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Little had been heard of Stelarc, an Australian
artist living in Japan, since his event at the
Pinacotheca Gallery, Melbourne, in 1972, and a
brief surfacing in 'The Letters Show' at the Ewing
Gallery, University of Melbourne, in 1974.
However, since his departure from Australia in
1970, Stelarc had been busy with events in
Japan, Germany, the United States of America
and Mexico.
The presentation of 'Insert/lmprint/Extend­
An Event for Amplified/Modified/Monitored
Man', at the Ewing Gallery, in July 1975, was
made possible by the assistance of the Victorian
Ministry for the Arts as part of Arts Victoria 75
and the Visual Arts Board of the Australia
Council.
Stelarc, as an artist, is concerned with man in
relation to his environment - that is, the system
of man and the system of the Universe. He is inter­
ested in externalizing internal forces and reifying
those forces into an art work. He uses the body
as a manipulative instrument and thus pushes
beyond the framework of conventional art.
Although Stelarc's method of working is not
conventional. his conception of himself as an
artist is. Just as the traditional sculptor may wish
to find and reveal the form in the stone, in the
same way Stelarc pursues the objectification of
the essence of man.
As with all artists working in the area of Body Art
and events, the documentation is eventually
equated with the work; for this reason Stelarc is
extremely zealous in the collection and pre­
sentation of photographs and data relating to the
events. As with the artists referred to by Max
Kozloff in his article 'Pygmalion Reversed', Art
Forum, November 1975, this documentation
seldom relates to the meaning or content.
Instead, it deals almost exclusively with the
facts or processes of the work.
The environment created in Melbourne comprised
a structure from which was suspended a half-inch
steel plate weighing 1,000 lb. An identical plate
was positioned directly under the first, four
inches above the ground, and with a distance
of twenty-eight inches between the two.
A slim beam, strapped across the structure, bore
two coloured video monitors, one at each end.
Surrounding the main structure was an array of
equipment and aids including cylindrical jars for
the input and output of the liquid diet, a control
panel for the amplification of the body sounds ­
movement of the heart muscle, pulse, heart-beat
and biceps all hooked up to a bank of medical
equipment, amplifiers and speakers, which
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visually and acoustically monitored the body
systems, two logs of wood, the ends sprouting
a cluster of hypodermic needles soldered onto
long wires, and two laser beams, standing like
sentries, on either side of the slab.
Stelarc lay between the two slabs for ten days.
In order to depersonalize his presence he did not
speak or react for the duration of the work.The
internal became the external and the human frame
was extended into the environment. Stelarc's
lungs, stomach and colon were relayed on the
two monitors continuously during the day. These
tapes had been made in Japan and were not
played direct as many people thought. Stelarc
directly controlled muscular contraction, the
signals of which were further manipulated by
him through the use of the control panel. Two
rows of needles inserted into the abdomen and
connected with the logs of wood symbolically
tied the animate to the inanimate. Daily at 5 p.m.
the laser beams were trained on two mirrors
protecting Stelarc's eyes. Thus the receiver be­
came the director creating frenzied patterns of
light on the gallery walls.
The duration of the event was pivotal to the con­
cept of the work, for it further depersonalized the
artist and locked the human figure and its sys­
tems in a highly ritualized, schematic environ­
ment.
Very few Melbourne artists have become in­
volved with Body Art with such fervour as have
artists in America and Germany. Stripped of its
context, Stelarc's work may appear as an exotic
in the Australian scene. However, for the thou­
sands who visited the gallery during the ten days,
the event was a new, evocative and thought­
provoking experience and, for many, raised
issues and questions previously neglected.
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