIES  
FOR STUDENTS

Think about . . . 
•  the ways that stories are told through moving image 
•  different aspects of people and places that are portrayed in the moving image works 

in APT5 
•  the ways that moving image and film are displayed in contemporary art museums
•  moving image genres and the audiences they target.

Discuss/Debate . . . 
•  Does watching a commercial film by Jackie Chan in a gallery change the way we view the 

film? 
•  How can the roles of ‘artist’ and ‘director’ be interpreted through the work of APT5 artists  

such as Sima Urale and Yang Fudong? 
•  Can we make a distinction between art and film?**
•  In what ways do directors influence the way we interpret their films? What symbols or 

techniques do they use?** 
•  Discuss the mode of presentation in a cinémathèque and the treatment of film that this 

space necessitates.**

Research . . . 
•  Chinese Opera influences on Jackie Chan’s martial arts movements 
•  some of the major changes in the history of film and moving image during the twentieth 

and twenty-first centuries: www.filmsite.org/filmh.html 
•  popular film formats currently in use by artists and directors today. Compare these with 

formats from the past 
•  social, political and economic influences which underpin the production of commercial 

and independent films.**

Do/Create . . . 
•  Take a series of digital photographs that construct a story. Print the photographs and 

invite students to rearrange them in a different order to tell the same story. Explore the 
use of flashbacks in film, and the functions of this device. 

•  Using musical instruments or sound effects, encourage students to create a soundtrack 
to accompany one of the short films in APT5. Ask the students to consider the tone of 
the film as they create their composition.** 

•  Kumar Shahani’s film Kasba 1990 is based on the short story ‘In the Hollow’ (also 
known as ‘In the Gully’) by Russian playwright Anton Chekhov (1860–1904). It makes 
associations with the miniature painting tradition of the Kangra region, where the film is 
also set. Ask students to choose another short story to adapt into a film script.**

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE / Arts / English 
Senior English / Film, Television and New Media / Drama / Music
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Australian Cinémathèque 
Cinema A, Gallery of Modern Art 
Photograph: John Gollings
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Yang Fudong on the set of Backyard — Hey! Sun is Rising 2001  
35mm, 13 minutes, b. &w., stereo, China 
Image courtesy: ShanghART Gallery, Shanghai
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Performative practices play a major role in many cultures, and are now key aspects of 
contemporary art. We need to understand these practices in two different ways: Performance 
art and Performative art. Performance art is a medium which involves a performer or 
performers, a site and an audience, and can combine music, dance, poetry, theatre, visual 
art and video. The art work resulting from a performance, ritual or multimedia event might be 
the event itself or its documentation in photographs, videos or objects. In performance, artists 
present their own bodies as singular, specific, gendered spaces.

Performative art describes art works where artists explore the processes and actions of their 
bodies (and those of others) to create art. These acts are often more important to the artists’ 
practice than the finished art objects. Some artists have literally transformed their bodies into 
paintbrushes or musical instruments, using them like raw materials from which to make art 
works — for example, Qin Ga’s back was used as canvas to make The miniature long march 
2002–05.

The notion of the performative is drawn from language. Philosopher John Langshaw Austin 
defined a performative as a semiotic gesture where to say something is to perform the very 
act you say. Some examples of performatives are, ‘I apologise’, ‘I accept your offer’ and ‘I now 
pronounce you man and wife’. However interesting these definitions are, it is important to also 
note that contemporary artists are usually more interested in breaking down and expanding 
classifications rather than creating them.

In the 1950s, performance art in the Western context and notions of the performative gained 
prominence in the work of Neo-Dadaists and John Cage, who conducted happenings, or 
theatrical events that abandoned the traditional concepts of the three roles of the stage, 
performer and audience, and occurred in undefined time frames, involving many elements 
of chance. In the next decades, Fluxus artists became similarly interested in interdisciplinary 
artistic events.

Examination of these practices revealed connections to seemingly unrelated art movements, 
such as Abstract Expressionism, which could also be considered performative. For example, 
Jackson Pollock’s drip paintings directly involved his body: using his arms in sweeping 
gestures, he would fling the paint onto the canvas as he stepped around it, in a kind of 
rhythmic dance.

In The miniature long march, Qin Ga participated in the Long March Project from Beijing by 
tracing the progress of the group of artists travelling along the 9500-kilometre Long March 
route onto a map of China tattooed on his back. When the artists called a halt to their 
expedition at Luding Bridge in Sichuan province, Qin’s tattoo was left unfinished. Later, in 2005, 
Qin, his tattooist and three cameramen continued the journey from Luding Bridge, making 

QUESTIONING 
PERFORMANCE

Ideas investigated 
Purpose and context of performance and performative art practices 
Cultural and historical influences 
The body as a tool in art making 
Contemporary Indigenous dance

their way along the Long March route to 
Yan’an, where the original Long March ended 
in 1935. His body became a performative 
art work, a site permanently inscribed with 
the Long March route, as well as a piece 
of performance documentation. Qin Ga’s 
work comments on how individual bodies 
are affected by larger political motivations 
and experiences, as well as demonstrating 
the collective memory of the positive and 
utopian aspects of Maoist China.

Tattooing is a well-recognised means of 
performing identity and has been explored 
by many artists, including eX de Medici, who 
is also a trained tattooist. In Pacific cultures 
tattoos are deeply spiritual performative 
markers of identity, conveying information 
about genealogy and today are increasingly 
considered as contemporary signs of 
cultural affirmation.

In non-Western contexts, art, performance, 
music and storytelling are often integrated 
within cultural practices and the distinctions 
between these different ‘genres’ of art 
are less distinct. As vehicles for cultural 
expression, performative practices such as 
music and dance have been increasingly 
embraced within contemporary visual art 
contexts, such as the APT project.

Performance and dance are an integral 
part of Indigenous Australian culture. 
Stephen Page is one of Australia’s foremost 
choreographers and his work as Artistic 
Director of Bangarra Dance Company 
has been seen as instrumental in the 
presentation of dynamic connections 
between traditional and contemporary 
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Abstract Expressionism: An art movement, 
primarily in painting, that originated in the 
United States in the 1940s and remained 
strong through the 1950s. Artists working 
in many different styles emphasised 
spontaneous personal expression in large 
abstract or nonrepresentational paintings.

John Cage: (1912–92) American composer 
known for his experimentation with 
instruments, electronics, weird notation and 
introducing the element of chance into the 
performance of his music. His notorious 
piece 4’33” 1952 has no sound, being 
‘comprised’ of the sounds already present in 
the environment in which it is performed.

Happenings: Theatrical events staged 
by visual artists, usually of late 1950s and 
1960s, improvised spontaneously without 
the framework of a plot.

Neo-Dada: An art movement usually 
thought to have begun in the 1960s. Artists 
derived their conceptual heritage from earlier 
Dada artists. Neo-Dada is exemplified by its 
use of modern materials, popular imagery, 
and absurdist contrast. The leading artists 
in the Neo-Dada movement are Robert 
Rauschenberg, Jasper Johns and Jim Dine.

Semiotics: The study of signs and 
symbols and how we derive social 
meaning from them.

RELATED ESSAYS
APT in context
The changing art museum

dance. His APT5 production, Kin, features seven young Indigenous boys starting to form their 
own identities, beliefs and understanding of the world around them. The performance explores 
the ties and connections they have with their own community, family and history as well as 
their love of popular culture, hip-hop music and football.

In Kin, we see both performance and the performative combined. This work opens up 
connections between ancient and modern stories, the dancers and the audience. The boys are 
both the central dancers/actors in the work and are also performing their individual identities and 
claiming their responsibilities as young Indigenous Australian men.

Talvin Singh is interested in bringing traditional disciplines into contemporary forms. He is an 
extremely successful recording artist who has released many CD compilations of his traditional 
Indian instruments mixed with contemporary electronica. Singh is most renowned for his live 
performances, such as Tabtek. In these performances, he live-mixes images he takes of the city 
he is performing in with music inspired by the visuals and the audience’s reactions. Singh also 
has a significant reputation as a remixer, and he has produced or collaborated with Madonna, 
Björk, Siouxsie and the Banshees, Dub Syndicate, Blondie and Nusrat Fateh Ali Khan. Singh’s 
work reflects the blurring and ever-changing boundaries between art and other realms of 
experience, and the relationship between performance art and other types of performance.

The many ways that Asian and Pacific artists relate to Western concepts of art, history and 
culture often brings issues of performance and the performative to the forefront of discussions 
surrounding contemporary art.

GLOSSARY



APT links  

Stephen Page
‘It’s great that I can use this dance medium 
because it does give us the freedom to 
be quite political. I quite like the fact that 
we can evolve an old concept and push 
it through the new millennium.’ — Stephen 
Page, interview with Fenella Kernebone, 
7 August 2002, ‹www.abc.net.au/arts/
performance/stories/s642378›, viewed 
September 2006.

Long March Project
‘The Long March had a major impact on 
the local people, but what they were 
interested in was the different method of 
our Long March. What impressed me most 
there was the local people’s understanding 
and attitude towards the body. When we 
were in Tibet, there was a lama who was 
moved to tears when he saw my back. It 
wasn’t only my actions that moved him, he 
also projected his feelings about the Red 
Army onto me.’ — Qin Ga, in Lu Jie, ‘Qin Ga: 
Miniature long march’, Artlink, vol.25, no.3, 
2005, p.55.

APT Performance History  
(see ‘APT in context’)
Michel Tuffery
Pasifika Divas
Dadang Christanto

Interesting facts

Historical Long March: In 1934, Mao Zedong 
led the armies of the Communist Party of 
China (CPC), the forerunner of the People’s 
Liberation Army, from their base in south-
east China to escape the Nationalist army, 
and wound their way over 9500 kilometres 
to Yan’an in north-west China. The journey 
took two years and fatigue, hunger, 
coldness, sickness, desertion and military 
losses meant that allegedly only 8000 of 
the original 80 000 marchers remained by 
its end. The Long March has since been 
glorified as the CPC’s symbol for strength 
and resilience, and helped the party gain 
a positive reputation among the peasants 
and the poor along the way.

ADDITIONAL  
INFORMATION
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ACTIVITIES  
FOR STUDENTS

Think about . . .  
•  the role of performance in different cultures 
•  the relationship between the audience, performer and the site or place of a performance
•  the role of documentation in recording performance and how viewers might interpret 

differences between live and recorded performance.

Discuss/Debate . . .  
•  How do performance artists invite audience interaction? 
•  How does each of the APT5 performances challenge or reinforce cultural values? 
•  In what ways could it be said that people ‘perform’ their individual identities?** 
•  Is all art performative?**

Research . . .  
•  What traditional Indian instrument does Talvin Singh incorporate in his performances? 

Identify the sound on one of his tracks: www.talvinsingh.com 
•  Research other traditional Indian instruments and the sounds they make:  

www.culturalindia.net/indian-music/music-instruments.html

Do/Create . . .  
•  I am Talvin Singh online interactive: Singh’s online interactive, created especially for 

APT5, introduces students to the concepts of the dance remix by composing their own 
music. Designed to simulate a DJ’s mixing table, a virtual panel of buttons activates 
sound and video, offering a stimulating way to experiment with creating musical 
sequences from a choice of synth loops, bass lines, percussion and samples. 

•  Ask students to choreograph a dance inspired by a track from Talvin Singh. Encourage 
them to give their work a title. Where would they perform this piece?

** Questions and activities suitable for senior students

Curriculum links 
Lower secondary SOSE / Arts / English 
Senior Dance / Film, Television & New Media / Music / English /  
Drama / Aboriginal & Torres Strait Islander Studies
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Left: 
The young performers who will feature in Kin.  
From left to right: Sean Page, Hunter Page-
Lochard, Curtis Walsh-Jarden, Samson Page,  
Ryan Jarden, Josiah Page and Isileli Jarden

Bottom left: 
Qin Ga  
China b.1971 
The miniature long march site 1 – site 14 (stills) 2002 
Mini DV, 14:50 minutes, colour, sound 
Collection: The artist 
Image courtesy: Long March Project, Beijing

Right: 
Talvin Singh 
United Kingdom/India b.1970 
Talvin Singh, classical performance at the  
British Embassy, Delhi, India, June 2006 
Photograph: Ruth Bayer 
Image courtesy: The artist 
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Ai Weiwei b.1957, Beijing, China / Lives and 
works in Beijing

Khadim Ali b.1978, Quetta, Pakistan / Lives  
and works in Quetta

Jackie Chan b.1954, Hong Kong / Lives and 
works in Hong Kong

Beck Cole b.1975, Adelaide, Australia /
Warramungu/Luritja people / Lives and  
works in Sydney and Alice Springs, Australia

Justine Cooper b.1968, Sydney, Australia /
Lives and works in New York, USA

eX de Medici b.1959, Riverina region, Australia / 
Lives and works in Canberra, Australia

Jitish Kallat b.1974, Mumbai, India / Lives  
and works in Mumbai

Anish Kapoor b.1954, Mumbai, India / Lives  
and works in London, United Kingdom

Bharti Kher b.1969, London, United Kingdom / 
Lives and works in New Delhi, India

Sutee Kunavichayanont b.1965,  Bangkok, 
Thailand / Lives and works in Bangkok 

Kwon Ki-Soo b.1972, Young-ju, Korea / Lives  
and works in Seoul, Korea

Dinh Q Lê b.1968, Ha-Tien, Vietnam / Lives and 
works in Ho Chi Minh City, Vietnam 

Djambawa Marawili b.1953,  Eastern Arnhem 
Land, Australia / Madarrpa people / Lives and 
works in Yilpara, Australia

Nasreen Mohamedi 1937–90, Karachi, India / 
Lived and worked in Mumbai and Delhi, India

Tuân Andrew Nguyên b.1976, Ho Chi Minh City, 
Vietnam / Lives and works in Ho Chi Minh City

Dennis Nona b.1973, Badu Island, Australia /
Kala Lagaw Ya people / Lives and works in 
Brisbane, Australia

Eko Nugroho b.1977, Yogyakarta, Indonesia /
Lives and works in Yogyakarta

Tsuyoshi Ozawa b.1965, Tokyo, Japan / Lives 
and works in Tokyo

Stephen Page b.1965, Brisbane, Australia /
Nunukul/Munaldjali/Yugambeh people /  
Lives and works in Sydney, Australia

Paiman b.1970, Melacca, Malaysia / Lives and 
works in Seri Manjung, Perak, Malaysia

Michael Parekowhai b.1968, Porirua,  
New Zealand / Nga-ariki, Ngati Whakarongo / 
Lives and works in Auckland, New Zealand

John Pule b.1962, Niue / Lives and works  
in Auckland, New Zealand

Nusra Latif Qureshi b.1973, Lahore, Pakistan / 
Lives and works in Melbourne, Australia 

Rashid Rana b.1968, Lahore, Pakistan / Lives 
and works in Lahore

Sangeeta Sandrasegar b.1977, Brisbane, 
Australia / Lives and works in Melbourne, 
Australia, and London, United Kingdom

Kumar Shahani b.1940, Larkana, Sind (now 
Pakistan) / Lives and works in Mumbai, India

Talvin Singh b.1970, London, United Kingdom / 
Lives and works in London, United Kingdom,  
and New Delhi, India

Michael Stevenson b.1964, Inglewood, New 
Zealand / Lives and works in Berlin, Germany

Masami Teraoka b.1936, Onomichi, Japan /
Lives and works in Hawai‘i, USA

Yuken Teruya b.1973, Okinawa, Japan  / Lives 
and works in New York, USA

Sima Urale b.1969, Savai’i, Samoa / Lives and 
works in Wellington, New Zealand

Viêt Linh b.1952, Ho Chi Minh City, Vietnam / 
Lives and works in Ho Chi Minh City

Gordon Walters 1919–95, Wellington, New 
Zealand / Lived and worked in Christchurch, 
New Zealand

Apichatpong Weerasethakul b.1970,  
Bangkok, Thailand / Lives and works in Bangkok 

Yang Fudong b.1971, Beijing, China / Lives and 
works in Shanghai, China 

Yang Zhenzhong b.1968, Xiashan,   
Guangdong province, China / Lives and  
works in Shanghai, China

Yoo Seung-ho b.1973, Suhcheon, Choongnam 
province, Korea / Lives and works in Seoul, Korea

APT5 ARTIST LIST

Individual artists
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Hong Hao  b.1965, Beijing, China / Lives and 
works in Beijing

Li Tianbing b.1933, Makeng village, Fujian 
province, China / Lives and works in  
Makeng village

Liu Jieqiong  b.1967, Yanchuan county,  
Shaanxi province, China / Lives and works  
in Yanchuan county

Mu Chen and Shao Yinong  
Mu Chen b.1970, Liaoning province, China / Lives 
and works in Beijing, China  
Shao Yinong b.1961, Xining, Qinghai province, 
China / Lives and works in Beijing, China

Qin Ga b.1971, Inner Mongolia, China / 
Lives and works in Beijing, China

Shen Xiaomin b.1972, Fujian province, China / 
Lives and works in Beijing, China 

Wang Wenhai b.1950, Henan province,  
China / Lives and works in Yan’an, Shaanxi 
province, China

Zhou Xiaohu b.1960, Changzhou, Jiangsu 
province, China / Lives and works in Changzhou

Aline Amaru b.1941, Tahiti, French Polynesia

Gussie R Bento b.1932, Hawai‘i, USA

Tungane Broadbent b.1940, Mangaia/ 
Rarotonga, Cook Islands

Susana Kaafi b.1920, Tonga/Australia

Deborah (Kepola) U Kakalia 1915–2002,  
Hawai‘i, USA

Seruwaia Kudruvi b.(c.)1950, Lau Islands, Fiji

Filiti Leya Ledua b.1948, Lau Islands, Fiji

Tusi Luafutu b.1951, Samoa/Australia

Finau Mara b.1950, Lau Islands, Fiji

Tekauvai Teariki Monga 1900–61,  
Aitutaki/Rarotonga, Cook Islands

Margo Morgan b.1920, Hawai‘i, USA

Laupule Poutas 1912–2004, Samoa

Susie Sugi b.1949, Japan/Hawai‘i, USA

Emma Tamarii b.1937, Marquesas Islands/Tahiti, 
French Polynesia

Marie Therese Tamarii b.1959, Marquesas 
Islands/Tahiti, French Polynesia

Lepetia Toa Samoa

Sivaimauga Vaagi b.1964, Samoa

Tapaeru Williams b.(c.)1935, Cook Islands/ 
New Zealand

Repeka Yali b.1942, Lau Islands, Fiji

Unidentified artists Lau Islands, Fiji,  
and Samoa

Pacific Textiles ProjectLong March Project 
Commenced 2002, Beijing, China
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APT In context 
Asia–Pacific Triennial of Contemporary Art  www.qag.qld.gov.au/apt 
Biennale of Sydney, Australia www.biennaleofsydney.com.au 
Lyon Biennial, France www.biennale-de-lyon.org 
Venice Biennale, Italy www.labiennale.org 
Auckland Triennial, New Zealand www.aucklandartgallery.govt.nz/exhibitions/0703turbulence.asp 
Singapore Biennale, Singapore www.universes-in-universe.de/car/singapore/2006/english.htm 
Berlin Biennale, Germany www.berlinbiennale.de 
Fukuoka Asian Art Triennale, Japan  www.faam.city.fukuoka.jp/FT/eng/2005/index.html 
Havana Biennial, Cuba www.universes-in-universe.de/car/habana/english.htm 
Liverpool Biennial, UK www.biennial.com 
Taipei Biennial, Taiwan www.taipeibiennial.org 
Istanbul Biennial, Turkey www.iksv.org/bienal/english 
Shanghai Biennial, China www.shanghaibiennial.cn 
São Paulo Biennial, Brazil www.bienalsaopaulo.globo.com/english/default.asp 
Gwangju Biennale, Korea www.gwangju-biennale.org 
Busan Biennale, Korea www.busanbiennale.org

Organising the world 
Anish Kapoor www.tate.org.uk/onlineevents/archive/kapoor.htm 
 www.millenniumpark.org/artandarchitecture 
Justine Cooper www.justinecooper.com 
Yuken Teruya  www.saatchi-gallery.co.uk/artists/yuken_teruya.htm  
eX de Medici  www.mprg.mornpen.vic.gov.au/exdemedici/info.html 
 www.art2006.com.au/artists/ngv/exdemedici.html

The changing art museum 
Tsuyoshi Ozawa  www.moriart.org/english/contents/ozawa/ozawa/main.html 
Group 1965 www.40nen.jp/english/profile_e.html 
Fluxus www.fluxus.org 
‘White cube’  www.societyofcontrol.com/whitecube/insidewc.htm

Talking about history 
Djambawa Marawili www.anu.edu.au/culture/abstractions/artists/dm_1.htm 
 www.yirrkalaprints.com/artists/artist.php?id=33 
 www.artrightnow.com.au/ahc/award/artist/Wr_5185.htm 
Dinh Q Lê  www.ppowgallery.com/artists/DinhQLe 
 www.findarticles.com/p/articles/mi_m0425/is_2_60/ai_77374713 
 www.asiasociety.org/arts/dinhqle/dinh06.html

SUGGESTED FURTHER  
READING AND RESEARCH

Online Resources   
www.asiapacifictriennial.com
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John Pule www.art-newzealand.com/Issue99/Pule.htm 
 www.papergraphica.co.nz/artist_detail.asp?id=20 
 www.artsfoundation.org.nz/johnpule.html 
 www.pacificislands.cc/pm72002/pmdefault.php?urlarticleid=0022 
 www.lopdell.org.nz/Online/aic/pule.htm 
 www.qag.qld.gov.au/collection/pacific_art/john_puhiatau_pule 
 www.christchurchartgallery.org.nz/Collection/Infosheets/97_26.pdf 
 www.anu.edu.au/hrc/research/FutureTense/john.pdf

Local traditions, contemporary concerns
Nusra Latif Qureshi  www.smith.edu/artmuseum/exhibitions/qureshi 
 www.qag.qld.gov.au/collection/contemporary_asian_art/nusra_latif_qureshi 
Ai Weiwei  www.artfacts.net/index.php/pageType/exhibitionInfo/exhibition/13384 
 en.chinabroadcast.cn/1857/2004-7-8/60@129850.htm 
 www.hughpearman.com/articles5/weiwei3.html 
Pacific textiles  www.tahiti1.com/en/indentity/handicraft-tifaifai.htm 
 www.metmuseum.org/toah/ht/10/ocp/ht10ocp.htm 
Mughal miniatures  www.india-crafts.com/painting/miniature_paintings 
 www.exoticindiaart.com/articlesearch.php3?searchval=miniatures 
 www.chandnichowk.com/miniatures/min_history.htm

Moving image 
Jackie Chan  www.jackiechan.com  
Yang Fudong  www.yangfudong.com.cn  
Film education  www.filmeducation.org  
Australian Centre for the Moving Image  www.acmi.net.au/index.htm

Questioning performance 
Talvin Singh www.talvinsingh.com 
Stephen Page www.bangarra.com.au 
Long March Project  www.longmarchspace.com 
The Centre for Performance Research www.thecpr.org.uk/index2.php

Asia–Pacific art resources
The First Asia–Pacific Triennial of Contemporary Art [exhibition catalogue], Queensland Art Gallery, Brisbane, 1993.
The Second Asia–Pacific Triennial of Contemporary Art [exhibition catalogue], Queensland Art Gallery, Brisbane, 1996.
Beyond the future: The Third Asia–Pacific Triennial of Contemporary Art [exhibition catalogue], Queensland Art Gallery, Brisbane, 1999.
APT 2002: Asia–Pacific Triennial of Contemporary Art [exhibition catalogue], Queensland Art Gallery, Brisbane, 2002.
Juanita Kwok and Lucinda McKnight, Film Asia: New perspectives on Film for English, Curriculum Corporation, Melbourne, 2002. 
The 5th Asia–Pacific Triennial of Contemporary Art [exhibition catalogue], Queensland Art Gallery, Brisbane, 2006.
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EARLY YEARS CURRICULUM KIDS’ APT ARTISTS DESCRIPTION OF KIDS’ APT WORK IN THE CLASSROOM

Active learning processes 
Imagining and responding 

Social & personal learning
Social learning (understanding diversity)

Nusra Latif Qureshi (Pakistan/Australia)  
QAG

Enchanted spaces: Children explore aspects of social and cultural 
practices in Pakistan by creating composite drawings, selecting and 
tracing from a range of patterns and animals chosen by the artist. 

After participating in Qureshi’s Kids’ APT interactive, visit some of 
the miniatures in the historical Asian gallery (gallery 2). What are 
some of the similarities and differences between these works and 
Enchanted spaces? 

Active learning processes 
Investigating the natural world 

Justine Cooper (Australia/USA)  
QAG

The call of the wild: Children play a game which investigates the 
classification of animals according to their sounds and characteristics 
— e.g. number of limbs, way of moving, type of skin, sounds made.

Engage children in a discussion about their pets at home. What do 
they look like? Describe their habitats.

Language learning & communication 
Reading & viewing
Writing & shaping 

John Pule (Niue/New Zealand)  
GoMA

Drawing words: Children take part in a collaborative drawing project, 
exploring text and imagery relating to the artist’s Niuean heritage. 

Explore possible links between poetry and drawing. Children could 
listen to the teacher read a poem and create a drawing in response. 

Active learning processes
Investigating technology
Investigating environments

Yang Zhenzhong* (China)  
GoMA

Light and easy (Brisbane): Using technology, children produce an 
image, like the artist’s, where they are pictured balancing an object  
on their fingers.

Create collages using magazine cut-outs to rework a familiar 
landscape into an imaginative new world. 

Health & Physical learning
Fine-motor 

Social & personal learning
Personal learning

Kwon Ki-soo* (Korea)  
GoMA

Run, run, run: Using a universal foam figure that can be manipulated 
by children, the artist conveys the idea that despite their differences, 
people have a lot in common. 

Play a game focusing on favourite games or hobbies. Children can form 
a pair with another child who has similar interests. Create a special 
page for each child focusing on their strengths. Include children’s 
comments. For example, ‘I like Melissa because . . .’

*Artists not featured in the APT5 Education Resource Kit.

CURRICULUM TAbLE 
EARLY YEARS
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THEMES VISUAL ARTS ENGLISH MODERN HISTORY DANCE FILM, TELEVISION & NEW 
MEDIA

DRAMA MUSIC ABORIGINAL & TORRES STRAIT ISLANDER STUDIES

APT in context x  

Organising the world x x

The changing art museum x 

Talking about history x x x x

Local traditions, 
contemporary concerns

x x x

Moving image x x x x x

Questioning performance x x x x x x x

THEMES ARTS SOSE ENGLISH

VISUAL ARTS DANCE MEDIA DRAMA MUSIC CULTURE & IDENTITY TIME, CONTINUITY & 
CHANGE

READING & VIEWING WRITING & SHAPING

APT in context x x 

Organising the world x x

The changing art museum x x

Talking about history x  x x x

Local traditions, 
contemporary concerns

x x x x

Moving image x x x x x x x

Questioning performance x x x x x x x x x

CURRICULUM TAbLE  
YEARS 11–12

CURRICULUM TAbLE  
YEARS 1–10

�0 /
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VISITING THE GALLERY 
FLOOR PLANS
�2 /

Getting to QAG + GoMA

The Queensland Art Gallery (QAG) and the Gallery of Modern Art (GoMA) are located  
within easy walking distance of each other (150m apart), with entrances to both on 
Stanley Place. They are part of the Queensland Cultural Centre, close to the city centre 
and South Bank Parklands.
 
Temporary vehicle set-down is available on Stanley Place, from Grey Street (both directions), 
Montague Road, the Cultural Centre Underpass (not including buses) and Peel Street. There is 
no street parking for school buses near the Gallery.
 
Parking is available at the Gallery/Museum Carpark. Vehicle height restriction is 2.4 metres.  
For information on operating hours and parking rates call (07) 3840 7203.
 
Bus, train and CityCat stops are all within easy walking distance of the Gallery. Alight from 
the bus at the Cultural Centre Busway, from the train at South Brisbane Station, and from the 
CityCat at South Bank 1 terminal.
 
Mobility impaired and wheelchair access is available to both buildings. QAG wheelchair access 
is via the lift on the upper level of the Art Gallery Carpark, via ramps at the front entrance from 
Melbourne Street, and via the street level from Stanley Place, which is located between both 
buildings. GoMA wheelchair access is from street level at Stanley Place and via the lift from the 
Stanley Place Carpark.

Information
Tel: (07) 3840 7303 or (07) 3840 7350
Email: gallery@qag.qld.gov.au
www.asiapacifictriennial.com
www.qag.qld.gov.au 

Opening hours
10.00am – 5.00pm     Monday to Friday
9.00am – 5.00pm      Saturday and Sunday
Closed Christmas Day and Good Friday 
Open from 12 noon to 5.00pm Anzac Day

Visiting information & access
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1.1
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1.3

1.4 
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River 

Lounge

Gallery 3.1–3.2 / Indigenous Australian Art 
Gallery 3.3–3.6 / Collection Display 
 

Gallery 2.1 / Media Gallery 
Gallery 2.2 / Cinema A 
Gallery 2.3 / Cinema B 
 
 

Gallery 1.1–1.3 / APT5 
Gallery 1.4 / Children’s Art Centre, Kids’ APT 
 

Gallery P1 & P2 / Children’s Art Centre,  
 Kids’ APT 

Parents Room 

Restrooms 

Gallery of Modern Art 

Members  

Lounge 

First Aid 

Cloak Room 

Foyer 

Cafe 

Gallery 

Store,  

Modern 

Library 

Cafe 

Cinema Tickets 
TIX 

Gallery Store Information 

Telephone 

Gallery of Modern Art

Entra
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Level 
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Level 

Gallery 1 / APT5 
Gallery 2 / Historical Asian Art 
Gallery 15 / APT5 
 
 

Queensland Art Gallery 

Gallery 11 / Fairweather Room 
Gallery 14 / Queensland Heritage Gallery 
Gallery 17 / APT5 

Watermall  

14 

13 

12 

11 

10 
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17 
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Pelican  
Pool Lounge 
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Entrance 
Gallery 
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Watermall
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15 
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-45 H  /  -30 V 

Stanley Place South Bank Brisbane  |  +61 (0) 7 3840 7303  |  www.qag.qld.gov.au 

BY BUS / Alight at the Cultural Centre Busway, 
Melbourne Street.

BY TRAIN / Alight at South Brisbane Station, corner 
of Melbourne and Grey Streets.

BY FERRY / Alight at South Bank 1 CityCat terminal / 
For train, bus and CityCat/Ferry timetable 
information, telephone TransInfo on 13 1230 or visit 
www.translink.com.au

BY TAXI / Set-down in Stanley Place, from Grey 
Street (both directions) and the Cultural Centre 
Tunnel / A Yellow Cab taxi phone (13 1924) is 
located in the foyer of the Queensland Art Gallery 
and the Gallery of Modern Art. Taxi ranks are located 
outside the Queensland Performing Arts Centre on 
Grey Street and outside the Brisbane Convention 
and Exhibition Centre, corner of Glenelg and 
Merivale Streets.

BY CAR / Paid parking is available at:
Queensland Art Gallery / Queensland Museum 
Carpark / Enter from Grey Street or the Cultural 
Centre Tunnel.
Stanley Place Carpark / Enter from Stanley Place 
or the Cultural Centre Tunnel.
Queensland Performing Arts Centre Carpark / 
Enter from the Cultural Centre Tunnel.
Brisbane Convention and Exhibition Centre 
Carpark / Enter from Grey or Merivale Streets.

Queensland 

Art  Gallery Queensland 

Museum 
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Cultural Centre Tunnel
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William Jolly Bridge 
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Floorplans

Stanley Place South Bank Brisbane  |  +61 (0) 7 3840 7303  |  www.qag.qld.gov.au 
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BY BUS / Alight at the Cultural Centre Busway, 
Melbourne Street.

BY TRAIN / Alight at South Brisbane Station, corner 
of Melbourne and Grey Streets.

BY FERRY / Alight at South Bank 1 CityCat terminal / 
For train, bus and CityCat/Ferry timetable 
information, telephone TransInfo on 13 1230 or visit 
www.translink.com.au

BY TAXI / Set-down in Stanley Place, from Grey 
Street (both directions) and the Cultural Centre 
Tunnel / A Yellow Cab taxi phone (13 1924) is 
located in the foyer of the Queensland Art Gallery 
and the Gallery of Modern Art. Taxi ranks are located 
outside the Queensland Performing Arts Centre on 
Grey Street and outside the Brisbane Convention 
and Exhibition Centre, corner of Glenelg and 
Merivale Streets.

BY CAR / Paid parking is available at:
Queensland Art Gallery / Queensland Museum 
Carpark / Enter from Grey Street or the Cultural 
Centre Tunnel.
Stanley Place Carpark / Enter from Stanley Place 
or the Cultural Centre Tunnel.
Queensland Performing Arts Centre Carpark / 
Enter from the Cultural Centre Tunnel.
Brisbane Convention and Exhibition Centre 
Carpark / Enter from Grey or Merivale Streets.
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Cultural 
Centre 

ENTRY TO THE 
GALLERY OF MODERN ART 
IS FROM STANLEY PLACE

ENTRY TO THE 
QUEENSLAND ART GALLERY 
IS FROM MELBOURNE STREET 
AND STANLEY PLACE

Gallery 3–6 / APT5
Gallery 7–9 / Historical International Art
Gallery 10–14 / Australian Art




