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Bevan
Honey

ENGINE SPECIFICATIONS

Type  .  .  .  .  .  .  .  .  .  .  . 90 deg. V8 cyl ohv
Stroke .  .  .  .  .  .  .  .  .  .   3.310”
Capacity  .  .  .  .  .  .  .  .  . 273 cu 
Compression pressure
at cranking speed  .  .  .  .   120 150 psi
Maximum torque  .  .  .  .   260 ft/lb at 1600 rmp
       340 ft/lb at 2400 rpm   
       “Fireball”
Firing order  .  .  .  .  .  .  .  1 – 8 – 4 – 3 – 6 – 5 – 7 – 2 
Cylinder head  .  .  .  .  .  .  Cast iron with integral valve guides
Cylinder head gasket 
compressed thickness  .  .  . .028”
Rocker arm to valve stem 
clearance (hot) models 
prior to VF series  .  .  .  .   .013” Inlet
        .021” Exhaust

Holden Sunrise: GAme plAN
Awaken. let your car become part of you. Work demands 
that you attend but the timer is ticking. you have had 
your last warning. Check your post-it note: you still have 
time. Avoid the geriatrics, hoons and road-ragers as you 
navigate the burbs, freeway and CBd. Check your faulty 
Gps to remember where to go. your engine is smoking! if 
a policeman sees you will surely be pulled over. pop your 
bonnet and put in some oil. A hoon passes by, clipping 
your car. your frustration bubbles like an overheating 
radiator. Quick, listen to the radio. Argh, talkback! it’s not 
helping! Change the station. 70s classics. Ah, much better. 
Keep an eye on the battery though, your alternator seems 
to be awry. Fuel and water are fine. yes, you have no time 
to watch the sunrise, but if you keep your wits about you, 
you may just see the sunset.

Glen
Spoors

Bio - Glen is a writer, musician, game designer, academic 
and creative thinker living in perth. His fiction tends 
towards urban surrealism and literary fantasy, while 
his music tends towards folk and narrative acoustic 
soundscapes. His most recent gaming projects are two 
boardgames, Colossus Awakes and Pocket Troll, and a 
nearly completed cross-species, supernatural-themed 
role-playing game, Eidolon. Glen's academic interests are 
primarily popular narratives and genres across fantasy, 
sci-fi and horror in a range of media, in particular game 
studies and culture, encompassing narratology, ludology 
and simulation. His doctoral dissertation (in media 
studies, from edith Cowan university, perth) was a cross-
disciplinary re-theorisation of the role of realism and 
identification in the experience of meaning and emotion 
in computer games. He currently is a lecturer in Game 
design and Culture at edith Cowan university.

Bio - Tania is a video, performance and bio artist and 
sometime-collaborator with Bio-Kino. she has created 
elaborate multi-media performance installations 
including: Visceral: the living Art experiment, science 
Gallery dublin, 2011, Grind House Alley, performance 
space, Carriage Works, sydney, 2009; Life, Death and 
Biotechnia, experimental Art Foundational, Adelaide, 
2009; Corpus Extremus (life+), exit Art, New york, 2009; 
Cuticle, Fremantle Arts Centre, 2009; VIDEODROMO 1.5, 
24HrArt, darwin, 2007; Electrofringe New Media Arts 
Festival, Canberra Contemporary Art space & Newcastle 
regional Gallery media space NsW, 2004. she lectures 
in Film and video at edith Cowan university and most 
recently collided with a convertible silver sAAB with 
heated seats.

Tania
Visosevic

white lines is an experience with the phenomenology of 
trauma, 
a force of annihilation, a collision of memory and reality. 

deliriously gaseous asphyxiating exhaust.
i’m the rabbit in your headlights that mediates a 
therapeutic field 
in which truth can come to be and life can shift into drive.
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Glen spoors, Holden Sunrise (still), 2013, 3d computer game. installation design 
and construction by Tim vella

Tania visosevic, test shot for white lines, 2013, film projector, smoke, glass, 
dimensions variable 

Bio - Bevan is a perth-artist with an extensive exhibition 
history, including solo exhibitions at perth institute of 
Contemporary Arts, Galerie dusseldorf, lawrence Wilson 
Art Gallery and Tin sheds Gallery. in his work, Bevan 
interrogates cycles of boom and bust, failed building 
projects and consumerist fetishes through his macho 
machines, wall installations, architectural models, iphone 
photographs and chalk line drawings. He has participated 
in group shows throughout Australia and his work is held 
in a number of collections, including the Art Gallery of 
Western Australia, Art Gallery of south Australia, National 
Gallery of Australia, The Horne Collection and Artbank. 
in 2009 Bevan was the recipient of the mark Howlett 
Foundation Fellowship.

Bevan Honey, Late Romantic, 2013, archival ultrachrome inks on Hahnemuller photorag paper, 62 x 92 cm

Neil
Aldum

The composition of our cities and neighbourhoods is 
largely dictated by the arrangement of streets, driveways 
and parking lots – all being conduits for the automobile. 
The resulting sprawl is emblematic of a rise in social 
isolation, resource inefficiencies and environmental 
degradation. Totem amalgamates components of 
a quintessentially Australian car, the home and our 
agricultural periphery to memorialise the hallmarks of 20th 

century urban planning.  

Bio - Neil holds degrees in both visual Arts (Curtin 
university) and science – sustainable development 
(murdoch university). in his art practice he 
uses predominantly raw industrial materials such as steel, 
wood and concrete to explore notions of craftsmanship, 
utility and physical labour. These themes are often 
used to investigate the vulnerabilities and variable 
functions of materials. His recent work is concerned 
with the relationship between urban settlement and 
how natural space is valued and interpreted in this 
setting. Neil has held two solo exhibitions at Gallery 
east, perth (2008, 2011), and has participated in 
the Melbourne Art Fair (2008, 2010) and group exhibitions 
including; Rounds, perth institute of Contemporary Arts, 
2010; Boom, spectrum project space, 2009; Supermart, 
Breadbox gallery, 2004.

Tim Burns, Upside Toy, 2013, detail from installation: Toyota (Type TBC) 
surveillance cameras, lCd screens, video with sound

Neil Aldum, Totem, 2013, 1971-79 Holden ‘roo bar’, velvet, skull, fluorescent light, 210 x 180 x 35 cm  



The Cars That Ate Perth derives 
its title and inspiration from 
Peter Weir’s Australian gothic 
road-movie The Cars That Ate 
Paris (1974). From a time 

before cars were widely 
perceived as a threat to 

urban sustainability, 
the film’s setting 

is the mythical 
outback NSW 
town of Paris, 
where the local 
car industry 
thrives on the 
wreckages of 
fatal crashes, 
engineered 
by the 
towns-
people.  The 
car in Paris 
is a sinister 
cargo cult: 
customised, 

fetished, 
indispensible, 

to die for; 
rage inducing, 

terrorising 
and rampaging, 

consuming a 
whole town and its 

inhabitants. The town 
is entered by car; once in, 

there is no way out.

Cars, since this movie came out, 
have eaten a great many cities. 
And if car ownership continues 
to rise with population, it is 
not clear how future cities will 
stabilise CO2 emissions and 
avoid the gridlock that is now 
legendary in cities like Beijing, 
which recently boasted a “three 
day long” traffic jam. That we 
measure traffic in days is a mark 
of our car dependency. In the 
20th-century car time became 
a standard measure of distance 
(as in, “a 10 minute drive away”); 
now, it seems, traffic flow, 
or a long line of immobilized 
cars, is measured in the time it 
constrains and confines us.

Our love of cars has long been 
tempered by an ambivalence to 
traffic, which finds expression 
in the enduring fantasy of the 
air-born car that transcends 
congestion. Such wishful thinking 
pervades 20th century urban 
planning and visual culture, 
from futurist architect Geoffrey 
Jellicoe’s Motopia (1959), a 
city of accident free roadways 
constructed at roof top level to 
stratify pedestrian and traffic 
flow, through animations like 
the 1960’s Wacky Races, to 
the 1997 science fiction movie 
The 5th element, in which sky 

THe 
CArS 
THAT 
ATe 
PerTH

traffic—in the form of quaintly 
non-aerodynamic road cars—
floats in orderly stacks. Futurists 
have also envisaged the spread 
of jet-packs and personal flying 
machines but the idea of taking 
off in a Ford Sedan maintains 
an appeal that real flight lacks, 
precisely because it is a seamless 
extension of urban life.

The 20th century city was 
“sacrificed to that abstract space 
where cars circulate like so 
many atomic particles” as Henri 
Lefebvre observed in his seminal 
work Right to the City (1968). But 
as the car became fundamental 
to the city’s structure and 
unfolding, so it would emerge as 
a primary vehicle of the urban 
imaginary. The “endlessly mobile 
world metropolis” was a new 
species of city requiring new 
modes of apprehension as Deyan 
Sudjic argued (The 100 Mile City, 
1992); such a city is no longer an 
“accretion of streets and squares 
that can be comprehended by a 
pedestrian but instead manifests 
its shape from the air, the car, 
or the mass transit railway”. 
Literally displaced by traffic, the 
pedestrian experience was, by 
the late 20th century, no longer the 
quintessential urban experience.
The pedestrian once enjoyed 

a privileged status as urban 
explorer: the figure of the flaneur 
that emerged in 19th century 
Paris was a stroller, mingling 
with the multitudes; Walter 
Benjamin’s canonical Arcades 
Project details the microcosmic 
experience of perambulating in 
the city; even the Situationist 
dérive, a technique of 
transitioning through varied 
ambiences with an awareness 
of psychogeographical effects, 
still unfolds at a walking pace. 
Common to each is the belief that 
moving through the city on foot 
could deliver the sense of the 
urban environment. But at some 
point in the later 20th century 
the city became less amenable 
to pedestrian discovery. More 
importantly, there were aspects 
of the city that could only be 
apprehended at speed and scale. 

This is no small problem for 
contemporary urban design as 
it seeks a remedy for our traffic 
problems. Perth, like many 
other Australasian cities has 
embraced the thinking of Danish 
urban planner Jan Gehl, whose 
Public Life studies recommend 
a focus on pedestrian activity 
and cycle paths. The model for 
this is Copenhagen, the city 
that successfully reversed its 

Tim
Burns
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it’s just a simple road journey from one quarry to another, 
from home to p_earth, but unfortunately shit happens, it's 
road rage vs Autogeddon [rationalism or the open cut], 
we think it's perth but it's open cut earth instead going 
down the spiral into the open cut, it's daryl’s story or the 
abscess in the abyss.

He turned on the wipers, ANd it wasn’t even raining 
He put the 22 between his knees,
 there was nothing left worth explaining
…and the radio , he turned it on, and the radio kept saying 
... what does it matter this is the end, you’ve gone too fast 
through a hair pin bend 
No oNe Will miss you 
you Never HAd A FrieNd 
THey loved you For your CAr!
 
At no miles an hour he pushed the lighter in 
There was lots he couldn’t figure
At no miles an hour it’d pop out 
And it would be time
To pull the trigger
And the radio it turned it on and it said with a kind of snigger
No oNe Will miss you 
you Never HAd A FrieNd 
THey loved you For your CAr! 

 
From The Golden Holden Show, written by John romeril 

Bio - erin is a perth-based artist and curator who holds 
a masters of Fine Arts from the university of British 
Columbia, Canada. Her sculptures, videos and drawings 
often appropriate techniques and tropes used in b-grade 
science fiction and horror films to play out absurdist 
or impossible scenarios. Her work is underscored by 
an interest the relationship between the body and the 
built environment and a phenomenological analysis of 
automobile and urban space. erin’s artwork has been 
included in exhibitions at the National portrait Gallery 
of Australia, lawrence Wilson Art Gallery and the 
perth institute of Contemporary Arts and screened in 
the perth international revelations Film Festival. erin’s 
curatorial projects include; We don’t need a map: a Martu 
experience of the Western Desert, 2012, Fremantle 
Arts Centre; Suspension, perth Cultural Centre screen, 
2012; The Knife’s Edge: video recently seen in Beijing, 
Federation square, melbourne, 2013 and Fremantle Arts 
Centre, 2011; Transmission, a one night screen gallery 
held in a disused caryard, 2009. 

Stuart 
James

Bio - stuart is a sound artist, composer, engineer, and 
performer living in perth. His sound commissions include 
work for the ABC, the Western Australian symphony 
orchestra, Tura New music ensemble and Tetrafide 
percussion. He is a member of the new music ensemble 
decibel, who have composed and performed original 
works at the perth institute of Contemporary Arts, Western 
Australian museum, state Theatre Centre, Goethe institute 
in palermo, WABe in Berlin, and the logos Foundation in 
Ghent. stuart has also collaborated with film and video 
artists and was the sound designer for Thirst, directed 
by erin Coates and official selection in the 2012 Perth 
Revelation Film Festival. He has a specific interest in 
relationships between sound and image, and has been 
developing software exploring this in the realms of sound 
synthesis and sound spatialisation. stuart is currently 
undertaking a phd in Creative Arts – music Technology 
at the West Australian Academy of performing Arts, edith 
Cowan university, where he also lectures.

Loren 
Holmes

Jolt distorts a car-contained face and a typical inner-city 
drive through a series of layered projections of subject/
surface/subject.
soundtrack by pedro Alvarez. www.pedroalvarez.info

Bio - loren is an Australian designer currently based 
in london. she trained and works in architecture; a 
background that gives a spatial undercurrent to all her 
artworks, be they drawing, photography or film. loren has 
lectured at the university of Western Australia and rmiT 
university, worked on urban regeneration projects and 
participated in a series of screen-based exhibitions. she 
is currently writing about the buildings of a well-known 
British architecture firm and working on a series of video 
projects that explore the manipulation of film process 
and assembly.
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The car interior is a curious and under-analysed site – it is 
a discrete space, in which the full spectrum of life occurs; 
the banal ritual of driving to work; eating drive-thru food; 
having sex while parked in a dark street late at night; the 
trauma of an accident, bleeding out through the windows. 
it is a space that travels through other spaces, at times 
seemingly oblivious to the outside. in Merge the car 
interior is consumed, transformed and eventually merged 
through violent rupture to the outside, via the overactive 
‘horror’ airbag. ~ erin

The discrete space within the car obscures sounds from 
the surrounding environment, and vice versa - in this 
way the car functions as an acoustical filter. sounds are 
muffled and obscured when experienced across this 
abstraction of space. The notion of confined space is 
explored through the expansion of the airbag: an ongoing 
restriction of air, until the airbag completely fills the car 
interior. This process is accompanied with a soundscape 
that drifts and expands, with an increasing emphasis 
on sounds of friction. Whilst car windows may signify 
car security, the smashing of the windows represent a 
breaking down of abstraction between these spaces. 
The soundscape transforms at this point: sounds that 
are originally obscured and muffled become clear, and 
diffused across the room through a multichannel sound 
system. ~ stuart

erin 
Coates

&

Bio - Tim Burns is a legendary figure in the history 
of Australian underground art. He rose to notoriety in 
the early 1970s with a series of (literally) explosive 
art actions, before decamping to New york, where he 
remained, on and off until the mid-1990s. He now resides 
on a large property near the town of york, in Western 
Australia. rather than identifying as a painter, filmmaker, 
karaoke videographer, installation artist, theatre director 
or performer (although he has done all these and more), 
Burns calls himself “a context artist”. What unites the 
hugely varied set of projects Burns has worked on over 
the last forty years is a constant desire to set up situations 
which critically reflect on our hypermediated, industrialised 
western society. 

[Biographical paragraph by lucas ihlein, Artist Profile, 2011]

car-centricity (Gehl uses the term 
"copenhagenise” to describe his 
vision of how urban centres can 
embrace urban cycling). Right and 
sensible as this is (how can we 
otherwise meet emissions reductions 
targets?), pedestrian developments 
often meet with a mixed reception. 
The ‘Copenhagen solution’ makes it 
possible to travel other than by car. 
The generic waterfront development 
makes the city walkable; makes us 
more like San Francisco, London, 
Melbourne and everywhere else. 
But the walking on offer is no longer 
the cultural activity that delivers 
the sense of a city.  It is a post-car 
reconstructed walking experience 
that has yet to conceptualise and 
build on our love-hate relationship to 
the mobile world metropolis.

Car-centricity is unsustainable; at 
the same time, the car has shaped 
our cities in a way that created new 
forms of urban experience. How 
can we now see and experience a 
city that has grown up with cars, 
and that in some key dimensions is 
known primarily through the car? 
The Cars That Ate Perth takes up this 
challenge. Against the backdrop of 
sustainability planning and in the 
knowledge that car culture must be 
radically reconceived, the works in 
this exhibition extend an inquiry into 
the fabric and phenomenology of 

cars, their fascination, their erotics 
and their psychic hold over us. The 
show encompasses both devouring 
and inviting machines, overtones 
of road-rage and the “death 
drive” compulsion, as well as the 
warm body space of an interior. 
The car experience is examined 
from the inside looking out, and 
from the outside; Lefebvre’s little 
atomic particles are brought to 
life as discrete zones of sound and 
sensation and fantasy. The car as 
a carapace, both menacing and 
protecting is here subject to a 
range of sculptural reshapings and 
displacements (Roo-bars plunge 
into a domestic interior, scrap 
metal becomes cargo cult…). 

As Perth, like other major cities, 
looks for a way out of 60+ years 
of car-centred thinking, the works 
assembled here combine to provide 
an insight into the processes of 
car-oriented thought. To discover 
the car as an embodied experience 
in this way is to understand the 
vehicle that shapes our experience 
of urban life and, at some level, our 
contemporary sense of time and 
space.

Jill Bennett
National institute for experimental Arts, uNsW

www.erincoates.net


