
AA, RichARd vAn deR. Ac4cA. AdAiR (+AiR), John. AdAms, Luke. AhAd, FARhAnA. AheRn, dAvid.  
Aitken, PAm. Akenson, dAvid. AndRews, iAn. AndRews, Justin. ARgyLe, dAnieL. ARiAs, soLedAd. 
AsLAnidis, John. AveRy, eLeAnoR. BAi, PAuL. BALBi, JAy. BALL, sydney. BARBeR, AndRew. Beck, 
mAJeLLA. BeRgmAn, AmARie. BeRing, mARcus. BJøRgeengen, kJeLL. BLAnchFLoweR, cAthy. 
BLonk, JAAP. BoeLt FischeR, michAeL. Bos, Rene vAn den. Bottwin, RichARd. BRAm, stePhen. 
BRAnt, shARon. BRennAn, michAeL. BReueR, LARs. BRown, mARk. BuB, BonitA. BuRt, wARRen. 
ButRon, vicente. cALdeRARo, BiBi. cAneLL, ninA. chAPmAn, dARRyL. chARtieR, RichARd. 
chen, shiAu-Peng. cLiFFoRd, JuLiAnne. cockFieLd, FionA. coLemAn, JAsmin. coomBs, 
soPhie. cRAwFoRd, RogeR. dAgLey, mARk. dAhLhAusen, chRistoPh. dAshPeR, JuLiAn. deAn, 
chRistoPheR. deLeget, mAtthew. deiRmendJiAn, gARy. denys, wARd. diJk, iemke vAn. 
donALdson, A.d.s.. doyLe, cLint. dRummond, BLAise.  dumBReLL, LesLie. dunn, RichARd. 
duRcAn, sARAh. eAstAwAy, Lynne. eAton, JAnenne. egARchos, soPhiA. eveRtz, gABRieLe. 
FARReLL, Anthony. FARReLL, kiRsten. FeehiLy, FeRgus. FeingoLd, dAnieL. FinkLeA, kevin. 
FinLAyson, AnnA. FRAncis, LindA. FRAseR, mARitA. FReytAg, seBAstiAn. FRied, ziPoRA. FRuctLe, 
tom. FuLton, kAte. FusinAto, mARco. gARet, RichARd. geoRgetti, dienA. geRBeR, mAtthys. 
geyeR, BeAtA. gied, suRyA. ginoRi, mAnyA. giovAneLLi, LesLie. goddARd, JuLiAn. goFFmAn, 
sARAh. göttin, dAnieL. gRAeve, michAeL. gRAFF, JAsPeR vAn deR. gReAR, LoRnA. gRinBLAtt, 
JuLio. gRoves, heLgA. gRuneR, BiLLy. günteR, BeRnhARd. gutteRidge, AndRew. hALLARd, 
BRent. hARLow, Lynne. hARPeR, meLindA. hARRis, yoLAnde. hARtmAn, yvo. hAsemAn, shAne. 
hAsweLL, cAz. hickmAn, PJ. hinkLey, mAtt. hoLLeReR, cLemens. hoLLieR, dAnieL. hoLm, PeteR.  
hoog, henRiëtte vAn 't. hoPkins, John. hsiAo, giLBeRt. huston, AndRew. huBmAnn, JoeRg. 
ingRAm, simon. inveRted toPoLogy. JAcoBs, AeRnoudt. JAcoBs, John. JAegeR, gottFRied. 
Jenkins, kyLe. JoAnnou, PoLLyxeniA. Johnson, Jess. Johnston, ALAn. Jones, JonAthAn. 
Joyce, mARk. kAmmeRLing, JAn. kAPFeR, monikA. kARLik, steve. keigheRy, sARAh. keys, nick. 
keLLy, wendy. khAn, FeLiciA. khAvA, meLAnie. kiRkLAnd, Beth. koLLowA, kAtJA. konsoRtium. 
kuBAtkA, dARko. kwi, sLAvek. LAcy, dAnny. LAngLAnds, tom. LAngRidge, emmA. LAnzenstieL, 
simone. LAwLeR, ALex. LeAdBeAtteR, nAomi. Lendon, nigeL. LesLie, AndRew. Levine, dAnieL. 
Lewis, Jo. Lewis, RuARk. LieBes, heidi. Lionni, syLvAn. ListeR, sAndy.  LittLe, stePhen. LóPez, 
FRAncisco. mAcdonALd, FionA. mcdonALd, AdRiAn. mcgiLLick, PAuL. mcgiLLick, tony. mcLeAn, 
tARn. mAckAy, kAte. mAckLin, AndRew. mARkou, JAson. mARtin, Anton. mARtin, dAvid. mARtin, 
FeRgus. mARtinez, RossAnA. mAtARAgA, FRAncescA. mAtos cAPote, JuAn. mAy, Anne mARie. 
menche, dAnieL. miLLeR, geRoLd. miLLiss, iAn. mitch, RomAn. mohR, mAnFRed. montgomeRy, 
wiLL. moRRis, simon. mosset, oLivieR. münch, guido. munRo, victoRiA. nixon, John. noLAn, 
Rose. o' LeARy, heLen. oLLevou, JAnet. oRePuk, RoLAnd. owen, RoBeRt. PAnAtteRi, sALvAtoRe. 
PeAk, chRis. PLoeg, JAn vAn deR. PoLiness, keRRie. PoRck, tineke. PugLieLLi, emidio. PuLie, 
eLizABeth. PuLie, RoBeRt. RALPh, stePhen. RAy, eLLie. RAynoR, Ben. Redmond, meABh. ReyLe, 
AnseLm. RichARds, tRevoR. RoBeRts, mARgARet. RóBeRtsdóttiR, RAgnA. RoBeRtson-swAnn, 
Ron. RockenschAuB, geRwALd. Roden, steve. RosmARin, susie. Roth, RichARd. Rowe, Anne 
L. Rue, Rik.  RydeR, giLes. sAmARtzis, PhiLiP. sAvvAs, nike. schiFAno, kARen. schmidt, gunnA. 
schuReR, BeRnd. schwensen, tony. segAL, AnALiA. seRisieR, dAvid. shALALA, edwARd. shin, 
JeenA. shoemAkeR, mAtt. siLveRtone. simPson, cARA-Ann. smith, gemmA. smith, heLen. 
souLieRe, RoLAnde. sPieLmAn, JuLie. sPRAgue, Quentin. sPRemBeRg, ALex. stägLich, nicoLA. 
swAin, RoBeRt. swAn, ARmeLLe. t, sAnd. tAkAsAkA, mAsAto. tALLmAn, John. tAn, teong-eng. 
thomAs, dAvid. thomAs, dAvid m. thomPson, BRiAn. tiLmAn. titmARsh, mARk. todAReLLo, 
PAtRiciA. tRendALL, Justin. tRiFF, tony. tRinceRe, Li-. tuRneR, Boyd. unswoRth, ken. vARgA, 
eLke. voisine, don. voskuiL, JAn mAARten. viLLA, ken. wALshe, JenniFeR. wALteR, ReginA. 
wALwicz, AniA. wAtkins, RoBin. white, emmA. wieBke, kARL. wiLdneR, thomAs. winkLeR, 
guido. witmeR, dougLAs. wyBRAniec, JuRek. zAhn, michAeL. zARRo, micheLe. zodeReR, BeAt.
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John Adair Untitled, 2010. Photo courtesy of the artist



Quentin Sprague Untitled, 2006Vicente Butron LAP No.210, 2005



 Helen Smith Orange Safety Sticker #3, 2009



David Ahern Journal, 1969



Shane Haseman Modern Masters (Reich), 2008



Julian Goddard 43211234, 2008  Ian Milliss Rope Construction, 1969





Ben Raynor Twin Flag, 2009 Tony Schwensen Self Titled Installation, 2007



Ken Villa Fabricated Text, 2009



Kent Jonhson Photo – Lars Breuer, Konsortium Group, 2009. Photo courtesy of the artist  David M Thomas Untitled, 2009





 Marcus Bering Dot, 2006 
Jasmin Coleman System, 2009 Photo by J. Adair

 Alex Lawler Untitled I want you back, 2008. Photo courtesy of the artist
 Julian Dashper Recordings of a Gallery, 2004
Andrew Gutteridge Shadows, 2007



 Jeena Shin Wall work, 2006
  Boyd Turner Retrospective, curator ADS Donaldson, 2007

Susie Rosmarin Gingham No.3, 2009





 Ward Deny The Uni-Bombers Greenhouse, 2008 Esther Stocker Seeing as 1, 2000, video still, b/w, silent, 30 sec. 
Photo courtesy of the artist



Patricia Todarello Assemblage No.2, Sarah Keighery & Rolande Souliere collaboration, 2009



Richard Roth Plywood Violin, 2009; Vessy 2, 2006, Happy Hour , 2008; Batteries Not Included, 2008



PJ Hickman Insert [AN ARTIST'S NAME], 2008. Photo courtesy of the artist



PJ Hickman Insert [AN ARTIST'S NAME], 2008. Photo courtesy of the artist Nigel Lendon Antecedent: Untitled Industrial Structure, unlimited ed, 1970



Warren Burt Performance of SNO 54, 2009  Andrew Leslie IN, 2008. Photo courtesy of the artist





Fergus Martin Low 2, 2009



Jurek Wybraniek The Painting and Its Double (Despair, yellow + pink combo # 8), 2003



Melanie Khava Yellow made painting, 2010. Photo courtesy of the artist



John Nixon 9 Colour Flag II, 2008. Photo courtesy of the artist



Matthys Gerber Untitled wall painting installation, 2007



Shaiu-Peng Chen Half Batchelor, 2009



Ken Unsworth Marquette, c.1970s



Trevor Richards New Work, 2009. Photo courtesy of the artist



Caz Hasswell Untitled, 2007



Matt Hinkley Posters, 2006



Ruark Lewis Banalities for The Perfect House, 2005 (Performance/installation with Rainer Linz)



Richard Dunn Untitled (Orange),1985. Photo courtesy of the artist



Karl Weibke Untitled (Flag Series), 1974



Justin Andrews Low Trance Assembly, 2009. Photo courtesy of the artist





Simon Morris Manganese blue Line 5 hours 57 minutes, 2009





Manya Ginori CIN Modular Panel Painting 7, # 01, 2009 Andrew Huston Manhattan Installation, 2009



Sophis Egarchoz Untitled, 2009 
   
 



Gilbert Hsiao Jumpin’ Punkins, 2009Tony Triff Isosceles Green, 2004 



Cathy Blanchflower Aereo, 2005. Photo courtesy of the artist



Kjell Bjørgeengen (Norway)  / Salvatore Panatteri (Australia) Untitled, 5 channel video installation, 2007





 John Aslanidis Sonic No. 16, 2008 Tony McGillick No.20, 1966



 Christopher Dean Welcome to Central St, 2006
Gerwald Rockenschaub Untitled wall work, 2006

  Mark Joice The Deeps, 2009
 Lynn Eastaway Installation, 2007. Photo courtesy of the artist





Stephen Little Untitled, 2009. Photo courtesy of the Artist



Giles Ryder Painting for Brazil, 2008, & Spectral Magenta, 2006



Beat Zoderer SNO CCNO SCA Project Sydney, 2008. Photo courtesy of the artist & Dominik Mersch gallery



Pam Aitken Factory Installation, 2009. Photo courtesy of the artist



Sydney Ball Modular, 2005  Billy Gruner What is Post-formalism, Paris Concret, 2009





Gemma Smith Untitled No.12, 2008. Photo courtesy of the artist



 David Serissier Untitled blue diptych, 2009
 Sophie Coombes Red-3, 2006 
 Kjell Bjorgeengen 171 Khz Live, 2007. Photo by Salvatore Panatteri



Masato Takasaka The Edge of Insanity, 2008  Sarah Goffman Installation, 08





Mark Titmarsh SNO 26, 2007



Justin Trendall Untitled, 2007



Clemens Hollerer SW, 2009



Andrew Macklin I’m Just a Whisper Away, 2009 Anthony Farrell Restretch No.22, 2010 Photo courtesy of the artist



 Kyle Jenkins Urban Geometry #157 (Wall drawing / detail), 2007 



Inverted Topology, 2007





 Rose Nolan Halfhearted, 2007 Alex Spremberg AC4CA, Fremantle, 2009. Photo courtesy of the artist





 Rossana Martinez & Matthew Deleget Escape from NY, 2007 David Thomas 4 Two Colours Paris, 2008. Photo courtesy of the artist





 Christoph Dahlhausen Some glamour will do, 2009. Photo courtesy of the artist Sarah Keighery Salt Line, 2009





Jan van der Ploeg Budweiser #206, 2007



Collective Monochrome Project, CCNOA Brussels, 2008



Daniel Göttin Factory 11 Wall work, 2005





Assemblage No.1, The Leiden Project, 2008





Richard Van der Aa UND/SNO event, Nice France 2009 Jan Maarten Voskuil Stuck in budweis, 2007. Photo courtesy of the artist





 Michael Graeve SNO/A.NOA Show, Bonn Sound Installation, 2008 Daniel Argyle Untitled, 2008. Photo courtesy of the artist





JOHN ADAIR : UNTITLED : 2010
Gerold Miller Street Poster, 2006. Photo courtesy of the artist



 SNO Building, Marrickville, Sydney
 Tony McGillick show, 2010
Tilman & Kyle Jenkins, installation, 2005

 UND Group, Amsterdam, 2006 - Curators Tilman, Gruner & Van Der Ploeg
 Portrait of Sarah Keighery, 2010. Photo by John Adair
Adrian Mcdonald and Manya Ginori, Red Gestell, SNO 2009



Minus Space show in PS1 Moma, New York, 2009. Photo courtesy of Minusspace

 UND Group, Amsterdam, 2006 - Curators Tilman, Gruner & Van Der Ploeg
 Portrait of Sarah Keighery, 2010. Photo by John Adair
Adrian Mcdonald and Manya Ginori, Red Gestell, SNO 2009



EXHIBITIONS INDEX



SNO 1 March 25, 2005  

Pam Aitken, Vicente Butron, Billy Gruner, Kyle 

Jenkins, Andrew Leslie, John Nixon, Tony Triff

SNO 2 April 22 — May 5, 2005  

David Akenson, Justin Andrews, Stephen Bram, 

Daniel Göttin, Sarah Keighery, Melanie Khava, Beth 

Kirkland, Simon Morris, Salvatore Panatteri, Trevor 

Richards, Giles Ryder, Helen Smith, Tilman, Jurek 

Wybraniec

SNO 3 May 20 — June 9, 2005 

Daniel Göttin, Billy Gruner, Stephen Little

SNO 4  June 10 — June 25, 2005 

Anthony Farrell, Sandy Lister, Jan van der Ploeg, 

Tony Triff

SNO 5 June 30 — July 16, 2005 

Majella Beck, Sarah Keighery, Melanie Khava, Jan 

van der Ploeg

SNO 6 July 21 — August 6, 2005 

Pam Aitken, Vicente Butron, Darryl Chapman, 

Sophie Coombs, Julian Dashper, Christopher Dean, 

Richard Dunn, Marco Fusinato, Helga Groves, 

Melinda Harper, Simon Ingram, Kyle Jenkins, 

Stephen Little, Kate Mackay, John Nixon, Janet 

Ollevou, Jan van der Ploeg, Elizabeth Pulie, Anne L. 

Rowe, David M.Thomas, Regina Walter

SNO 7 August 11 — August 27, 2005

AC4CA, Daniel Göttin, John Nixon, Jan van 

der Ploeg, Trevor Richards, Helen Smith, Alex 

Spremberg, Jurek Wybraniec

SNO 8 September 1 — 17, 2005

Kyle Jenkins, Olivier Mosset, Tilman

SNO 9 September 22 — October 8, 2005

Justin Andrews, Sydney Ball, Lynne Eastaway, 

Olivier Mosset, Salvatore Panatteri

SNO 10 October 14 — 29, 2005

Luke Adams, Christoph Dahlhausen, Kirsten 

Farrell, Anna Finlayson, Matt Hinkley, Anne Marie 

May, Olivier Mosset, John Nixon, Kerrie Poliness, 

Quentin Sprague, David Thomas, Karl Wiebke

SNO 11 November 4 — 19, 2005

Vicente Butron, Andrew Leslie, Olivier Mosset
 Billy Gruner, SNO-Factory 11, 2005



SNO 12  November 25 — December 10, 2005

Jay Balbi, Billy Gruner, Francesca Mataraga, Simon 

Morris, Olivier Mosset, David Serisier, Jeena Shin

SNO 13 December 16 — 31, 2005

Andrew Huston, Beth Kirkland, Chris Peak, Trevor 

Richards, Silvertone

SNO 14 February 17 — March 4, 2006

Pam Aitken, David Akenson, Sydney Ball, Andrew 

Barber, Marcus Bering, Stephen Bram, Vicente 

Butron, Sophie Coombs, Christoph Dahlhausen, 

Anthony Farrell, Tom Fructle, Beata Geyer, Manya 

Ginori, Leslie Giovanelli, Daniel Göttin, Michael 

Graeve, Billy Gruner, Peter Holm, Andrew Huston, 

Simon Ingram, Kyle Jenkins, Monika Kapfer, Sarah 

Keighery, Felicia Khan, Melanie Khava, Darko 

Kubatka, Tom Langlands, Simone Lanzenstiel, Ruark 

Lewis, Sandy Lister, Stephen Little, Anton Martin, 

Simon Morris, John Nixon, Salvatore Panatteri, Jan 

van der Ploeg, Elizabeth Pulie, Robert Pulie, Trevor 

Richards, Jeena Shin, Gemma Smith, Helen Smith, 

Armelle Swan, David Thomas, Tilman, Tony Triff, 

Jurek Wybraniec

SNO 15 March 31 — April 29, 2006

Christoph Dahlhausen, Matt Hinkley, Jan van der 

Ploeg, Helen Smith, Tony Triff

SNO 16 May 5 — May 28, 2006

Paul Bai, Christoph Dahlhausen, Diena Georgetti, 

Billy Gruner, David M.Thomas

SNO 17 June 2 — July 6, 2006

Pam Aitken, Vicente Butron, Billy Gruner, Kyle 

Jenkins, Andrew Leslie, John Nixon, Salvatore 

Panatteri, Tony Triff

SNO 18 July 7 — July 30, 2006

Pam Aitken, Daniel Argyle, Marcus Bering

SNO 19 August 4 — 27, 2006

Christopher Dean, Ian Milliss, Salvatore Panatteri, 

Quentin Sprague

SNO 20 September 1 — October 1, 2006

Sydney Ball, Vicente Butron, Lynne Eastaway, Jan 

Kammerling, Konsortium: Lars Breuer, Sebastian 

Freytag, Guido Münch



SNO 21 October 6 — 29, 2006

David Akenson, Anthony Farrell, Kyle Jenkins

SNO 22 November 3 — December 3, 2006

Justin Andrews, Andrew Leslie, Jeena Shin, Julie 

Spielman, Masato Takasaka

SNO 23 December 1, 2006 — end of February, 2007

Gerold Miller, John Nixon, Anselm Reyle, Gerwald 

Rockenschaub, Jeena Shin

SNO 24 February 9 — March 4, 2007

Sophie Coombs, Elizabeth Pulie, Tony Schwensen, 

David M.Thomas

SNO 25 March 9 — 31, 2007

Yolande Harris, Sarah Keighery, Ruark Lewis, 

Francesca Mataraga, Robert Owen

SNO 26 April 6 — 29, 2007

Jay Balbi, Michael Graeve, Stephen Ralph, Mark 

Titmarsh, Justin Trendall

SNO 27 May 4 — 31, 2007

Christoph Dahlhausen, Sarah Goffman, Francisco 

López, Margaret Roberts, Ron Robertson-Swann

SNO 28 June 1 — 30, 2007

Richard Chartier, Lynne Eastaway, Andrew Leslie, 

Emidio Puglielli, David Serisier

SNO 29 July 6 — 29, 2007

John Adair (+air), Matthys Gerber, Bernhard Günter, 

Caz Haswell, Rose Nolan

SNO 30 August 3 — September 2, 2007

Soledad Arias, Richard Bottwin, Sharon Brant, 

Michael Brennan, Bibi Calderaro, Mark Dagley, 

Matthew Deleget, Gabriele Evertz, Daniel Feingold, 

Kevin Finklea, Linda Francis, Zipora Fried, Marco 

Fusinato, Julio Grinblatt, Lynne Harlow, Gilbert 

Hsiao, Andrew Huston, Steve Karlik, Daniel Levine, 

Sylvan Lionni, Rossana Martinez, Juan Matos 

Capote, Manfred Mohr, Karen Schifano, Analia 

Segal, Edward Shalala, Robert Swain, Li - Trincere, 

Don Voisine, Douglas Witmer, Michael Zahn

SNO 31 September 7 — 30, 2007

Julian Dashper, Billy Gruner, Simon Ingram, Slavek 

Kwi, John Nixon



SNO 32 October 5 — November 4, 2007
Farhana Ahad, Justin Andrews, Michael Boelt 
Fischer, Vicente Butron, Anthony Farrell, Kate Fulton, 
Inverted Topology, Kyle Jenkins, Danny Lacy, Naomi 
Leadbeatter, Heidi Liebes, Roman Mitch, Simon 
Morris, Philip Samartzis, Masato Takasaka, Tilman

SNO 33 November 2 — December 2, 2007
Kjell Bjørgeengen, Daniel Göttin, Salvatore Panatteri, 
Matt Shoemaker

SNO 34 December 7 — 30, 2007
A.D.S. Donaldson, Clint Doyle, Jasper van der Graff, 
Yvo Hartman, Daniel Menche, Boyd Turner, Jan 
Maarten Voskuil, Thomas Wildner

SNO 35 March 8 — 30, 2008
Roger Crawford, Andrew Gutteridge, Stephen Little, 
Bernd Schurer, Tony Triff

SNO 36 April 4 — May 6, 2008
Gottfried Jaeger, David Martin, Emidio Puglielli, Ellie 
Ray, Steve Roden

SNO 37 May 9 — June 1, 2008
Richard Garet, Beata Geyer, Sarah Keighery, Melanie 
Khava, Nike Savvas

SNO 38 June 7 — June 29, 2008
Ward Denys, Billy Gruner, Clemens Hollerer, Andrew 
Leslie, Rik Rue, Tilman

SNO 39 July 5 — 27, 2008
Jonathan Jones, Nigel Lendon, Jo Lewis, Ruark 
Lewis, Ania Walwicz

SNO 40 August 2 — 27, 2008
Jaap Blonk, Lynne Eastaway, Sophia Egarchos,  
Giles Ryder

SNO 41 September 6 — 28, 2008
Daniel Argyle, Anthony Farrell, PJ Hickman, 
Aernoudt Jacobs

SNO 42 October 4 — November 2, 2008
Richard van der Aa, Marcus Bering, Sarah Keighery, 
Melanie Khava, Rolande Souliere, Masato Takasaka, 
Brian Thompson, Patricia Todarello, Michele Zarro

SNO 43 November 8 — December 7, 2008
John Adair (+air), Cathy Blanchflower, Christopher 
Dean, Iemke van Dijk, Anthony Farrell, Manya Ginori, 
Michael Graeve, Emma Langridge, Ben Raynor, John 
Tallman, Ken Villa, Karl Wiebke, Guido Winkler



SNO 44 December 12 — January 25, 2009
Shane Haseman, Jason Markou, Will Montgomery, 
Gemma Smith, David M.Thomas

SNO 45 February 7 — March 1, 2009
AC4CA, Julianne Clifford, Julian Goddard, Daniel 
Göttin, Billy Gruner, Joerg Hubmann, Kyle Jenkins, 
Andrew Leslie, John Nixon, Jan van der Ploeg, 
Trevor Richards, Cara-Ann Simpson, Helen Smith, 
Alex Spremberg, Jurek Wybraniec

SNO 46 March 7 — 29, 2009
Rene van den Bos, Gary Deirmendjian, Daniel Hollier, 
Wendy Kelly, Tineke Porck, Ken Unsworth, Jan 
Maarten Voskuil, Ken Villa

SNO 47 April 4 — April 26, 2009
David Ahern, Ruark Lewis, Fiona MacDonald, Ian 
Milliss

SNO 48 May 2 — 31, 2009
Mark Brown, Richard Dunn, Marita Fraser, Manya 
Ginori, Alan Johnston, Alex Lawler, Adrian 
McDonald, Ragna Róbertsdóttir, Teong-Eng Tan

SNO 49 June 6 — 28, 2009
Fiona Cockfield, Jasmin Coleman, Kyle Jenkins, Tarn 
McLean, Cara-Ann Simpson

SNO 50 July 4 to 26, 2009
Richard van der Aa, John Adair (+air), Ian Andrews, 
Daniel Argyle, Jay Balbi, Amarie Bergman, Cathy 
Blanchflower, Jasmin Coleman, Roger Crawford, 
Christoph Dahlhausen, Christopher Dean, Gary 
Deirmendjian, Iemke van Dijk, Lynne Eastaway, 
Sophia Egarchos, Anthony Farrell, Daniel Göttin, 
Michael Graeve, Billy Gruner, Yvo Hartman, PJ 
Hickman, Clemens Hollerer, Daniel Hollier, Andrew 
Huston, Kyle Jenkins, Sarah Keighery, Nick Keys, 
Wendy Kelly, Melanie Khava, Beth Kirkland, Alex 
Lawler, Naomi Leadbeatter, Andrew Leslie, Ruark 
Lewis, Stephen Little, Fiona MacDonald, Adrian 
McDonald, Gerold Miller, Ian Milliss, Simon Morris, 
Olivier Mosset, John Nixon, Roland Orepuk, Tineke 
Porck, Elizabeth Pulie, Ben Raynor, Trevor Richards, 
Margaret Roberts, Giles Ryder, David Serisier, Cara-
Ann Simpson, Rolande Souliere, Alex Spremberg, 
Masato Takasaka, John Tallman, David M.Thomas, 
Tilman, Patricia Todarello, Ken Unsworth, Ken Villa, 
Karl Wiebke, Guido Winkler, Jurek Wybraniec



SNO 51 August 1 — 30, 2009

John Aslanidis, Gilbert Hsiao, Susie Rosmarin

SNO 52 September 5 to 27, 2009

Cathy Blanchflower, Shiau-Peng Chen, Emma 

Langridge

SNO 53 October 3 — November 1, 2009

Konsortium: Lars Breuer, Sebastian Freytag, Guido 

Münch

SNO 54 November 7 — 29, 2009

Warren Burt, Andrew Macklin, Richard Roth,  

Sand T

SNO 55 December 5, 2009 — January 31, 2010

Nina Canell, Sarah Durcan, Blaise Drummond, Fergus 

Feehily, John Hopkins, Andrew Huston, Pollyxenia 

Joannou, Mark Joyce, Fergus Martin, Adrian 

McDonald, Victoria Munro, Helen O’Leary, Meabh 

Redmond, Jennifer Walsh, Robin Watkins

SNO 56 February 6 — 28, 2010

Eleanor Avery, Bonita Bub, Leslie Dumbrell, Janenne 

Eaton, Surya Gied, Lorna Grear, Henriëtte Van ‘T 

Hoog, Andrew Huston, John Jacobs, Jess Johnson, 

Katja Kollowa, Tony McGillick, Olivier Mossett, Rik 

Rue, Nicola Stäglich, Gunna Schmidt, Elke Varga, 

Emma White

SNO 57  March 13th — 28th, 2010

John Adair, Pam Aitken, Ian Andrews, Justin 

Andrews, Daniel Argyle, Sydney Ball, Cathy 

Blanchflower, Lars Breuer, Vicente Butron, Christoph 

Dahlhausen, Lynn Eastaway, Sophia Egarchoz, 

Daniel Gottin, Sarah Keighery, Melanie Khava, Kyle 

Jenkins, Andrew Leslie, Ruark Lewis, John Nixon, 

Salvatore Panatterie, Jan Van Der Ploeg, Adrian 

McDonald, Brian Mahoney, Trevor Richards, Giles 

Ryder, Masato Takasaka, Tilman, Tony Triff

 Tony McGillick Retrospective Curators Paul McGillick, Lauren McGillick, Billy Gruner, John Adair, 2010. Photo by John Adair





SPACE INSIDEOUTSIDE

INSIDE ENCLOSED OUTSIDE



Much cultural discussion today focuses on the movement of ideas, images, goods and people 

across physical or virtual boundaries, stressing the apparent mutability of all things in the 

present. Indeed, it is several decades now since there were any clear organizing principles 

in contemporary art. v Aranda, Brian Kuan Wood and Anton Vidokle describe the use of 

the ‘modest temporal signifier’ contemporary to refer to recent art as a ‘de facto standard’ 

through which the institutional cornerstones of the art system stress their currency. To be 

contemporary, they write, ‘is to be savvy, reactive, dynamic, aware, timely, in constant motion, 

aware of fashion.’1 In deferring to the immediacy of the present, the art system no longer 

expects artists to have a specific investment in or response to art historical schemas. Equally, 

the predominance of social themes in recent art means that art is rarely the subject of art today, 

the social, political and philosophical dimensions of cultural practices monopolising cultural 

debate to the exclusion of interest in the historical unfolding of the aesthetic, past and present. 

This essay, by contrast, concerns an artist-initiated gallery with a deep and specific investment 

in aesthetic frameworks and the threads of art history. This specificity of engagement begins 

with an explicit and unique connection to the gallery’s national context and to a distinct set 

of art practices: non-objective, concrete and new abstractionist forms of art understood by 

their makers as contemporary in style and intent. In a period in which the art system privileges 

diversity, expansiveness, boundary-crossing and diffusion, the name Sydney Non Objective 

(henceforth SNO) bears witness to exacting, self-limited interests in ways that are simultaneously 

straightforward, complex and involve a deliberate degree of risk. For instance, if globalisation 

Sydney Non Objective: Redrawing the 
geography and history of abstraction in  
the context of the contemporary

Carolyn Barnes

 Robert Owen Notes to Myself 1968, 1977-2007



discourses have made the exploration of the ‘local’ credible and current, incorporating Sydney 

in SNO’s name invokes an older, more burdened, modernist dialectic of internationalism/

provincialism. To those attuned to the inference, a name evoking an earnest artists’ society of a 

much earlier era underscores the seriousness of the SNO enterprise, rejecting the requirement 

that contemporary art be merely ‘au courant’. In fact, it stresses that an alternate route is required. 

It was in late 2003, following the closure of the galleries CBD and Pendulum, which had 

supported newer abstractionist styles and the work of grunge and ambient artists, that the artists 

Billy Gruner and Andrew Leslie saw the need for a gallery for non-objective art.2 Shortly after, 

Pam Aitken, Vincent Butron, Kyle Jenkins, Sarah Keighery, John Nixon, Tony Triff, and later 

Salvatore Panatteri joined Gruner and Leslie to establish the first iteration of SNO in a factory 

in Marrickville, aiming to provide a sympathetic and well-organised exhibition venue for the 

non-objective artists they knew living in Brisbane, Fremantle, Melbourne and Sydney. Founding 

SNO sought to highlight the specificity of developmental, experimental, purist and reductive 

forms of abstractionist art as a counter to the normalisation and lack of attention to difference 

in Australian art. Others have since given their considerable support to the gallery, expanding 

its program, these including Ian Andrews, Daniel Argyle, Sophia Egarchoz, Giles Ryder, Ruark 

Lewis, Adrien McDonald, Brian Mahony and Trevor Richards.

The opening of SNO in March 2005 declared the interest of the artists involved in autonomy 

and self-determination, the gallery augmenting a group of important artist-initiated exhibition 

venues established in Australia since the late 1960s, the most relevant to SNO being Central 

Street Gallery (Sydney, 1966–1969), Art Projects (Melbourne), Q Space (Brisbane) and associated 

exhibition venues established by John Nixon (1979–1984), Store 5 (Melbourne, 1989–1993), 

CBD (Sydney, 1992–1999), Pendulum (Sydney, 1994–1999) and Penthouse and Pavement 

(Melbourne, 1999–2002). Each historical period, however, presents artists with different reasons 

to extend their involvement in art beyond art making. Where early, artist-initiated exhibition 

venues stressed the importance of freedom, experiment and a refusal of aesthetic or ideological 

compromise, the increasing instrumentalisation of Australian contemporary art from the 

mid-1970s by various cultural and social institutions highlighted the redundancy of outsider 

positions as an approach to influencing art world change, raising artists’ need to intervene in 

the contextualisation and discursive framing of their work. 

As a program, SNO has sought to harness the collective agency of artists to address the meanings 

of abstraction from the perspective of the present and that of art history, attending to a tangle 

of assumptions about the nature of Australian abstract art and abstraction in general. For 

instance, the gallery’s name, in linking the practice of abstraction to a specific place, addresses 

the problematic relationship between modernist arguments for the universality of abstraction 

and the Euro-American bias in canon formation in abstract art, modern, postmodern and 

recent. The exhibition program at SNO engages art critical and art historical discourses and 

curatorial practices on two levels. It asserts the existence of a strong and continuing thread of 

abstraction in Australian and overseas art. By elucidating the heterogeneous nature of related 

practices in Australia and further afield, it contests the poverty of analysis and understanding 

of abstraction, both concrete and pure non-objective styles. 



When cultural and geographic boundaries are perceived as open and permeable, as they 

are today, it is routine to see what happens in any one place as the result of divergent 

cultural and social influences, both external and internal. For much of the twentieth century, 

however, totalizing claims about the nature of ‘genuine’ Australian art demanded that artists 

focus on elaborating something distinctive about Australia, introducing pervasive tropes of 

derivativeness and inauthenticity and centre/periphery divisions into historical discussions of 

Australian abstraction. SNO’s name recognises debates in the 1940s and 1950s over the nature 

of authentic contemporary art between the supporters of Melbourne figurative modernists and 

Sydney abstract artists. Conversely, formalist representations of abstraction that circulated in 

Australia during the late 1960s and early 1970s negated the value of the local and national in art. 

Managing a line

SNO’s exhibition program is designed to exemplify the development of new genres of abstract 

art by groups of well-informed Australian and overseas artists, highlighting specific aesthetic 

and theoretical concerns, media and means of production, artists’ developmental positions 

and the different cultural and social realities from which they emerge. There are also kinds of 

contemporary abstract art that are not exhibited at SNO, rejecting perceptions of abstraction 

as a unitary field of art practice. The work presented at SNO takes a reflexive stance towards 

abstract production beyond realist interpretations of the abstract. The work mostly seeks to 

demystify art making by systematically demonstrating its conceptual, material and procedural 

basis, the directness of production excluding overly aesthetic or market-driven qualities and 

all ironic uses of local forms of abstraction. In this respect, the artists involved all see that 

overcoming regional art history to assert specific and advanced positions on the nature of the 

abstract is a necessity. 

Billy Gruner describes the work presented at SNO as post-formalist in continuing to develop, 

in radical terms, a significant and complex array of counter-modernist interests in aesthetic 

structures, thus declaring the particularity of the gallery’s offerings in relation to the flux of 

contemporary abstract art. An example is Gruner’s essay ‘Post-Formalism in Recent Australian 

Art’, which accompanied the 2008 exhibition of the work of artists associated with SNO at the 

Brooklyn artist-run gallery Minus Space.3 Of course, linking current abstraction to formalism, 

even as a ‘post’ form, provides more than a convenient term of reference. Given the history 

of formalism internationally and in Australia, it is an act of ideological confrontation that links 

the art presented at SNO to a particular hermeneutic position on the nature and purpose of 

art as well as some of the most intractable debates that have run through late modernist and 

postmodern art. Having formalism stand for the all of the work presented at SNO is clearly 

an historical abstraction, but it is a term that provokes people to think about what is on offer. 

Otherwise, the gallery locates the art it presents within the broader ambit of non-objective, 

concrete and abstract art. 

Mainstream art history and criticism 

In revealing the continuity and strength of pure forms of abstractionist/non-objective art 

through its survey-style exhibition program, SNO intercedes in art history, contesting the 

representation of abstraction as an exhausted modernist project. The related historical 



dynamics of artist critique and postmodernism in recent Australian art also comes into 

play here. In the late 1960s and 1970s, formalist modernism came under sustained attack 

in Australia from vanguard artists with new interests in the effects and structures of the 

art system and other social institutions. Their representation of formalist abstraction as 

encapsulating elitism and hermeticism added a new layer of negative meanings to the 

one-dimensional perceptions of abstraction already circulating in the Australian art world 

following the debates over cultural authenticity and orientation, abstraction and figuration in 

the 1940s and 1950s.4 

The growing influence of formalist art and criticism in Australian art during the 1960s coincided 

with the emergence of an art system based on the unprecedented commercialisation and 

institutionalisation of contemporary art. A reactionary academicism had kept modern art, both 

abstract and figurative, out of Australian public galleries for much of the twentieth century. The 

linking of late modernist abstraction to the Australian museum sector through the exhibitions 

Two Decades of American Art (NGV, 1967) and The Field (NGV and AGNSW, 1968), each in 

their own way an unprecedented presentation of modern art in an Australian museum, pointed 

to a new period of exclusion for any artists not involved in formalism. The curatorial schema 

and catalogue essays for Two Decades of American Art and The Field stressed a modernist 

teleology, representing recent American abstraction as heir to a singular tradition of modernist 

painting and sculpture established in Europe in the mid-19th century and constituting the only 

valid basis for contemporary Australian art. The connection to Euro-American art eroded the 

cultural integrity of Australian abstraction, while the priority both exhibitions afforded formalist 

accounts of modernism denied the diversity of abstract practices in the exhibitions, reinforcing 

myopic views of abstraction already operating in Australia. 

For many younger, radicalised artists, however, formalism’s self-reflexive aesthetic came to 

spell the lack of social engagement and implosion of modernism. Some, like Ian Burn, Tim 

Johnson, Peter Kennedy, Ian Milliss, John Nixon and Mike Parr, were already exploring the 

critique of formal independence found in minimal and conceptual art. Where late modernism 

declared the radicality of limitless formal invention within the traditions of painting and 

sculpture, minimalism and conceptualism countered with the radicality of the limitless 

critique of art, its systems, institutions and processes. Throughout the 1970s, artists attacked 

art’s restricted contexts, embracing anti-art strategies and seeking to suffuse art in everyday 

life, the plurality of issues and forms that resulted establishing heterogeneity as a primary 

characteristic of contemporary art.

In the 1980s and 1990s, the conflation of radicality and critique mostly crumbled into a 

quest for the simple expression of novelty, the reactivity of much contemporary art leading 

to a proliferation of new/old themes and practices lacking any interest in vision or reform. 

Postmodernism highjacked modernist abstraction through practices of appropriation and 

simulation, representing it as evidence of the failure of modernist ideals of aesthetic progress, 

transcendence and truth. Producing endless variations of generic abstraction became a favoured 

tool for postmodern artists seeking to draw attention to the collapse of difference, meaning and 

effect in a world perceived as a post-historical wasteland of artifice and superficiality. The SNO 



program responded to the fact that few participants in the Australian and international art worlds 

understood that some modes of abstraction, especially the most hardcore, emerged out of a long 

considered counter-modernist drive that had operated almost independent of contemporary 

art. In Australia, the group of artists engaged in non-objectivity argued among themselves for 

and against its character as an ongoing genre of art practice, few others being interested in 

listening to what was being said. This discussion mostly sat outside the binary debate between 

the supposed real in art and its iconic opposite, the abstract, SNO generally avoiding abstract 

artists with an interest in presenting ‘realist’ abstraction in its iconic end-mode. 

Abstraction, it never left

This history of the coming-into-being of the contemporary in Australian abstraction gives 

impetus to the SNO program. Despite long held perceptions of hardcore and purist styles 

of abstraction as a set of failed, inauthentic, lapsed or prohibited practices, a very significant 

number of Australian artists continued to make abstract art as a first-order practice from the 

late 1960s, waves of younger artists joining original artists from the 1960s and 1970s over the 

decades. Like all those involved in this unique program, Billy Gruner argues that:

SNO’s collective and survey-based program literally began uncovering what can only be 

defined as a massive arena of activity that a great many informants believed in. That was 

for what it was, new and very exciting post-formalist activity, as distinct from postmodern 

revisionism that prevailed a decade earlier in the barbaric, appropriationist 1990s.6

SNO’s exhibition program gives visibility to the scale of this intergenerational group of artists, 

demonstrating the continuity, breadth and value of abstract art. The sequence of solo and 

group exhibitions examines the relationship between the work of abstract artists to a degree 

and in ways that surpass what is possible and what is found in any other Australian venue. 

Most importantly, however, SNO’s exhibition program has highlighted the presence of groups 

of Australian non-objective artists whose work constitutes an important split in one way or 

another from what has gone before, from contemporary agendas and from what is understood 

about them, the exhibition program reflecting a ‘secession’ rather than a ‘succession’ model 

of Australian art.5 

Details of all exhibitions up to No. 57 (March 2010), including images or all works, are recorded 

on the SNO website.7 Noting some simple facts about the first few exhibitions is a salient 

demonstration of the historical evolution of SNO and its objectives and achievements in 

demonstrating the translation and transformation of particular ideas of the abstract from the 

work of one artist to another. Exhibition One presented the work of Kyle Jenkins, Andrew 

Leslie, Vincent Butron, John Nixon, Tony Triff, Pam Aitkin and Billy Gruner. Exhibition Two 

presented the work of thirteen artists, the invitation listing the home city of each: David 

Atkensen (Brisbane), Trevor Richards (Fremantle), Salvatore Panatteri (Sydney), Justin 

Andrews (Melbourne), Sarah Keighery (Sydney), Giles Ryder (Sydney/Brisbane), Simon Morris 

(Wellington), Stephen Bram (Melbourne), Beth Kirkland (Albany), Helen Smith (Fremantle), 

Melanie Khava (Sydney), Jurek Wybraniec (Fremantle) and Tilman (Brussels). There was also a 

separate exhibition by Daniel Göttin (Basel). Exhibition Three presented wall works by Daniel 



Göttin, Billy Gruner and Stephen Little. Exhibition Four consisted of two exhibitions, the first 

comprised of small objects by Majella Beck, an installation by Sarah Keighery and paperworks 

by Melanie Khava and Jan Van der Ploeg’s second Winter wall-work project, which was painted 

on an external wall next to the gallery’s entrance. 

I could note other exhibitions among those that constitute the unbroken line of more than 60 

exhibitions presented at SNO since 2005, but describing the first four establishes some basic 

points about SNO, such as the contributors to the gallery’s founding (Exhibition One); that 

Sydney may be the gallery’s location, but that it gives exposure to a group of Australian and 

international artists (Exhibition Two); abstract artists forge individual paths of investigation 

within shared concerns (Exhibition Three); abstraction spans a range of media and—in 

deference to gender bias in the canon of abstract art—women artists are deeply involved in its 

practice, plus overseas non-objective artists are routinely visiting Australia to make work and 

exhibit (Exhibition Four). Five years on, the on-line information on the history of exhibitions at 

SNO describes a growing, geographically dispersed network of artists, practices and exhibition 

venues. By grouping and regrouping artists and art works, the program of exhibitions reveals 

in real time a range of formal and personal connections between non-objective artists in 

contrast to the endless fragmentation of themes and practices in contemporary art in general. 

The program of exhibitions also reveals certain periodising indicators in the practice of 

the different generations of participating artists. Senior artists tend to approach aspects of 

non-objectivity through rigorous investigation into the formal structures of painting and 

sculpture, where younger artists are more inclined to explore non-objective practices from the 

perspective of their discursive investment and socio-cultural mediatisation. The survey basis 

of the exhibition program outlines the lineage of advanced Australian abstraction through the 

inclusion of the work of Sydney Ball, Tony McGillick, Richard Dunn and Robert Owen, who 

began working in abstraction when formalist and concrete art were still in their initial phases 

of development, against general expectations of what constituted Australian art. Exhibitions 

by John Nixon and Ian Milliss represent a second wave of reflexive abstraction emerging 

in the late 1960s and combining the lessons of early twentieth century geometric painting 

with minimalism and conceptualism when few would have recognised the connection. The 

exhibition program shows both streams being developed by the groundswell of younger non-

objective artists beginning to practice in the 1980s, 1990s and early twenty-first century and 

recognising the important and distinctive work that has emerged from Fremantle’s Australian 

Centre for Concrete Art, Melbourne’s Store 5, Penthouse and Pavement, Conical and Grey Area 

galleries and Sydney’s CBD gallery to challenge postmodernism’s trade in superficiality.

SNO’s exhibition program also affords an opportunity to compare the work of artists from 

across Australia with that of overseas artists to an extent and with a frequency that is rare 

in Australia, including in much larger public galleries. Relations between the local, the 

regional, the national and the global are continually being argued in the broad literature of 

globalisation. Surveying work from a range of places challenges the restriction of accounts 

of the development of abstract art to the work of a small number of artists in a few locations, 

suggesting that a model of concurrence—rather linear progress through the influence of a few 



originators—may be more useful. The program thus raises suspicions that the development 

of Australian abstraction cannot be explained away by mythologies of dependence and 

time-lag, challenging critics and historians to check for the presence of alternative lineages 

and relationships and to better value the differences highlighted by discontinuity and local 

specificity. 

Indeed, the fact that artists from different and often distant places exhibit in a specifically 

positioned venue like SNO indicates that marginalisation can be felt anywhere and that any 

art world can constitute a problem space for artists on some level. It also highlights the 

reflexive nature of the formation of contemporary artistic identities, with artists intervening 

in this process by working together rather than waiting for the recognition of critics, curators, 

gallerists and historians. Danny Lacy argues that, ‘From an Australian perspective the creation 

and connection of strong networks between like-minded artists has opened up opportunities 

and possibilities within an international context like never before.’8 He notes that one could 

make a round-the-world trip by visiting each of the artist-run spaces that exchange art and 

artists with SNO, these including the Center For Contemporary Non-Objective Art, Brussels, 

H29, Brussels, Hebel_121, Basel, Minus Space, Brooklyn, ParisCONCRET, Paris, PS, Amsterdam 

and Raum 2810, Bonn.

In charting the movement of non-objective practices between artists, places and times, the 

exhibition program at SNO underscores how varied and multi-located frameworks create 

meaning and value in contemporary abstraction, which is best understood as a set of situated 

practices. For instance, if one did visit each of the galleries that exchange art with SNO, 

one would find mostly basic venues in industrial areas or modest suburbs that echo non-

objectivity’s character as an outgrowth of urban life, while requiring a level of dedication on 

the part of gallery goers. The location of SNO in the working class suburb of Marrickville 

reflects the circumstances in which the artists who exhibit there make art, the character of the 

gallery being far removed from the deluxe, reductivist architecture of Australian public and 

commercial galleries. 

At the same time, the socio-cultural and historical circumstances of Australian, European 

and American abstraction are very different. Australian artists gain a sense of possibility 

in encountering the respect and resources afforded to abstraction in Europe and America. 

Overseas artists have little context for understanding the depth and duration of the Australian 

art world’s negative response to abstraction, given its stature in modern art, the Belgian 

artist Tilman describing this as ‘an Australian mystery’.9 Yet the responses that have blocked 

abstraction in Australia, such as concerns about identity due to modernism’s investment in 

non-representation, have been a problem for abstract artists everywhere since the late 1970s, 

the situation in Australia arguably preempting the swamping of late modernist abstraction 

by a torrent of art focused on identity and the coded social meanings of artifacts and visual 

systems. The marginalisation of abstraction has made Australian non-objective artists alert 

to the importance of documentation, polemic and self-initiated activity in the support of their 

work, providing an object lesson for artists from other places. In working in a context still 

substantially perceived as distant from the centres of world art, Australian non-objective 



artists are prepared to look out and travel, thus understanding the international project of 

non-objective art to be a nomadic enterprise, supporting manifold cultural engagements and 

translations. 

The Internet assists the process of making links with artists in other places and in disseminating 

information about SNO. However, the key connections between SNO and overseas artists and 

venues are the result of Australian artists, notably John Nixon, meeting artists in Europe since 

the late 1980s, becoming friends, starting to do things together and passing on the connections, 

CBD, and to some extent Store 5, being useful vehicles for inviting overseas artists to Australia  

to exhibit before the foundation of SNO. The effort involved in executing international 

exhibitions for artist-run galleries underlines the depth of the connections and the mutual 

nature of the interaction. With minimal resources, significant exhibitions have been exchanged 

between venues. For example, in 2007, SNO presented Escape from New York, curated by 

Matthew Deleget from Minus Space, Brooklyn, which featured the artists Soledad Arias, 

Richard Bottwin, Sharon Brant, Michael Brennan, Bibi Calderaro, Mark Dagley, Gabriele 

Evertz, Daniel Feingold, Kevin Finklea, Linda Francis, Zipora Fried, Julio Grinblatt, Lynne 

Harlow, Gilbert Hsiao, Andrew Huston, Steve Karlik, Daniel Levine, Sylvan Lionni, Rossana 

Martinez, Juan Matos Capote, Manfred Mohr, Karen Schifano, Analia Segal, Edward Shalala, 

Robert Swain, Li-Trincere, Don Voisine, Douglas Witmer and Michael Zahn. Artists’ networks 

in Australia saw this exhibition travel to Curtin University, Perth, in 2008 and RMIT University, 

Melbourne, in 2009. 

Overseas exhibitions initiated through SNO include Upside Down: Sydney Non Objective Artists 

(2008), held at Minus Space and including the work of Justin Andrews, Vicente Butron, Lynne 

Eastaway, Anthony Farrell, Kate Fulton, Billy Gruner, Kyle Jenkins, Sarah Keighery, Andrew 

Leslie, John Nixon and Salvatore Panatteri. The connection between SNO and Minus Space 

led to the Australian and New Zealand artists Vicente Butron, Julian Dashper, Christopher 

Dean, Lynne Eastaway, Billy Gruner, Inverted Topology, Kyle Jenkins, Sarah Keighery, Andrew 

Leslie and Salvatore Panatteri participating in Minus Space at P.S.1 Contemporary Art Center 

(October 2008 – May 2009), an exhibition that marked the fifth year of the Brooklyn gallery’s 

operation.10 

The unique UND series of exhibitions, which began in 2005, is an annual show co-curated by 

the artists Billy Gruner from SNO, Tilman from CCNOA, Brussels, and Jan Van der Ploeg from 

PS, Amsterdam. Every year, each of the curators invites six contemporary non-objective artists 

from around the world to present new ideas. SNO has played a major role in shaping the 

series as an important opportunity to bring a group of international non-objective artists into 

a single frame of contact. The exhibitions have been highly successful in revealing variants 

of non-objectivity to be inherent and important expressions of the intense visual orientation 

of our times. The context for each encounter is also important, giving meaning to the work in 

addition to their formal and conceptual basis. The 2009 exhibition was held in an abandoned 

villa in Nice, provided by a local art enthusiast. Others have been held in a vineyard in Tulette, 

an old factory in Ghent, an underground room painted totally black in Amsterdam, a shed in 

Queensland and a private home in Holland. 



Between June 2007 and August 2008, the large contemporary survey show Australia: Non-

Objective Art, curated by the German artist Christoph Dahlhausen, appeared at Gessellschaft 

für Kunst, Bonn, raum2810, Bonn, Museum im Kultuurspeicher, Würzburg and Kunstahlle 

Dominikanerkirche, Osnabrück. Dahlhausen had visited Australia on several occasions, coming 

to know the strength and vibrancy of non-objective art in Australia. As the first substantial 

survey of Australian non-objective art in Germany, Australia: Non-Objective Art was a major 

undertaking on Dahlhausen’s part, though here he had Billy Gruner’s support in realising 

the exhibition, all of the artists in the exhibition having exhibited at SNO. In the exhibition 

catalogue, Dahlhausen reflected on the unequal flow of information in international art, noting 

the incongruous lack of knowledge about Australian art in a world awash with information:

Although, as far as I know, there has been no dearth of contact between artists and contact 

travels to Australia from the German side, the awareness and knowledge of Australian art 

in this country is very marginal, if indeed it exists at all … The German, perhaps even the 

world-wide notion of Australian art … apart from some internationally known stars of the 

art scene … extends little beyond a clichéd awareness of Aboriginal art.11

The international exhibitions discussed above demonstrate the transformative agency and 

social capital captured in the artists’ networks of which SNO is an integral participant. Pierre 

Bourdieu defines social capital as a network of robust relationships created through deliberate 

and unconscious social investments, providing individuals and groups with substantial 

concrete and symbolic benefits. Moreover, Bourdieu argues that as social capital accrues, 

it increases the capacity of individuals and groups to act and eventually the capacity of the 

network to act as well.12 The history of SNO exemplifies this potential. The gallery operates 

with a combination of grant money and the artist-subsidy provided through volunteer labour, 

achieving much with limited resources.13 Harnessing the social capital in artists’ networks has 

been vital to this achievement and after five years of operation, the capability and reciprocity 

built up in SNO’s local, national and international networks shows increasing scope for 

collective action and the furthering of possibilities. 

The conviction invested in SNO’s activities can be attributed to the decision to take a stand 

and to tackle the less than ideal circumstances for Australian non-objective art. When artists 

establish a gallery rather than leaving the contextualisation of art to others they identify the 

issues and values that motivate them. As a dedicated venue for non-objective art, SNO has 

used immediate and bottom-up strategies to chart the unfolding character and historical 

underpinnings of Australian abstract art, rather than wait for the diffuse and remote processes 

of art criticism and history to grind into action or not work at all. Its commitment to art is 

serious. Importantly, no one has ever paid to exhibit at SNO; they are invited to participate as 

an artist first and foremost. 

Conclusions

The view from SNO is that the representation of Australian art, in failing to sufficiently 

acknowledge the role and dimensions of Australian abstraction, is of necessity contestable. 

Anxiety at the lack of a distinctive national cultural heritage has skewed accounts of Australian 



art away from giving due recognition to the non-objective. Mark McKenna, however, argues 

that changing historical contexts have shifted cultural frameworks in Australia, revising what is 

claimed as part of Australian canons of culture and history.14 The success of grassroots action 

from abstract artists in establishing an international context for their work may produce such 

a frame changing effect in Australian art history and criticism. Billy Gruner describes SNO as 

having ‘a national program with international interests.’15 In bringing the work of artists from 

many different places and cultural circumstances together in Sydney, its exhibition program 

captures something of the scope and character of international non-objective art. This 

international dimension has national implications, raising the issue of how specific, localised 

developments in art relate to general accounts of Art History. 

SNO models a cosmopolitanism outlook for Australian art, one that holds that individuals, 

cultures and societies can engage with things outside their immediate locality without losing 

their identity or authenticity. In focusing on the non-objective, the cohesive character of SNO’s 

exhibition program raises salient questions about the neglect of commonality and difference in 

a period of art marked by the plurality of conceptual positions, practices, media and mediatory 

contexts. At the same time, transcendent proclamations about art can no longer be delivered 

through the agency of a single newspaper column, catalogue essay or survey exhibition as 

they were in the late 1960s when formalist criticism briefly claimed flatness, colour, edge and 

form as the sole basis of quality and importance in contemporary art, alienating large sections 

of the Australian art world to the ongoing detriment of local abstraction. Nevertheless, if art 

works are still to an extent defined by where they are displayed, discussed and reproduced, the 

artists connected with SNO know the value of taking control of this process to actively shape 

understandings of their work.
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Marcus Bering Numbers, 2007                                                                       

Warren Burt Sunconventional Realisations, 2009  

Jap Blonk Ursonata (Part 1), 1986                                                        

Richard Garet In the Open, 2008                                                                          

Michael Graeve Hot Wavy Feedback, 2000  

Yolande Harris Taking Soundings, 2007                                      

John Hopkins Neoscenes, 2009                                                  

Slavek Kwi AMT Nonsense, 2007                                                                           

Ruark Lewis Concrete poem II, 2008                                                           

Rik Rue An Open Ear, 2009                                                                       

Philip Samartzis Captured Space, 2007                                                

Cara-Ann Simpson Static Glitch, 2009                                                             

Will Montgomery Wash, 2008                                                                                     

Ania Walwicz, Body, 1999 – 2000



Andrew Leslie listening to Bernhard Gunter SI, 2007




