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PART ONE: CREATING THE CONTEXT
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networks of associations through sense perception and metaphorical projections to think

otherwise than they were originally thinking. They use art as a means of personal experience.

The complexity of the work we do may not be obvious in the process I have outlined, but the
important point is the part I play as the connecting link, or lens, between the student, their
background experience and a meaningful artwork. In all stages students tap into my pantry of
knowledge so that they can get the particular ingredients they need to make their story of self
through imagery. But before they can do this they need to feel comfortable and, metaphors of
marriage, birth and houses, are closely associated with the lifestyles of many of the students.
The fact that students make artworks becomes an extension of experiencing who they are, and
this enriches their perception of the world in which they live because they have taken that vital
step in connecting their past associations to the present through a process of semiosis, the on

going reasoning from sign to sign as a continuum of learning.

However, itis important to remember the strong influence the environment and social groups
play in moulding personal experience. Gee (1992: 48) suggests that "a social community
(large or small) provides experiences and focuses the attention through carrying out its social
practices and apprenticing newcomers to it". He terms the social practices of social
communities as "Discourses” that are mastered through acquisition and enculturation. I shall
deal with Gee's theory of "Discourses" in Chapter Two, but firstly it is appropriate to consider
why the concept of personal experience actually needs investigating.
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things, could be identified through reasoning and association that confirmed the
accumulated weight of two thousand years of philosophy.

Our recognition of categories underpins the way in which we normally make sense of
things because we think of categories as quite natural. But in fact we have been raught
to think this way. Theorists such as Lakoff (1987) and Johnson (1987) question the
validity of classical categories and, in so doing, propose changes to the way in which we
make sense of the world that involves what they term “embodiment”, the link between

conceptual schema and the world via human experience.

It can be argued that the work of Peirce has influenced much of the new thinking that is
now questioning the system of duality consolidated by Saussure. Culler (1981) admits
that the work of Peirce "remained unreadable and unpublished" because of its
complexity, but reference to Peirce’s work by Gee (1992) and Smith-Shank (1995)
points to growing interest in his ideas that challenge many of our accepted systems of
understanding. For example, Peirce (1978a) foreshadows concerns with the ambiguity
of representations that has fascinated both literary and art critics throughout this century
in saying:
The object of representation can be nothing but a representation of which .
the first representation is the interpretant. But an endless series of
representations, each representing the one behind it, may be conceived to
have an absolute object at its limit. The meaning of a representation can be
nothing but a representation. In fact, it is nothing but the representation
itself conceived as stripped of irrelevant clothing. But this clothing never
can be completely stripped off; it is only changed for something more
diaphanous. So there is an infinite regression here. Finally, the
interpretant is nothing but another representation to which the torch of truth
1s handed along; and as representation, it has its interpretant again. Lo,
another infinite series. (Peirce, 1978a: 171)
In talking of categories, Peirce (1978a) shows scepticism toward the prevailing notion of
a "synthesizing law" by arguing that categories
... suggest our looking for a synthesizing law; and this we find in the power of

assimilation, incident to which is the habit-making faculty. This is all the
categories pretend to do. (Peirce, 1978a: 179)
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suggested in Figure 3.3.1, show that the main concemn seems to be about deciding
whether properties of experiences are responsible for beliefs (adverbalist) or whether one
comes to know one’s experiences through knowing properties objects appear to have

(sense-datum).

We can suggest that a dilemma lies in playing with the complex and dynamic forces of
our environment that, it can be argued, exert contextual influences of varying degrees.
The thesis proposed here is that personal experience can only be identified within this on-
going conflictual environment in which a singular person must exercise effort and must
think otherwise than previously. It is argued that the influential source may be direct or
indirect because, if art is to be a personal experience, we must acknowledge all those
things that stimulate ways in which we use the imaginative tools in our head to think
anew. How we use these tools seems to be amazingly simple; how we talk about them
appears to pose an insoluble problem. Part of the problem might be seen to lie in
discerning the context in which the talking and doing take place.
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cognitive processes does pose a real problem. [n particular, the extraordinarily diverse,
subtle, complex and interactive states of human cognitive performance defy the precise,
quantitative dynamical modeling. Nevertheless, from an artist’s point of view, the
concept of the coupling of inner and outer processes continuously and simultaneously in
time and space suggests the important part played by our ability to use pictorial patterns in

arranging the context.
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There is nothing new or novel about this practice - it is simply the way in which many artists
work in layering idea upon idea until the final form emerges from the mixture of materials and

concepts.

The context is fluid and changing as awareness of the centrality of artistic experience within the
Australian search for identity allows reflection on personal art teaching practices in which
verbal and visual metaphoric projections suggest ways of linking networks of associations

within and across groups of people.
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At 10 p-m. I arrived in Toowoomba knowing that my work would take a new direction,
as yet unformed, but, now in my mind the story of the Kenniff brothers connected with
the present day owners of properties that had featured strongly in the days of
moonlighting. The commitment by the Sokolls and Barbara Vincent to contribute
authentic objects that lay in sheds covered by ninety five years of dust offered a further
connection of present with past, while simultaneously allowing some sense of ownership

of the exhibition to these people and thus a possibility of experiencing art in a new way.

During my sojourn in Mt. Moffatt, paintings of the landscape had been left as they were,
some scattered on tables, others stacked in folders. It was as though I had momentarily
stepped outside to gather necessary new data, to distance myself mentally and physically
and to re-group the scattered fragments of the story.
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Plate 33. Karen Knight-Mudie. Memory Set In Bits.
Watercolour on Arches 640 gm.
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Secondly, Bustle in a Baking Tin, Plate 34, shows a typical kitchen scene that might be
found on many properties at the turn of the century in which a gauze meat chest, a gauze
meat cover, a glass cruet set, odd cups and saucers and a wooden hutch all can be read as
a visual text that tells us much about the lifestyle of the people and times. Again my own
memories form a way of connecting me to this kitchen. For example, the gauze meat safe
has peculiar relevance. While we had one such meat safe, we also had a cement floored
room, fully enclosed with gauze, where the beast, killed of an evening, would be hung

overnight to set before being cut and stored in kerosene refrigerators the next morning.

In a special way, this room was a sacred place where the ritual of preparing the meat
followed steps of tradition and survival based on need. Always the beast was killed in the
evening and always cut early the next morning for two reasons. Firstly, to avoid
contamination by flies and, secondly, to allow the meat to cure during the coolness of the
night where day time temperatures reached unbearable heat. Thus the ritual was
determined by nature. To interfere with this ritual meant disruption of survival and the
consequences could be disastrous. Hence, for one growing up in an Australian country

environment, the gauze meat safe and gauze meat cover, are symbols of survival.

The following image, Plate 34, depicts these symbols and further personal connection is
evidenced by another copy of a page from my father’s diary that shows a shopping list for
such things as flour, matches and salt that necessitated a trip to town, a day’s journey, to

purchase things that one could not produce on the property.
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Plate 34. Karen Knight-Mudie. Bustle in a Baking Tin.
Watercolour on Arches 640 gm
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The more | thought about my own associations that | capture in images, the more |
thought about the way in which three dimensional artifacts serve the same, or similar,
connections to a way of life for those people who possess such artifacts. Thus | began to
consider ways in which the three varieties of butter churns, the oil jar, the tin tea and sugar
container, the caste iron kettle and other objects lent by people from the Mt. Moffatt
region could be displayed beside the paintings, Memory Set In Bits and Bustle in a Baking
Tin, as an orchestration of many different associations brought together through the story

of moonlighting that has peculiar relevance to various singular persons.

In Section 6.2, when tinkering with the story of the Kenniff Brothers, I discussed my
notion of making a sepia drawing based on the photograph lent by Brenda Vincent of the
pack horses ready for work at Mt. Moffatt Station. We can also recall that an actual pack
saddle had been committed for loan in the exhibition and how | envisaged this three
dimensional object as complementing a drawing. Thus Plate 35, can be seen as my final
fusion of memories, memorabilia and personal associations that a story, such as that of the
Kenniff Brothers, might facilitate. The actual pack saddle can be displayed beneath the
drawing of the very horses, and the pack bags of the era, in which the grisly remains of

the burnt bodies were found, can be displayed beneath the images of the actual people.

Plate 35. Karen Knight-Mudie. Mt. Moffatt Station Packhorses.
Conte drawing on brown paper 240 x 114 cm
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In looking at ways of restructuring art as personal experience and, in deciding to mount an
exhibition of artworks in a regional gallery, the challenge of providing avenues through
which singular persons might sense some form of personal involvement with artworks is
greater because of the normally held view that works in such places are set apart from
viewers (often by signs and ropes) thus creating both a physical and psychological barrier.
However, by introducing Australian works to the public through the gallery system, two
important roles might be highlighted; firstly, as a collection of appropriate examples and,
secondly, the educative function of those examples which is monitored by trained
curatorial staff. However, this practice of selecting art and setting it apart from everyday
life is commonly referred to as the establishment of high art which may be challenged
from my own approach to making art, by suggesting the possibility that art can be seen to
have a much wider function than objective contemplation as the following section

investigates.
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6.6 Exhibiting Trails: Mapping Across Domains.

We can agree that, in a Western society, we do have art sanctioned to be aesthetically
contemplated where artworks in an art gallery are nominated as special and where ritual
does exist in the way in which people enter a gallery and go through certain procedures
such as leaving bags at the counter before moving through the gallery, or joining a guided
tour. However, we also have many different forms of art outside the gallery system such
as community murals and park sculptures to be physically and mentally experienced in the
sense of people feeling that they have made some contribution to the artwork and that
their effort is important. The question remains of how people differentiate between the
variety of artforms within the Discourse of Art when, in some instances, they might rely
on those involved in the institution of art to tell them what is and what is not art. It is
possible that a person might feel a sense of dissonance that arises out of confusion
between their own ability to discern what is meaningful to them and what other people say

should be meaningful with regard to particular artworks.

One problem is reconciling this possible confusion so that neither one interpretation
excludes the other. In thinking through ways of doing this, | considered that different
aspects of artworks offer contrasting ways of looking at the artform that could lead to
reflection, deeper understanding and further inquiry into the Discourse of Art. This raises
the question of whether or not people might actually experience artworks in the sense of
thinking otherwise than previously that entails some exertion, or whether people simply
go through the ritual of visiting a gallery because it appears to be a fashionable past-time
or a form of vicarious experience. In a recent conversation with a staff member at the
Queensland Art Gallery | was told that viewer perusal time for paintings has dropped
from an average of twelve seconds to an average of seven seconds per painting. Further,
various arguments highlight the influence of advertising in which an average thirty two
second commercial might include up to fifteen visual flashes thus suggesting that two

seconds is indicative of the average person’s concentration span.
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In relating this information to my new experience of working with computers | recall my
own excitement as | saw the immediacy of the new skins emerge on images during
preliminary play with the Filter commands of the Adobe Photoshop software programme.
In this way, my own changes in perceptual awareness now allow me to consider reasons
for this diminution in viewer time from an entirely different perspective than suggested by

some arguments put forth by Solso (1994) and Sless (1981).

On the one hand, we have the view that eye movements of trained viewers are more
sweeping than those of untrained viewers who tend to concentrate on representational and
semantic use of visual elements within the picture to find some sort of objective reality.
On the other hand, we have the argument that a glance is just a glance, and that the
amount of information available to the eye depends on how long an image is scanned. If
the first view is correct, the average seven second scanning suggests that many people are
trained viewers whereas, if the second view is correct, the average seven second scanning
suggests that many people look at images in a superficial way that might suggest a
correlation to the way in which advertising, in relying heavily on images, is used to grab

the attention of viewers who now appear to expect the same immediacy of all images.

In relating these two arguments to my own experience of playing with my images using
the computer, we can recall the concern raised in Section 6.4 of differentiating between

the mechanically slick and the magically exceptional because of the immediacy of

possible changes in the images facilitated by using the machine. Admittedly, it took me
longer than two seconds to change my images but, as | became more practiced, | became

aware that sometimes | was actually waiting for the machine to process my command.

However, | do not feel this same sense of anticipation when watching a quick succession
of television commercials because | am neither interested in nor curious about the content.
However, | am now far more critical and observant of the methodology used by many
advertising companies and some artists in generating a kaleidoscope of images within a

very short time span.
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If, as some suggest, encroachment by advertising into the world of Fine Art and vice versa
IS now occurring, this could imply that a sparser and more action-orientated type of
viewing is evolving. Such an implication might underpin reasons for shorter perusal time
of images and might highlight concerns raised by arguments concerning the immediacy of
vicarious experience which cannot be ignored. However, it may be that this type of
vicarious viewing is not necessarily a cause for alarm, but may contribute to recognition

of a vacuum waiting to be filled.

This paradox underpins my thinking that relevance, avenues for personal involvement,
some awareness of internal perceptual interactions, and some understanding of the human
visual system are necessary if one is to propose ways for people to experience artworks in
the sense of personal involvement that generates new ways of thinking. In other words
formal learning can facilitate nothing unless the acquisition process, whereby persons

“pick up” information in Gee’s (1992) sense through association, has already begun.

These considerations motivate my own involvement in mounting an exhibition of
paintings, drawings, three dimensional artefacts and computer images in such a way that
my personal experience might act as an example and present various avenues for others to
participate in making the works a personal experience from their individual points of
view. This does not require formal instruction, but rather an environment in which people
may “pick up” certain aspects of relevance or interest. By using a story as a thematic
structure, it may be possible to provide a rich context of perceptual interactions and

metaphorical projections that may be subconsciously activated in viewers.

In pondering these possibilities, key questions concerning areas of suggested
incompatibility between relationships within art discourses, the collision of professions
and ideologies within the Art Discourse generating conflict between ideals of
individualism and socialization and, notions of personal experience, might be posed. It is

feasible to suggest that meaningfulness is internal to singular persons and thus both
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viewpoints regarding whether a sweeping glance denotes training or lack of training might
be reconciled. On the one hand it might be possible that someone, for example myself as
a watercolourist, is sufficiently adept in recognizing various techniques, that a glance is
sufficient to access the whole story, whereas, on the other hand, a glance for the neophyte
may be indicative of untrained awareness but might lead to a desire to find out more about
the object or phenomenon. For this reason it is important that my exhibition offers
various levels for glancing so that various degrees of personal experience might be

stimulated.

Thus, my idea of a walk in history as the pivotal concept for arranging the images and
artefacts is designed to serve as a means of allowing members of the audience to bring
their own associations to bear on the works, while people unfamiliar with the story and
context will be able to be in the history through duffing my images using the computer as
part of their personal experience. If the exhibition is relevant or interesting enough to
motivate a person to make links between the familiar and the unfamiliar, to compel
someone to think otherwise than he or she has been thinking, the possibility of
manipulating my images might act as a catalyst in generating further interest to engage

someone in new discoveries.

In Section 6.5, | examined the way in which some of my previous images serve as
snippets of gossip hinting at things of which | had not been aware and, in this way | regard
my paintings as chapters in the on going story that involves a whole complex network of
relations. Thus it is possible that other elements may flow in and out of the visual story as
various chapters, contributed by singular persons to enrich the essence of the story that

retains its basic reality grounded in actions that did take place.

In considering that my exhibition of images is only one possible interpretation, it may,
nonetheless, provide a springboard for others to re-think their own snippets of gossip
that, in collision with my visual fragments, might lead to a realisation that art can be a

means of experiencing new ways of thinking. In this way people might find a point of
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reference in my images to map into aspects of the exhibition and, for those who have no
interest in the actual historical aspect of the large drawings and loaned artefacts, the

computer imagery could offer a very different conduit.

This way of thinking evolved through various stages. Firstly, | was aware of the context
of the exhibition and thus the physical dimensions and floor plan of the Atrium Gallery
were vital considerations. The following figure from my diary shows the way in which |
posed questions to myself while contemplating the available gallery space some nine
months prior to the actual exhibition. In struggling with the concept of personal
experience, and how this might be facilitated in a public gallery space, | was searching for
factors that precipitate the convergence of a viewer’s perceptions and associations to
generate some sort of special meaning in remaking existing images. This meant
attempting to identify various linguistic and visual codes and interpretive assumptions that
work in the synthesizing process so that links of interpretation and understanding between
viewers and artworks in a gallery situation might be actualised. In considering that a story
could be a conduit for stimulating these links, I questioned whether it might be possible to
discern certain embodied structures of understanding that recur as patterns of interaction
between an organism with its environment. These questions form the body of my
cogitation as shown in Figure 6.6.1 and underpinned development of the types of
statements and questions designed as appropriate evaluation instruments to gauge viewer

participation and degrees of personal experience.
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Figure 6.6.1 Preliminary Questions: Aims of the Exhibition. (Diary, 1997: 73)
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In pondering these questions, | then started visualising the images in some sort of
syntactical arrangement so that there would be a sense of continuity and cohesion as a
visual story unfolding in space. Owing to the actual layout of the gallery space | was
faced with certain restrictions and it seemed to me that the big 920 cm wall on the right
hand side as one enters the gallery suggested an appropriate space on which to arrange the

court hearing - the victims, the accused and the judges.

In being central, wide and very tall this wall dominates the Atrium space and | imagined
the four large drawings of Justice Pope Cooper & Sir Samuel Griffith (Plate 10),
Constable Doyle & Albert Dahlke (Plate 12), Patrick & James Kenniff (Plate 11) and
Justice Real & Justice Chubb (Plate 9) hanging as a great horizontal centrepiece around
which contextual images might be placed. Also, because the long wall on the left hand
side at the end of the gallery space poses difficulties for viewing owing to the narrowness
of the corridor and relatively shallow ceiling height, | visualised this wall occupied by the
long Marlong Plain drawing (Plate 17) so that viewers would have to walk along the
image and thus scrutinise it as if they were taking actual steps in the landscape. From a
distance the vista could only be seen from an angle and, as is often the case when one
catches a glimpse of something in the landscape, one moves closer to investigate and, in
so doing, concentrates on particular aspects. In this way, the drawing of Marlong Plain

might entice people into focussed and concentrated engagement.

Thus we can see how these big drawings dictated, to some degree, the arrangement of
more incidental fragments in the visual story as Figure 6.6.2 shows. It is worth pointing
out that the challenge of arranging the images entailed much labour and, in this tinkering
with contrary ideas, | did not contemplate using the computer. No doubt there are
software programmes that facilitate this sort of arrangement when one is playing with
elements of space, size, repetition and sequence. However, | felt that |1 was dealing with
much more than arranging elements; | was dealing with personal associations that | did
not want to delegate to a machine and, on my several visits to the gallery, | had to feel the

space around me and play with patterns of arrangement in my mind as a very basic need
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to pick up some sense of how the total exhibition might work. Hence, Figure 6.6.2

represents both labour and love in working with a new concept.
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Figure 6.6.2 Visualizing the Layout of the Exhibition. (Diary, 1997: 72)
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During the next couple of weeks I continued painting and drawing while the images and
story became clearer in my mind as an orchestration of complementary elements to be

displayed in the Atrium Gallery as the following flow chart shows (Figure 6.6.3).
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Figure 6.6.3 Possible Flow Plan of Images. (Diary, 1997: 73)
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As we can see, an oval arrow traces the proposed walk in history as we might follow the
history drawings along the right hand walls of the Atrium gallery space, returning along
the left hand side of the gallery. In my mind, I could visualise the watercolour paintings
of the Mt. Moffatt region leading into the Carnarvon Gorge images. However, in Figure
6.6.4, we can note my initial concentration on the painted images because these, in being
my personal interpretations of the landscape, entailed a much greater challenge in my
story telling from the point of view of putting them in some sort of sequential pattern so
that they might complement and enrich the actual story images based on historic data. Of
course, this does not mean that anyone else is denied a personal choice of reading the
images in any pattern they choose but, as author-artist, | am responsible for the
composition and, like placing words in a text, the placement of my watercolours

exemplifies my personal arrangement of chapters in the story.

In this way | am locating myself as a translator of the story while, at the same time,
standing aside so that others might form their own view. The story and the landscape
elicited a certain visual response from me as depicted in the images but, in the process of
thinking of myself as a lens through which others might see new views, | concentrate on
factual description. We can argue however, that my personal style impacts on the way in
which | create and arrange the images and thus must influence the way in which viewers
might approach the exhibition. Of course this is true; if it is not, | would not exist. Every
mark | make has the possibility of suggesting ways of seeing something from another
viewpoint and thus my deliberation in arranging my own interpretations of the landscape
must involve some subjectivity on my behalf as can be seen in Figure 6.6.4 where | have
listed the paintings, coded them with a letter of the alphabet and put either a horizontal or

vertical rectangle beside each to denote their orientation and possible arrangement.

Moonlighting in Moffatt: Restructuring Art As Personal Experience. Karen Knight-Mudie 1999 © 297



T
/:%g
= », ./33 N
>‘e\

\ W ¥

g /7

o bl O

= )

| OFWF E {
B, ww\
: @mad
gelpnd 0 EOQOR T
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I then played with arranging these little rectangular box symbols which guided me to the

final arrangement which, while further playing on paper intervened, was finally resolved

in the actual hanging of the works.
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A further tinkering with ideas regarding the organisational layout of the overall exhibition
can be seen in Figure 6.6.5 although even later notations can be seen on previous plans
(Figure 6.6.3) which shows my way of re-thinking and re-working previous ideas in an

associative and lateral way rather than following a strictly sequential linear development.
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Figure 6.6.5 Planning Layout for Exhibition (Diary, 1997: 82)

The process of deliberating about the evaluation instrument led to two methods of
collecting data from participants which might entail questions targeting responses to the

‘history walk’ and questions concerning responses to possible manipulation of the
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However, playing with a computer had the potential to create a new relationship with
and/or ownership of the artworks, or denote interest in manipulation of the images, or
foster personal fulfilment through mastery of the machine. In considering these
possibilities and recalling my own experiments and the movement made from the strange
to the familiar as discussed in Section 6.4, I reasoned that performance requires practice
through a type of apprenticeship before we become aware of abstract principles that
underpin the ideology of a discourse. Integral to acquisition is the notion of play in
coming to understand or master something and thus I decided to present the scanned

images in a fashion conducive to play.

Firstly, by storing the images on a compact disc, any 'trashed' images could easily be
replaced with no record of how the 'trashing' occurred. Secondly, the computer
programme, Adobe Photoshop, is a very sophisticated programme that requires a lot of
time and practice to master; yet, if a portfolio of examples and simple instructions are left
beside the computer, these might guide people through the process of becoming familiar
with a new and powerful tool. Thirdly, no provision for printing viewer 'adaptations'
would be available owing to the enormous expense and the possibility of plagiarism.
Freedom to play with the computer can be seen as a subtle way of introducing an alien
tool into a conventional exhibition context because little effort would be required on the
behalf of viewers and, by removing the possibility of failure, viewers might feel brave

enough to try something new.

Although freedom to play is a crucial factor in making strange things familiar, the
important step in moving from sensate gratification to personal .experience lies in the
amount of effort entailed in thinking anew. While the only person aware of this new
thinking is the person doing the thinking, changes in behaviour may be noted and, for
this reason, it might be possible to observe behaviour using a video to record the way in
which various people approach both the map and the computer as the two most

unconventional aspects of the arrangement of the exhibition.
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the context of the images. Thus we can speculate that the initial mental dissonance
experienced through the shock of finding something physically out of place was able to
be resolved by the ease of physical re-orientation thus reducing the mental
disorientation. By placing an artwork on the floor actually to be walked upon, it
appears that this action challenged normal expectations that artworks in a gallery are to
be viewed at a distance on the wall. However, while initially shocking to some degree,
the placement of this artwork in the exhibition became accepted to the extent that

people began to walk on the visual map to examine the images and location of towns.

We can further speculate that those people who were happy to play with the computer
were those who were already familiar with the physical skills of using a keyboard and
mouse, or who had a friend who was willing to demonstrate the physical skills, or who
were in a group in which individual ineptitude did not stand out. Thus it appears that
informal acquisition, such as watching a friend or experimenting in a group, precedes
formal leaming. It might be suggested that, in such an informal situation,
meaningfulness is the singular intake from the communal meaning or, in other words,
the way in which someone acquires certain beliefs and ways of behaving promoted

within a particular discourse.

This may depend on the way in which each person overcomes inner psychological
barriers and this, we can speculate, depends on the strength of the barrier determined by
one’s position in a discourse. For example, one respondent appears to identify certain
belief systems in commenting:
... as far as I'm concerned there is something for everyone e.g.
- computer for children and computer buffs,
- the different mediums used especially the different paper used, paint and
sketching
- 3 dimensional for people interested in past
- the story and paintings for those who find it had to assimilate matter unless
picture and story are present.
Such a comment indicates that this person has identified certain discourses such as
“computer buffs”; those who enjoy variety of media and technique; those who
associate three dimensional artefacts with history; and those who require
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APPENDIX A: THE TWO VERSIONS OF THE KENNIFF
STORY

Story A: Written from the perspective of Authorities
The Kenniff Brothers: Moonlighting in Moffatt.

Story B: Written from the perspective of the Battlers.
Moonlighting in Moffatt: The Kenniff Brothers.
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APPENDIX B: PARTICIPATION EVALUATION FORM
QUESTIONNAIRE.
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APPENDIX C: TRANSCRIPT OF RECORDED STORY ON
WALKMANS.
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APPENDIX D: EXHIBITION CATALOGUE
D1: LIST OF WORKS.
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Creating The Context:

Throughout time myths and legends have conveyed profound truths about superhuman and human existence involving deities and ordinary
human beings placed in an extraordinary setting. While myths in general deal with the immortal world, legends evolve from stories of every-
day human exploits that grow taller in every telling, blending reality with figments of the imagination until the legend takes its place in the
folklore of a community. Such has happened with the staries of Ned Kelly and his gang, Captain Thunderbolt and Yellow Long, and even the
mighty horse, Phar Lap.

As Australians we have inherited many of our stories and beliefs from older cullures. We have mingled myths with larrikins, punters, mates,
duffers and bushrangers in a ‘swag’ of stories in which the size, the loneliness, and the tremendous distances of the Australian outback have
made our creative remembrances hotter, colder, dustier and more devastating than reality could ever be. Inspiration for our visual, oral and
written national idenity has come from the music-halls, convict ballads and campfire yarns that have allowed us to experience a living tradi-
tion that moves from past to present as ways of telling change with new technology.

Karen Knight-Mudie painis ‘stories’ of the Australian landscape wilh the earth, rocks and water assuming the main characters, while the people
and places are evoked through references and allusions. Karen hes made field irips to Kakadu, the Flinders Ranges, Moreton Island, Port
Arthur, Carnarvon Gorge and the Jondaryan Woolshed, where glimpses of Australia's soul has been captured in each series. The lore of the
land whispers through layer upon layer of watercolour as a site for legends to be born, and, at the beginning of this series, the story of Pat
and Jimmy Kenniff trickled into the Moffatt images until il became the torrent.

“Moonlighting in Moffalt” is a product of many field trips, many stories, and much research that opened new directions for the images 1o
move beyond the land, across the creekbeds and campsites to conversations, to the court records, and to the computer.

LIST OF WORKS
L “Forest Vale* Homestead 14 Marlong Plain

Conte drawing on brown paper 209 by 114cm Conte drawing on brown paper 440 by 11dcm
2. “Cremation Rock” 15.  Fragment of Marlong Arch

Conte drawing on brown paper 114 by 255¢m Drawing on Stonehenge 57 by 77¢m
3 Justice Pope Cooper & Sir Samuel Griffith 16.  Waterhole Sketch

Conte drawing on brown paper 251 by 114em Drawing on Stonchenge 77 by 57cm
4, Constable Doyle & Albert Dahlke 17. Meteor Creek Waterhole

Conte drawing on brown paper 220 by 114em Watercolour on Arches 57 by 77cm
5 Patrick and James Kenniff 18.  Lethbridge’s Creek Rocks 1

Conte drawing on brown paper 216 by 114cm Watercolour an Arches 57 by 77cm
6. Justice Real & Justice Chubb 19.  Lethbridge’s Creek Rocks 2

Conte drawing on brown paper 228 by 114cm Watercolour on Arches 57 by 77cm
7. “Carnarvon” Homestead 20.  Below Kenniff Cave

Conte drawing on brown paper 203 by 114em Watercolour on Arches 77 by 57em
8. Races at Mitchell circa 1898 2. Dargonelly Water Hole (diptych)

Conte drawing on brown paper 271 by 1i4cm Watercolour on Arches 154 by S7em
9, “Mt. Moffatt” Station Packhorses 22.  Marlong Arch

Conte drawing on brown paper 230 by 11dem Warercolour on Arches 57 by T7em
10.  Hunter & Co. Store at Yuleba 23.  Carnarvon Creek Crossing

Conte drawing on brown paper 114 by 271em Watercolour on Arches 77 by 57cm
11 “Womblebank” Homestead 24.  Along Carnarvon Trail

Watercolour on Arches 77 by 57em Watercolour on Arches 77 by 57em
12, Memory Set in Bits 25.  Somewhere in Hellhole

Watercolour on Arches 57 by 77em Watercolour on Fabriano 77 by 57em

13.  Bustle in a Baking Tin

Watercolour on Arches 57 by 77em
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