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Abstract	
	
In	 a	 globalised,	 post-colonial	 world,	 marked	 by	 uncertainty	 and	 possibility,	 we	

question	 the	 historicity	 of	 the	 old	 (Western	dominated)	 narratives.	 The	 aim	of	 this	

research	 is	 to	 create	 new	 non-linear	 narratives	 that	 reflect	 our	 contemporary	

position	 in	 history	 by	 re-structuring	 existing	 narratives	 generated	 from	within	 the	

stadium.	The	stadium	is	used	as	a	frame	of	reference	because	it	is	a	space	marked	by	

an	 often-contradictory	 duality.	 This	 duality	 exists	 in	 its	 architecture,	 in	 the	

motivations	of	the	people	who	use	the	stadium	and	in	its	political	role.	The	stadium	is	

a	space	where	the	broader	public,	the	masses,	often	gather	and	this	paper	examines	a	

number	 of	 artworks	 that	 I	 have	 labeled	 “inventories”	 as	 they	 are	 concerned	 with	

mass,	both	in	that	they	draw	on	mass	culture	for	their	source	material,	and	they	are	

interested	 in	 narrative	 construction	 through	 a	 form	 of	 accumulation.	 This	

examination	reveals	the	relationship	between	this	form	of	constructing	artwork	and	

the	 archivisation	 of	 the	 source	 material.	 The	 increased	 access	 to	 historical	 and	

archival	 material	 via	 the	 Internet	 has	 changed	 not	 only	 the	 archivisation	 of	 that	

material	it	has	redefined	the	power	associated	with	control	of	the	archive.	This	shift	

has	promoted	the	degraded,	working-class	image,	and	relocated	our	point	of	viewing.	

Artwork	 produced	 using	 this	 accessible,	 if	 unreliable,	 archive	 reflects	 our	 current	

reality.	Inventories,	because	of	their	interest	in	accumulation,	also	allow	for	fractured	

and	 multiple	 viewpoints	 to	 be	 presented	 concurrently.	 Simultaneity—through	

montage—can	open	up	gaps	in	historical	narratives	for	alternative	readings.	I	explore	

two	 forms	 of	 montage:	 “horizontal”	 moving	 image	 montage	 created	 using	

downloaded	 video;	 and	 “coexistence”	 as	 might	 be	 achieved	 by	 a	 sequence	 of	 still	

images	or	posters.	In	this	research	graphic	designs	were	laid	over	collages	of	images	

sourced	primarily	from	the	Internet	to	partially	mimic	poster	design,	this	changed	the	

images’	 politics,	 making	 them	 less	 uncertain,	 more	 resolute.	 Posters	 presented	

together	as	a	 “coexistence”	 create	narratives	 that	not	only	open	up	gaps	 in	existing	

historical	 narratives,	 but	 that	 also	 appear	 more	 didactic.	 In	 this	 form	 the	 work	

manages	to	straddle	these	apparently	conflicting	positions,	open	to	interpretation	but	

insisting	on	a	political	position,	albeit	one	that	is	beset	with	ambiguity.		
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Introduction	

Several	 years	 ago	 I	 worked	 for	 the	 Melbourne	 Cricket	 Club,	 the	 club	manages	 the	

Melbourne	Cricket	Ground	and	my	role	covered	safety	and	emergency	management.	

In	the	course	of	my	employment	I	was	told	an	anecdote	that	may	or	may	not	be	true.	

In	1991,	when	an	St	Elmo’s	fire	broke	out	at	the	Coode	Island	chemical	storage	facility	

near	Footscray,	thick	smoke,	heavy	with	toxic	chemicals,	billowed	out	over	the	nearby	

suburbs.	Emergency	services	ordered	an	evacuation	of	affected	residents.	Police	were	

sent	out	to	gather	people	up,	load	them	into	buses,	and	drive	them	to	the	evacuation	

site,	 the	North	Melbourne	 football	 ground	 at	 Arden	 Street.	 The	 story,	which	 I	 have	

never	been	able	to	verify,	was	that	on	the	way	to	the	ground	several	people	in	one	of	

the	buses	jumped	out	and	ran	away	as	soon	as	they	got	the	chance,	and	it	was	later	

revealed	 that	 these	 people	 had	 migrated	 from	 Chile.	 These	 were	 people	 who	 still	

remembered	 the	day	 in	September	1973	when	General	Pinochet’s	soldiers	rounded	

up	 anyone	 still	 loyal	 to	 the	 overthrown	 government,	 loaded	 them	 into	 buses	 and	

drove	 them	 to	 the	 national	 stadium	 where	 they	 were	 imprisoned,	 many	 were	

tortured	and	some	murdered.	1	This	strange	and	disturbing	story	somehow	linked	a	

local	 Melbourne	 suburban	 football	 ground	 with	 a	 defining	 event	 in	 the	 history	 of	

South	America,	 an	event	 that	 represented	 the	 ideological	battle	between	 capitalism	

and	 socialism	 in	 the	 20th	 century.2	In	my	 role	 at	 the	MCC	 I	 became	 aware	 that	 the	

stadium—a	place	 I	 enjoyed	 as	 a	 spectator	 of	 sport—was	 the	 site	 of	many	different	

moments	 in	modern	 history,	 the	 profound,	 the	 tragic	 and	 the	 absurd,	 and	 that	 the	

contemporary	stadium’s	function	in	society	is	constantly	morphing,	acting	at	various	

times	not	just	as	a	venue	in	which	to	watch	sport	but	as	a	prison,	a	parade	ground	for	

ideological	 demonstrations,	 a	 refuge,	 a	 concert	 venue,	 a	 union	 hall,	 or	 even	 as	

communal	church.	These	multiple	 functions	reflect	 the	 fractured,	unstable	notion	of	

history	 in	 our	 globalised	 world.	 I	 became	 aware	 that	 this	 fracturing	 opens	 up	 the	
																																																								

1	I	 should	 make	 clear	 that	 the	 story	 was	 told	 in	 a	 training	 session	 for	 Emergency	 Services	
personnel	 in	 2006	 with	 the	 view	 of	 highlighting	 the	 importance	 of	 understanding	 the	 particular	
circumstances	and	the	histories	of	the	people	who	lived	in	the	area.		

2	General	 Pinochet	 led	 a	 coup	 d’état	 on	 Tuesday	 September	 11,	 1973,	 that	 overthrew	 the	
elected	 socialist	 government	 of	 Salvador	 Allende.	 It	 is	 now	 recognised	 Pinochet	was	 backed	 in	 this	
action	by	the	United	States	of	America,	through	the	CIA.	Peter	Winn,	“The	Furies	of	the	Andes:	Violence	
and	Terror	in	the	Chilean	Revolution	and	Counterrevolution”,	in	A	Century	of	Revolution:	Insurgent	and	
Counterinsurgent	 Violence	 during	 Latin	 America's	 Long	 Cold	 War,	 eds.	 Greg	 Grandin,	 G.M	 Joseph	
(Durham	[NC]:	Duke	University	Press,	2010),	270.		
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potential	 for	 cross-examining	 conventional	 historical	 narratives.	 The	 aim	 of	 this	

research	 is	 to	 create	 new	 non-linear	 narratives	 that	 reflect	 our	 contemporary	

position	 in	 history	 by	 re-structuring	 existing	 narratives	 generated	 from	within	 the	

stadium.	

	 My	practice	 is	 effectively	 a	 three-step	process:	 identify	 a	 frame	of	 reference,	

source	and	collect	material,	and	construct,	through	re-arrangement	and	reiteration	of	

that	 source	material,	 a	 narrative.	 This	 paper	 explores	 each	 of	 these	 three	 steps	 in	

sequence,	 in	 relation	 to	 several	well-known	 artworks	 and	my	 own	 practice.	 In	 the	

first	chapter	I	review	my	choice	of	stadium	as	frame.	In	the	second	chapter	I	consider	

the	way	the	archive	has	been	used	to	create	two	artworks	that	use	mass	culture	as	the	

source	material,	and	reflect	on	how	the	Internet	has	affected	my	practice.	In	the	third	

chapter	 I	 explore	methods	 of	 creating	 narratives	 through	montage	 and	what	 those	

constructed	narratives	reveal.		

What	constantly	presents	itself	in	the	analysis	of	the	stadium	is	a	duality;	not	

just	two	sides	facing	each	other	on	the	field	but	a	duality	in	the	function	of	the	space	

and	 in	 the	 motivations	 of	 people.	 This	 duality	 throws	 up	 contradictions	 and	

ambiguities.	 It	 is	 there	 in	 the	very	structure	of	 the	stadium	itself,	 so	often	split	 into	

the	 two	 halves	 of	 the	 arena	 and	 the	 stands.	 It	 is	 there	 in	 the	 crowd,	 one	 that	 both	

looks	at	the	entertainment	on	the	field	and	at	itself.	It	exists	in	the	motivation	of	the	

sports	 fan,	 both	 lured	 to	 the	 ground	 by	 the	 apparent	 order	 of	 the	 game,	 and	 the	

potential	 for	 disorder	 in	 the	 crowd.	 It	 exists	 in	 its	 architectural	 form,	 so	 perfectly	

designed	to	advertise	ideology	be	it	socialist	or	capitalist.	The	stadium	is	both	a	site	of	

egalitarianism,	and	where	racism,	sexism	and	classism	are	exposed	most	explicitly.	It	

is	where,	as	geographer	Doreen	Massey	notes,	the	local	and	global	collide.3	This	 is	a	

space	 divided	 by	 loyalties	 (club	 or	 nation)	 and	 yet	 it	 is	 also	 potentially	 a	 place	 of	

sacred	community,	as	described	by	philosophers	Hubert	Dreyfus	and	Sean	Dorrence	

Kelly.4	The	stadium	is	a	well-known	feature	of	every	major	city	but	 it	 is	also	Michel	

Foucault’s	 “other	 space”.5	Most	 importantly	 the	 stadium	and	what	happens	 there	 is	

always	 inherently	 immersed	 in	 the	culture	of	 the	city	 in	which	 it	 is	 located	and	yet	

																																																								
3 	Doreen	 Massey,	 Place,	 Space	 and	 Gender	 (USA:	 University	 of	 Minnesota	 Press,	 1994).	

http://www.jstor.org/stable/10.5749/j.cttttw2z.10	(accessed	June	7,	2017).	
4	Hubert	Dreyfus	and	Sean	Dorrance	Kelly.	All	things	Shining,	(New	York:	Free	Press,	2011).	
5	Michel	Foucault,	 “Of	Other	Spaces,”	Diacritics,	Vol	16,	No	1	 (1986):	24,	 accessed	March	15,	

2015,	http://www.jstor.org/stable/464648		
	



	 Constructing	Narratives	Framed	by	the	Stadium	 	
	

	 3	
	

somehow	walled	off	 from	 it.	 It	 is	 this	dislocation,	not	a	sever,	but	a	disruption,	 that	

makes	the	stadium	the	perfect	frame	of	reference	for	my	work.	What	happens	in	the	

stadium	 is	usually	very	public,	often	widely	published,	but	 these	stories	can	still	be	

unexpected,	 or	 even	 seem	 improbable.	When	 viewed	 together	 these	 are	 dislocated	

moments	are	ostensibly	only	connected	by	the	type	of	site	in	which	they	occurred	and	

their	apparent	meanings	are	often	 in	opposition,	but	 it	 is	 this	ambiguity	that	makes	

the	stadium	an	enticing	way	 in	which	 to	engage	with	 the	complex	narratives	of	 the	

20th	and	21st	centuries	I	want	to	explore.		 	

Archival	 art	 practices	 are	 certainly	 not	 new,	 but	 in	 this	 research	 I	 am	

concerned	with	a	very	particular	branch	of	that	type	of	practice,	one	that	is	engaged	

with	both	mass	(volume	and	multiplicity)	and	mass	culture	(as	reflects	the	stadium).	I	

use	 the	 term	 “inventory”	 to	 describe	 such	 artworks.	 The	 inventory	 is	 all	 about	

common-ness—it	 dismisses	 the	 precious—but	 it	 is	 also	 about	 the	 numbers,	 the	

inventory	 uses	 multiple	 events	 or	 multiple	 points	 of	 view—the	 more	 the	 better.	

Artworks	that	use	this	form,	such	as	Johan	Grimonprez’s	dial	H-I-S-T-O-R-Y	and	Harun	

Farocki’s	Deep	Play,	can	expose	the	archivisation	(as	described	by	Jacques	Derrida)6	

of	 the	 source	 material	 and	 make	 the	 viewer	 complicit,	 they	 reveal	 the	 power	 of	

archive	 in	history,	memory	and	politics.	As	 the	 Internet	has	made	the	archive	more	

accessible	and	 thrown	our	point	of	view	 into	 the	sky,	 the	 importance	of	originality,	

resolution	and	accuracy	in	the	archive	has	been	challenged.	Hito	Steyerl’s	“Defense	of	

the	Poor	Image”	is	not	just	an	exoneration	of	the	degraded	digital	image	it	is	a	defense	

of	the	working	class	and	the	poor	artist.7	This	distortion	of	viewpoint	represents	our	

reality,	because	such	clarity	of	vision	is	not	part	of	our	current	ambiguous	position	in	

history.	 It	 is	 in	 this	 chapter	 that	 I	 also	 explore	 a	 shift	 in	 my	 practice	 during	 this	

research,	 a	 shift	 from	 video	 to	 graphic	 digital	 prints,	 a	 shift	 that	 saw	 me	 try	 to	

redefine	 the	 blurry	 edges	 on	 those	 poor	 images.	 The	 differing	 political	 function	 of	

design	 and	 art	 as	 described	 by	 Boris	 Groys	 provides	 me	 with	 a	 way	 in	 which	 to	

examine	the	shift	in	intent	this	change	in	practice	represents.8		

																																																								
6	Jacques	Derrida	and	Eric	Prenowitz,	 "Archive	Fever:	A	Freudian	 Impression,"	Diacritics	 25,	

No.	2	(1995).	
7	Hito	Steyerl,		“In	Defense	of	the	Poor	Image.”	e-flux	Journal	10	(2009),	accessed	March	1,	216.	

http://www.e-flux.com/journal/in-defense-of-the-poor-image/	
8	Boris	Groys,	In	the	Flow,	(London:	Verso,	2016).	
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In	 the	 chapter	 dedicated	 to	 narrative	 construction	 I	 use	 media	 scholar	

Christine	 Ross,	9	literary	 theorist	 Martin	 McQuillan10	and	 art	 critic	 and	 writer	 John	

Berger	as	my	guides.11	McQuillan’s	description	of	the	roles	of	the	narrative	matrix	and	

the	narrative	mark	in	narrative	production	sits	comfortably	alongside	my	concept	of	

the	inventory,	where	each	element	of	the	inventory	might	represent	a	narrative	mark,	

whose	meaning	is	only	understood	in	relationship	to	the	cultural	and	political	matrix	

on	which	it	is	presented.	An	inventory	might	imply	a	sense	of	order	but	it	is	through	

its	 volume,	 and	 the	 ways	 that	 volume	 might	 be	 presented,	 that	 the	 current	

conventions	of	order	might	be	questioned.	Ross	notes	 that	 simultaneity	 is	 a	way	 in	

which	the	singular	viewpoint	of	history	(the	Western	dominant	viewpoint)	is	broken.	

Through	 the	 “gaps”	made	 in	 conventional	 historical	 narratives	 by	 simultaneity,	 the	

viewer	 can	 construct	 alternative,	 unexpected	 and	 un-orchestrated	 connections.	

Representing	 simultaneity	 through	 montage	 is	 explored	 in	 three	 ways,	 through	

horizontal	 moving	 image,	 through	 multiple	 screen	 installations	 and	 through	 a	

sequence	 of	 still	 images	with	 text	 (artworks	 by	 Allan	 Sekula	 and	 Taryn	 Simon	 are	

cited	here).	In	the	early	part	of	this	research	I	was	exploring	horizontal	moving	image	

montage,	imposing	order	on	the	montage	through	an	absurd	list	(a	list	constructed	as	

a	device	that	might	breech	the	differences	in	Michel	Foucault’s	spatial	and	discursive	

definitions	of	 the	heterotopia)12.	Later	my	practice	progressed	to	a	sequence	of	still	

images	with	text	(posters	that	could	be	used	as	elements	of	a	constructed	narrative).	

Berger	 describes	 these	 sequences	 as	 a	 “coexistence”	 and	 suggests	 that	 the	 “gaps”	

between	each	image	draws	the	viewer	further	into	the	narrative	construction.	But	the	

inventory	 also	 allows	 the	 artist	 to	 be	 selective,	 to	 focus	 the	 frame	 and	 direct	 the	

narrative.	In	the	final	body	of	work	made	for	this	research	the	frame	was	narrowed	to	

a	 subset	 of	 the	 inventory.	 The	 choice	 of	 subset	was	pointed	 and	made	me,	 and	my	

intent,	more	prominent	 in	 the	work.	Still	 it	 also	presented	a	potential	 for	a	 form	of	

																																																								
9 	Christine	 Ross,	 The	 Past	 Is	 the	 Present,	 It's	 the	 Future	 Too:	 The	 Temporal	 Turn	 in	

Contemporary	 Art	 (New	 York:	 Continuum	 International	 Publishing,	 2012)	
http://ebookcentral.proquest.com/lib/monash/detail.action?docID=967738	 (accessed	 October	 9,	
2017).	

10	Martin	 McQuillan,	 “Introduction:	 Aporias	 of	 Writing:	 Narrative	 and	 Subjectivity”	 in	 The	
Narrative	Reader,	ed.	Martin	McQuillan	(Routledge:	New	York,	2000),	1-35.	

11	John	Berger,	 “Stories”	 in	Another	Way	of	Telling,	 Berger	 J	 and	Mohr	 J	 (New	York:	 Vintage	
Books,	1995),	277-289.	

12	Michel	Foucault,	The	Order	of	Things.	(London:	Routledge,	2002),	xviii-xix	
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graphic	 simultaneity	and	opened	up	 future	opportunities	 for	 the	 inventory	 through	

the	balance	between	simultaneity	and	narrative	focus.		
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The	Stadium	as	Frame	

As	 I	 write	 this	 I	 am	 about	 a	 ten-minute	 walk	 from	my	 local	 stadium.	 This	 is	 a	 little	

disingenuous	as	my	local	stadium	is	one	of	Australia’s	oldest	and	largest.	The	Melbourne	

Cricket	 Ground	 sits	 on	 ancient	 land,	 where	 the	 Kulin	 nations	 gathered.	 There	 are	

scarred	 trees	 still	 standing	 just	metres	 from	the	 stadium	gates.	 I	have	 spent	countless	

winter	afternoons	sitting	in	the	MCG	stands	watching	footy,	rugged	up,	hoping	the	rain	

will	 stay	away.	A	 few	years	ago	 I	worked	 there.	 I’ve	walked	across	 the	glass	 roof	and	

climbed	the	light	towers,	I’ve	picked	weeds	out	of	the	“hallowed	turf”,	I	know	the	inside	

of	 each	 plant-room	 and	 all	 the	 hidden	 nooks	 formed	 by	 its	 unusual	 architecture.	 But	

here	in	my	kitchen,	as	I	listen	to	the	broadcast	of	the	game,	I	can	take	a	different	view	of	

the	stadium,	a	view	that	was	once	rare	but	is	now	ubiquitous.	On	my	laptop	I	can	easily	

pull	 up	 a	 satellite	 image	 of	 the	 MCG	 and	 view	 it	 from	 above.	 In	 Melbourne’s	 aerial	

landscape	 the	 MCG	 is	 not	 white	 and	 sharp-edged	 like	 the	 newer	 Docklands	 or	

Rectangular	Stadium,	its	grey	irregular	frame	makes	it	sit	back	a	little,	like	it’s	sure	of	

itself;	 it’s	 old	 money.	 Today	 is	 a	 Monday	 but	 it’s	 the	 Queens	 Birthday	 weekend	 so	

Melbourne	are	playing	Collingwood	in	a	game	of	Australian	Rules	football	at	the	MCG.13		

Australian	Rules	 football	was	codified	over	150	years	ago—making	it,	 in	this	measure	

anyway,	the	oldest	football	code	currently	played	at	elite	level.	But	of	course	the	game	

owes	debts	to	other	older	games,	rugby,	football,	Gaelic	football	and	indigenous	games,	

including	 Marn	 Grook. 14 	Melbourne	 Football	 Club	 has	 been	 around	 since	 Darwin	

published	 Origin	 of	 the	 Species	 and	 its	 earlier	 nickname	 was	 a	 Caribbean	 flower.	

Collingwood	 sprung	 from	 the	 city’s	 shoemakers	 and	 their	 mascot	 is	 the	 Magpie,	

although	 their	 motto	 refers	 in	 Latin	 to	 the	 European	 look-alike	 rather	 than	 the	

Australian	native	bird.	 Jeff	Garlett	 is	playing	 for	Melbourne	and	he	kicks	a	goal	 in	 the	

first	 quarter.	 He’s	 an	 indigenous	 man	 from	 Burracoppin	 in	 Western	 Australia.	 I	 can	

bring	up	the	satellite	image	of	the	place	where	he	first	played	football.	It’s	glorious	red	

																																																								
13	I	will	refer	to	the	local	game	as	Australian	Rules	football	and	I	will	use	the	term	“football”	to	

indicate	the	game	also	known	as	soccer.	The	term	“football”	may	also	be	used	as	a	collective	term	for	
all	games	that	refer	to	their	code	as	“football”.	

14	Some	notable	Victorian	historians	have	controversially	questioned	the	relationship	between	
Australian	Rules	football	and	Aboriginal	games	like	Marn	Grook	but	the	link	appears	to	be	indisputable	
and	ongoing	research	by	historians	such	as	Jenny	Hocking	is	providing	further	evidence	of	this	link.		
Jenny	 Hocking	 and	 Nell	 Reidy,	 “Marngrook,	 Tom	 Wills	 and	 the	 Continuing	 Denial	 of	 Indigenous	
History”,	 Menajin	 Quarterly	 (Winter	 2016),	 accessed	 September	 24,	 2017,		
https://meanjin.com.au/essays/marngrook-tom-wills-and-the-continuing-denial-of-indigenous-
history/		
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desert	mostly,	but	there’s	also	rectangular	patches	of	bush.	The	biggest	landmark	is	the	

football	 oval,	 tinged	with	 green.	 Jeff	 Garlett	 is	 running	 on	MCG	 turf	where	 just	 three	

days	before	in	a	friendly	football	match	between	Argentina	and	Brazil	the	Argentinian	

champion	Lionel	Messi	ran.	Perhaps	Jeff	and	Lionel	sat	on	the	same	bench	in	the	change-

rooms,	 used	 the	 same	 shower.	 Messi	 is	 arguably	 the	 world’s	 most	 famous	 footballer,	

which	makes	him	one	of	the	most	famous	people	in	the	world.	I	Google	Messi’s	name	and	

up	comes	an	image	of	a	small	boy	in	rural	Afghanistan	who	has	made	an	Argentinean	

jersey	out	of	a	blue	and	white	 striped	plastic	bag,	on	 the	back	he’s	written	“Messi	10”	

(fig.	 1).	 There’s	 an	 article	 that	 says	 Messi	 met	 the	 little	 boy,	 but	 not	 in	 Afghanistan	

because	after	the	photograph	went	viral	the	family	became	refugees,	fleeing	their	home	

for	fear	their	son	would	be	killed.	Instead	they	meet	Messi	 in	Qatar	where	the	satellite	

image	 of	 Khalifa	 Stadium	 shows	 the	 stadium	 to	 be	 the	 centre	 of	 an	 elaborate	 and	

exquisite,	architectural	mosaic.	What	 I	know	without	searching	 is	 that	 the	upgrade	of	

Khalifa	Stadium	for	the	2022	World	Cup	is	being	done	by	fly-in	workers	whose	human	

rights	are	abused	in	a	range	of	ways.	This	is	regularly	documented	in	the	global	media.	

The	satellite	 image	of	Messi’s	hometown,	Rosario	 in	Argentina,	shows	a	city	that	must	

have	been	designed	on	graph	paper	because	it	is	all	right	angles.	Up	here	(on	the	laptop	

in	my	kitchen)	I	can’t	delineate	the	ebbs	and	flows	of	the	natural	landscape	but	the	way	

the	 streets	 are	 imposed	makes	me	 suspicious	 this	 can	 only	 be	 the	 work	 of	 European	

bureaucrats	with	set	squares.	This	 ignorant	rigidity	 is	the	colonial	mark.	Even	Estadio	

Marcelo	Bielsa,	where	Messi	learnt	his	trade,	looks	a	little	like	an	open	cardboard	box,	

the	 rectangular	 stands	 are	 flaps	 attached	 to	 the	 rectangular	 pitch.	 When	 he	 is	 not	

playing	 for	 Argentina	 Messi	 plays	 for	 Barcelona	 at	 their	 home	 ground	 Camp	 Nou.	

Barcelona	is	a	team	with	its	own	deep	and	complex	history,	bound	in	the	fight	against	

fascism	 in	Spain	and	 the	 rights	of	 the	Catalan	people…I	 can	go	on	 like	 this	 for	pages,	

zooming	 in	 and	 zooming	 out,	 making	 connections,	 personal	 and	 political,	 from	 my	

kitchen,	via	the	Internet,	bound	by	the	stadium.	
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Figure	1:	Afghan	boy	with	Lionel	Messi	plastic	bag	jersey.		

BBC	News,	“Afghan	boy	bags	real	Messi	shirt	–	finally,”	published	February	25	2016,	accessed	
June	12	2017,	http://www.bbc.com/news/blogs-trending-35658337		
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Figure	2:	Satellite	images	from	left	to	right:	Melbourne	Cricket	Ground,	Melbourne,	Australia;	
Burracoppin	 football	 ground,	 Western	 Australia,	 Australia;	 Khalifa	 Stadium,	 Doha,	 Qatar;	
Estadio	Marcelo	Bielsa,	Rosario,	Argentina;	Camp	Nou,	Barcelona,	Spain.		

Accessed	June	12	2017.	https://www.google.com/maps	
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This	short	meandering	tour	speaks	a	little	of	my	practice,	a	practice	that	is	concerned	

with	 the	 stadium,	 or	more	 accurately	 the	 things	 that	 happen	 there,	 how	we	 access	

those	 moments,	 and	 what	 they	 might,	 as	 a	 collective,	 expose.	 The	 choice	 of	 the	

stadium	 is	 a	 particular	 one,	 a	 decision	 I	 will	 explore	 first	 before	 considering	 the	

method	by	which	a	work	might	be	constructed	from	these	moments	in	the	stadium.	

The	stadium’s	role	in	modern	history,	its	unique	structure	and	its	position	within	the	

urban	landscape	all	give	clues	to	why	it	is	a	somewhat	skewed,	but	perhaps	revealing,	

lens	through	which	to	view	the	world.		

Stadiums,	hippodromes	and	circuses	dotted	the	maps	of	ancient	Rome—much	

as	the	modern	stadium	can	be	seen	thriving	in	the	satellite	images	of	any	current	day	

city—but	 the	 stadium	 was	 not	 a	 feature	 of	 the	 Middle	 Ages	 or	 the	 Renaissance.	

Stadiums	reappeared	in	Europe	in	the	19th	century,	but	the	resurgence	of	the	stadium	

really	hit	its	momentum	around	the	1920s.15	Using	events	that	have	happened	in	the	

stadium	 is	 a	 specific	 viewpoint	 from	which	 to	 examine	 the	 20th	 century.	 From	 the	

infamous	 1936	 Olympic	 Games	 in	 Berlin	 to	 the	 moment	 Scottish	 fans	 red-carded	

Margaret	 Thatcher	 in	 1989	 to	 a	memorial	 service	 for	Nelson	Mandela,	 the	 stadium	

reflects,	and	subverts	our	view	of	the	politics	of	the	20th	century.	In	the	early	part	of	

the	21st	century	the	stadium	has	become	not	just	a	feature	of	the	metropolises	of	the	

west	but	has	infiltrated	nearly	every	urban	centre	on	the	globe.	This	is	in	part	because	

of	the	insinuation	of	the	world’s	two	biggest	sporting	events,	the	Olympic	Games	and	

the	FIFA	World	Cup,	into	every	corner	of	the	globe.	Importantly	for	this	research	this	

resurgence	 of	 the	 stadium	 as	 a	 major	 urban	 structure	 runs	 in	 parallel	 with	 the	

development	 of	 popular	 media	 in	 the	 20th	 century:	 radio,	 film,	 photography,	

television,	mass	publication	and	mass	production.	What	happened	in	the	stadium	was	

recorded	and	archived	through	these	media.	And	in	the	21st	century	the	access	to	that	

archive	 has	 proliferated,	 we	 can	 search	 hundreds	 of	 websites	 dedicated	 to	 the	

stadiums	and	the	events	that	have	occurred	there.	These	are	the	mediums	by	which	

we	remember	and	reimagine	what	has	happened	 in	 the	stadium.	The	 form	of	 these	

records,	and	our	access	to	them,	is	crucial	to	our	understanding.		

																																																								
15	I	do	not	intend	to	elaborate	on	the	historical	reasons	for	this	demise	of	the	stadium	through	

this	 time,	 or	 the	 differences	 between	 the	 role	 of	 the	 stadium	 in	 ancient	 and	 modern	 times	 as	 my	
concern	is	with	the	stadium	in	the	last	100	hundred	years.	For	further	reading,	B.	Kratzmüller,	“Show	
Yourself	 to	 the	 People!”	 in	 Stadium	Worlds:	 Football,	 Space	 and	 the	 Built	 Environment,	 eds.	 Sybille	
Frank	and	Silke	Steets	(Oxon:	Taylor	and	Francis,	2010),	36-55.	
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The	Duality	of	the	Stadium	

When	we	examine	 those	 satellite	 images	 that	 are	 all	 so	 accessible	now,	we	 see	our	

cities	 dotted	 with	 apparent	 voids	 that	 sit	 nestled	 in	 among	 the	 densely	 packed	

buildings	and	arterial	roadways.	Of	course	the	stadium	is	not	just	a	playing	field,	it	is	

distinguished	from	the	local	football	ground	or	running	track	by	a	frame,	the	stadium	

stands.	Sometimes	this	frame	is	gleaming,	sharp	edged,	symmetrical,	sometimes	it	is	a	

mishmash	of	geometric	shapes	that	still	make	up	a	whole,	but	sometimes	it	is	broken,	

the	ring	of	 the	 frame	 is	 incomplete.	But	regardless	of	 the	stadium’s	architecture,	on	

the	 satellite	 image	 we	 can	 easily	 identify	 two	 parts:	 the	 cool	 green	 playing	 arena,	

where	sport	is	played;	and	the	stands,	where	fans	and	spectators	sit.		

The	 primary	 function	 of	most	 contemporary	 stadiums	 is	 to	 house	 spectator	

sports,	 most	 commonly	 some	 form	 of	 football.	 While	 there	 is	 a	 temptation	 to	 use	

sport	as	a	metaphor	 for	grander	human	endeavors,16	it	 is	 in	 fact	 the	rationality	and	

containment	of	sport	that	is	its	attraction	to	the	spectator.	Truth	is	measurable	on	the	

football	 field,	 in	 the	 pitch,	 the	 score,	 the	 rules	 and	 the	 statistics.	 Skill	 is	 played	 off	

against	chance,	and	justice	is	delivered	quickly	and	(ideally)	without	favour.	Space	in	

the	 stadium	 is	 geometric	 and	 satisfyingly	 absolute	 (the	 ball	 is	 either	 in	 or	 out,	 not	

somewhere	in-between).	As	Steven	Connor	summaries	it:	

…one	of	the	most	important	features	of	games,	and	sports	in	particular,	is	that	
they	embody	a	principle	of	absolutely	positivity,	or	put	the	other	way	round,	
repudiated	absurdity.	Unlike	‘real	life’,	which,	despite	its	upright	reputation,	is	
plainly	 a	 treacherous	 fogbank	 of	 delusions	 and	 deceptions,	 vanities	 and	
velleities,	sport	is	the	forcing	into	being	a	condition	in	which	it	is	impossible	to	
deny	what	is	really	happening.	Despite	all	the	claims	that	sport	is	a	theatrical	
displacement	 of	 human	 desires,	 virtues	 and	 values,	 sport	 is	 in	 its	 essence	
zealously	nonsymbolic	and	unillusory.17	

The	 other	 half	 of	 the	 stadium,	 the	 stands,	where	 the	 fans	 sit,	 is	 in	 apparent	

opposition	 to	 this	 calculated	 control.	 It’s	 here	 that	 joy,	 rapture,	 affection,	 suspense,	

distress	and	hatred	are	expressed.	 It’s	where	emotion	 is	 legitimised,	where	societal	

discriminations	 can	 be	 challenged	 or	 disturbingly	 reinforced.	 The	 stadium	 stands	

exist	as	a	sort	of	counter-move	to	some	of	the	civilising	forces	of	society,	it	is	where	

																																																								
16	Overcoming	impossible	obstacles,	dedication	to	the	team	and	self-sacrifice	are	just	some	of	

the	narratives	embedded	in	sporting	cultures.		
17	Steven	Connor,	A	Philosophy	of	Sport.	(London:	Reaktion,	2011),	175.		
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these	 moments	 and	 these	 feelings	 are	 shared.18	In	 their	 book,	 All	 Things	 Shining,	

philosophers	Hubert	 Dreyfus	 and	 Sean	Dorrance	 Kelly	 propose	 that	 the	 stadium	 is	

also	 a	place	where	 contemporary	Westerners	 find	 “sacred	 community	most	 easily,”	

and	that	while	sport	in	itself	is	not	sacred,	there	are	moments	in	the	stadium	where	

something	 overpowering	 rises	 up	 and	 momentarily	 carries	 you	 up,	 like	 a	 wave.	19	

They	describe	this	as	a	“whooshing	up”	and	compare	 it	 to	the	ancient	Greek	idea	of	

physis,	 a	 moment	 when	 the	 sacred	 is	 revealed,	 if	 only	 fleetingly.	 “At	 that	 moment	

there	is	no	question	of	ironic	distance	from	the	event.	This	is	the	moment	when	the	

sacred	 shines.”20	Dreyfus	 and	 Kelly	 use	 Louis	 Gehrig’s	 farewell	 speech	 at	 Yankee	

Stadium	in	1939	as	the	illustration	of	their	point.	Gehrig,	terminally	ill	and	obviously	

deteriorating,	 was	 impelled	 to	 take	 the	 microphone	 for	 an	 impromptu	 speech.	 It	

would	 go	 down	 as	 one	 of	 America’s	 great	 speeches,	 simple,	 honest	 and	 sincere.	

Dreyfus	 and	 Kelly	 suggest	 for	 at	 least	 that	 moment	 there	 wasn’t	 a	 person	 in	 the	

stadium	 that	 was	 plagued	 by	 the	 constant	 search	 for	 meaning,	 because	 just	 for	

instant,	 bound	 together	 with	 the	 rest	 of	 the	 crowd	 in	 affection	 and	 grief,	 they	

surpassed	 all	 that	 doubt,	 if	 only	 for	 that	 brief	 time.	 Melbournians	 experienced	 a	

similar	moment	at	the	MCG	in	1995	when	a	terminally	ill	Ted	Whitten	did	a	lap	of	the	

ground	 during	 a	 State	 of	 Origin	 match.	 The	 crowd	 was	 visibly	 moved	 by	 the	

opportunity	to	say	goodbye	to	the	man	they	had	known	as	“Mr	Football.”	Perhaps	a	

more	 potent	 example	 of	 “whoosing”	 happened	 the	 same	 year	 “Mr	 Football”	 did	 his	

last	lap,	when	Nelson	Mandela,	in	a	gesture	of	national	healing,	walked	onto	the	field	

of	Ellis	Park	at	the	1995	Rugby	World	Cup	wearing	a	Springbok	jersey;	a	jersey	much	

loved	 by	 white	 South	 Africa	 but	 seen	 as	 an	 emblem	 of	 apartheid	 by	 black	 South	

Africans.	 The	 mostly	 white,	 mostly	 Afrikaans,	 crowd	 responded	 to	 Mandela’s	

conciliatory	 act	 by	 chanting,	 “Nelson.	 Nelson.	 Nelson.”	 Describing	 a	 stadium	 full	 of	

white	 South	 Africans	 chanting	 unabashedly	 for	 their	 President—their	 black	

President—still	brought	tears	to	the	eyes	of	those	who	were	there	years	later.21	There	

is	significant	difference	between	these	moments—the	context	and	content	is	not	the	

same.	At	Yankee	stadium	and	at	the	MCG	the	crowd	experienced	a	genuine	moment	of	

																																																								
18	M.S.	Schäfer	and	J.	Roose,	“Emotions	in	Sports	Stadia”	in	Stadium	Worlds:	Football,	Space	and	

the	Built	Environment.	eds.	Sybille	Frank	and	Silke	Steets.	(Oxon:	Taylor	and	Francis,	2010),	231.		
19	Dreyfus,	192.		
20	Ibid.,	194.	
21	“ESPY	Awards	-	Nelson	Mandela”	(online	video),		published	October	2,	2009,	accessed	

December	8,	2017,	https://www.youtube.com/watch?v=t4vlFQA-t9w.		
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human	empathy,	at	Ellis	Park	the	crowd	is	caught	up	in	the	ecstatic	prospect	of	a	new	

future.	 Still	 Dreyfus	 and	Kelly	write	 that	when	 it	 is	 “shared	 that	 it	 is	 shared”	 is	 the	

moment	 when	 something	 special	 “bursts	 forth	 and	 shines”	 and	 in	 this	 way	 these	

moments	 at	 Yankee	 Stadium,	 the	 MCG	 and	 Ellis	 Park	 are	 connected.	 What	 is	

experienced	 at	 that	moment	 in	 the	 stadium	 cannot	 be	 completely	 understood,	 and	

certainly	not	experienced,	outside	of	it.	But	what	must	also	be	acknowledged	is	that	

this	moment	of	sharing	may	 involve	exclusion	or	vilification,	 it	might	even	promote	

violence	against	others.	When	the	fans	of	some	Eastern	block	football	clubs	mimic	a	

Nazi	salute	 in	 their	support	of	 their	 team	they	are	also	bound	up	with	 the	moment,	

they	may	even	feel	the	“whooshing”.22		

“Sharing	what	is	shared”	can	theoretically	occur	in	any	crowd,	in	the	theatre	or	

in	 the	 public	 square,	 what	 makes	 the	 stadium	 crowd	 unique	 is	 that	 unlike	 these	

crowds	 the	 stadium	 crowd’s	 gaze	 is	 not	 just	 on	 the	 action	 (the	 game,	 the	 public	

speaker,	 the	 stage),	 it’s	 also	 self-reflexive.	 The	 stadium	 crowd	 looks	 at	 itself.23	This	

specific	 condition	 of	 the	 stadium	 crowd	 is	 described	 succinctly	 and	 eloquently	 by	

Elias	Canetti	in	his	tome	Crowds	and	Power.		

There	is	no	beak	in	the	crowd	which	sits	 like	this,	exhibiting	itself	to	itself.	 It	
forms	 a	 closed	 ring	 from	 which	 nothing	 can	 escape.	 The	 tiered	 ring	 of	
fascinated	 faces	has	 something	 strangely	homogeneous	about	 it.	 It	 embraces	
and	contains	everything	which	happens	below;	no-one	relaxes	his	grip	on	this;	
no-one	tries	to	get	away…this	crowd	is	doubly	closed,	to	the	world	outside	and	
in	itself.	24			

The	 stadium	 crowd	 is,	 for	 Canetti,	 not	 a	 natural	 crowd.	 For	 Canetti	 the	 natural	

condition	of	the	crowd	is	that	it	can	always	grow.	The	stadium	crowd	is	bounded	and	

its	size	is	limited.	In	the	stadium	you	not	only	feel	the	“sharing	what	is	shared”,	you	

can	see	it.	But	access	to	this	moment,	this	feeling,	is	exclusive.		

																																																								
22	Dreyfus	and	Kelly	also	acknowledge	 that	 the	 surging	 feeling	 that	 can	over	 take	 the	crowd	

can	also	be	dangerous	and	repellent,	but	 they	make	a	case	 for	poesis	as	 the	means	by	which	we	can	
distinguish	one	situation	from	the	other.	On	a	personal	note	I	find	this	idea	problematic	but	that	is	not	
discussed	further	here.	

23	Sightlines	in	the	stadium,	who	is	looking	at	who	and	through	what	medium,	has	become	in	
recent	times	quite	complex.		There	is	not	a	space	in	the	modern	stadium	you	cannot	see	a	screen,	large	
or	small,	and	this	does	not	take	into	account	the	personal	screen	everyone	carries	with	them.	In	South	
Korea	 stadiums	 are	 built	 specifically	 to	 present	 E-Sports	 (electronic	 sports),	 the	 division	 between	
screen	 view	 and	 live	 view	 becomes	 very	 muddy	 in	 this	 situation.	 The	 stadium	 as	 panopticon	 is	
discussed	in	a	little	more	depth	later	in	this	paper.		

24	Elias	Canetti,	Crowds	and	Power.	(New	York:	Farrar,	Straus	and	Giroux,	1973),	28.	
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What	 lures	 the	 sports	 fan	 to	 the	 stadium	 is	 apparently	 inconsistent.	 On	 one	

hand	the	spectator	is	attracted	to	the	stadium	by	the	order	of	the	game,	its	rejection	

of	 the	 absurd.	 On	 the	 other	 hand	 they	 are	 lured	 by	 is	 the	 opportunity	 to	 repel	 the	

social	norms	that	exist	outside	the	stadium	walls,	to	cheer	and	yell	and	support	your	

team	irrationally.	It	is	in	this	loud	raucous	space	the	crowd	hopes	for	that	intangible	

moment,	that	moment	of	sacred	community;	that	“whoosh”.	

The	Stadium	as	Other	Space		

The	stadium	is	not	always	acting	as	a	sports	arena;	it	has	many	incarnations	and	it	is	

often	when	it	 is	acting	 in	these	other	roles	that	what	 is	revealed	 is	most	curious.	 In	

the	 former	 Soviet	 Union	 and	 in	 present	 day	North	Korea	 the	 stadium	provides	 the	

perfect	venue	for	grand	gymnastic	displays	that	advertise	the	State.	The	stadium	may	

be	used	as	the	rally	site	for	a	presidential	campaign	in	the	Unites	States	or,	as	in	Sao	

Bernardo	 in	 the	 late	 1970s	 the	 place	 where	 workers,	 in	 direct	 opposition	 to	 the	

military	regime,	united	for	better	wages	and	conditions.	It	can	be	the	site	of	a	papal	

visit	or	a	memorial	service	for	a	President	once	labelled	a	terrorist	and	then	a	saint.	It	

is	 where	 U2	 and	 Pink	 Floyd	 play	 their	 concerts.	 In	 New	 Orleans	 during	 Hurricane	

Katrina	 it	was	advertised	as	 refuge,	only	 to	become	a	prison	 for	 the	primarily	poor	

black	 residents	 of	 the	 city.	 And	 as	 I	 have	 written	 it	 was	 where	 General	 Augusto	

Pinochet	 imprisoned,	tortured	and	murdered	supporters	of	the	Allende	government	

during	the	coup	d’état	in	Chile.	Sometimes	in	these	various	incarnations,	the	internal	

boundary	of	the	stadium,	between	the	arena	and	the	stands,	is	dissolved,	its	internal	

duality	 is	 lost	 and	 the	 space	of	 the	 stadium	becomes	one.	But	 even	 in	 this	 case	 the	

external	 boundary,	 between	 the	 stadium	 and	 the	 city	 remains.	 This	 external	

boundary	exists	for	all	forms	of	the	stadium,	be	it	football	ground	or	prison.		

The	 stadium,	while	walled	 off	 from	 the	 city	 is	most	 often	 located	within	 the	

heart	of	it.	The	external	wall	is	both	physical	and	social.	Access	to	the	stadium	might	

be	regulated	through	cost,	class	or	allegiances.	And,	as	in	the	case	of	New	Orleans	and	

Estadio	Nacional	in	1973,	access	may	not	even	be	desirable.	Even	attending	a	football	

match,	while	decidedly	mainstream	activity	in	many	societies,	can	be	a	radical	action,	

a	defiant	breach	of	 the	boundary,	 in	others.	25		 In	 this	way	stadiums	are	heterotopic	

space	as	described	by	Michel	Foucault	in	his	paper	“Of	Other	Spaces”,	they	have	“the	
																																																								

25	For	example	attending	a	football	match	can	be	a	radical	act	if	you	are	a	woman	in	Iran.	
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curious	property	of	being	in	relation	with	all	the	other	sites,	but	in	such	a	way	as	to	

suspect,	 neutralise,	 or	 invert	 the	 set	 of	 relations	 that	 they	 happen	 to	 designate,	

mirror,	 or	 reflect.”26	In	 line	 with	 Foucault’s	 requirements	 for	 heterotopian	 space	

stadiums	change	function	depending	on	societies	requirements	(one	moment	football	

ground,	next	moment	prison),	and	they	are	simultaneously	accessible	and	restricted	

(they	are	both	public	and	private	spaces,	access	can	be	regulated	either	through	cost	

or	culture).	 In	the	stadium	the	contrasting	functions	of	 the	crowd	and	the	game	are	

happily	 contained,	 as	 are	 temporal	 inconsistencies—the	 stadium	 acts	 both	 as	 the	

space	where	the	event	is	staged	as	a	passing	disruption	to	the	normal	passage	of	daily	

life,	 and	 as	 a	 museum	 where	 the	 memory	 of	 past	 glories	 are	 made	 timeless	 with	

plaques	and	trophies.27	The	stadium	is	other	space.	But	more	specifically	the	position	

of	the	stadium,	both	geographically	and	socially,	 is	that	 it	 is	both	inside	and	outside	

the	places	it	reflects	or	inverts.	

Local	and	Global	

In	 her	 essay	 “A	 Global	 Sense	 of	 Place”	 Doreen	 Massey	 notes	 that	 the	 time-space	

compression	of	globalisation	has	not	been	the	same	for	everyone.	Certainly	while	the	

ability	 to	 move	 around	 the	 globe	 has	 become	 commonplace	 for	 many,	 it	 is	 an	

impossibility	 for	 the	 rest,	 or	 custodial	 for	 some	 (like	 the	 workers	 in	 Qatar).	

Communication	through	the	Internet	has	provided	some	with	an	extraordinary	access	

to	information,	but	it	assumes	you	have	access	to	the	Internet	and	that	your	primary	

language	 is	 one	 of	 the	 ten	major	 languages	 in	 which	most	 content	 is	 provided.	 As	

Massey	 points	 out	 time-space	 compression	 is	 differentiated	 socially.	 One	 of	 her	

examples,	quite	appropriately	for	my	argument,	revolves	around	the	favelas	of	Rio	de	

Janeiro.	The	people	of	 the	 favelas	 are	 football	 experts;	 they	 follow	 the	 sport	 locally	

and	 globally.	 No	 doubt	 the	 children	 of	 the	 favela	 can	 recite	 statistics	 and	 replay	

important	 moments	 in	 crucial	 games.	 Some	 of	 these	 children	 have	 grown	 up	 to	

become	local	and	international	players,	taking	with	them	the	style	of	game	developed	

in	the	 favela.	But	most	of	 the	people	that	 live	 in	the	 favela	have	never	even	been	to	

																																																								
26	Foucault,	“Of	Other	Spaces”,	24.	
27	The	stadium	as	a	heterotopian	space	is	discussed	in	more	detail	in	my	unpublished	honours	

paper	“For	Football	and	where	Pigs	Graze,”	2015.		
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downtown	 Rio. 28 	As	 Massey	 notes,	 “At	 one	 level	 they	 have	 been	 tremendous	

contributors	 to	what	we	call	 time-space	compression;	and	at	another	 level	 they	are	

imprisoned	 in	 it”. 29 	Massey	 suggests	 that	 to	 really	 understand	 the	 time-space	

compression	of	globalisation	we	should	imagine	a	satellite	view	from	which	we	map	

not	 just	 movement	 of	 people	 or	 the	 lines	 of	 communication	 but	 also	 the	 social	

relations	between	people.	The	stadium	 is	often	both	specifically	 local,	 rooted	 in	 the	

ground	and	the	suburbs	in	which	it	stands,	and	intensely	global,	in	the	power	of	the	

international	 franchises	 or	 illustrated	 most	 potently	 by	 the	 image	 of	 a	 boy	 with	 a	

plastic	 bag	 jersey.	 By	Massey’s	 criteria	 the	 stadium	 is	 not	place	 in	 itself.	 For	while	

Massey	notes	place	is	full	of	internal	conflicts,	never	settled	in	its	identity,	it	is	more	

importantly	contingent	on	these	social	relations,	making	it	unbounded	and	constantly	

changing.	30	Still	using	the	stadium	as	a	geographical	starting	point	from	which	to	map	

a	 series	 of	 historical	 moments,	 and	 the	 skewed	 relationships	 that	 these	 moments	

have,	 is	one	way	to	represent	the	interaction	of	the	global	and	local	and	the	uneven	

experience	of	time-space	compression.		

	

	

What	 has	 occurred	 in	 the	 incongruous	 stadium,	 these	 events	 that	 seem	 to	magnify	

and	skew	our	view	of	the	world,	makes	the	stadium	a	perfect	frame	through	which	to	

construct	narratives	that	reflects	our	contemporary	position	in	history.		

	

	 	

																																																								
28	A	 similar	 narrative	 can	 be	 made	 about	 the	 remote	 indigenous	 communities	 in	 central	

Australia	and	their	relationship	to	Australian	Rules	football.	There	English	might	be	someone’s	third	or	
fourth	language	and	many	won’t	travel	far	from	their	home.	Still	they	are	experts	in	Australian	Rules	
football	 and	 have	 produced	 some	 of	 its	 best	 players	 and	 contributed	 particular	 playing	 styles	 and	
skills.	The	difference	is	that	Australian	Rules	football	 is	not	a	global	phenomenon;	in	fact	it	 is	a	game	
that	resists	any	real	attempt	to	export	it	outside	of	Australia.		

29	Massey,	150.	
30	Ibid.,	155.	
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Inventories	

Identifying	 which	 stadium	 events	 to	 research	 is	 a	 personal	 process.	 Working	 in	 a	

safety	 role	 at	 the	 Melbourne	 Cricket	 Ground,	 general	 reading	 or	 even	 through	

watching	movies	have	all	been	ways	 I	have	been	made	aware	of	a	particular	event.	

Once	my	 practice	 became	 known	 I	 found	 friends	 and	 acquaintances	would	 suggest	

moments	 that	 they	 had	 read	 about	 or	 remembered.	 Once	 I	 identify	 an	 event	 of	

interest	 I	 source	 and	 access	 existing	 material	 that	 describes,	 or	 is	 related	 to,	 that	

event.	This	material	exists	 in	newspapers,	 in	published	books	(primarily	 in	political	

histories	and	personal	memoirs	but	also	in	academic	texts),	and	in	television	and	film	

archives.	 It	 also	 exists	 online,	 both	 in	 digital	 records	 of	 all	 the	 sources	 I	 have	 just	

mentioned,	and	in	social	media	feeds	and	on	individual	websites.	To	create	narratives	

framed	 by	 the	 stadium	 involves	 firstly	 engaging	 with	 this	 archive.	 Investigating,	

accessing,	 manipulating	 and	 reconfiguring	 existing	 archives	 to	 produce	 alternate	

forms	of	the	archive	is	a	not	new	phenomenon	in	artistic	practice.	Such	practices	vary	

dramatically:	they	may	be	concerned	with	revealing	the	lost,	exposing	the	untold,	and	

reconnecting	 us	 with	 the	 forgotten;	 or	 at	 the	 other	 extreme	 they	 may	 be	

reconstructions	 of	mass	 culture.31	What	 occurs	 in	 the	 stadium	 is	 performed	by	 and	

for	the	masses,	the	stadium	is	all	about	mass	culture	and	it	is	the	reconstruction	of	the	

broadcasted	 and	 the	 public	 that	 I	 am	 concerned	with	 here.32	For	my	 purposes	 the	

																																																								
31	In	his	essay	“An	Archival	Impulse”	Hal	Foster	 investigates	artists	whose	source	material	 is	

obscure,	“retrieved	in	a	gesture	of	alternative	knowledge	or	counter-memory”.	These	artist’s	practices	
seek	to	explore	“unfulfilled	beginnings	or	incomplete	projects”.	 	He	specifically	notes	early	on	that	 in	
this	essay	he	is	not	concerned	with	artists	that	source	their	material	from	the	archives	of	mass	culture.	
In	contrast,	in	this	paper	I	am	concerned	with	artworks	that	specifically	use	the	popular	and	accessible.	
Hal	Foster,	"An	Archival	Impulse,"	October	110	(2004):	3-22.	

32	I	 am	not	 suggesting	here	 that	 this	use	of	 accessible	and	known	 is	 the	only	or	best	way	of	
constructing	narratives	from	events	that	have	occurred	in	the	stadium.	Works	that	reveal	this	untold	
and	forgotten	may	also	use	the	stadium.	Perhaps	one	of	the	most	potent	examples	of	a	work	that	does	
this	 is	 Yael	 Bartana’s	 Mary	 Koszmary	 (Nightmares)	 (2007),	 one	 of	 three	 works	 that	 make	 up	 the	
installation	 …and	 Europe	 will	 be	 Stunned.	 The	 work	 records	 the	 leader	 of	 the	 Jewish	 Renaissance	
Movement	in	Poland	(JRMiP)	pleading	for	the	Jews	to	return	to	Poland.	(Slawomir	Sierakowski,	who	is	
a	 left-wing	 activist	 in	 real	 life,	 plays	 the	 JRMiP	 leader.	 And	 the	 JRMiP,	 while	 being	 Bartana’s	
construction	has	actual	members.)	Sierakowski	delivers	his	address	in	the	stadium.	The	camera	circles	
him	as	he	also	turns,	to	address	the	stands.	But	the	stands	are	full	of	weeds.	This	stadium	is	derelict.	
The	 leader	 has	 an	 audience	 of	 sorts;	 a	 handful	 of	 adolescents	 decked	 out	 in	 khaki	 uniforms,	
accessorised	by	 red	kerchiefs	 and	 taciturn	 smiles.	 The	 stadium	 is	 identified	 as	 the	Olympic	 Stadium	
Warsaw,	 otherwise	 known	 as	 Stadion	 Dziesięciolecia	 (Decennial	 Stadium),	 which	 has	 since	 been	
replaced	 by	 a	 new	 national	 stadium.	 Bartana	 has	 used	 it	 because	 it	 straddles	 the	 space	 between	
apparently	opposing	poles.	In	Mary	Koszmary	the	stadium	is	mausoleum,	the	repository	of	old	sporting	
and	political	battles,	and	the	site	at	which	the	leader	is	activating	a	new	(in	itself	conflicted)	ideology.	It	
is	both	a	stage	for	Bartana’s	construction	(which	morphs	fact	and	fiction),	and	an	historical	site.	What	
is	not	revealed	is	the	link	between	the	leader’s	speech	and	another	moment	at	Decennial	Stadium.	In	



Constructing	Narratives	Framed	by	the	Stadium	

20	 	
	

archive	 is	 formal	 and	 informal,	 it	 consists	 of	 documents,	 objects	 and	 artifacts.	 It	 is	

very	simply	any	records	or	objects	we	keep	to	communicate	between	the	past	and	the	

future.33	This	broad	definition	of	the	archive,	a	much	broader	definition	than	might	be	

accepted	within	professional	fields,	is	important.	It	allows	me	to	include	the	extended	

archive	 that	 technology	has	given	us	 and	highlights	 the	ability	 to	 repeatedly	 access	

that	 archive,	 to	 print	 and	 “re-print”,	 to	 cut	 and	 paste,	 to	 decontextualise	 and	

recontextualise.34	The	 Internet	 gives	 the	masses	 access	 to	 archives	 that	 in	 the	 past	

were	 hidden	 or	 that	 only	 existed	 in	 personal	 archives.	While	North	 Korea	 remains	

one	of	 the	most	 isolated	nations	on	 the	planet,	 official	 and	unofficial	 footage	of	 the	

Arirang	 Mass	 Games	 is	 available	 on	 Youtube,	 just	 a	 few	 clicks	 away	 from	 home	

footage	of	Nelson	Mandela’s	 first	public	speech	at	Soccer	City	after	he	was	released	

from	prison	in	1991.	These	documents	can	be	accessed	and	downloaded	into	my	own	

archive	 where	 they	 sit	 with	 other	 original	 footage,	 book	 excerpts,	 personal	

recollections,	documentaries	and	movies.		

But	it	 is	not	just	the	projection	of	the	mass	 in	mass	culture	that	interests	me,	

but	 also	 the	 concept	of	mass	as	measurably	 large,	because	 in	 the	 stadium	numbers	

are	 everything,	 in	 the	 game,	 in	 the	 crowd.	 Here	 I	 am	 concerned	 with	 archival	

artworks	 that	 cover	 broad	 ground,	 that	 work	 with	 a	 form	 of	 accumulation.	 These	

works	are	interested	in	the	known,	what	is	often	already	in	the	public	realm,	and	how	

it	 might	 be	 reconfigured,	 but	 they	 also	 work	 with	 numerous	 events	 or	 numerous	

points	of	view	simultaneously.	They	cast	a	wide	net.	I	wanted	to	consider	a	term	for	

this	sort	of	work,	which	while	still	essentially	archival	art,	is	a	little	bit	more	specific.	

My	 first	 instinct	was	 to	define	 these	works	 as	 survey,	which	 in	 itself	 is	 a	 term	 that	

suggests	 both	 surfing	 the	 Internet	 and	 surveillance	 (as	 is	 certainly	 a	 concern	 of	

filmmaker	and	artist	Harun	Farocki’s).	Taryn	Simon	specifically	uses	the	notion	of	an	

index	 to	 describe	 her	 2007	 work	 An	American	 Index	 of	 the	Hidden	 and	Unfamiliar.	
																																																																																																																																																																								
1968	Ryszard	Siwiec	self-immolated	at	the	stadium	during	the	Harvest	Festival	celebrations	to	protest	
the	USSR	 led	 invasion	 of	 Czechoslovakia.	 Siwiec	 survived	 for	 several	 days	 before	 succumbing	 to	 his	
injuries.	His	act	was	suppressed	and	only	came	to	light	again	some	years	later.	Footage	of	the	incident,	
and	a	tape	recording	made	by	Siwiec	urging	people	to	revolt	can	now	be	accessed	online.	The	JRMiP	
Leader’s	plea	for	the	Jews	to	return	to	Poland	mimics	in	part	Siwiec’s	plea	to	his	people.	Yael	Bartana,	
Mary	Koszmary	(Nightmares),	2007,	single	channel	video	(11m),	http://yaelbartana.com/project/and-
europe-will-be-stunned	.	

33	The	 difficulty	 in	 defining	 the	 archive,	 or	 even	 the	 word	 archive,	 was	 laid	 out	 by	 Jacques	
Derrida	when	he	wrote,	“nothing	is	less	clear	today	than	the	word	‘archive.’”	Derrida,	50.	

34	Derrida	 writes	 that	 when	 he	 pushes	 “save”	 on	 his	 computer	 it	 “ensures	 salvation	 and	
indemnity,	to	stock,	to	accumulate”,	but	it	also	saves	his	document	for	printing	and	reprinting.		
Derrida,	22.	
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Index	provokes	 the	 idea	of	 order,	 of	 something	 systematic.	Or	 I	might	 consider	 the	

term	 atlas,	 after	 Aby	 Warburg’s	 Mnemosyne	 Atlas;	 atlas	 seeming	 an	 appropriate	

suggestion	 given	 the	 satellite	 view	 of	 time-space	 compression	 discussed	 in	 the	

previous	chapter.	But	I	settled	with	the	rather	pedestrian	notion	of	inventories.	In	the	

inventory	 we	 are	 concerned	 with	 not	 just	 what,	 but	 where	 it	 is	 located	 and,	

importantly	from	my	point	of	view,	in	accrual.	In	the	inventory	there	is	a	form	of	logic	

to	the	structure	of	the	information,	we	draw	a	boundary	around	the	area	we	are	going	

to	investigate,	we	allocate	what	we	find	to	different	categories.	But	what	detaches	the	

concept	of	the	inventory	from	how	we	understand	the	archive	more	generally	is	less	

logical	and	more	a	 feeling.	 Inventory	evokes	an	economy,	a	 lack	of	preciousness,	 in	

contrast	 to	 the	 archive,	which	 is	 not	 just	 precious	but	 imbued	with	meaning.	 Still	 I	

acknowledge	 these	 inventories	 are	 created	 from	 accessing	 and	 “re-printing”	 the	

existing	 archives,	 and	 they	 are	 archives	 themselves.	 They	 may	 or	 may	 not	 use	

electronic	 source	 material,	 and	 they	 present	 in	 a	 variety	 of	 forms,	 object,	 video,	

printed	text.	But	this	is	specifically	not	Internet	art	or	database	art.35	It	may	be	cited	

as	 research-based	 art36	but	 while	 the	 machine	 (the	 Internet,	 the	 TV,	 the	 video	

recorder)	may	be	present,	as	 it	 is	 in	the	everyday	of	our	 lives,	 these	inventories	are	

created	through	human	interpretation	not	machine	processing.	

Archivisation		

In	his	1997	work,	dial	H-I-S-T-O-R-Y,	a	work	that	 is	 itself	now	a	piece	of	new-media	

history,	Johan	Grimonprez	created	an	inventory	of	television	and	film	footage	under	

the	 topic	 of	 aeroplane	 hijackings.37	It	 is	 a	 disturbingly	 attractive	 work	 in	 which	

aeroplanes	 explode	 in	 glorious	 blurred	 slow	 motion	 again	 and	 again.	 Where	

revolutionaries	are	 interviewed,	shot,	and	 interviewed	while	dying	 from	being	shot.	

In	just	over	one	hour	Grimonprez	covers	the	globe	and	runs	the	gamut	of	20th	century	

revolutionary	movements.	But	there	are	interjections	of	the	absurd	and	everyday	too.	

We	“do	the	hustle”,	and	there	is	the	now	defunct	interjection	of	TV	static.	A	jumbo	jet	

over	 shoots	 the	 runway,	 exploding	 in	 a	 forest	 of	 trees,	 and	 baby	 chicks	 are	 blown	

																																																								
35 	Artie	 Vierkant,	 “The	 Image	 Object	 Post-Internet,”	 (2010),	 accessed	 April	 7	 2016,	

http://www.artievierkant.com/writing.php	.	
36	Claire	Bishop,	“Digital	Divide,”	Artforum	International,	51,	No.	1	(2012):	424-41.		
37	Johan	Grimonprez,	dial	H-I-S-T-O-R-Y,	1997,	video	(68min),	

	http://www.johangrimonprez.be/main/Film_DAIL_HISTORY_Download.html		
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around	 a	wind	 tunnel,	 helpless	 and	 expendable.	 Using	 dialogue	 from	 the	 novels	 of	

Don	DeLillo	the	film	ostensibly	ruminates	on	the	failure	of	the	artist	when	confronted	

with	 the	 power	 of	 terrorism.	 This	 is	 what	 Grimonprez	 calls	 “supermarket	 history”	

which	 is	 a	 perfect	 synonym	 for	 the	 inventory.	 Visually	 the	 work	 is	 a	 dramatic	

montage	 of	 technicolour	 blur,	 a	 barrage	 of	 jump	 cuts	 that	 resembles	 TV-remote	

editing,	 a	 method	 Grimonprez	 calls	 “zapping”.38	What	 is	 of	 particular	 interest	 to	

Grimonprez	 is	 the	 medium	 through	 which	 stories	 are	 told.	 “History	 is	 always	

happening	between	places,	 right?	 It	 is	only	afterwards	 that	 the	structures	of	power	

consolidate	it	into	a	text,	an	image,	a	TV	series,	a	narrative.”39		

In	 an	 essay	 accompanying	 the	DVD	 release	of	dial	H-I-S-T-O-R-Y	 Slavoj	 Žižek	

opens	with	a	consideration	of	Alain	Badiou’s	The	Century.40	In	his	book	Badiou	asked	

himself	not	 just	what	happened	 in	 the	20th	 century,	but	what	was	 thought	 that	had	

not	 been	 thought	 before,	 and	 “how	 the	 century	 thought	 itself”.41 	What	 Badiou	

concluded	was	that	 the	20th	century	was	a	century	that	was	driven	by	the	desire	to	

realise	what	the	19th	century	had	only	imagined.	After	the	death	of	god,	what	drove	

the	 century,	 says	 Badiou,	was	 a	 passion	 for	 the	Real.	 The	Real,	 says	 Badiou,	 is	 not	

imaginary,	 it	 is	 beyond	 symbolic;	 it’s	 a	 force,	 violent	 and	 lethal	 in	 nature,	 which	

ignites	 creative	potency.	But	 to	 reveal	 the	Real	 requires	a	 certain	acceptance	of	 the	

horror	of	 the	Real,	 the	 violence	of	 destruction	 that	 is	 required	 to	 feed	 this	 creative	

force.	This	violence	is	the	price	to	be	paid	for	stripping	back	the	deceptive	layers	of	

reality,	 to	 break	 through	 paralyzed	 ideology.42	Badiou’s	 century	 is	 a	 short	 one,	

running	from	about	1914	to	1989:	a	century	bookended	by	WWI	and	the	 fall	of	 the	

Berlin	Wall.	Grimonprez’s	film	is	set	primarily	in	the	back	end	of	Badiou’s	century,	a	

																																																								
38	Catherine	 Bernard,	 “Supermarket	 History:	 An	 Interview	with	 Johan	 Grimonprez”	 in	 It's	 a	

Poor	 Sort	 of	 Memory	 That	 Only	 Works	 Backwards:	 On	 the	 Work	 of	 Johan	 Grimonprez,	 eds.	 Johan	
Grimonprez,	Zapomatik	(Germany:	Hatje	Cantz,	2011),	229.		

39	Ibid.,	227.	
40	Slavoj	Žižek,	“A	Holiday	from	History	and	Other	Real	Stories,”	in	Dial	H-I-S-T-O-R-Y,	ed.	Johan	

Grimonprez,	DVD	booklet.	(Germany:	Hatje	Cantz	Publishers,	2003)	
41	Alain	Badiou,	The	Century.	(Cambridge,	UK:	Polity,	2008),	3.	
42	Slavoj	Žižek	writes	there	is	a	fundamental	difference	between	Lacan	and	Badiou’s	concept	of	

the	Real.	Their	approaches	share	a	“focus	on	the	shattering	encounter	of	the	Real”	but	suggests	there	is	
a	 difference	 in	 regard	 to	 impasse	 and	 passé	 that	 has	 a	 political	 implication.	 For	 Lacan	 the	 “tragic	
encounter	of	the	impossible	Real	is	the	limit-experience	of	a	human	being:	one	can	only	sustain	it,	one	
cannot	force	a	passage	through	it”	meaning	while	we	can	“gain	an	insight	into	the	falsity	of	the	existing	
State…there	is	no	way	to	pass	through	it”.		While	“for	Badiou,	Truth	is	what	comes	afterward:	the	long	
arduous	work	of	fidelity,	of	enforcing	a	new	law	onto	the	situation.”		
Slavoj	 Žižek,	 “Philosophy/Spinoza,	 Kant,	 Hegel…and	 Badiou!”,	 Lacan.com,	 accessed	 June	 1,	 2016,	
http://www.lacan.com/zizphilosophy3.htm	
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time	when	 the	 aeroplane	 and	 the	 television	 become	 part	 of	 life	 for	 the	 post-WWII	

West.	This	was	the	era	of	raw	television	narrative,	of	unregulated	immediacy,	before	

counter-terrorist	 organisations	 realised	 they	 needed	 to	 expunge	 the	 personal	 and	

turn	 the	 narrative	 into	 an	 abstracted	 violence.	 This	 was	 when	 revolutionaries	

expertly	used	the	television	media	to	present	their	cause	and	rally	public	sympathy.	

Televised	interviews	with	Mouna	and	Adel	Abdel-Majid,	both	of	who,	while	 it	might	

seem	trite	to	say,	have	faces	that	were	made	for	television,	show	the	revolutionaries	

to	 be	 passionate,	 organised	 and	 logical.	 But	 the	 television	 camera	 was	 also	 the	

medium	 utilised	 to	 record	 the	 violence	 that	was	 required	 access	 the	Real.	 In	 1970	

three	planes	are	hijacked	and	landed	in	the	Jordanian	desert	where	they	are	blown	up	

as	 a	 beautiful,	 fanatical	 conclusion	 (fig.	 3).43	The	 filming	 of	 this	 event	 becomes	 a	

record	of	the	destruction	required	to	create	anew.	The	footage	grainy,	and	the	colours	

impossibly	lurid,	this	is	an	operatic	moment,	but	made	absurd	in	Grimonprez’s	work	

by	a	disco	soundtrack.	As	Zizek	notes	this	 is	the	paradox	of	the	Real,	 to	get	through	

the	 semblance	 to	 the	Real	 requires	 a	 theatrical	 spectacle	 such	 that	 it	 is	 ultimately	

“impossible	 to	draw	a	clear	distinction	between	the	deceptive	reality	and	a	positive	

kernel	of	the	Real.”44	This	is	what	dial	H-I-S-T-O-R-Y	taps	into,	the	conflation	between	

the	Real	 and	 its	 apparent	 opposite,	 the	 theatrical	 spectacle,	 comprehensible	 by	 the	

medium	 of	 the	 archive,	 footage	 recorded	 for	 television.	 Television:	 where	 fact	 and	

fiction	so	expertly	slide	into	the	path	of	one	another,	where	theatre	is	shrunk	to	a	size	

you	can	carry	on	your	back.	The	passion	for	the	Real	archived	via	“the	box”.	Jacques	

Derrida	described	the	effect	of	archivisation	in	his	paper	“Archive	Fever”.	

The	technical	structure	of	the	archiving	archive	also	determines	the	structure	
of	 the	 archivable	 content	 even	 in	 its	 very	 coming	 into	 existence	 and	 in	 its	
relationship	 to	 the	 future.	 The	 archivization	 produces	 as	much	 as	 it	 records	
the	event.	This	is	also	our	political	experience	of	the	so-called	news	media.45	

In	an	interview	with	Catherine	Bernard,	Grimonprez	suggests	that	by	zooming	

in	 on	 hijacking	 as	 a	 subject	 he	 is	 highlighting	 a	 detail	 within	 the	 history	 archive,	

something	 that	 is	 “more	 concrete	 because	 history,	 afterall,	 is	 the	 conflation	 of	 the	

personal	 with	 the	 global.”46	What	 I	 would	 query	 here	 is	 the	 sliding	 scale	 that	

																																																								
43	The	revolutionaries	have	the	plane’s	passengers	disembark	before	the	planes	are	blown	up.	
44	Žižek,	“A	Holiday	from	History	and	Other	Real	Stories,”	2.	
45	Derrida,	17.	
46	Bernard,	227.	
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constitutes	the	notion	of	“detail”.	Artists	that	delve	deeply	into	detailed	investigation	

of	 a	very	 specific	 element	of	 the	archive,	who	seek	 the	 lost,	who	 try	 to	 connect	 the	

disconnected,	driven	by	a	“similar	sense	of	a	 failure	 in	cultural	memory”,	may	place	

before	 the	 viewer	 a	 narrative	 so	 particular,	 at	 times	 so	 peculiar,	 it	 presents	 a	 new	

perspective	in	which	the	viewers	may	try	and	place	themselves.47	There	is	order	and	

logic	in	these	works	but	it	is	partial,	provisional,	creating	perhaps	“promissory	notes”	

for	the	future.48 Grimonprez’s	“supermarket	history”	of	the	20th	century’s	passion	for	

the	Real	relies	on	the	visually	spectacular	moments	delivered	by	the	hijackers	and	the	

multiple	channels	of	the	television,	the	ability	to	pick	and	choose	instantly.	This	is	not	

a	new	position	 for	 the	viewer	but	 rather	 it	highlights	 that	 they	already	exist	within	

this	 type	 of	 narrative	 construction,	 when	 they	 have	 their	 hand	 on	 the	 TV	 remote.	

Grimonprez’s	work	 is	 not	 just	 tied	 to	 the	medium	of	 television	 through	 the	 source	

material	 but	 also	 through	 the	 logic	 he’s	 used	 to	 organise	 the	 artwork;	 a	 logic	 that	

embraces	the	 feverish	and	the	absurd.	 Just	as	 the	technology	of	 the	source	material	

becomes	part	of	history	so	does	the	system	in	which	Grimonprez	creates	his	archive.	

Twenty	years	on	we	translate	“zapping”	as	a	precursor	to	editing	systems	that	mimic	

web	surfing.49	Archival	art	that	has	the	method	of	archivisation,	and	the	influence	of	

that	medium	on	the	content	of	the	narrative,	at	the	fore	highlights	the	structure	and	

the	politics	of	the	archivisation.	It	is	these	inventories	that	remind	us	that	the	archive	

is	 anything	 but	 neutral;	 they	 are	 already	 a	 reconstruction	 of	 history	 through	 their	

archivisation,	the	substrate	on	which	they	are	recorded,	and	finally	through	the	logic	

of	the	artwork	itself.	This	artwork	insists	the	viewer	consider	their	own	political	and	

historical	position	in	relation	to	the	archive	and	the	narratives	they	produce,	rather	

than	a	new	perspective	it	re-positions	the	viewer’s	existing	perspective,	 insisting	on	

their	collusion.	

	 	

																																																								
47	In	 his	 paper,	 “An	 Archival	 Impulse”	 Foster	 explores	 specifically	 the	 practice	 of	 Thomas	

Hirshhorn,	Tacita	Dean	and	Sam	Durrant.	Foster,	22.	
48	Ibid.,	22.	
49	For	example	a	work	more	recent	work	that	‘inventorises’	and	is	organised	through	a	system	

based	on	the	Internet	is	Camille	Henrot’s	Grosse	Fatigue,	which	I	will	discuss	in	a	bit	more	detail	later.	
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Figure	3:	Johan	Grimonprez,	dial	H-I-S-T-O-R-Y,	1997,	single	channel	video	(1h	7m	44s),	still	
from	video.		

Accessed	August	16,	2014.	
http://www.johangrimonprez.be/main/Film_DAIL_HISTORY_Download.html		
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The	Panopticon	View	

While	Grimonprez	has	inventoried	hijacking	in	the	20th	century,	Harun	Farocki,	in	his	

2007	work	Deep	Play,	 creates	an	 inventory	of	a	 single	event	at	a	 stadium,	 the	2006	

FIFA	World	Cup	final	between	Italy	and	France.50	Over	12	screens	Farocki	tracks	the	

game	in	real	time	through	a	variety	of	views	including:	the	televised	game,	tracking	of	

individual	players,	crowd	surveillance	footage,	a	video	game	version	of	the	game,	the	

two	coaches,	sports	analysts	dissecting	the	game,	a	Warhol-inspired	continuous	shot	

of	 the	 sky	 over	 the	 stadium,	 and	 the	 translation	 of	 the	 game	 into	 text.	 Images	 are	

overlaid	with	 the	statistical	analysis:	graphs	and	vectors.	 In	part	Farocki’s	work	 fits	

my	 brief	 of	 archival	 art	 by	 inventory	 perfectly,	 the	 game	 he	 analyses	 is	 the	 most	

watched	sporting	event	in	the	world,	and	while	Farocki	commissions	the	production	

of	 the	video	game	and	 shoots	 the	 sky	 shot	himself,	most	of	 the	work	 is	made	 from	

appropriated	 material.51	But	 Farocki	 is	 not	 usually	 concerned	 with	 what	 is	 easily	

accessible	 from	 the	 archive,	what	we	 see	 on	 television	 and	 the	 Internet,	 but	 rather	

with	 returning	 to	 the	public	 the	 things	 the	 institution	doesn’t	want	us	 to	 see.	He	 is	

interested	 in	 bringing	 marginalised	 perspectives	 into	 view	 and	 the	 issues	 of	

surveillance,	control	and	the	mechanical	eye	often	reoccur	 in	Farocki’s	vast	body	of	

work.	And	unlike	Grimonprez’s	work,	Farocki	tends	to	reject	the	spectacular,	there	is	

“no	apocalyptic	pathos”,	his	montages	are	there	to	“combat	the	violence	of	the	work	

that	 made	 them	 possible”.52	While	 Grimonprez’s	 work	 might	 now	 be	 viewed	 as	 a	

video	 version	 of	 a	 cabinet	 of	 curiosities,	 Farocki	 uses	 the	 gallery	 space	 as	 a	 site	 to	

reassemble	what	are	presented	as	technical	documents.	By	de-territorialising53	these	

documents,	 and	 by	 rejecting	 conventional	 narrative	 structures,	 he	 seeks	 to	 make	

them	clearly	seen	as	what	they	are.	

More	than	anything	else,	electronic	control	technology	has	a	deterritorialising	
effect…Locations	become	less	specific.	An	airport	contains	a	shopping	centre,	a	

																																																								
50	Harun	Farocki,	Deep	Play,	2007,	Multichannel-Installation,	12	video	tracks	(each	2	hours	15	

min	on	loop).	
51	Harun	 Farocki,	 “Football	 Diary”	 in	 Harun	 Farocki:	 Soft	 Montages,	 ed.	 Yilmaz	 Dzierwior	

(Germany:	Kunsthaus	Bregenz,	2011),	183.	
52	Georges	Didi-Huberman,	“Returning	an	Image”	in	Image	Counter	Image,	eds.	Patrizia	Dander	

and	J.	Lorz,	J.	(Cologne:	Verlag	der	Buchhandkung	Walther	König,	2012),	87.		
53	In	this	paper	de-territorialising	(as	used	by	Harun	Farocki	and	Hito	Steyerl)	references	the	

now	more	common	use	of	the	term	as	an	aspect	of	cultural/spatial	globalisation,	rather	than	a	direct	
reference	to	the	term	as	first	used	by	Gilles	Deleuze	and	Fèlix	Gualtari.		
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shopping	centre	has	a	school,	a	school	offers	recreational	facilities,	and	so	on.54		

	 In	1993	social	geographer	John	Bale	wrote	his	paper	The	Spatial	Development	

of	 the	 Modern	 Stadium	 in	 which	 he	 draws	 comparison	 between	 Michel	 Foucault’s	

panopticon	 with	 changes	 occurring	 in	 British	 football	 stadiums	 at	 the	 time.	55	The	

comparison	 between	 the	 panopticon	 prison	 and	 the	 stadium	 is	 a	 visually	 alluring	

one—the	 ring	 of	 the	 stadium	 does	 appear	 to	 mimic	 the	 ring	 of	 the	 panopticon	

prison—however,	Bale’s	arguments	need	to	be	understood	in	relationship	to	the	time	

and	place	in	which	he	wrote	them.	The	changes	in	the	British	stadium	were	a	direct	

response	to	the	Taylor	Report,	which	was	commissioned	after	the	tragic	deaths	of	96	

people	at	Hillsborough	in	1988.	One	of	the	key	recommendations	of	the	report	was	to	

replace	 the	 terraces	with	 seating,	which	 atomises	 the	 crowd	and	allows	 security	 to	

gain	control	and	power	through	individualise	surveillance.	Of	course	it	is	impossible	

to	watch	every	person	in	a	crowd	of	50,000,	but	as	with	Bentham’s	original	proposal,	

it	 is	 not	 that	 you	 are	 being	 watched	 that	 controls	 your	 behaviour,	 but	 rather	 the	

possibility	 that	 you	 could	be	being	watched.	The	official	 response	 to	 the	 tragedy	at	

Hillsborough	was	clouded	in	Thatcher-era	classism	and	victim	blaming	and	it	 is	this	

in	this	political	context	that	Bale	wrote	his	paper.56	For	a	time	British	fans	did	revolt,	

literally	 standing	up	 for	 their	 rights,	 but	 in	places	 like	Australia	where	 seating	was	

already	more	common,	the	demise	of	the	local	stadium,	and	therefore	the	terrace,	the	

infiltration	of	surveillance	was	meet	with	little	resistance.57	In	Deep	Play	we	see	what	

security	 sees.	 Not	 just	 the	 crowd	 in	 the	 stands	 but	 more	 surprisingly	 to	 Farocki	

himself,	people	wandering	the	internal	walkways,	going	to	the	toilet	or	to	get	a	drink,	

at	crucial	moments	in	the	game,	outsiders	who	seem	suspicious	in	their	rejection	of	

the	 main	 event.	 In	 contrast	 we	 also	 see	 football	 fans	 that	 have	 been	 arrested	 in	

holding	cells	watching	 the	game	on	 television	 just	a	 few	metres	away	 from	 the	 live	

action.	 This	 is	 extreme	 punishment	 for	 a	 serious	 fan;	 to	 be	 removed	 from	 the	

potential	 of	 being	 part	 of	 the	 moment,	 to	 exclude	 the	 possibility	 of	 experiencing	

																																																								
54	Harun	Farocki,	“Controlling	Observation”	in	Harun	Farocki:	Working	on	the	Sight-lines,	ed.	T.	

Elsaesser	(Amsterdam:	Amsterdam	University	Press,	2004),	294.	
55	John	Bale,	 “The	Spatial	Development	of	 the	Modern	Stadium,”	 International	Review	for	the	

Sociology	of	Sport	28,	Issue	2-3	(1993):	121–133.	
56	In	 2016	 a	 second	 coroner’s	 inquest	 found	 that	 the	 police	 and	 ambulance	 services	 were	

responsible	for	the	deaths,	and	that	they	had	failed	in	their	duty	to	protect	supporters.	It	also	found	the	
design	of	the	stadium	contributed	to	the	deaths.		

57	In	fact	we	are	coopted	into	the	security	system,	asked	to	report	anyone	who	is	“unsociable”	
via	text	to	the	authorities.		
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Dreyfus	 and	 Kelly’s	 “whooshing”.	58		Deep	 Play	 also	 includes	 the	 statistical	 analysis	

that	is	not	just	part	of	a	bulging	sports	industry,	but	is	so	alluring	to	the	football	fan.	

For	 this	 is,	 as	 discussed	 previously,	 the	 attraction	 of	 football	 to	 the	 crowd:	 the	

transparency	of	the	game,	the	ability	to	dissolve	it	into	graphs	and	pie-charts;	the	idea	

that	we	 can	grasp	all	 the	variables	 and	unknowns	and	make	 them	clear,	where	 the	

quirks	of	everyday	life	are	dismissed.	The	digital	tracing	and	tracking	of	the	game,	it’s	

dissolution	 into	 a	 video	game,	 suggests	 the	obvious	 comparison	with	 the	 images	of	

modern	warfare	that	have	previously	been	the	subject	of	Farocki’s	work.	And	just	the	

volume	of	viewpoints	reminds	us	of	the	way	we	engage	with	the	game	now,	so	often	

through	 the	 screen,	 even	when	we	 are	 in	 the	 stadium.	But	 there	 is	 no	hierarchy	 in	

Farocki’s	 view.	 The	 televised	 game	 is	 presented	 at	 the	 same	 level,	 as	 equally	

important	as	the	security	footage	or	the	shot	of	the	sky	above	the	stadium.	The	work	

in	its	conception	resists	narrative.	Deep	Play	is	one	of	Farocki’s	largest	works,	twelve	

individual	videos	all	running	for	the	length	of	the	televised	game,	over	two	hours.	To	

view	the	work	in	its	entirety,	to	watch	all	twelve	videos	through,	would	require	more	

than	 a	 day.	 Of	 course	 this	 is	 not	 how	 viewers	 engage	 with	 the	 work.	 They	 move	

around,	 viewing	 bits	 from	 one	 screen	 and	 then	 another,	 they	 may	 watch	 several	

screens	 simultaneously.	 They	 can,	 like	 in	Bentham’s	 prison,	 sit	 centrally	 and	watch	

individual	screens	as	takes	their	 fancy	(fig.	4).59	Focus	 is	disrupted	and	thinned-out.	

The	viewer	again	is	co-opted	into	the	medium	of	the	archive,	in	this	case	surveillance	

footage.	Their	view,	like	that	of	the	stadium	security	service,	is	panoptic.	Farocki	has	

created	a	panoptic	of	the	panoptic.		

However,	Farocki’s	choice	of	the	stadium	disrupts	the	traditional	sightlines	of	

Bentham’s	panopticon.60	Alongside	the	stadium	surveillance	 footage	Farocki	has	 the	

broadcast	game,	what	we	see	at	home	on	our	television.	In	the	stadium	the	television	

eye	and	the	security	eye	converge.	And	in	the	stadium	the	 individual	may	very	well	

wish	 to	 be	 seen,	 not	 only	 when	 they	 are	 part	 of	 some	 organisation-controlled	

entertainment	like	the	Arirang	Mass	Games	or	even	the	cloying	kiss-cam	moments	so	

																																																								
58	Farocki,	“Football	Diary”,	143.	
59	This	was	more	difficult	 in	 the	original	 installation	at	Documenta,	where	viewers	could	not	

really	see	more	than	one	or	two	screens	simultaneously.	
60	While	Farocki’s	work	does	not	specifically	identify	the	Internet	this	panoptic	view	evokes	it.	

We	know	we	are	being	watched,	 but	 also	 that	 every	 action	made	on	 the	 Internet	 is	 recorded,	 every	
view,	every	post.	It	 is	also	how	we	engage	with	the	finite,	yet	overwhelming,	expanse	of	the	Internet.	
Access	to	view	everything,	but	no	ability	to	see	but	a	tiny	fraction.		
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popular	 in	 the	USA	and	now	Australia,	 but	 also	when	 they	are	being	 subversive.	 In	

1974	 the	World	Cup	Game	between	Chile	 and	Australia	was	 interrupted	by	 a	pitch	

invasion	 protesting	 Pinochet’s	 coup	 d’état.	 More	 recently,	 in	 2015	 Legia	Warsaw’s	

fans	 organised	 an	 extraordinary	 choreographed	display,	which	 included	 a	 stadium-

engulfing	 banner,	 flares	 and	 orchestrated	 singing,	 to	 protest	 the	 team’s	 expulsion	

from	the	UEFA	Cup.	And	as	mentioned	previously	fans	red-carded	Margaret	Thatcher	

at	the	1988	Scottish	Cup.	No	such	protest	is	made	during	the	2006	World	Cup	Final.	

And	 to	 be	 honest	 it	 is	 unlikely	 such	 grand	 subversion	 could	 now	 slip	 through	 the	

ever-tightening	security	net,	but	this	potential	for	being	seen,	even	in	while	in	revolt,	

is	another	lure	of	the	stadium.	

	

	

	

	

	
Figure	 4:	 Harun	 Farocki,	 Deep	 Play,	 2007,	 multichannel	 video,	 installation	 shot	 Montreal.	
Accessed	May	9,	2017.		

http://www.harunfarocki.de/installations/2000s/2007/deep-play.html		
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21st	Century	Resurrection	

The	notion	of	the	power	over	the	narrative,	who	has	it	(the	terrorist)	and	who	doesn’t	

(the	artist)	is	clearly	the	central	theme	in	Grimonprez’s	work	dial	H-I-S-T-O-R-Y.	But	

this	 video	 work,	 made	 through	 the	 collage	 of	 existing	 footage	 and	 sound	 bites,	 is	

reliant	on	 the	 existence	of	 the	original	 footage	kept	 and	maintained	by	 a	 variety	of	

organisations.	The	extensive	credits	which	scroll	 through	at	the	end	of	 the	film	lists	

seven	 archival	 institutions	 from	which	material	was	 sourced.	 The	 power	 exists	 not	

just	 with	 the	 original	 protagonists	 in	 the	 footage,	 but	 in	 the	medium	 in	which	 the	

narratives	 were	 archived,	 the	 “technical	 substrate”	 onto	 which	 the	 impression	 is	

recorded	 (television	 footage),	 and	 in	 the	 organisations	 that	 maintain	 that	 archive.	

And	 it	 must	 be	 said	 power	 resides	 with	 Grimonprez	 himself,	 a	 Western	 artist	

supported	 in	 his	 project	 by	 Documenta	 10	 and	 the	 Centre	 Georges	 Pompidou.61	

Power	exists	not	just	in	the	formation	of	the	narrative	but	access	to	the	archive	itself.	

As	Derrida	wrote,		

There	 is	 no	 political	 power	 without	 control	 of	 the	 archive,	 if	 not	 memory.	
Effective	democratization	can	always	be	measured	by	this	essential	criterion:	
the	 participation	 in	 and	 access	 to	 the	 archive,	 its	 constitution,	 and	 its	
interpretation.62	

Grimonprez’s	work	 is	 of	 its	 time	 and	 that	was	 the	 end	of	 the	20th	 century.	We	had	

been	 able	 to	 record	 the	 television	 for	 our	 personal	 use	 for	 a	 couple	 of	 decades	 by	

then,	and	the	Internet	had	been	around	for	nearly	a	decade,	but	Google	had	just	been	

incorporated,	 Youtube	was	 still	 years	 away.	 There	 was	 an	 established	 economy	 in	

second-hand	 moving	 images	 but	 for	 the	 most	 part,	 for	 the	 masses	 at	 least,	 that	

economy	still	 required	hardcopies,	 it	 still	 required	 the	 “hand”	 to	pass	 those	 images	

around	 and	 that	 was	 limiting.	 The	 digital	 economy	 in	 images	 (particularly	moving	

image)	and	the	unregulated	archive	was	really	in	its	infancy.	As	that	archive	grew	in	

the	following	years	the	notion	of	control	shifted	and	one	of	the	consequences	of	this	

increased	access	was	a	decline	in	the	accuracy	and	resolution	of	material.		

Hito	Steyerl’s	essay	“In	Defence	of	the	Poor	Image”	is	witty,	gritty,	and	I	would	

assume	much	downloaded,	 like	 the	 images	 she	defends.	 In	 Steyerl’s	 essay	 the	poor	

image	is	the	unwashed	masses,	beaten	up	and	overused,	its	memory	is	skewed	and	its	
																																																								

61	Similarly	Farocki’s	work	relies	on	his	reputation	as	an	artist	and	the	power	of	Documenta	to	
provide	him	with	access	to	some	of	FIFA’s	material.	

62	Derrida,	Note1,	11.	
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focus	is	fuzzy.	It	can	be	misrepresented	or	misrepresenting.	It	is	ambiguous,	devious	

and	 it	 sells	 itself	 cheaply.	 But	 the	 poor	 image	 is	 accessible	 and	 it	 proliferates,	 it	 is	

shared	 and	 it	 is	 loved.	 The	 poor	 image	 is	 not	 exactly	 classless,	 but	 it’s	 democratic.	

What	the	poor	image	lacks	in	resolution	it	makes	up	for	in	its	potential	political	clout.	

The	poor	image	is	the	crowd,	(I	would	like	to	suggest	particularly	the	ambiguous	and	

self-referencing	stadium	crowd).		

Poor images…express all the contradictions of the contemporary crowd: its 
opportunism, narcissism, desire for autonomy and creation, its inability to 
focus or make up its mind, its constant readiness for transgression and 
simultaneous submission. Altogether, poor images present a snapshot of the 
affective condition of the crowd, its neurosis, paranoia, and fear, as well as 
its craving for intensity, fun, and distraction. The condition of the images 
speaks not only of countless transfers and reformattings, but also of the 
countless people who cared enough about them to convert them over and 
over again, to add subtitles, reedit, or upload them.63 

In	contrast	the	ever	 increasingly	higher-resolution	image	is	elitist	and	obsessive.	 Its	

fixation	with	clarity	and	originality	makes	 it	rich,	white	and	conservative.	The	high-

resolution	image	values	aesthetics	over	content.	It	fetishises	the	original.	 

dial	 H-I-S-T-O-R-Y	 does	 not	 seem	 concerned	 with	 the	 specific	 resolution	 of	

these	 carefully	 preserved	 archival	 images.	 It	 is	 full	 of	 the	 blurred	 and	 the	 over	

exposed.	Black	and	white	footage	is	mixed	with	the	sort	of	colour	we	only	got	on	our	

TVs	 in	 the	 1970s.	 Grimonprez	 even	 evokes	 poor	 reception	 with	 inserts	 of	

manufactured,	 fictional	 static.	 But	 Grimonprez	 also	 does	 something	 Steyerl	 doesn’t	

address	 in	her	essay,	he	clearly	aesthetises	the	blur.	The	bleed	and	the	 freckles,	 the	

pastels	 and	 the	 gravelly	 are	 all	 so	 lovely,	 so	 in	 opposition	 to	 the	 events	 we	 are	

witnessing.	dial	H-I-S-T-O-R-Y	glorifies	the	deterioration	to	evoke	the	Real	and	mimic	

our	dissolving	memory.	Grimonprez	has	also	made	his	work	freely	available	to	view	

online	for	many	years,	rejecting	the	cinema	or	the	gallery	as	the	only	spaces	in	which	

it	can	be	viewed.	The	work	could	only	have	been	made	when	it	was,	given	the	power	

structure	that	supported	the	archival	institutions	and	the	artist;	the	subsequent	act	of	

sharing	subverts	those	structures.	Handing	it	over	to	the	world	means	it	can	also	be	

downloaded,	hacked,	sections	can	be	edited	out,	soundtracks	and	subtitles	removed	
																																																								

63	Steyerl,		“In	defense	of	the	poor	image,”	6.	
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and	 others	 added.	 All	 the	 archival	 footage	 so	 lovingly	 archived	 by	 all	 those	

organisations	credited	in	dial	H-I-S-T-O-R-Y	is	now	available	to	anyone	with	access	to	

the	 Internet.	 But	 this	 uncontrolled	 version	 is	 tainted	 by	 Grimonprez’s	 (and	 his	

assistants)	hand.	We	have	access	only	to	the	edited	sections	of	footage	selected	by	the	

filmmakers,	 its	 colour	may	 have	 been	 changed,	 it	may	 have	 been	 cropped	 and	 the	

sound	removed.	But	it	is	this	deformed	snippet	that	finds	its	way	into	the	world,	to	be	

resurrected	 again	 and	 again,	 always	 a	 little	 less	 of	 its	 original	 self,	 but	 more	 of	

something	 else.64	And	 so	 a	work	 like	dial	H-I-S-T-O-R-Y,	 even	 a	 new	 version	 of	dial					

H-I-S-T-O-R-Y	 itself,	 could	be	made	 in	2018	by	 someone	without	 the	power,	money	

and	access	 to	 the	archive	 that	Grimonprez	had,	by	using	 footage	solely	downloaded	

from	the	Internet.	This	new	work	could	use	the	footage	in	Grimonprez’s	version	but	it	

could	 use	 other	 footage	 too,	 images	 that	 have	 since	 come	 to	 light.	 Of	 course	 the	

editing	would	 not	 be	 as	 slick,	 the	 soundtrack	would	 be	 less	 professional	 and	 if	 the	

artist	 chose	 to	 use	 Don	 DeLillo’s	 text	 for	 the	 voiceover	 (which	 they	might	 have	 to	

voice	themselves	not	having	funding	for	professional	actors)	they	might	have	to	do	it	

covertly,	without	permission.	Of	course	this	remake	cannot	deny	what	has	happened	

between	the	time	when	Grimonprez	made	his	work	and	now.	Grimonprez’s	work	now	

appears	as	a	premonition.	It	was	made	four	years	before	the	ultimate	hijacking,	when	

the	 planes	 hit	 the	 World	 Trade	 Centre’s	 twin	 towers,	 an	 act	 composer	 Karlheinz	

Stockhausen	 provocatively	 called	 “the	 biggest	work	 of	 art	 there	 has	 ever	 been”,	 so	

apparently	 emphatically	 answering	 the	question	Grimponprez	 asked	 in	 the	original	

dial	 H-I-S-T-O-R-Y.65	Any	 remake	 could	 not	 deny	 that	 event.	 Still	 a	 work	 would	 be	

made.	 But	 it	would,	 because	 of	 its	 archivisation—the	 form	 of	 the	material	 and	 the	

method	of	its	archive—be	something	else.		

																																																								
64	Some	years	ago	I	wanted	to	work	with	a	piece	of	footage	that	showed	an	elephant	running	

around	Arden	Street	Oval	in	1978.	I	was	surprised	to	find	the	footage	did	not	exist	online	and	I	was	not	
interested	 in	obtaining	 the	 footage	 through	 the	 television	station	 that	would	have	owned	 it.	When	 it	
was	shown	on	The	Footy	Show	I	found	someone	on	Youtube	who	would	upload	sections	of	the	show.	At	
my	 request	 he	 uploaded	 the	 footage	 of	 the	 elephant.	 I	 downloaded	 and	 edited	 out	 the	 sections	 of	
footage	I	didn’t	require,	leaving	me	with	only	the	footage	of	the	elephant.	However,	at	the	bottom	of	the	
footage	was	the	WIN	TV	logo	(which	is	the	text	“WIN”	inside	a	map	of	Australia).	Unbeknown	to	me	the	
person	who	I	contacted	online	must	have	lived	in	country	Victoria	where	WIN	TV	broadcast.	The	logo	
then	became	an	integral	part	of	the	work	I	was	making.	Some	years	later	the	footage	of	the	elephant	is	
available	to	view	online	in	a	few	extra	formats,	including	in	the	work	I	made,	and	a	version	I	had	never	
seen	before	 that	 shows	a	 few	extra	 seconds	of	 footage	at	 the	 start.	 Just	a	 small	 example	of	how	 this	
accessible	archive	of	poor	images	is	always	in	flux.		

65 “„Huuuh!“Das	Pressegespräch	am	16.	September	2001	im	Senatszimmer	des	Hotel	Atlantic	
in	Hamburg	mit	Karlheinz	Stockhausen”,	accessed	May	3	2017,	
http://www.stockhausen.org/hamburg.pdf.	
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The poor image is no longer about the real thing – the originary original. 
Instead, it is about its own real conditions of existence: about swarm 
circulation, digital dispersion, fractured and flexible temporalities. It is about 
defiance and appropriation just as it is about conformism and exploitation. In 
short: it is about reality.66 

In	 this	 incarnation,	 our	 imagined	 remaking	 of	dial	HISTORY,	 the	work	may	become	

not	so	much	about	the	20th	century’s	passion	for	the	Real,	but	the	ambiguous	reality	

of	 the	 21st	 century.	 In	 my	 own	 practice	 I	 use	 downloaded	 video	 to	 create	

unconventional	narratives	framed	by	the	stadium,	I	might	use	the	snippets	of	video	to	

create	 a	 moving	 (poor)	 image	 work67 	or	 use	 screen	 shots	 of	 video	 to	 be	 the	

foundation	of	a	still	digital	collage.	The	footage	is	nearly	always	easily	accessible	on	

the	 Internet;	 it	 might	 be	 blurred	 or	 cropped,	 it	 is	 digital	 but	 it	 might	 have	 been	

converted	 from	 film	 or	 video,	 the	 accompanying	 information	 is	 often	 corrupted.	

Technological	 changes	 are	 overcome	 in	 basic	 ways,	 I	 have	 often	 used	 footage	 of	

someone	digitally	 filming	 their	 television	 screen	 as	 it	 plays	 an	old	 video	 they	don’t	

have	the	resources	to	convert	directly.	The	way	this	historical	footage	is	dragged	into	

contemporaneity,	with	all	the	scratch	marks	and	beatings	on	show,	makes	visual	the	

unclear	position	of	this	historical	content	in	the	21st	century.	

Satellite	Views	

While	the	Internet	increasingly	allows	easy	access	to	historical	footage	it	also	recently	

gave	us	the	power	to	shift	our	point	of	viewing.	The	aerial	view	or	satellite	image	has	

ceased	 to	 be	 something	 magical	 and	 has	 become	 everyday.	 This	 view	 became	

important	 in	 my	 practice,	 not	 only	 because	 it	 makes	 clear	 the	 embedded	 and	 yet	

isolating	nature	of	the	stadium	(fig.	5),	but	because	as	platforms	improved	there	was	

almost	 nowhere	 on	 the	 globe	 you	 could	 not	 “travel”	 through	 your	 laptop.68		 In	 an	

essay	 from	 2011	 Hito	 Steyerl	 contemplated	 this	 re-orienting	 of	 our	 viewpoint;	 the	

																																																								
66	Steyerl,		“In	defense	of	the	poor	image,”	8.	
67	Paula	 Hunt,	 In	 the	 Stadium	 (the	 14	 categories),	 2016,	 single	 channel	 video	 (18m3s)	 was	

made	during	this	research	project	and	can	be	viewed	online.	https://vimeo.com/248748563	
Other	video	works	created	 in	 this	way	are:	Paula	Hunt,	 In	the	Stadium	(Part	A),	2014,	single	channel	
video	(7m34s);	Paula	Hunt,	In	the	Stadium	(Autogol),	2015,	single	channel	video	(13m5s);	Paula	Hunt	
and	Tully	Moore,	Eurotrash,	2016,	single	channel	video	(18m3s).	

68	Wikipedia	 makes	 this	 process	 of	 “travel”	 very	 simple.	 The	 coordinates	 of	 a	 particular	
stadium	are	nearly	always	included	on	the	Wikipedia	page	for	that	stadium.	This	links	to	a	selection	of	
global	services	where	you	can	select	a	service	whose	satellite	image	you	want	to	use.		
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contemporary	 shift	 from	horizon	 view	 to	 aerial	 view.69	The	 creation	 of	 an	 artificial	

horizon,	writes	Steyerl,	declared	space	as	homogenous,	three	dimensional	and	for	the	

explorers	and	conquerors	navigable.	As	 such	 it	 enabled	colonisation	and	supported	

the	 spread	 of	 a	 capitalist	 economy.	 It	 formed	 the	 basis	 for	 linear	 perspective,	 a	

mathematical	abstraction	of	reality	where	the	viewpoint	is	always	from	one	immobile	

viewer.	Linear	perspective	sat	alongside	the	concept	of	 linear	time,	both	supporting	

Western	 dominance	 through	 a	 notion	 of	 scientific	 vision.	 But	 dismantling	 linear	

perspective	has	been	going	on	for	some	time,	most	recently	through	the	aerial	view.	

This	view	is	also	an	abstraction,	based	on	an	 imaginary	floating	privileged	observer	

and	 an	 imaginary	 stable	 ground.	 Instead	 of	 dismantling	 the	 power	 structure	

associated	 with	 a	 viewpoint	 based	 on	 linear	 perspective,	 the	 aerial	 view	 appears	

make	 the	power	dynamic	more	prominent.	This	 is,	 after	all,	 the	view	of	God,	of	 the	

military,	and	 it	 suggests	a	hierarchical	 class	structure	 (those	above	spying	on	 those	

that	reside	lower).	It	is	the	view	that	mimics	the	politics	of	map	drawing,	where	the	

rises	and	falls	are	flattened	out	(like	in	Messi’s	home	town	in	Argentina).	But	the	shift	

to	 the	 aerial	 view	 also	 represents	 our	 current	 condition;	 we	 are	 in	 our	 present	

moment	groundless,	 in	 free	 fall.	 In	our	post-colonial,	globalised	world	we	no	 longer	

have	 the	 foundation	 for	 the	 political	myths	 of	 the	 past.	 It	 is	 “as	 if	 history	 and	 time	

have	ended	and	you	can’t	even	remember	that	time	ever	moved	forward.”70	So	to	be	

in	free	fall	is	both	a	release	and	a	perversion.	Falling	is	terrifying,	de-territorialising,	it	

evokes	an	impending	doom,	but	it	is	also	a	freedom.	One	of	the	particular	aspects	of	

free	 fall	 is	 that	 you	 lose	 relativity;	what	 is	 up	 and	what	 is	 down,	 are	 you	 object	 or	

subject?	This	suggests	space	not	as	it	is	but	how	we	can	make	it	through	a	collage	of	

these	twisted	and	constantly	moving	perspectives.	In	a	new	angle	on	Doreen	Masey’s	

concept	of	understanding	place	by	mapping	 the	social	 relations	 from	above,	Steyerl	

see’s	this	aerial	view	as	politically	revolutionary,	“the	perspective	of	free	fall	teaches	

us	to	consider	a	social	and	political	dreamscape	of	radicalised	class	war	from	above,	

one	that	throws	jaw-dropping	social	inequalities	into	sharp	focus.”71	

																																																								
69	Hito	 Steyerl.	 	 “In	 Free	 Fall:	 A	 Thought	 Experiment	 on	 Vertical	 Perspective.”	 E-flux	 #24	

(2011),	 accessed	 March	 1	 2016,	 http://www.e-flux.com/journal/24/67860/in-free-fall-a-thought-
experiment-on-vertical-perspective/		

70	Ibid.,	1.	
71	Ibid.,	9.	
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The	satellite	image	from	a	platform	such	as	Google	Maps	is	both	an	aerial	view	

and	a	poor	image.	The	image	might	be	old	(we	are	not	yet	getting	real	time	satellite	

views),	it	might	show	something	that	no	longer	exists,	or	it	might	show	a	construction	

that	has	now	been	completed.	The	resolution	of	the	image	is	variable,	the	colours	are	

dulled	by	pollution,	and	despite	the	distance	there	are	distortions	because	even	at	the	

height	 of	 a	 satellite	 slight	 angles	 matter.	 It	 is	 easy	 to	 misinterpret	 what	 you	 are	

looking	at;	shadows	become	buildings	and	walls	lay	down.	And	so	the	satellite	image	

accessed	on	the	Internet	is	egalitarian	and	liberating,	it	reveals	a	viewpoint	once	only	

for	the	powerful,	but	it	is	also	devious,	and	its	logic	can	be	fuzzy.	While	the	aerial	view	

had	been	present	in	my	work	for	several	years	the	increased	presence	of	this	view	in	

my	work	marked	 a	 shift	 from	 the	moving	 image	 to	 the	 still	 image,	 and	 then	 into	 a	

graphic	representation.	Digital	collages	were	created,	each	representing	a	particular	

event	 or	moment	 in	 the	 stadium.	The	 collage	used	 a	 variety	 of	 source	material	 but	

most	often	used	the	satellite	image	of	the	stadium	as	the	(imaginary	if	not	mythical)	

foundation.	 However,	 I	 “draw”	 over	 that	 poor	 image	 (using	 a	 graphic	 design	

program),	 I	 sharpen	 the	 edges,	 flatten	 the	 irregularities,	 apply	 colour.	 As	 I	 draw	 I	

allow	some	of	 the	misperception	 through,	when	what	can	be	seen	 from	above	does	

not	 appear	 to	 make	 sense	 I	 simply	 accept	 the	 confusion	 (fig.	 6).	 But	 the	 original	

screen	shot	of	the	satellite	image,	remains	as	a	layer,	under	what	I	have	drawn	on	top.	

So	much	like	the	crowd	is	attracted	to	the	stadium	by	both	the	imposed	order	of	the	

game	and	the	potential	to	rebel,	I	began	imposing	a	form	of	visual	order	on	these	poor	

images,	without	 denying	 their	 problematic	 origins	 and	 their	 potential	 for	 rebellion.	

Sometimes	 the	 final	 image	was	 just	 this	 flattened	 rendering	 of	 the	 satellite	 image;	

sometimes	 it	 was	 collaged	 with	 other	 poor	 images.	 Most	 often	 if	 the	 event	 was	

indescribably	tragic	or	horrific—such	as	the	Rwandan	genocide—or	“sacred”—such	

as	Mandela’s	 first	public	 speech	after	being	 released	 from	prison—then	 the	 images	

remained	 primarily	 graphic,	 the	 stadium	 sat	 alone.	 These	 disorienting	 moments	

highlight	 the	 free	 fall	 in	which	we	 find	 our	 contemporary	 selves.	 They	 are	 beyond	

explanation,	 and	 they	 reject	 my	 effort	 to	 ground	 them.	 The	 absurd	 or	 politically	

corrupt	 moments	 were	 more	 likely	 to	 have	 other	 images	 imbedded	 in	 the	 work,	

images	 from	 the	 events	 themselves.	 These	 works	 attempt	 to	 combine	 the	 horizon	
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view	with	the	aerial,	to	create	a	new	twisted	space	in	which	we	might	consider	these	

historical	events.72	

These	 graphic	 works	 resemble	 posters,	 in	 their	 graphic	 quality,	 but	 also	 in	

their	 economy.	 Made	 on	 a	 graphic	 design	 program	 they	 can	 be	 reconfigured	 for	

different	formats,	for	different	locations.	They	can	be	pulled	longer	or	squashed	flat,	

blown	up	or	minimised.	There	are	thousands	of	colour	options,	which	can	be	changed	

with	minimal	effort.	And	most	importantly	they	can	be	(re)printed	relatively	cheaply,	

on	 mass	 (for	 the	 masses).	 They	 are	 digital	 and	 their	 presentation	 and	 production	

acknowledges	 that.73	But	 they	 aren’t	 just	 physically	 malleable,	 they	 are	 socially	

flexible.	 A	 series	 of	 posters	 were	 shown	 in	 a	 gallery	 exhibition	 that	 was	 themed	

around	Australian	Rules	football,	where	they	were	pinned	to	the	wall	like	precious	art	

objects	(fig.	7).	Another	group	were	pasted	up	on	billboards	in	a	suburban	shopping	

strip	(fig.	8).	And	I	have	published	them	as	a	group	in	a	book	(fig.	9).		

In	his	essay	“On	Art	Activism”	Boris	Groys	makes	a	clear	distinction	between	

art	 (as	 we	 understand	 it)	 and	 design,	 and	 their	 relationship	 to	 politics.74	Design,	

writes	Groys,	makes	politics	more	aesthetically	pleasing;	 it	uses	aesthetics	 to	attain	

political	goals.	Art	presents	 the	death	of	politics	by	 turning	 it	 into	 representation.75	

Art,	says	Groys,	is	not	revolutionary,	it’s	post	revolutionary.		

The	aim	of	design	 is	 to	change	reality,	 the	status	quo—to	 improve	reality,	 to	
make	 it	more	attractive,	better	 to	use.	Art	seems	 to	accept	reality,	 the	status	
quo,	as	it	is.	But	art	accepts	the	status	quo	as	dysfunctional,	as	already	failed,	
from	 the	 revolutionary,	 or	 even	 postrevolutionary	 perspective…By	
defunctionalizing	 the	 status	 quo,	 art	 prefigures	 its	 coming	 revolutionary	
overthrow.	Or	a	new	global	war.	Or	a	new	global	catastrophe.76	

For	 Groys	 contemporary	 art	 activism	 connects	 these	 polarising	 positions.	 It	

politicises	art	by	using	art	as	political	design,	and	 it	aestheticises	politics,	 turning	 it	

																																																								
72	I	should	make	clear	that	this	distinction	between	different	graphic	images	was	not	a	rule	of	

production.	The	inclusion	of	other	material	 in	the	image	was	an	intuitive	one	and	this	propensity	for	
some	works	 to	 be	 limited	 to	 primarily	 the	 aerial	 view	 is	 something	 I	 have	 noticed	 after	 they	were	
made.		

73	I	experimented	with	presenting	them	on	screens	and	may	use	that	form	in	the	future.	
74	Groys,	43-60.	
75	Groys	 contends	 that	 prior	 to	 the	 French	 Revolution	 there	 was	 no	 art,	 just	 design;	 useful	

objects	 made	 appealing	 through	 their	 aestheticisation	 (this	 included	 religious	 painting).	 After	 the	
French	 Revolution	 the	 victor	 instead	 of	 destroying	 the	 artefacts	 of	 the	 old	 regime—as	 is	 the	 more	
common	 response	 of	 conquerors—defunctionalised	 them,	 made	 them	 “dead”	 and	 left	 them	 for	
contemplation.	Thus	art	as	we	understand	it,	the	publicly	exhibited	corpse	of	the	political,	was	born.	

76	Groys,	54.	
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into	 art	 and	 necessarily	 killing	 it	 (or	 at	 least	 assuming	 its	 failure).	 But	 this	

contradiction	 is	 important	 in	 our	 current	 historical	moment,	 a	 position	marked	 by	

Steyerl’s	 free	 fall;	 revolutions,	 radical	 changes,	 are	unlikely	 to	be	achieved	with	 the	

murderous	clarity	of	task	that	was	the	hallmark	of	the	revolutions	of	the	20th	century.	

These	posters	I	make	are	hardly	art	activism,	but	they	do	in	some	way	also	straddle	

the	design	and	art	divide	described	by	Groys.	They	turn	into	art	these	extraordinary	

moments	 in	 history,	 relegate	 them	 to	 the	mausoleum	 of	 the	 gallery	where	we	 can	

read	about	them	and	contemplate	their	meaning.	They	act	in	this	way	even	when	they	

are	on	the	side	of	a	7-Eleven	store.	They	don’t	attempt	to	represent	a	clear	political	

position	but	rather	the	political	itself.	But	there	is	also	a	certain	veracity	in	their	very	

form,	in	the	public	accessibility	of	their	content,	in	the	class	of	the	source	images,	in	

the	 economy	of	 their	production.	Under	 the	 geometric	 shapes	 are	 the	poor	 images,	

made	“useful”	by	a	bit	of	colour.	They	are	often	highly	problematic,	not	least	because	

in	 some	 cases	 I	 am	distilling	 horrific	 disasters	 into	 “posters”.	 But	 like	 the	 religious	

paintings	of	the	renaissance	their	primary	function	is	to	present	a	slice	of	a	narrative.	

Through	 a	 series	 of	 posters,	 an	 inventory	 of	 posters,	 I’m	 working	 at	 a	 possibly	

different	narrative	construction,	a	narrative	 for	contemporaneity.	And	 in	 this	act,	at	

least,	there	is	the	desire	to	question	the	status	quo.		
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Figure	5:	Paula	Hunt,	In	the	Stadium	(the	14	categories),	2016,	digital	print.		

An	alternative	version	of	this	work	was	presented	at	Bus	Projects	in	2016.	
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Figure	6:	Paula	Hunt,	In	the	Stadium	(the	book),	2017.		

Selected	pages	showing	satellite	images	used	in	constructing	the	image	below.		

See	Appendix	2	for	entire	book.	
	

	 	



Constructing	Narratives	Framed	by	the	Stadium	

40	 	
	

	

	
Figure	7:	Paula	Hunt,	In	the	(footy)	Stadium,	2017.	Nine	digitally	printed	posters	45	x	68	cm.	
Installation	at	the	Counihan	Gallery.	Photograph	by	Janelle	Low	with	photography	and	image	
courtesy	of	Counihan	Gallery.	

	
Figure	8:	Clockwise	from	top	RH	corner:	Paula	Hunt,	In	the	Stadium	(Lock	Out),	2017;	Paula	
Hunt,	 In	 the	 Stadium	 (Matilda),	 2017;	 Paula	 Hunt,	 In	 the	 Stadium	 (Rogue	 Element),	 2017;	
Paula	 Hunt,	 In	 the	 Stadium	 (Up	 Yours	 Oakley),	 2017.	 Installation	 in	 Niddrie	 and	 Moonee	
Ponds,	Melbourne,	2017.	 	
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Figure	9:	Paula	Hunt,	In	the	Stadium	(the	book),	2017,	printed	book.		
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A	Narrative	from	the	Inventory	

Georges	Perec’s	1978	novel,	Life	a	User’s	Manual,	details	the	lives	of	the	occupants	of	

an	 apartment	 block	 in	 Paris.	 In	 the	 book	 character	 Gaspar	 Winkler	 ponders	 his	

collection	of	hotel	labels	from	around	the	world.77		

He	wanted,	so	he	said,	 to	sort	 the	 labels	 in	order,	but	 it	was	very	difficult:	of	
course,	there	was	chronological	order,	but	he	found	it	poor,	even	poorer	than	
alphabetical	order.	He	had	tried	by	continents,	then	by	country,	but	that	didn’t	
satisfy	him.	What	he	would	have	liked	would	be	to	link	each	label	to	the	next,	
but	each	time	in	respect	of	something	else:	for	example,	they	could	have	some	
detail	in	common,	a	mountain	or	volcano,	an	illuminating	bay,	some	particular	
flower,	the	same	red	and	gold	edging,	the	beaming	face	of	a	groom,	or	the	same	
dimensions,	 or	 the	 same	 typeface,	 or	 similar	 slogans	 (“Pearl	 of	 the	 Ocean”,	
“Diamond	 of	 the	 Coast”),	 or	 a	 relationship	 based	 not	 on	 similarity	 but	 on	
opposition	 or	 a	 fragile,	 almost	 arbitrary	 association:	 a	 minute	 village	 by	 an	
Italian	 lake	 followed	 by	 the	 skyscrapers	 of	 Manhattan,	 skiers	 followed	 by	
swimmers,	fireworks	by	candlelit	dinner,	railway	by	aeroplane,	baccarat	table	
by	chemin	de	fer,	etc.	It’s	not	just	hard,	Winkler	added,	above	all	it’s	useless:	if	
you	leave	the	labels	unsorted	and	take	two	at	random,	you	can	be	sure	they’ll	
have	at	least	three	things	in	common.	

The	concept	of	the	inventory,	or	really	the	word	itself,	is	useful	to	me	for	its	implied	

breadth	and	the	assumed	common-ness	of	 its	content.	But	what	 it	 fails	 to	convey	 is	

perhaps	 the	particular	selection	of	 some	material	over	other,	and	 the	way	 in	which	

the	 artist	 places	 that	material	 in	 relationship	 to	 each	other	 selected	 element	 of	 the	

inventory.	As	 I	 identified	previously	my	concern	here	 is	not	database	art,	but	work	

where	 the	 artist	 has	 absolutely	 intervened.	 But	 similarly	 it	 is	 not	 necessarily	 the	

archival	 form	 of	 research	 where	 “one	 object	 of	 inquiry	 lead[s]	 to	 another”	 as	

described	 by	 curator	 Mark	 Godfrey.78		 That	 is	 a	 processes	 that	 engages	 a	 form	 of	

narrative	in	its	very	construction,	where	there	is	plot	in	the	way	the	process	takes	the	

artist	 from	 one	 object,	 place	 or	 event	 to	 the	 next.	 Often	 the	 path	 they	 take	will	 be	

disjointed	or	just	plain	weird	but	this	is	what	allows	the	artist	to	reveal	to	the	viewer	

																																																								
77	Georges	Perec,	Life:	A	User’s	Manual	(London,	Vintage:	2008),	31.	Perec	was	a	key	member	

of	 the	 loose	 group	 of	 writers	 known	 as	 the	 Oulipo,	 who	 sought	 to	 create	 work	 using	 self-imposed	
structures	and	constraints.	This	is	a	novel,	the	material	within	the	book	is	a	work	of	fiction,	but	Perec’s	
constraints	 created	 a	 book	 of	 99	 chapters	 with	 interlinking	 stories	 framed	 by	 the	 building	 and	 a	
mathematical	structure	(the	building	design	mimics	the	ten	by	ten	of	the	chess	board	and	the	chapters	
are	ordered	according	to	the	knight’s	move	around	that	board).		

78	Mark	Godfrey,	“Artist	as	Historian,”	October	120	(2007):	143. 
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something	uncommon,	even	extraordinary.	But	as	I’ve	said	before	I’m	interested	in	a	

much	 more	 prescribed	 process:	 the	 artist	 sets	 a	 frame	 of	 reference,	 an	 area	 of	

concern;	 collects	material;	 and	 then	 sorts	 and	manipulates	 that	material.79	It	 is	 this	

sorting	and	manipulating	process	 that	 I	am	examining	here,	 its	potential	 to	subvert	

traditional	narrative	structures,	and	yet,	still	create	links.	

Contemporaneity	and	Simultaneity		

Curator	Dieter	Roelstraete	bemoans	contemporary	art’s	obsession	with	the	past,	 it’s	

compulsion	 to	 not	 look	 forward,	 or	 even	 inward,	 but	 always	 backwards,	 always	

obsessing	 about	 the	 small	 in	 an	 effort	 to	 restore	 the	 overlooked	 and	 defeated	 to	

history.80	By	 avoiding	 the	 “isms”	 of	 art,	 Roelstraete	 contends	 contemporary	 art	 has	

lost	purpose.	Derrida	clearly	identifies	that	the	archive	is	not	a	question	of	the	past,	

but	 	“it	 is	a	question	of	the	future,	the	question	of	the	future	itself,	the	question	of	a	

response,	of	a	promise	and	of	a	responsibility	for	tomorrow.”81	But	Boris	Groys	would	

have	 it	 that	ours	 is	 an	epoch	 that	 is	 “interested	primarily	 in	 itself”,	 that	we	are	not	

surprised	by	 the	 future	but	are	 constantly	 trying	 to	place	ourselves	 in	 the	uncanny	

present.82	I	 contend	 the	 inventory	 is	very	much	concerned	with	contemporaneity,	 a	

historical	 position	 dominated	 by	 late	 20th	 century	 globalisation	 and	decolonisation.	

This	 is	 a	 position,	 as	 Steyerl	 notes,	where	we	 have	 lost	 sense	 of	 above	 and	 below,	

before	 and	after.83	But	 in	 contrast	 to	 the	 loss	 of	 relativity	 experienced	 in	 free	 fall,	 I	

support	Christine	Ross’	view	 in	her	book	The	Past	is	the	Present,	It’s	the	Future	Too,	

that	we	are	in	a	space	where	we	are	more	aware	of	our	position	in	relation	to	others,	

in	 a	 constant	 tension	 of	 “recognition	 and	 neglect,	 similarity	 and	 difference,	

empowerment	 and	 powerlessness.”84	The	 question	 for	 an	 artist	 is	 how	 we	 might	

																																																								
79	Of	course	this	process	is	not	as	straight	forward	as	I’ve	suggested	here,	there	is	always	some	

toing	and	froing,	some	unexpected	turns.	
80	Dieter	Roelstraete,	“The	Way	of	the	Shovel:	On	the	Archaeological	Imaginary	in	Art”,	e-flux,	

Journal	04	(March	2009),	accessed	May	3	2017,		http://www.e-flux.com/journal/04/68582/the-way-
of-the-shovel-on-the-archeological-imaginary-in-art/.		
Dieter	Roelstraete,	 “After	 the	Historiographic	Turn:	Current	Findings”,	e-flux,	 Journal	06	(May	2009),	
accessed	 May	 3	 2017,	 http://www.e-flux.com/journal/06/61402/after-the-historiographic-turn-
current-findings/	

81	Derrida,	27.	
82	Groys,	137.	
83	Steyerl.		“In	Free	Fall:	A	Thought	Experiment	on	Vertical	Perspective.”	1.	
84	Ross,	50.	



	 Constructing	Narratives	Framed	by	the	Stadium	 	
	

	 45	
	

represent	what	 art	 historian	 Terry	 Smith	 describes	 as	 “the	multiple	ways	 of	 being	

with,	in,	and	out	of	time,	separately	and	at	once,	with	others	and	without	them.”85		

Grimonprez’s	video	doesn’t	flow	like	the	three	act	structure	we	have	become	

so	 reliant	 on	 in	 western	 storytelling,	 particularly	 in	 western	 cinema,	 even	 in	

documentary.	 Rejecting	 completely	 the	 notion	 of	 building	 to	 a	 climax	 the	 opening	

sequence	 starts	 with	 the	 end,	 with	 death,	 showing	 in	 slow	 motion	 the	 dramatic	

disintegration	of	an	aeroplane	as	 it	crashes,	while	the	deep-toned	voiceover	asks	us	

“Shouldn’t	death	be	a	swan	dive?”	These	are	DeLillo’s	sentences,	but	they	not	exactly	

as	 they	 were,	 no	 longer	 text	 on	 a	 page,	 one	 sentence	 among	 many,	 they	 are	 now	

ripped	 from	 their	 context,	 spoken,	 and	 paired	 with	 a	 moving	 image	 chosen	 by	

Grimonprez.	Grimonprez	uses	the	text	and	the	voiceovers	as	just	another	element	of	

the	work,	with	 the	same	purpose	and	value	as	 the	video	clippings.	The	structure	of	

Grimonprez’s	work	is	not	chronological.	Each	event,	each	hijacking	is	presented	with	

a	 short,	 explanatory	 text,	 time	 and	 place.	 The	 footage	 is	 shown	 sometimes	with	 its	

own	soundtrack,	sometimes	with	a	different	soundtrack	or	voiceover	created	by	the	

artist.	 There	 are	 also	 interjections.	 Loosely	 related	 clips	 break	 up	 further	 any	

prospect	of	linear	plot	(Lenin	with	his	cat;	WWII	Japanese	airmen	engaging	in	a	ritual,	

perhaps	preparing	for	kamikaze	strike;	the	remnants	of	hotel	room	service).	We	view	

Grimonprez’s	work	not	as	a	history	documentary	but	as	a	67	minute	 long	montage.	

Montage,	 writes	 Steyerl,	 is	 one	 way	 in	 which	 linear	 perspective	 was	 dismantled,	

destabilising	 the	observer	and	breaking	down	 linear	 time.86	Ross	 is	 concerned	with	

the	temporal	turn	in	contemporary	art	and	how	artists	use	a	form	of	suspension	(“of	

moving	images,	moving	bodies,	and	moving	narratives”)	to	question	the	authority	and	

authenticity	 of	 western	 history,	 and	 deny	 the	 insistence	 on	 progression. 87	

Simultaneity	 through	montage.	Ross	writes,	 is	one	way	 in	which	artists	do	this,	and	

how	they	represent	collapsing	time	and	space.	

The	aesthetics	of	simultaneity	can	be	said	to	rely	on	the	film	editing	technique	
of	 montage	 in	 which	 sounds	 and	 images	 are	 cut	 and	 assembled	 to	 order,	
structure	and	give	form	to	a	narrative	or	an	abstract	composition.	It	draws	on	
the	 juxtaposition	of	a	variety	of	 framed	entities	 to	set	 their	simultaneity	 into	

																																																								
85	Terry	 Smith,	 “Creating	Dangerously,	 Then	 and	Now”	 in	The	Unhomely	 :	phantom	scenes	 in	

global	 society	 :	 2nd	 International	 Biennial	 of	 Contemporary	 Art	 of	 Seville,	 edited	 by	 Okwui	 Enwezor.	
(Seville:	Fundación	Bienal	Internacional	de	Arte	Contemporáneo	de	Sevilla,	2006),	120.	

86	Steyerl.		“In	Free	Fall:	A	Thought	Experiment	on	Vertical	Perspective.”	6.	
87	Ross,	7.	
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place.88	

While	 engaged	 in	 watching	 the	 work	 the	 montage	 has	 sequence,	 each	 clip	 and/or	

sound	 bite	 is	 presented	 and	 then	we	 are	 presented	with	 the	 next.	While	 the	move	

from	one	mark	to	the	next	can	be	disorienting	we,	as	audience,	consider	each	of	these	

snatches	in	relation	to	the	one	that	came	before	and	the	one	that	comes	after.	Later,	

without	 the	overlay	of	 a	 coherent	 linear	plot	we	confuse	 those	direct	 relationships,	

and	remember	the	work	as	a	conglomeration,	a	thematically	constructed	work.		

Camille	Henrot’s	13	minute	video	work	Grosse	Fatigue	(2013)	is	a	unrelenting	

assault	of	images	stacked	on	top	of	one	another	until	the	very	weight	of	them	might	

break	the	screen,	the	visual	is	paired	with	a	spoken	word	poem	that	is	delivered	with	

remorseless	rhythm	by	a	demanding	male	narrator	(fig.	10).89	The	subject	of	Henrot’s	

work	is	nothing	less	than	the	creation	of	the	universe.	 In	many	ways	Henrot’s	work	

fits	my	definition	of	inventory	perfectly,	it	engages	with	mass	in	a	way	that	not	even	

Grimonprez	has.	As	she	said,	it	is	an	“experience	of	density	itself.”90	Her	process	was	

to	identify	a	frame	of	reference,	from	which	she	conducted	an	initial	series	of	Google	

searches	 that	 resulted	 in	 folders	 full	of	 images.	She	 then	attempted	 to	create,	much	

like	 Gaspar	 Winkler,	 order	 among	 these	 images.	 Simultaneously	 she	 worked	 with	

several	 creation	 myths,	 comparing	 them	 and	 finding	 places	 where	 sentences	 from	

these	myths	 could	 be	 “placed	 back	 to	 back”.	 She	 has	 said	 this	 was	 not	 to	 create	 a	

story,	but	a	poem.91	The	final	work	includes	some	of	that	material	collected	from	the	

Internet	but	 there	 is	 also	original	 footage	 taken	by	Henrot	 in	 response	 to	what	 she	

found:	hands	flicking	through	glossy	“coffee-table”	books,	the	staff	of	the	Smithsonian	

opening	draws	 to	 reveal	 the	dead	 toucans	and	beetles.	Over	 the	visual	we	hear	 the	

poem	Henrot	and	her	collaborator	constructed,	performed	by	a	spoken	word	artist.92	

The	work	uses	 the	 stories	of	 creation	as	 its	 frame	but	 it	 takes	on,	 as	 its	 theme,	 the	

western	 obsession	 with	 the	 archive.	 Henrot’s	 work	 is	 broadly	 visually	 similar	 in	

construction	 to	Grimonprez’s.	 It	 is	montage,	 but	 the	 screen	 in	 screen	 (in	 screen,	 in	

screen,	 in	 screen,	 in	 screen,	 etc.)	 layering	 creates	 a	much	heavier	 visual	 experience	

																																																								
88	Ross,	259.	
89	Camille	Henrot,	Gross	Fatigue,	2013,	video	(13min)	
90	Erwann	 Lameignére,	 “Grosse	 Fatigue.	 Camille	 Henrot	 “Grosse	 Fatigue””	 (online	 video),	

published	2013,	accessed	October	9,	2017,	https://vimeo.com/86174818	
91	Ibid.	
92	Camille	Henrot	 collaborated	with	 poet	 and	 editor	 Jacob	Bromberg	 on	 the	 poem	heard	 on	

Grosse	Fatigue.		Lameignére,	“Grosse	Fatigue.	Camille	Henrot	“Grosse	Fatigue”.”	
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and	 the	 pace	 is	 pounding.	 Her	 work	 is	 more	 of	 its	 time	 and	 the	 archive	 she	 is	

investigating,	 just	 as	 Grimonprez’s	 work	 is	 now	 dated	 to	 the	 time	 in	 which	 it	 was	

made.	 And	 in	Henrot’s	work	 voiceover	 is	 used	 differently,	 the	 poem,	while	 not	 “an	

actual	story”,	insists	on	forward	motion.93	

In	the	visual	arts	the	montage	has	adapted;	multi-channel	video	installations,	

multiple	screens	or	even	stacks	of	screens	bearing	down	on	the	viewer	are	common	

forms	 for	 artworks	 in	 contemporary	 galleries.	 These	 forms	 of	 presentation	 have	

become	the	way	many	artists	engage	with	the	multiple	 facetted	nature	of	 life	 in	the	

globalised	 21st	 century.	 By	 presenting	 the	 audience	with	multiple	 images,	multiple	

points	of	view,	and	often	multiple	soundtracks	simultaneously,	the	artist	occupies	the	

concept	 of	 space-time	 compression	 and	 disrupts	 linear	 narrative	 production.	 This	

form	also	exposes	the	structure	of	the	montage.	Makes	physical	the	editing	cuts.	And	

as	Ross	notes,	this	form	of	installation	goes	past	the	montage,	allowing	the	viewer	to	

make	 connection	 beyond	 the	 “horizontal	 suite”,	 watching	 several	 images	

simultaneously,	 but	 also	 listening	 to	 one	 section	 of	 the	 work	 while	 watching	

another.94 	In	 “Free	 Fall:	 A	 Thought	 Experiment	 in	 Vertical	 Perspective”	 Steyerl	

identifies	 that	 these	 forms	of	 installation	disperse	perspective,	dissolve	 the	horizon	

line,	 fracture	 the	 gaze,	 and	 “call	 for	 a	multiple	 spectator,	who	must	 be	 created	 and	

recreated	 by	 ever-new	 articulations	 of	 the	 crowd.”95	It	 is	 this	 form	 that	might	 best	

express	 the	 fractured	 sightlines	 and	 motivations	 of	 the	 stadium	 crowd.	 Harun	

Farocki’s	 work	 has	 always	 rejected	 traditional	 narrative	 structures,	 seeking	 “new	

building	 blocks	 for	 film	 narrative,	 and	 a	 new	 grammar	 for	 film	 language”.96	Unlike	

Grimonprez,	who	restructures	 the	climatic	moment,	Farocki	 rejects	 it	–	being	much	

more	 interested	 in	 revealing	 the	 proliferation	 of	 images	 that	 are	 ubiquitous	 but	

concealed,	the	power	of	image,	and	the	conflation	of	space	and	time	through	the	new	

technologies.	 In	 Deep	 Play	 Farocki	 uses	 multiple	 monitors	 that	 can	 be	 viewed	

simultaneously.	 In	 gallery	 installations	 like	 this	 a	 lot	 of	 power	 is	 given	 over	 to	 the	

viewer.	When	engaging	with	a	work	like	Deep	Play	a	viewer	may	decide	to	watch	for	2	

minutes,	2	hours	or	20	hours,	an	aspect	afforded	a	gallery	installation	that	is	not	part	

																																																								
93	Lameignére,	“Grosse	Fatigue.	Camille	Henrot	“Grosse	Fatigue”.”	
94	Ross,	267.	
95	Steyerl.		“In	Free	Fall:	A	Thought	Experiment	on	Vertical	Perspective.”	9	
96	Thomas	 Elsaesser,	 “Harun	 Farocki:	 Filmmaker,	 Artist,	 Media	 Theorist”	 in	 Harun	 Farocki:	

Working	on	the	Sight-lines,	ed.	T.	Elsaesser	(Amsterdam:	Amsterdam	University	Press,	2004),	21.	
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of	 a	 cinematic	experience.97	But	 they	also	 choose	 the	manner	of	 their	viewing;	 they	

construct	their	own	sequence	(albeit	within	the	constraint	of	the	timeline	of	the	game	

itself).	 They	 watch	 the	 coaches	 while	 keeping	 an	 eye	 on	 the	 game,	 they	 lose	

themselves	 for	 a	 few	 minutes	 in	 the	 shot	 of	 the	 sky	 above	 the	 stadium	 before	

spending	 some	 time	 deciphering	 the	 statistical	 graphics	 or	 reading	 the	 textual	

iteration	of	the	game	as	it	scrolls	across	the	screen.	They	can	listen	to	one	element	of	

the	work	while	concentrating	on	the	visual	of	another.	The	installation	of	Deep	Play,	

as	 is	 the	 case	 with	 much	 of	 Farocki’s	 work,	 seeks	 to	 reject	 any	 hierarchy	 in	 the	

various	images.	Each	video	is	presented	on	equal	footing	with	the	next.	The	screen	is	

the	same	size,	it	is	mounted	at	the	same	height,	it	runs	for	the	same	length.	We	might	

impose	our	own	hierarchy	based	on	 the	 content	of	 each	screen,	but	Farocki’s	work	

makes	us	aware	of	our	biases.	98		

Within	my	own	practice	simultaneity	through	montage	provides	a	method	for	

exposing	 the	 stadium’s	 propensity	 for	 ambiguity	 and	 contradiction.	 It	 allows	me	 to	

take	 the	 stadium,	 a	 space	 the	western	 imagination	would	 like	 to	 render	 devoid	 of	

politics,	and	disrupt	that	narrative.	In	video	based	works	this	presented	as	mash-ups	

of	 various	 downloaded	 clips	 with	 downloaded	 sound	 bites	 and	 voiceovers	 I’ve	

authored	 but	 never	 spoken.	 Screen	 in	 screen	 or	 split	 screen	 became	 a	 common	

feature	of	my	practice,	mimicking,	quite	bluntly,	 the	duality	of	 the	stadium	(fig.	11).	

Some	early	works	use	a	 tenuous	 link	between	 two	or	more	events	 to	 structure	 the	

montage99;	 but	 In	 the	 Stadium	 (the	 14	 categories),	 2016,	 uses	 a	 corrupted	 form	 of	

Jorge	Luis	Borges’	famous	list	of	animals	from	the	fictitious	Chinese	encyclopedia	the	

“Celestial	 Emporium	 of	 Benevolent	 Knowledge”	 to	 impose	 an	 absurd	 order.100	This	

																																																								
97 	“Peripheral	 Views.	 A	 Conversation	 with	 Harun	 Farocki	 -	 Interview	 by	 Neja	 Tomšič”,	

accessed	 September	 26	 2017,	 https://anti-utopias.com/editorial/peripheral-views-a-conversation-
with-harun-farocki/	

98	This	attempt	to	dismiss	hierarchy	sits	in	interesting	contrast	to	the	source	of	the	title	of	the	
work.	 Jeremy	Bentham’s	concept	of	deep	play	 is	 that	 there	 is	a	point	where	the	consequences	of	 the	
game,	 the	 stakes	 are	 so	 high	 that	 it	 is	 irrational	 for	 players	 to	 be	 involved.	 But	 Deep	 Play	 also	
references	Clifford	Geertz’s	seminal	work	Deep	Play:	Notes	on	the	Balinese	Cockfight.	In	his	essay	Geertz	
analyses	 the	 symbology	 and	meaning	 not	 only	 associated	with	 the	 cockfights	 themselves	 but	 in	 the	
betting	 around	 the	 cockfight.	 Geertz’s	 essay	 notes	 that	 it	 is	 the	 symbolic	 and	 social	 elements	 of	
hierarchy	that	make	the	engagement	in	what	Bentham	would	cite	as	irrational	as	completely	viable.		
Clifford	Geertz,	“Deep	Play:	Notes	on	the	Balinese	Cockfight”,	Daedalus,	Vol.	134,	No.	4	(Fall,	2005),	56-
86.	

99	In	particular	In	the	Stadium	(Part	A),	2014,	and	In	the	Stadium	(Autogol),	2015.	
100	“In	 its	 remote	 pages	 it	 is	written	 that	 the	 animals	 are	 divided	 into:	 (a)	 belonging	 to	 the	

emperor,	(b)	embalmed,	(c)	tame,	(d)	sucking	pigs,	(e)	sirens,	(f)	fabulous,	(g)	stray	dogs,	(h)	included	
in	the	present	classification,	(i)	frenzied,	(j)	innumerable,	(k)	drawn	with	a	very	fine	camelhair	brush,	
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work	 attempted	 to	 bridge	 the	 spatial	 heterotopian	 stadium	 space	 as	 described	 by	

Michel	Foucault	in	his	paper	“Of	Other	Spaces”,	with	the	discursive	heterotopia	as	he	

described	in	the	preface	to	The	Order	of	Things.101;102	In	The	Order	of	Things	Foucault	

is	 concerned	 with	 the	 way	 in	 which	 knowledge	 is	 ordered	 and	 notes	 that	 the	

absurdity	of	Borges’	list	comes	from	the	lack	of	a	common	locus	in	which	such	a	list	

could	operate,	a	site	where	the	assumed	and	and	or	between	the	a),	b),	c)	etc.	would	

function.	Borges’	list,	writes	Foucault,	exists	on	a	heterotopian	site	and	“heterotopias	

are	 disturbing…because	 they	make	 it	 impossible	 to	 name	 this	 and	 that.”	 My	 video	

work	has	always	been	single	 channel,	what	Ross	would	 term	“horizontal”	montage.	

The	move	to	use	a	construct,	such	as	 the	 list,	 involved	a	desire	 to	understand	more	

fully	 the	 “gaps”	 in	 the	narrative.	 In	 the	 stadium	 there	 is	 a	 space	between	 the	arena	

and	 the	 stands,	 the	 space	between	 the	boundary	 line	 and	 the	 fence.	An	 in-between	

space	the	trainers,	security	staff	and	interchange	bench	inhabit	during	the	game.	For	

me	this	space	came	to	represents	the	and	in	the	statement,	the	arena	and	the	stands,	

the	gap	between	these	two	spaces,	but	also	the	gap	between	the	various	modes	of	the	

stadium:	the	gap	between	the	motivations	of	the	fans,	the	gap	between	the	local	and	

the	global,	 the	gap	between	 the	 stadium	and	 the	 city,	 the	political	 gap	between	 the	

stadium	as	the	site	of	a	union	rally	and	a	display	of	fascist	might.	Simultaneity,	Ross	

writes,	mobilises	“historical	narratives	 that	make	room	for	gaps”,	allows	us	 to	open	

up	 the	 dominant	 historical	 narrative	 to	 alternatives.103	The	move	 to	 use	 the	 list	 as	

structure	came	as	an	attempt	to	realise	 these	gaps,	 these	and/or	 spaces,	more	 fully.	

The	gaps	exist	in	the	temporal	fragmentation	of	the	montage	but	were,	in	the	case	of	

this	work,	also	inserted	as	short	moments	of	odd	stillness	in	the	montage.	I	chose	to	

use	title	cards	citing	each	line	of	my	list	between	each	section	of	the	montage,	these	

																																																																																																																																																																								
(l)	 et	 cetera,	 (m)	 having	 just	 broken	 the	water	 pitcher,	 (n)	 that	 from	 a	 long	way	 off	 look	 like	 flies.”		
Jorge	Luis	Borges,	The	Analytical	Language	of	John	Wilkins,	3,	accessed	May	11	2015,	
http://www.alamut.com/subj/artiface/language/johnWilkins.html	

“The	14	Categories	of	Stadia:	 a)	 for	 football,	b)	on	 television,	 c)	where	pigs	graze,	d)	having	
been	lit	by	flares,	e)	where	washing	is	hung,	f)	home,	g)	away,	h)	archived,	i)	undercover,	 j)	elephant	
walks,	k)	in	need	of	weeding,	l)	for	marching	bands,	m)	the	future,	n)	that	when	photographed	from	a	
helicopter	look	like	a	zero	branded	into	the	earth.”	Paula	Hunt,	In	the	Stadium	(the	14	categories),	2016,	
single	channel	video	(18m12s).	https://vimeo.com/248748563		

101	Foucault,	The	Order	of	Things,	xviii-xix.	
102	The	 apparent	 inconsistencies	 between	 Foucault’s	 two	 definitions	 of	 heterotopian	 space,	

one	 spatial,	 one	 discursive,	 is	 discussed	 more	 fully	 by	 Benjamin	 Genocchio.	 Benjamin	 Genocchio,	
“Discourse,	Discontinuity,	Difference:	The	Question	of	‘Other’	Spaces,”	in	Postmodern	Cities	and	Spaces,	
eds.	K	Gibson	&	S.	Watson.	(Cambridge,	MA:	Blackwell	Publishers,	1995),	35-47.	

103	Ross,	250.	
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operated	in	a	similar	way	as	the	footage	of	Lenin	and	his	cat	in	dial			H-I-S-T-O-R-Y,	or	

in	 the	 way	 Farocki	 allows	 the	 viewer	 to	 guide	 their	 own	 experience,	 allowing	 the	

viewer	space	in	which	to	make	different	connections	in	the	narrative.104	

	
	
	
	
	
	
	
	
	

	
Figure	10:	Camille	Henrot,	Gross	Fatigue,	2013,	single	channel	video	(13m),	still	 from	video.	
Accessed	November	11,	2017.	http://www.camillehenrot.fr/en/work/68/grosse-fatigue	

	 	

																																																								
104	The	 unrelenting	 rhythm	 of	 Henrot’s	 work,	 the	 lack	 of	 any	 space,	 scared	 the	 artist	 so	 its	

duration	was	 limited	so	people	could	watch	 it	more	 than	once.	Lameignére,	“Grosse	Fatigue.	Camille	
Henrot	“Grosse	Fatigue”.”	
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Figure	 11:	 Paula	Hunt,	 In	 the	Stadium	(the	14	categories),	 2016,	 single	 channel	 video	 (18m	
12s),	still	from	video.	https://vimeo.com/248748563		
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Narrative	Production	

In	his	essay	“Aporias	of	Writing:	Narrative	and	Subjectivity”	Martin	McQuillan	gives	

the	reader	an	almost	spatial	explanation	of	narrative	theory.105	McQuillan	notes	that	

all	narratives	are	created	and	reside	on	a	narrative	matrix,	which	consists	of	language	

and	culture:	 social,	 economic	and	political.	The	matrix	 is	not	 a	 regular	grid	 like	 the	

aerial	shot	of	Lionel	Messi’s	hometown,	it	is	unbounded,	bending	around	and	looping	

back	on	itself.	Onto	the	narrative	matrix	the	author,	the	storyteller,	and	I	will	extend	

here	to	the	artist,	makes	a	narrative	mark.	McQuillan’s	concern	is	primarily	linguistic;	

the	mark	is	text	or	spoken	work,	a	sentence,	a	paragraph.	But	this	mark	could	also	be	

visual,	 an	 element	 of	 the	 montage,	 a	 short	 scene	 in	 a	 film,	 a	 gesture	 from	 the	

performer,	 a	photograph,	 a	 symbol,	 even	one	of	 Steyerl’s	beaten-up	and	over-loved	

images.	 The	 meaning	 of	 the	 mark	 is	 absolutely	 dependent	 on	 its	 position	 in	 the	

matrix,	but	more	than	this	the	mark	and	the	matrix	are	contaminated	by	each	other,	

as	McQuillan	writes,	one	produces	a	“haunting”	in	the	other.	The	author,	storyteller,	

artist	(subject)	throws	out	this	mark	to	the	reader,	viewer,	audience	(the	other)	as	an	

appeal	for	an	exchange,	but	this	trade	is	always	incomplete,	there	is	always	an	small	

element	of	misrecognition	and	crucially	 it	 is	 this	 lack	of	completeness	 that	requires	

the	 author	 to	 create	 a	 link	between	 that	 narrative	mark	 and	 the	next	 and	 then	 the	

next	 in	 an	 attempt	 to	 complete	 the	 exchange.106	This	 chain	 is	 narrative	 production.	

I’ve	already	 identified	that	 the	artists	 I’m	concerned	with	here	are	not	 interested	 in	

conventional	narrative	structures,	they	are	all	questioning	in	some	way	the	dominant	

narratives	of	our	society,	still	each	 image,	each	sound	bite,	each	snippet	of	 text,	 is	a	

narrative	mark.	The	works	exist	within	 the	cultural	 frame	of	 their	construction	and	

exhibition.	There	is	an	exchange	between	the	artist	and	the	viewer	but	the	sequence	

of	 these	 exchanges	 is	 corrupted.	 The	barrage	 of	 narrative	marks,	 dislocated	 from	a	

linear	form	of	narrative	production,	diminishes	plot,	or	as	Ross	would	say	suspends	

moving	narrative.		

Henrot’s	frame	of	reference	is	a	narrative	in	itself,	the	story	of	the	creation	of	

the	world,	this	you	might	conclude	make	it	difficult	to	separate	yourself	 from	linear	

narrative	 production	 in	 creating	 the	 work.	 Ostensibly	Grosse	 Fatigue	 describes	 the	

creation	of	the	universe,	but	the	cut	and	paste	structure	of	the	work	has	disturbed	the	

																																																								
105	McQuillan,	1-35.		
106	McQuillan	notes	that	this	narrative	production	is	unending	(until	death).		
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sequence	of	narrative	marks,	displaced	them	on	the	matrix	(potentially	presenting	us	

with	a	 just	a	 “haunting”	of	where	 they	once	 lay).	Perhaps	 it	 is	more	accurate	 to	say	

that	while	Henrot’s	 frame	 is	 the	 creation	of	 the	universe,	 the	 theme	 is	 the	western	

obsession	 with	 the	 archive,	 where	 nature,	 history	 and	 the	 stories	 of	 others	 are	

preserved	 by	 killing	 them	 and	 storing	 them	 in	 filing	 cabinets.	 Grimonprez’s	 video	

works	 in	 a	 similar	way,	 framed	 by	 the	 act	 of	 hijacking,	 it	 questions	 the	 role	 of	 the	

artist	in	contemporary	world.	We	understand	its	odd	and	disorienting	narrative	is	not	

about	Leila	Khalid	or	the	psychology	of	the	hijacker,	we	think	it’s	about	the	place	of	

the	artist/writer	in	the	modern	world,	but	it’s	really	the	story	of	Derrida’s	substrate,	

the	 technical	 and	 cultural	 substrates	 on	 which	 those	 things	 represented	 could	 be	

preserved.107	In	this	way	both	works	are	meta-narratives,	concerned	not	with	telling	

the	 history	 of	 hijackings	 or	 even	 the	 story	 of	 the	 origin	 of	 the	 universe,	 but	 with	

telling	 the	 story	 of	 the	 narrative	 matrix	 itself.	 The	 inventory’s	 exposure	 of	 the	

archivisation	produces	 a	 propensity	 for	 telling	 the	 story	 of	 the	 narrative	matrix	 on	

which	these	artefacts	and	memories	were	created.	

A	 process	 such	 as	 I’ve	 described	 (frame,	 collect,	 sort)	 suggests	 perhaps	 that	

the	 outcomes	 might	 be	 prescribed.	 When	 asked	 about	 the	 relationship	 between	

control	and	contingency	Harun	Farocki	explains	this	is	always	a	balancing	act.		

I’m	more	on	the	side	of	contingency,	but	on	the	other	hand,	because	I’m	deeply	
formalist	I	am	very	pre-selective,	so	it	always	fits	into	pre-given	shapes.	But	I	
try	to	be	open	for	what	the	concrete	material	asks	for.108	

Perhaps	 Deep	 Play,	 more	 than	 most	 of	 his	 opus,	 is	 underpinned	 with	 a	 linear	

narrative—that	 of	 the	 game	 itself.	 It	 is	 that	 constraint	 that	he	 attempts	 to	 fracture.	

But	 there	 was	 a	 risk	 with	 the	 frame	 that	 Farocki	 chose,	 a	 future	 event.	 Whatever	

Farocki’s	 intent	 in	 changing	 the	 “grammar”	 of	 the	 narrative	 construction,	 his	

depiction	 of	 the	 2006	 World	 Cup	 is	 wrestled	 from	 a	 system	 of	 surveillance	 and	

control	 by	 one	 inexplicable	 moment.	 What	 most	 fans	 remember	 about	 the	 2006	

World	Cup	is	French	champion	Zinedine	Zidane’s	headbutt	of	Marco	Materazzi	in	the	

dying	minutes	of	 the	game.	This	 resulted	 in	a	 red	card	and	meant	Zidane	could	not	

participate	 in	 the	 penalty	 shootout,	which	 France	 lost.	 In	 the	 end	 all	 the	 statistical	

analysis,	game	plans,	and	security	 footage	 is	overshadowed	by	a	moment	of	human	

																																																								
107	Derrida,	17	
108	“Peripheral	Views.	A	Conversation	with	Harun	Farocki	-	Interview	by	Neja	Tomšič.”	
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irrationality.	What	 is	 particularly	 interesting	 is	 that	 this	 moment,	 the	most	 crucial	

moment	of	the	game,	 is	not	caught	 live	on	the	broadcast.	 It	 is	only	minutes	 later,	as	

Zidane	 is	 red-carded	 and	 the	 replay	 is	 shown,	 that	 the	 enormity	 of	 Zidane’s	 act	

becomes	 apparent.109	The	 technical	 analysis	 of	 the	 game	 even	 classifies	 Zidane’s	

headbutt	as	the	same	movement	as	a	header	(when	the	player	heads	the	ball)	and	so	

is	 just	 listed	 as	 a	 routine	 event—an	 error	 that	 marvelously	 echoes	 McQuillan,	 the	

narrative	mark	(the	gesture)	only	has	meaning	in	relationship	to	the	narrative	matrix	

(the	 context	 of	 the	 game).	 And	 so	 Farocki’s	 panopticon	 of	 the	 panopticon	 exposes	

most	explicitly	the	failure	of	the	Bentham’s	model,	what	Zidane	might	describe	as	his	

own,	 flawed,	humanity.	And	 it	 also	exposes	a	 flaw	 in	Farocki’s	attempt	 to	eliminate	

hierarchy.	 In	his	action	Zidane	has	disrupted	Farocki’s	 intent	by	providing	a	climax.	

Viewers	 (or	 to	 be	 completely	 honest	 viewers	who	 are	 football	 fans)	who	 go	 to	 see	

Deep	Play	are	drawn	to	watch	the	work	until	that	moment,	just	to	experience	Zidane’s	

inexplicable	 act	 again,	 this	 curiosity.	 Although	 it	 is	 not	 something	 they	 can	 fully	

realise	 in	Farocki’s	work,	partly	because	 it	 is	not	covered	by	 the	 live	broadcast,	but	

also	because	 the	story	of	 the	headbutt	 really	plays	out	 in	 full	after	 the	game,	 in	 the	

fervent	media	 coverage	and	analysis,	 in	 the	desperate	questioning,	 “Why?”	Because	

Zidane’s	foolish	act	occurs	on	the	ordered	and	non-absurd	space	of	the	football	pitch	

and	so	in	the	public’s	mind	it	can’t	be	irrational,	or	we	must	at	least	be	able	to	apply	

an	 acceptable	 rationale.110	And	 this	 is	 where	 the	 narrative	 of	 the	 2006	World	 Cup	

really	takes	place.	It’s	not	that	Farocki’s	work	fails	to	depict	the	narrative	matrix	on	

which	the	World	Cup	story	is	told;	it’s	just	that	it	is	also	unintentionally	infected	with	

that	old	populist	story,	crime	and	retribution.		

																																																								
109	Zinedine	 Zidane	 is	 the	 subject	 of	 Douglas	 Gordon	 and	 Philippe	 Pareno’s	 Zidane:	 A	 21st	

Century	Portrait	(2006).	The	film	was	made	with	17	cameras	focused	solely	on	Zidane	for	the	duration	
of	 a	 single	 game.	 Towards	 the	 end	 of	 that	 game	 Zidane	 is	 also	 red-carded.	 Despite	 the	 entire	 focus	
being	on	Zidane	the	action	that	causes	Zidane	to	be	sent	off	is	visually	unclear,	creating	a	momentary	
mystery	for	the	viewer.	

110	In	 the	aftermath	Zidane	went	on	French	 television	 to	explain	his	actions.	 “Then	he	starts	
saying	very	hard	words,	which	he	repeats	several	times,	words	that	can	hurt	more	than	acts...These	are	
words,	 like	 I	 said,	 that	 hurt	me	 deep	 inside...I	 am	 a	man	 before	 anything	 else...I’d	 rather	 have	 been	
punched	in	the	face	than	hear	these	things.”		
“Zidane	headbutt	interview	(engilish)”,	(online	video),	published	Mar	13,	2008,	accessed	Nov	7,	2017,	
https://www.youtube.com/watch?v=fESPK2cmjpY.	
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Coexistence	

Author	and	art	critic	John	Berger	uses	an	evocative	metaphor	to	describe	stories;	they	

walk	like	an	animal,	writes	Berger,	they	don’t	roll.111	What	Berger	is	alluding	to	is	the	

discontinuities	 that	 exist	 in	 every	 story.	 The	 unsaid,	 the	 implicit.	 The	 breaches	

between	 the	 actions	 and	 attributes	 of	 the	 protagonist	 that	 are	 accepted	 and	

understood.	 The	 space	 between	 each	 narrative	 mark.	 Every	 story	 contains	 these	

discontinuities	 but	 there	 is	 an	 agreement	 between	 the	 trinity	 of	 the	 narrative,	 the	

author/artist,	the	reader/viewer	and	the	protagonist,	that	there	will	be	“unstated	but	

assumed	 connections	 existing	 between	 events.”112	This	 agreement	 binds	 the	 trinity	

into	what	Berger	calls	the	‘reflecting	subject’	and	the	narrative	speaks	the	voice	of	all	

three.		

A	story	is	not	simply	an	exercise	in	empathy.	Nor	is	it	merely	a	meeting-place	
for	the	protagonists,	listener	and	teller.	A	story	being	told	is	a	unique	process	
which	fuses	these	three	categories	 into	one.	And	ultimately	what	 fuses	them,	
within	the	process,	are	the	discontinuities,	the	silent	connections…113	

Berger’s	concern	in	his	essay	“Stories”	is	how	a	sequence	of	photographs	can	become	

a	story—but	I	would	like	to	extend	this	to	any	sequences	of	still	images,	or	specifically	

in	my	 case	 a	 series	 of	 posters.114	While	 a	 series	 of	 still	 images	might	not	 appear	 to	

constitute	a	 story	on	 first	 glance,	Berger	 claims	 it	 is	 the	agreement	 that	 constitutes	

the	reflecting	subject	that	allows	a	narrative	to	take	place.	In	fact	the	discontinuities	

being	greater	than	in	a	conventional	narrative	means	the	viewer	is	drawn	in	further,	

makes	them	a	more	active	participant.	The	presence	of	the	artist,	on	the	other	hand,	

may	 recede	 a	 little,	 speaking	 as	 Berger	 writes,	 “through	 quotation”,	 while	 the	

protagonist	becomes	“omnipresent”	or,	I	would	like	to	suggest,	global.		

	 There	 is	 of	 course	 a	 difference	 in	 temporality	 between	 the	 sequence	 of	 still	

images	 and	 the	 cinematic	montage.	 Berger	 describes	 photographs	 as	 retrospective,	

but	 a	 film	as	 anticipatory.	But	more	 importantly	 the	movement	of	 film	changes	 the	

way	the	two	elements	of	a	montage	sit	together.	The	two	elements	either	side	of	a	cut	

in	a	montage	should	have	an	attraction,	an	attraction	based	on	conflict,	equivalence,	

																																																								
111	Berger,	285.		
112	Berger’s	trinity	is	described	as	teller,	listener	and	protagonist.	Ibid.,,	284.	
113	Ibid.,286.	
114	In	the	book	Berger’s	essay	accompanies	Jean	Mohr’s	work	“If	each	time…”,	a	series	of	150	

photographs.	
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recurrence	 or	 contrast,	 but	 whatever	 the	 form	 the	 attraction,	 Berger	 (quoting	

Eisenstein)	notes	it	should	be	balanced	and	describes	it	graphically	as:	

	
But	 the	 forward	 movement	 in	 film	 applies	 another	 force,	 the	 progression	 of	 the	

images	 forward	 through	 the	projector.115	As	 I	 described	previously	when	we	watch	

Grimonprez’s	work	we	watch	it	in	the	sequence	in	which	it	occurs,	driven	forward	by	

the	 hidden	 digital	 time	 clock	 clicking	 over.	 In	 this	 way	 the	 attraction	 becomes	

unbalanced,	as	described	by	Berger	it	becomes:	

	
In	a	sequence	of	still	images	the	energy	either	side	of	the	“cut”	remains	equal,	muting	

hierarchy	and	chronology.	It	is	then	the	notion	of	sequence	is	lost	and	the	story	exists	

on	 a	 “field	 of	 coexistence”	 (the	 position	 that	 Gaspar	Winkler	 was	 perhaps	 striving	

for).	 This	 idea	 is	 supported	 by	 literary	 theorist	 Gérard	 Genette	 who	 wrote	 that	

narratives	 exhibited	 as	 a	 sequence	 of	 images	 (such	 as	 a	 comic	 strip	 or	 a	 tapestry)	

require	a	successive	reading	but	they	“also	lend	themselves	to,	and	even	invite,	a	kind	

of	 global	 and	 synchronic	 look—or	 at	 least	 a	 look	 whose	 direction	 is	 no	 longer	

determined	by	the	sequence	of	images.”116	In	this	form	of	coexistence	story-telling	the	

discontinuities	 become	 the	 historical	 gaps	 through	 which	 contemporaneity	 can	 be	
																																																								

115	While	the	mechanism	for	video	or	digital	projection	is	different	to	the	32	frames	a	second	
of	film	I	am	not	concerned	with	that	here.	I’m	interested	in	the	motion	that	occurs	in	the	content	of	the	
projection	and	will	consider	film,	video	and	digital	projection	in	the	same	way.		

116 	Gérard	 Genette,	 Narrative	 Discourse:	 An	 Essay	 in	 Method.	 (Cambridge:	 Cambridge	
University	 Press,	 1997),	 34.	 Genette	 is	making	 the	 point	 that	 such	works	 are	 not	 as	 affected	 by	 the	
temporal	 duality	 of	 story	 time	 and	 narrative	 time	 (the	 timeline	 experienced	 in	 the	 story	 verses	 the	
time	taken	to	read	the	story	or	watch	the	film).		
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explored.	 Contemporaneity	 being	 “made	 of	 a	 multiplicity	 of	 coexisting	 yet	

incommensurable,	 expanding,	 and	 sometimes	 irreconcilable	 (perhaps	 negotiable)	

worldviews.”117;118	

	 Berger	was	specifically	writing	about	a	“coexistence”	of	photographs	without	

text.	 But	within	 art	 practice	 this	 sort	 of	 “coexistence”	 often	 appears	with	 text.	 The	

sentence	 or	 paragraph	 of	 text	might	 accompany	 the	 image	 or	 it	might	 sit	 alone	 as	

another	element	of	the	coexistence,	either	way	I	would	contend	the	text	acts	as	 just	

another	 narrative	 mark.	 While	 the	 text	 may	 provide	 context	 to	 the	 image	 the	

discontinuity	between	that	narrative	mark	and	the	next	still	exists	and	the	agreement	

between	 the	 trinity	of	 the	narrative	 is	 still	 required	 for	 the	narrative	 to	exist.	Allan	

Sekula’s	Fish	Story	 (1995)	 and	 Taryn	 Simon’s	An	American	 Index	of	 the	Hidden	and	

Unfamiliar	 (2007)	are	 just	 a	 couple	 of	 works	 that	 present	 a	 coexistence	 of	 images	

with	 accompanying	 text.119	Both	works	 are	 extensive	 but	 interestingly	 they	 are	 not	

restricted	 to	one	 form.	The	work	might	be	presented	as	 framed	 images	 and	 text	 in	

																																																								
117	Ross,	212.	
118	What	 happens	 then	 to	 the	 sequence	 when	 the	 montage	 of	 moving	 images	 ceases	 to	 be	

“horizontal”	(as	described	by	Ross)	and	becomes	multi-channel	or	multiscreen,	such	as	with	Deep	Play?	
Can	 we	 assume	 the	 balance	 is	 returned?	 Each	 element	 of	 the	 work,	 each	 event,	 sits	 separately,	
attracted	(through	contrast,	conflict,	 recurrence	and	equivalence)	 to	 the	other	elements.	Each	moves	
but	its	movement	is	not	imposed	on	other	elements	in	the	work	as	with	“horizontal”	montage.	But	this	
movement	within	each	element	of	the	work,	each	element	of	the	narrative,	creates	different	balances.	I	
suspect	that	a	more	accurate	description	in	a	multi-screen	work	might	look	something	like	this:	

	
This	 unbalanced,	 balancing	 act	 between	 the	 montage	 of	 moving	 images	 and	 the	 coexistence	 of	 the	
multiple	 images	 is	 what	 makes	 this	 form	 particularly	 a	 particularly	 potent	 way	 of	 exploring	 the	
multiplicity	of	experiences	in	contemporaneity.	This	is	not	a	feature	of	my	practice	at	this	time	but	is	
an	interesting	area	for	further	research	later.		

119	I	should	note	that	while	there	are	significant	parallels	between	these	works	and	the	works	
I’ve	 described	 as	 “inventory”	 (Sekula	 is	 specifically	 exploring	 globalisation	 and	 contemporaneity	
through	the	frame	of	shipping)	I	would	not	identify	these	two	works	as	necessarily	“inventories”.	Both	
work	with	revealing	the	“hidden”	rather	re-structuring	mass	culture.	In	the	introduction	to	the	book	of	
the	work	An	American	Index	of	the	Hidden	and	Unfamiliar	Elisabeth	Sussman	and	Tina	Kukielski	state	
that	Simon’s	work	is	not	an	archive	but	a	random	collection	that	documents	four	years	of	the	artist’s	
investigations,	suggesting	it	is	perhaps	a	weird	form	of	autobiography,	perhaps	a	simpler	assessment	is	
that	 the	 work	 is	 a	 weird	 biography	 of	 America.	 Taryn	 Simon,	 An	American	 Index	 of	 the	Hidden	 and	
Unfamiliar.	(Germany:	Steidl,	2007)	
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gallery	installations,	or,	as	in	the	case	of	Jean	Mohr’s	work	If	each	time…,	in	book	form	

(fig.	12,	13	&	14).120	The	content	of	a	specific	installation	may	also	change—not	every	

element	of	the	entire	work	might	be	installed	every	time	(for	example	a	“chapter”	of	

Fish	 Story	 was	 exhibited	 at	 Documenta	 14).	 In	 this	 way	 the	 work	 can	 shift,	 or	

concentrate	focus	slightly.	But	regardless	of	the	form	of	the	work	the	balance	of	the	

montage	cut	ensures	the	coexistence.	As	discussed	in	the	previous	chapter	in	my	own	

practice	each	stadium	event,	each	moment	collected,	has	been	distilled	into	an	image,	

a	poster,	a	graphic	collage	that	references	the	stadium	architecture	and	in	some	cases	

utilises	those	much	downloaded,	deformed	pictures	from	the	Internet.	Each	“poster”	

is	accompanied	by	a	short	text	describing	the	event	the	image	represents.	In	this	way	

each	 event	 becomes	 a	 (admittedly	 bloated)	 narrative	 mark,	 certainly	 a	 quotation.	

When	presented	together	the	series	of	images,	balanced	by	its	stillness,	opens	up	gaps	

in	 the	historical	narrative.	Each	poster	 (which	represents	an	event)	 is	 connected	 to	

any	other	 image	in	a	myriad	of	ways,	but	 it	 is	the	agreement	between	the	reflective	

subject	 that	allows	the	work	to	be	a	narrative.	Also	 the	act	of	overlaying	the	“poor”	

image	with	a	graphic	mark	partially	hides	the	relationship	between	the	work	and	the	

archivisation	of	the	source	material.	In	this	way	these	“poster”	narratives	shift	away	

from	being	meta-narratives.	The	work	itself	is	an	ongoing	one.	More	events	are	added	

to	the	inventory	over	time.	And	the	work	is	malleable,	presented	in	a	range	of	forms	

and	at	a	variety	of	different	sites	(figs.	7,	8,	9).		

	
	

	

	 	

																																																								
120	The	books	contain	significant	amounts	of	extra	text	–	introductions,	essays	and	other	

material	–	that	might	not	be	part	of	a	gallery	installation.	
Allan	Sekula,	Fish	Story,	2nd	Edition,	(Düsseldorf:	Richter	Verlag,	2002).	
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Figure	 12:	 Allan	 Sekula,	 Middle	 Passage,	 Chapter	 3	 from	 Fish	 Story	 (1990-1993),	 1993,	
installation	view,	Fridericianum	Kassel,	Documenta	14.		

Accessed	November	11,	2017.	http://www.documenta14.de/en/artists/22297/allan-sekula		

	

	

	
Figure	13:	Taryn	 Simon,	An	American	Index	of	the	Hidden	and	Unfamiliar,	 2007,	 installation	
view,	Whitney	Museum	of	American	Art,	2007.		

Accessed	November	11,	2017.		https://whitney.org/Exhibitions/TarynSimon	 	
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Figure	 14:	 Taryn	 Simon,	An	American	Index	of	 the	Hidden	and	Unfamiliar,	 (Germany:	 Steidl,	
2007),	42-43.	
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Subsets	

The	inventory	is	all	about	numbers;	as	such	it	opens	itself	up	to	subsets.	The	frame	of	

reference	can	be	reset	a	little	narrower	allowing	a	more	pointed	narrative	to	be	told.	

This	 is	what	 I	did	 for	 three	works	produced	as	part	of	 this	research,	 In	the	Stadium	

(Women),	 In	 the	 Stadium	 (Workers)	 and	 In	 the	 Stadium	 (Prisoners),	 all	 made	 in	

2017.121	In	 each	 work	 the	 frame	 was	 narrowed	 and	 events	 that	 satisfied	 this	 new	

frame	were	placed	together.	All	events	were	selected	from	the	existing	inventory.	But	

in	 these	artworks	 the	 selection	of	 subset	was	pointed,	 I	 did	not,	 as	Gaspar	Winkler	

might	have	done,	choose	a	 frame	that	was	random	or	 innocuous.	 I	did	not	select	all	

events	where	the	stadium	was	blue,	where	the	weather	was	inclement	or	occurred	in	

the	 month	 of	 September.	 The	 viewer	 does	 not	 need	 to	 go	 much	 past	 the	 titles	

(women,	 workers,	 prisoners)	 to	 be	 conscious	 of	 a	 political	 intent	 in	 the	work.	 Re-

focusing	 the	 frame	also	changed	 the	 form	of	 the	artwork.	The	satellite	 image	of	 the	

stadium	 remains	 but	 it	 has	 lost	 its	 colour	 and	 become	 just	 a	 poor	 trace	 of	 a	 poor	

image.	And	new	poor	traces	were	added;	this	time	not	satellite	views	but	the	people’s	

viewpoint.	These	new	traces	echo	diagrams	for	teaching	linear	perspective,	they	are	

traces	of	 images	taken	while	sitting	 inside	the	stadium	stands.	 I	was	still	concerned	

with	 Steyerl’s	 free	 fall	 but	 I	 was	 also	 returning	 to	 ground.	 The	 old	 view	 was	

infiltrating	 back	 into	 the	 work	 and	 I	 was	 repositioning	 myself	 back	 into	 a	 more	

explicable	political	narrative;	mapping	the	relationship	of	the	marginalised	(women,	

workers	or	prisoners)	across	the	globe	through	the	frame	of	the	stadium.	The	works	

are	 diagrammatic,	 didactic,	 and	 appear	much	 surer	 of	 themselves.	 The	 text	 did	 not	

change	from	the	posters	but	it	dominates	much	more	than	it	did	in	those	works.	The	

events	 sit	 together	 on	 the	 page,	 and	 the	 subset	 reduces	 the	 previous	 perplexity	 of	

association	 (fig.	 15).	 I	 have	 placed	 together	 events	 occurring	 decades	 apart,	 from	

locations	 and	 cultures	 as	 distant	 as	 Melbourne	 and	 Tehran,	 but	 the	 stated	 bond	

(women,	workers,	prisoners)	induces	a	logic	that	wasn’t	there	in	In	the	Stadium	(the	

book).	The	notion	of	coexistence	is	still	required	for	the	work	to	read	but	my	intent	is	

more	conspicuous.	Still	each	of	these	works	contains	a	myriad	of	contradictions.	For	

example	 the	 events	 selected	 for	 In	 the	 Stadium	 (Women)	 recall	 specific	 moments	

																																																								
121	In	the	Stadium	(Women)	 and	 In	the	Stadium	(Workers)	was	part	of	 the	work	presented	 in	

exhibition	for	this	research	project.	In	the	Stadium	(Prisoners)	was	installed	concurrently	as	part	of	an	
exhibition	A	Thousand	Times	the	Rolling	Sun	at	Old	Beechworth	Goal	in	February	2018.	See	Appendix	1.	
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when	 women	 became	 powerful	 in	 the	 stadium,	 but	 the	 various	 football	 clubs	 that	

these	women	support	or	play	for,	were	founded	by	men.	The	success	of	these	women	

happened	within	the	framework	of	organisations	created	for,	and	still	dominated,	by	

men.	But	the	insistence	of	the	political	 in	these	works	demanded	a	banner	or	a	flag.	

For	each	event	that	made	up	the	subset	I	took	the	logos	of	the	relevant	sporting	teams	

(either	 the	 teams	present	at	 the	event	or	 the	stadium’s	home	teams),	dismembered	

them,	wiped	each	element	clean	of	specific	identification,	resized	them	to	a	standard,	

and	then	precariously	stacked	them	on	top	of	each	other.	The	result	is	a	new	grouping	

of	groups,	a	union	of	unions—graphically	absurd	and	ready	to	topple	at	any	time	(fig.	

16).	It	is	in	the	flag,	these	diagrammatic	montages,	the	historical	narrative	is	opened	

up	again.	The	absurd	impossibility	of	making	an	image	that	represents	women	(in	the	

stadium),	workers	(in	the	stadium)	or	prisoners	(in	the	stadium)	makes	apparent	the	

complications	in	the	associations	I’ve	made.		

	

	

	
Figure	15:	Paula	Hunt,	In	the	Stadium	(Women),	2017,	digital	print,	part	of	installation.	

	 	

Princes Park, Melbourne, 3 February 2017
Australian Rules Football Women’s (AFLW)
Carlton (46) defeat Collingwood (11)

Women have been playing Australian Rules Football for over a century but it wasn’t 
until 2017 that the game’s governing body supported a senior women’s national 
competition. The opening game of the inaugural season the AFLW was a lock out 
when over 24,500 fans rocked up to watch the historic game between Carlton and 
Collingwood.

Melbourne Cricket Ground, 29 November 1997
FIFA World Cup Qualifier
Australia 2-2 Iran

After producing a draw against Australia in this qualifier the Iranian team made the 
cut for the 1998 FIFA World Cup. It would be the first time they would compete in a 
World Cup since the 1979 Iranian revolution.

In Iran the streets filled with revelers, including, much to the ruling regime’s dismay, 
thousands of women. Women are banned from attending football in Iran but when 
the winning team arrived back in Tehran thousands flocked to Azadi Stadium to 
celebrate. Officials, realizing the potential for a riot, allowed 3000 women into a 
special section of the stadium. Two thousand more broke their way in. These events 
became known as the ‘Football Revolution’.

Şükrü Saracoğlu Stadium, Istanbul, 21 September 2011
Turkish Süper Lig
Fenerbahçe 1-1 Manisaspor

After several incidents of hooliganism and game-related violence the competition’s 
governing body decided they would have to punish supporters by banning them 
from attending this match between Fenerbahçe and Manisaspor in the Turkish 
League. It was not an appealing prospect to play the match in an empty stadium, so 
the Turkish Football Association came up with a new plan. They decided instead to 
just ban adult men, and allow women and children to attend. On the day of the 
match a crowd of 41,000 passionate women and children supported their 
respective teams. All the usual chants were sung and the cheering was vocal, but 
there were no violent incidents.

Ararat Stadium, Tehran, 26 April 2006
Friendly Match
Iranian Women’s Team 2-2 AL-Dersimspor e.V. (Berlin)

This game was the first time the national Iranian Women’s team had played in public 
since the 1979 Islamic Revolution. Prior to the game both teams had to negotiate 
with the Iranian governing body before the game could go ahead. The German 
players wore a special kit including leg coverings and hijabs, and no men, including 
the German manager, were allowed into the stadium. Two thousand vocal and 
enthusiastic female spectators attended the game, urging the home team to “kick 
them goodbye!” When the fans were reprimanded by officials for their behaviour 
their chant changed to “Our share of freedom is half the freedom!”

 
Şükrü Saracoğlu Stadium is named after Turkey’s fifth Prime Minister. Princes Park is named after Queen Victoria’s second son. Azadi Stadium was 
originally called Aryamehr Stadium after Mohammad Reza Pahlavithe, Shah of Iran, but it was changed after the Iranian Revolution. Azadi 
translates from Persian as freedom. Ararat Stadium in Tehran is the home ground for Ararat Tehran, an Iranian football team that only fields 
players of Armenian heritage. The stadium is owned by the Armenian community and the rules of Islamic Republic are suspended here, allowing 
Armenian-Iranian women to play in an open arena. It has become the home stadium of the Iranian Women’s Football team. 

Mount Ararat in western Victoria was named by Horatio Wills during his 1840 expedition to occupy the land of the Djab wurrung people. The hill 
in question is only a fraction of the size of its namesake in Armenia, but Wills later wrote he made the connection because “for here, like the Ark, we 
rested.” Horatio Wills’ young son Tom would spend several of his childhood years in the Djab wurrung area where he played with the local children 
and became quite proficient in the local languages. Tom Wills was one of the key founders of Australian Rules Football and he is a crucial link 
between the indigenous games, such as Marn Grook, and Aussie Rules. Marn Grook was played by men and women, together.  
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Figure	16:	Flag	designs	for	(L	to	R):	Paula	Hunt,	In	the	Stadium	(Women),	2017;	Paula	Hunt,	In	
the	Stadium	(Workers),	2017;	Paula	Hunt,	In	the	Stadium	(Prisoners),	2017.	
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Beyond	the	Stadium	Walls	

In	2014	I	was	in	San	Francisco,	so	I	went	to	the	baseball.	It’s	not	a	game	I	know	well	

but	 I	 always	 try	 and	 go	 to	 the	 local	 stadium	when	 travelling	 if	 possible.	When	 the	

players	came	out	onto	the	field	they	were	all	wearing	the	number	42.	Confusing	for	an	

out-of-towner.	As	it	turned	out,	unbeknown	to	me,	the	15th	of	April,	the	day	I	was	as	

the	stadium,	is	Jackie	Robinson	Day.	In	1947	Robinson	was	the	first	African-American	

man	to	play	major	league	baseball	in	the	United	States.	On	Jackie	Robinson	Day	every	

player,	 of	 every	 team	across	 the	 country,	wears	 Jackie’s	old	number	 to	honour	him	

and	 remember	 the	 significant	 obstacles	 he	 faced	 to	 play	 baseball	 in	 a	 segregated	

league.	When	Robinson’s	granddaughter	spoke	to	the	crowd,	with	every	player	bound	

by	the	number	on	their	back,	there	was	one	of	those	moments,	a	quiet	but	reverent	

“whooshing”	albeit	perhaps,	despite	the	history	of	the	moment,	one	more	akin	to	Lou	

Gehrig’s	 last	speech	rather	 than	Mandela’s	attempt	to	 forge	a	new	future.	 In	August	

2016	 Colin	 Kaepernick,	 a	 player	 in	 the	 American	 National	 Football	 League	 (NFL)	

started	kneeling	during	the	national	anthem	as	it	was	playing	at	the	start	of	the	game.	

Kaepernick’s	act	was	a	protest	to	highlight	the	oppression	of	black	people	and	people	

of	colour	in	the	United	States.	Despite	being	a	rated	player	Kaepernick	no	longer	has	a	

playing	contract,	his	insistence	on	bringing	politics	into	the	stadium	has	meant	he	has	

been	 rejected	 by	NFL	 clubs	 (which	 are	 privately	 owned).	 But	when	Donald	 Trump	

indirectly	referred	to	Kaepernick	(or	anyone	protesting	like	him)	as	a	“son	of	a	bitch”	

something	changed	and	many	NFL	players	 rallied	 to	action,	 some	 locking	arms	and	

some	kneeling	during	the	national	anthem,	some	even	refusing	to	take	the	field.	These	

two	moments	 in	 the	stadium	are	ones	 that	 I’m	still	 researching,	not	yet	part	of	any	

work,	 not	 included	 in	 the	 current	 inventory.	 The	 experiences	 of	 Robinson	 and	

Kaepernick	 sits	 alongside	 the	 incidences	 of	 racial	 discrimination	 experienced	 by	

Michael	 Long	 and	 Adam	 Goodes	 in	 the	 AFL,	 both	 of	 these	 moments	 have	 been	

included	in	In	the	Stadium	(the	book).	Robinson,	Kaepernick,	Long	and	Goodes	remind	

me	 that	while	 the	 role	of	 the	stadium	 in	many	Western	societies	 seems	 to	be	more	

about	supporting	the	status	quo	(and	as	a	site	of	commerce)	it	can	still	be	a	place	of	

potency.	 In	 the	 West	 the	 stadium	 is	 where	 racial	 discrimination	 is	 so	 often	 most	

visible	to	an	isolated	and	ignorant	white	middle	class	(of	which	I	am	part).	Despite	the	

myth	 that	 sport	 is	 somehow	 separated	 from	politics	 it	 appears	 it	 is	 in	 the	 stadium	
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where	often	the	unsaid	can	be	said.	It	may	also	be	a	place	where	the	marginalised	are	

no	 longer	 the	 minority.	 (Around	 two	 thirds	 of	 NFL	 players	 are	 African-American,	

twice	 the	 percentage	 of	 African-Americans	 in	 the	wider	 population.)	 No	 doubt	 the	

stadium	is	often	“other	space”	and	the	stories	of	what	happens	there	do	reflect	back	

on	us,	often	in	a	disorienting	way,	but	sometimes	right	between	the	eyes.		

There	 are	 many	 methods	 an	 artist	 might	 adopt	 to	 disrupt	 the	 historical	

narrative	and	attempt	to	represent	the	multiplicity	of	contemporaneity—our	current	

historical	 position	 of	 presence	 and	 rejection,	 of	 knowing	 and	 disregard,	 of	 many	

coexisting	worldviews.	 Simultaneity	 can	 express	 and	 equalise	 the	 different	 rates	 of	

time/space	compression	experienced	by	different	groups	and	societies.	Even	in	these	

apparently	 un-orderly	 forms	 narrative	 connections	 are	 made,	 through	 the	 pact	

between	reflective	subject	that	all	narratives	have	discontinuities	to	be	breeched.	It	is	

nature	of	these	discontinuities	(these	gaps),	their	latitude,	which	allow	us	to	question	

historicity.	In	my	own	practice	montage—horizontal	moving	image	and	a	sequence	of	

graphic	 collages	 and	 text—has	 been	 used	 to	 represent	 simultaneity.	 However	 in	

contemporary	 art	 practices	 simultaneity	 is	 more	 and	 more	 often	 presented	 via	

multiscreen	projections.	This	 is	 the	 form	 that	might	 seem	 the	best	 for	 representing	

the	multiple	 and	 fractured	 viewpoints	 in	 the	 stadium	 as	 they	 exists	 in	 our	 current	

technological	and	global	age.	The	view	of	Elias	Canetti’s	crowd	in	a	ring—the	crowd	

that	 looks	both	at	 the	arena	and	at	 itself—is	now	even	more	splintered,	even	more	

heterogeneous.	 But	 by	 creating	 posters	 from	 poor	 images	 sourced	 from	 the	

accessible,	unreliable	archive	I	have	concealed	the	importance	of	the	archivisation	of	

those	images.	This	doesn’t	completely	deny	the	politics	of	their	existence	or	obliterate	

the	contemporary	reality	they	represent,	but	by	subduing	this	aspect	it	allows	for	the	

politics	 of	 the	 specific	 moment	 in	 the	 stadium	 to	 be	 read	 less	 encumbered.	 These	

graphic	narratives	straddle	apparently	conflicting	aims;	they	not	only	open	up	gaps	in	

the	multi-pronged	narrative	that	allow	us	to	construct	alterative	understandings,	they	

demand	 something	 more	 substantial,	 an	 engagement	 with	 the	 political	 content	 of	

each	 of	 these	 narrative	 marks,	 they	 demand	 some	 form	 of	 (conflicted)	 political	

resolve.	The	stadium	still	presents	a	relevant	frame	through	which	to	make	artwork,	

but	 the	prospect	 for	 future	narratives	 is	 a	melding	of	 simultaneity	and	coexistence,	

but	such	that	gaps	appear	more	didactically;	where	stating	a	political	position	is	not	

evaded	but	is	understood	to	be	full	of	contradictions	and	compromises.		
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Appendices	

Appendix	1	-	Exhibitions	of	Work	Produced	as	Part	of	this	Project	

A	Thousand	Times	the	Rolling	Sun	

Group	show	at	Beechworth	Old	Gaol,	February	2018	

In	the	Stadium	(Prisoners),	2017,	flag	360cm	x	150cm,	digital	print.	(Fig.	17	&	18)	

Masters	of	Fine	Art	Exhibition			

Group	show	at	Monash	University,	Caulfield,	February	2018	

In	 the	 Stadium	 (the	 book),	 2017,	 printed	 book;	 In	 the	 Stadium	 (Women),	 2017,	 flag	

150cm	x	360cm,	digital	print;	 In	the	Stadium	(Workers),	2017,	 flag	150cm	x	360cm,	

digital	print.	(Figs.	19	&	20)	

Incinerator	Billboard	Project	

Solo	show.	Four	billboards	in	Niddrie	and	Moonee	Ponds,	Nov	2017	to	Feb	2018	

In	 the	 Stadium	 (Lock	 Out),	 2017,	 digital	 print,	 360cm	 x	 240cm;	 In	 the	 Stadium	

(Matilda),	2017,	digital	print,	360cm	x	240cm;	In	the	Stadium	(Rogue	Element),	2017,	

digital	 print,	 240cm	 x	 180cm;	 In	 the	Stadium	(Up	Yours	Oakley),	2017,	 digital	 print,	

360cm	x	240cm.	(Fig.	8)	

Leather	Poisoning	

Group	Show	at	Counihan	Gallery,	Brunswick,	March	2017	

In	the	(footy)	Stadium,	2017,	nine	digitally	printed	posters,	each	45	x	68	cm.	(Fig.	7)	

I’m	Genuinely	Lost	

Group	show	curated	by	Tully	Moore,	Margaret	Lawrence	Gallery,	June	2016.	

Tully	Moore	 and	 Paula	 Hunt,	 Eurotrash,	 2016,	 installation	 including	 single	 channel	

video	(18m3s).	(Fig.	21)	

In	the	Stadium	(the	14	categories)	

Solo	show,	Bus	Projects,	Collingwood,	March	2016.	

In	 the	Stadium	(the	14	categories),	 2016,	 installation	 including	 single	 channel	 video	

(18m12s).	 The	 video	 component	 of	 this	 work	 can	 be	 viewed	 at	

https://vimeo.com/248748563.	(Fig.	22)	
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Figure	17:	Paula	Hunt,	In	the	Stadium	(Prisoners),	2018.	Installation	with	flag	and	digital	print.		
Installation	at	Old	Beechworth	Gaol.	Photograph	by	Aaron	Christopher	Rees.	
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Figure	18:	Paula	Hunt,	In	the	Stadium	(Prisoners),	2018.	Installation	with	flag	and	digital	print.		
Installation	at	Old	Beechworth	Gaol.	Photograph	by	Aaron	Christopher	Rees.	
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Figure	19:	Paula	Hunt,	In	the	Stadium	(Women),	In	the	Stadium	(Workers),	2018.	Installation	
with	flags,	digital	prints	and	book.		Installation	at	Monash	University.	

Figure	20:	Paula	Hunt,	In	the	Stadium	(Women),	In	the	Stadium	(Workers),	In	the	Stadium	(the	
book),	2018.	Installation	with	flags,	digital	prints	and	book.		Installation	at	Monash	University.	 	
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Figure	21:	Tully	Moore	and	Paula	Hunt,	Eurotrash,	2016.	Installation	with	video	(18m	3s)	and	
wall	paintings.	Installation	at	Margaret	Lawrence	Gallery.	Photograph	by	Christo	Crocker.	
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Figure	 22:	 Paula	Hunt,	 In	 the	Stadium	(the	14	categories),	 2016.	 Single	 channel	 video	 (18m	
12s)	and	digitally	printed	wall	panel	with	paint.	Installation	at	Bus	Projects.	Photographs	by	
Preyada	Apiwattanatam		 	
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Appendix	2	–	In	the	Stadium	(the	book)	

	
	
	





	

	

	
	
	
	

	 	

IN THE STADIUM
(the book)

Paula Hunt 

2017



	

	

	
	
	
	

	 	

Stadiums (as hippodromes and circuses) were dotted across the maps of ancient 
5RPH�� EXW� WKLV� SDUWLFXODU� XUEDQ� HGLÀFH� EHFDPH� DOPRVW� H[WLQFW� GXULQJ� WKH�0LGGOH�
$JHV�DQG�5HQDLVVDQFH��6WDGLXPV�UHDSSHDUHG�LQ�(XURSH�LQ�WKH���WK�FHQWXU\��EXW�WKH�
UHVXUJHQFH�RI�WKH�VWDGLXP�GLG�QRW�UHDOO\�JDLQ�PRPHQWXP�XQWLO�WKH���WK�FHQWXU\��1RZ�
WKH�PRGHUQ�VWDGLXP�FDQ�EH�VHHQ�LQIHFWLQJ�WKH�VDWHOOLWH� LPDJHV�RI�DQ\�FXUUHQW�GD\�
FLW\��RQ�DQ\�SDUW�RI�WKH�JOREH��

:KDW�FRQVWDQWO\�SUHVHQWV�LWVHOI�ZKHQ�ZH�FRQWHPSODWH�WKH�VWDGLXP�LV�D�GXDOLW\��DQG�
QRW�MXVW�LQ�WKH�JDPH�ZKHUH�WZR�VLGHV�IDFH�XS�WR�RQH�DQRWKHU��,W�LV�WKHUH�LQ�WKH�YHU\�
VWUXFWXUH� RI� WKH� VWDGLXP� LWVHOI�� VR� RIWHQ� VSOLW� LQWR� WZR� KDOYHV�� WKH� SOD\LQJ� DUHQD��
DQG�WKH�VWDQGV�ZKHUH�WKH�IDQV�VLW�� ,W�H[LVWV�LQ�WKH�FURZG�WKDW� ORRNV�QRW�RQO\�DW�WKH�
HQWHUWDLQPHQW�RQ�WKH�ÀHOG�EXW�DOVR�DW�LWVHOI��,W�H[LVWV�LQ�WKH�PRWLYDWLRQ�RI�WKH�VSRUWV�
IDQ��OXUHG�WR�WKH�JURXQG�E\�ERWK�WKH�DSSDUHQW�RUGHU�RI�WKH�JDPH��DQG�WKH�SRWHQWLDO�
IRU�GLVRUGHU��WKH�SRWHQWLDO�IRU�UHEHOOLQJ�DJDLQVW�WKH�VRFLDO�QRUPV�WKDW�H[LVW�RXWVLGH�WKH�
VWDGLXP�ZDOOV��,W�H[LVWV�LQ�WKH�VWDGLXP·V�UROH�ZLWKLQ�WKH�VWDWH��LW�LV�WKH�SHUIHFW�SXEOLF�
VSDFH� LQ�ZKLFK�WR�DGYHUWLVH� LGHRORJ\��EH� LW� IDVFLVW��VRFLDOLVW�RU�FDSLWDOLVW�� ,W�DFWV�DV�
UHIXJH�DQG�DV�SULVRQ��,W�LV�ERWK�D�VLWH�RI�HJDOLWDULDQLVP��DQG�ZKHUH�UDFLVP��VH[LVP�
DQG�FODVVLVP�DUH�H[SRVHG�PRVW�H[SOLFLWO\��,W�LV�ZKHUH�WKH�ORFDO�DQG�JOREDO�FROOLGH��%XW�
SHUKDSV�PRVW�LPSRUWDQWO\�WKH�VWDGLXP�DQG�ZKDW�KDSSHQV�WKHUH�LV�DOZD\V�LQKHUHQWO\�
LPPHUVHG�LQ�WKH�FXOWXUH�RI�WKH�FLW\�LQ�ZKLFK�LW�LV�ORFDWHG�DQG�\HW�VRPHKRZ�ZDOOHG�RII�
IURP�LW��,W�LV�WKLV�GLVORFDWLRQ�WKDW�PDNHV�ZKDW�KDSSHQV�LQ�WKH�VWDGLXP�DQ�LQWHUHVWLQJ�
IUDPH�WKURXJK�ZKLFK�WR�YLHZ�DPELJXRXV�KLVWRULHV�

Paula Hunt



	

	

	
	
	
	

	
	
	 	



	

	

	
	
	
	

	
	
	
	 	

Yankee Stadium, 1HZ�<RUN�&LW\����-XO\�����
0DMRU�/HDJXH�%DVHEDOO��/RXLV�*HKULJ�$SSUHFLDWLRQ�'D\
1HZ�<RUN�<DQNHHV�����:DVKLQJWRQ�6HQDWRUV�

)DQV� ÁRFNHG� WR�<DQNHH�6WDGLXP�RQ� ,QGHSHQGHQFH�'D\� ����� WR� VD\� JRRGE\H� WR�
WKHLU�JUHDW�FKDPSLRQ�/RX�*HKULJ��*HKULJ�ZDV�EHLQJ� IRUFHG� WR� UHWLUH�EHFDXVH�RI�D�
GHELOLWDWLQJ�� DQG� HYHQWXDOO\� IDWDO�� PRWRU� QHXURQ� GLVHDVH�� 8UJHG� RQ� E\� WKH� FURZG�
*HKULJ�GHOLYHUHG�D�JHQHURXV�DQG�PRYLQJ�LPSURPSWX�VSHHFK�WKDW�VWDUWHG��¶)DQV��IRU�
WKH�SDVW�WZR�ZHHNV�\RX�KDYH�EHHQ�UHDGLQJ�DERXW�D�EDG�EUHDN��<HW�WRGD\�,�FRQVLGHU�
P\VHOI� WKH� OXFNLHVW�PDQ�RQ� WKH� IDFH�RI� WKLV�HDUWK�·�DQG�HQGHG�� ¶,�PLJKW�KDYH�EHHQ�
JLYHQ�D�EDG�EUHDN��EXW�,·YH�JRW�DQ�DZIXO�ORW�WR�OLYH�IRU�·�7KH�FDSDFLW\�FURZG��ERXQG�E\�
HPSDWK\�IRU�*HKULJ��UHVSRQGHG�E\�FKDQWLQJ�DV�RQH��¶:H�ORYH�\RX�/RX�·�

,Q�WKH�86$�WKH�GLVHDVH�WKDW�FODLPHG�RQH�RI�EDVHEDOO·V�JUHDWHVW�ZRXOG�EHFRPH�NQRZQ�
FROORTXLDOO\�DV�*HKULJ·V�GLVHDVH��



	

	

	
	
	
	

	
	
	 	



	

	

	
	
	
	

	 	

Feroz Shah Kotla Ground, 1HZ�'HOKL��������1RYHPEHU�����
,QGLD�Y�:HVW�,QGLHV�7HVW�0DWFK�
0DWFK�GUDZQ

&ULFNHW�ZDV�EURXJKW�WR�,QGLD�E\�WKH�%ULWLVK�5DM��DQG�LV�QRZ�WKH�FRXQWU\·V�PRVW�SRSXODU�
VSRUW��7KH�ÀUVW� WHVW�PDWFK�SOD\HG�DW� WKLV�JURXQG� LQ�1HZ�'HOKL�� WKH�VHFRQG�ROGHVW�
FULFNHW�JURXQG� LQ� ,QGLD��ZDV�EHWZHHQ� ,QGLD�DQG� WKH�:HVW� ,QGLHV��7KLV�ZDV�D�\HDU�
DIWHU�WKH�,QGLDQ�,QGHSHQGHQFH�$FW�ZDV�SDVVHG�DQG�SDUWLWLRQ�VDZ�WKH�IRUPDWLRQ�RI�WZR�
QHZ�VRYHUHLJQ�VWDWHV�� WKH�5HSXEOLF�RI� ,QGLD�DQG�WKH�,VODPLF�5HSXEOLF�RI�3DNLVWDQ��
7KH�:HVW�,QGLHV�LV�D�PXOWL�QDWLRQDO�WHDP��LQLWLDOO\�PDGH�XS�RI�D�QXPEHU�RI�(QJOLVK�
VSHDNLQJ� FRORQLHV� LQ� WKH�&DULEEHDQ��0DQ\� RI� WKHVH� FRORQLHV� KDYH� VLQFH� EHFRPH�
VRYHUHLJQ�VWDWHV�EXW�LQ�FULFNHW�WKH\�FRQWLQXH�WR�SOD\�WRJHWKHU�DV�WKH�:HVW�,QGLHV��

7KH�JURXQG�JHWV�LWV�QDPH�EHFDXVH�LW�LV�LQ�VLJKW�RI�WKH�UXLQV�RI�WKH�FLW\·V�ROG�IRUW��)HUR]�
6KDK�.RWOD��
$PRQJ�KLJK�URDGV��,�KDYH�FDXVHG�ÀJ�WUHHV�WR�EH�SODQWHG�WKDW�WKH\�PD\�EH�IRU�VKDGH�
WR�DQLPDOV�DQG�PHQ���

7UDQVODWLRQ�RI�LQVFULSWLRQ�RQ�$VKRND�3LOODU�DW�)HUR]�6KDK�.RWOD



	

	

	
	
	
	

	
	
	 	



	

	

	
	
	
	

	 	

6WDGLRQ�']LHVLĕFLROHFLD��3RODQG����6HSWHPEHU�����
+DUYHVW�)HVWLYDO�&HOHEUDWLRQV�

5\V]DUG� 6LZLHF� VHOI�LPPRODWHG� GXULQJ� WKH� ����� KDUYHVW� IHVWLYDO� FHOHEUDWLRQV� WR�
SURWHVW�WKH�8665�OHG�LQYDVLRQ�RI�&]HFKRVORYDNLD��+H�VXUYLYHG�IRU�VHYHUDO�GD\V�EHIRUH�
VXFFXPELQJ� WR�KLV� LQMXULHV��'HVSLWH�6LZLHF·V�DFW�EHLQJ�ZLWQHVVHG�E\� WKRXVDQGV�DW�
WKH�VWDGLXP�JRYHUQPHQW�DXWKRULWLHV�VXFFHVVIXOO\�VXSSUHVVHG�WKH�SURWHVW��FDOOLQJ�WKH�
LQFLGHQW�DQ�DFFLGHQW�DQG�VXJJHVWLQJ�6LZLHF�ZDV�D�GUXQN�RU�PHQWDOO\�LOO��<HDUV�ODWHU�
WKH�PHPRU\�RI�5\V]DUG�6LZLHF�DQG�KLV�FDXVH�ZDV�UHYLYHG�LQ�D������GRFXPHQWDU\��
DQG� LQ� WKH� QHZ� PLOOHQQLXP� KH� ZDV� SRVWKXPRXVO\� DZDUGHG� VWDWH� KRQRXUV� IURP�
&]HFKRVORYDNLD��6ORYDNLD�DQG�3RODQG�

%HIRUH�KLV�SURWHVW�6LZLHF�UHFRUGHG�D�PHVVDJH�XUJLQJ�WKH�\RXQJ�WR�FRPH�WRJHWKHU�
DQG�UHVLVW��ZKDW�KH�EUDQGHG��WKH�PXUGHURXV�DXWKRULW\�RI�WKH�8665��7KLV�UHFRUGLQJ�
DQG�IRRWDJH�RI�KLP�VHOI�LPPRODWLQJ�DW�WKH�VWDGLXP�VXUYLYHG�DQG�FDQ�EH�YLHZHG�RQOLQH��



	

	

	
	
	
	

	
	
	
	 	



	

	

	
	
	
	

	 	

$]WHFD�6WDGLXP��0H[LFR�&LW\�����-XQH�����
4XDOLI\LQJ�JDPH������),)$�:RUOG�&XS�
(O�6DOYDGRU�����+RQGXUDV

,Q������(O�6DOYDGRU�DQG�+RQGXUDV�ZHUH�EULHÁ\�DW�ZDU��7KH�GLVSXWH�EHWZHHQ� WKH�
WZR�QDWLRQV�SULPDULO\�FRQFHUQHG� LPPLJUDWLRQ� ULJKWV�DQG�HFRQRPLFV��KRZHYHU��GXH�
LQ�SDUW� WR�5\V]DUG�.DSXŋFLĸVNLLW·V������ERRN�� LW� KDV�VLQFH�EHFRPH�NQRZQ�DV� WKH�
¶6RFFHU�:DU·�RU�¶)RRWEDOO�:DU·��DQG�WKH�:RUOG�&XS�TXDOLI\LQJ�PDWFKHV�EHWZHHQ�WKH�
WZR�QDWLRQV�OHDGLQJ�XS�WR�WKH�VWDUW�RI�WKH�FRQÁLFW�DUH�RIWHQ�FLWHG�DV�WKH�FDXVH�



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

Arden Street Oval, 0HOERXUQH����0D\�����
9LFWRULDQ�)RRWEDOO�/HDJXH
1RUWK�0HOERXUQH������GHIHDWHG�E\�&ROOLQJZRRG������

2Q� WKH�GD\�EHIRUH� WKLV�$XVWUDOLDQ�5XOHV� IRRWEDOO� JDPH�EHWZHHQ�1RUWK�0HOERXUQH�
DQG�&ROOLQJZRRG��������SHRSOH�FRQGXFWHG�D�SHDFHIXO� ¶VLW� LQ·�RQ�%RXUNH�6WUHHW� LQ�
0HOERXUQH·V� FHQWUDO� EXVLQHVV� GLVWULFW� WR� SURWHVW� DJDLQVW� WKH� ZDU� LQ� 9LHWQDP�� 7KH�
PRUDWRULXP� WR�HQG� WKH�ZDU� LQ�9LHWQDP�ZDV�VR�VXFFHVVIXO�DQG�VR�YDVW� LW� LQFOXGHG�
SHRSOH�RI�DOO�DJHV�DQG�IURP�DOO�ZDONV�RI�OLIH��HYHQ�IRRWEDOO�SOD\HUV��

7KUHH�1RUWK�0HOERXUQH�SOD\HUV�VDW�GRZQ�LQ�%RXUNH�6WUHHW�GXULQJ�)ULGD\·V�9LHWQDP�
PRUDWRULXP�²�DQG�RQ�6DWXUGD\�LW�ORRNHG�DV�WKRXJK�WKH\�KDG�EHHQ�MRLQHG�E\�WKH�UHVW�
RI�WKHLU�WHDP�IRU�D�´VLW�LQµ�DW�WKH�$UGHQ�6WUHHW�2YDO�

5RQ�&DUWHU��The Age�����0D\�����



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

(VWDGLR�1DFLRQDO�GH�&KLOH��6DQWLDJR�����6HSW�����1RY�����
&RXS�G·pWDW

2Q�7XHVGD\�WKH����6HSWHPEHU������*HQHUDO�$XJXVWR�3LQRFKHW��FRYHUWO\�EDFNHG�E\�
WKH�&,$��OHG�D�FRXS�G·pWDW�DJDLQVW�WKH�HOHFWHG�VRFLDOLVW�JRYHUQPHQW�LQ�&KLOH��)RU�WKH�
QH[W�WZR�PRQWKV�WKH�PLOLWDU\�GHWDLQHG��WRUWXUHG�DQG�PXUGHUHG�SROLWLFDO�SULVRQHUV�DW�
WKH�QDWLRQDO�VWDGLXP��

,Q� D� ����� UHIHUHQGXP� WKH� SHRSOH� RI� &KLOH� YRWHG� IRU� FRQVWLWXWLRQDO� FKDQJH� DQG� D�
UHWXUQ� WR� GHPRFUDWLF� HOHFWLRQV�� 3LQRFKHW� ZDV� ÀQDOO\� UHPRYHG� IURP� WKH� RIÀFH� RI�
3UHVLGHQW��LQ�������7KH�QDWLRQDO�VWDGLXP�ZDV�RIWHQ�XVHG�DV�D�SROOLQJ�VWDWLRQ�GXULQJ�
WKHVH�UHIHUHQGXPV�DQG�HOHFWLRQV��



	

	

	
	
	
	

	
	 	



	

	

	
	
	
	

	 	

(VWDGLR�1DFLRQDO�GH�&KLOH��6DQWLDJR�����1RYHPEHU������
4XDOLI\LQJ�JDPH������),)$�:RUOG�&XS
&KLOH�Z�R�8665

7KH�8665�GLG�QRW�RXWULJKW�UHIXVH�WR�SOD\�&KLOH�LQ�WKLV�TXDOLI\LQJ�PDWFK�IRU�WKH�:RUOG�
&XS�EXW�WKH\�GLG�UHIXVH�WR�SOD\�DW�WKH�VWDGLXP�ZKHUH�VXSSRUWHUV�RI�6DOYDGRU�$OOHQGH·V�
VRFLDOLVW�JRYHUQPHQW�ZHUH�KHOG�FDSWLYH�DQG�H[HFXWHG�DIWHU�WKH�PLOLWDU\�FRXS��*HQHUDO�
3LQRFKHW� KDG� WKH� UHPDLQLQJ� SULVRQHUV� KHOG� DW� WKH� VWDGLXP� UHPRYHG� WKUHH�ZHHNV�
EHIRUH� WKH� JDPH� DQG� ),)$� �)pGpUDWLRQ� ,QWHUQDWLRQDOH� GH� )RRWEDOO� $VVRFLDWLRQ��
FRQGXFWHG�DQ�LQYHVWLJDWLRQ��$IWHU�WDNLQJ�PLOLWDU\�OHG�WRXUV�RI�WKH�FLW\�DQG�WKH�VWDGLXP�
),)$�GHFODUHG�WKDW�HYHU\WKLQJ�LQ�&KLOH�ZDV�¶QRUPDO·�DQG�WKH�JDPH�ZRXOG�JR�DKHDG��
+RZHYHU��WKH�8665�ZHUH�XQPRYHG�E\�),)$·V�GHFODUDWLRQ�DQG�&KLOH·V�IRRWEDOO�WHDP�
WRRN�WKH�ÀHOG�DORQH��7KH\�ZDYHG�WR�WKH�FURZG��DQG�ZDONHG�WKURXJK�D�JRDO�XQRSSRVHG��
7KH�VFRUHERDUG�UHFRUGHG�WKHLU�HIIRUWV�DJDLQVW�WKH�DEVHQW�RSSRQHQW��DQG�WKLV�VHFXUHG�
WKHLU�SODFH�LQ�WKH������:RUOG�&XS�



	

	

	
	
	
	

	
	 	



	

	

	
	
	
	

	
	
	
	 	

Olympiastadion, :HVW�%HUOLQ�����-XQH������
),)$�:RUOG�&XS��*URXS�6WDJH�
$XVWUDOLD�����&KLOH

7KLV�QLO�DOO�GUDZ�ZDV�SOD\HG�RQ�D�PLVHUDEOH�GD\�LQ�IURQW�RI�D�PHDJHU�FURZG�DW�WKH�
VWDGLXP�EXLOW�E\�+LWOHU��:HVW�DQG�(DVW�*HUPDQ\�� WKH�RWKHU� WZR�WHDPV�RI�*URXS����
KDG�DOUHDG\�VHFXUHG�WKH�WZR�VSRWV�DYDLODEOH�LQ�WKH�VHFRQG�URXQG��VR�FRQVHTXHQWLDOO\�
WKLV�ÀQDO�JDPH�EHWZHHQ�$XVWUDOLD�DQG�&KLOH�ZDV�D�GHDG�UXEEHU��'XULQJ�WKH�JDPH�
D�QXPEHU�SURWHVWHUV��LQ�DQ�HIIRUW�WR�IRFXV�DWWHQWLRQ�RQ�WKH�RYHUWKURZ�RI�WKH�HOHFWHG�
VRFLDOLVW� JRYHUQPHQW� LQ� &KLOH�� LQYDGHG� WKH� SLWFK� ZLWK� D� ODUJH� EDQQHU�� 7KH\� ZHUH�
TXLFNO\�OHG�DZD\�E\�D�VZDUP�RI�SROLFH�

,W�ZDV�WKH�ODVW�JDPH�$XVWUDOLD�ZRXOG�SOD\�LQ�WKH�:RUOG�&XS�IRU����\HDUV��



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

:$&$�*URXQG��3HUWK��������'HFHPEHU������
�QG�7HVW�$XVWUDOLD�Y�:HVW�,QGLHV
:HVW�,QGLHV�ZLQ�E\����UXQV

2Q�WKH�VHFRQG�GD\�RI�WKH�VHFRQG�WHVW�PDWFK�EHWZHHQ�$XVWUDOLD�DQG�WKH�:HVW�,QGLHV�
WKH�$XVWUDOLDQ� SXEOLF� YRWHG� LQ� WKH� IHGHUDO� HOHFWLRQ� ERXJKW� DERXW� E\� WKH� GLVPLVVDO�
RI� WKH�:KLWODP�/DERU�JRYHUQPHQW�E\� WKH�*RYHUQRU�*HQHUDO�RQ� WKH����1RYHPEHU�
������'HVSLWH�/DERU·V�KRSH�WKDW� WKH�HOHFWRUDWH�ZRXOG�SXQLVK�0DOFROP�)UDVHU�DQG�
KLV�FROOHDJXHV�IRU�WKHLU�UROH�LQ�WKH�VDFNLQJ��)UDVHU·V�&RDOLWLRQ�ZRQ�JRYHUQPHQW�E\�D�
ODUJH�PDMRULW\��
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Arden Street Oval, 0HOERXUQH�����$SULO�����ɑ
9LFWRULDQ�)RRWEDOO�/HDJXH
1RUWK�0HOERXUQH�������GHIHDWHG�&ROOLQJZRRG������

$W�WKH�KDOIWLPH�EUHDN�GXULQJ�WKLV�JDPH�DQ�HOHSKDQW�IURP�$VKWRQ·V�&LUFXV�ZDV�SDUDGHG�
DURXQG�WKH�JURXQG�WR�DGYHUWLVH�D�ORFDO�FLUFXV��5LGLQJ�RQ�WRS�RI�WKH�HOHSKDQW�ZDV�D�
\RXQJ�JLUO�IURP�WKH�1RUWK�0HOERXUQH�FKHHU�VTXDG��:KHQ�&ROOLQJZRRG�UDQ�EDFN�RQWR�
WKH�ÀHOG�WR�VWDUW�WKH�VHFRQG�KDOI�RI�WKH�JDPH��WKH�URDU�RI�WKH�FURZG�IULJKWHQHG�WKH�
HOHSKDQW��FDXVLQJ�LW�WR�SDQLF��$IWHU�FKDUJLQJ�DURXQG�WKH�ERXQGDU\�IRU�D�IHZ�VHFRQGV��
ZLWK�WKH�JLUO�EREELQJ�DURXQG�RQ�LWV�EDFN��LW�ZDV�FDOPHG�GRZQ�E\�WKH�KDQGOHU��/XFNLO\�
QR�RQH�ZDV�KXUW�



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

Estádio Primeiro de Maio, 6mR�%HUQDUGR�GR�&DPSR�����0DUFK������
������VWULNLQJ�VWHHOZRUNHUV�JDWKHU�DW�WKH�VWDGLXP

'XULQJ� ����� DQG� HDUO\� ����� WKH� VWHHOZRUNHU·V� XQLRQ� RI� 6mR�%HUQDUGR� RUJDQL]HG�
VHYHUDO� UDOOLHV� DW� WKH� ORFDO� IRRWEDOO� VWDGLXP��$W� WKLV� UDOO\� LQ� HDUO\� ����� WKH� XQLRQ�
SUHVLGHQW��/XOD�GD�6LOYD��IRXQG�KLPVHOI�SHUFKHG�RQ�D�WDEOH�LQ�WKH�PLGGOH�RI�WKH�SOD\LQJ�
ÀHOG� WU\LQJ� WR� DGGUHVV� WKH�PDVVLYH� FURZG�ZLWKRXW� D� VRXQG� V\VWHP�ZKLOH� WKH� UDLQ�
SRXUHG��7KH�VROXWLRQ�ZDV�WR�SDVV�KLV�PHVVDJH�RXWZDUG��IURP�RQH�SHUVRQ�WR�DQRWKHU��
OLNH�D�VWRQH�GURSSHG�LQ�D�SRQG��

$W�DQRWKHU�UDOO\�DW�WKH�VDPH�VWDGLXP�D�\HDU�ODWHU�WKH�PLOLWDU\��LQ�DQ�DWWHPSW�WR�LQWLPLGDWH�
WKH� VWULNHUV�� ÁHZ� D� KHOLFRSWHU��PDQQHG�ZLWK� DUPHG� VROGLHUV�� RYHU� WKH� FURZG��7KH�
VWULNHV�RUJDQL]HG�E\�WKH�XQLRQ�ZHUH�GHFODUHG�LOOHJDO�DQG�/XOD�VSHQW�VHYHUDO�ZHHNV�LQ�
SULVRQ��XQSHUWXUEHG�WKH�XQLRQ�FRQWLQXHG�WKHLU�DFWLRQ��DQG�WKHLU�ÀJKW�IRU�EHWWHU�ZDJHV�
DQG�ZRUNLQJ�FRQGLWLRQV�ZDV�XOWLPDWHO\�VXFFHVVIXO�

%HWZHHQ������DQG������/XL]�,QiFLR�/XOD�GD�6LOYD�ZDV�3UHVLGHQW�RI�%UD]LO��,Q������KH�
ZDV�FRQYLFWHG�RI�PRQH\�ODXQGHULQJ��7KH�FRQYLFWLRQ�LV�EHLQJ�DSSHDOHG��
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:LQG\�+LOO��9LFWRULD�3DUN��0RRUDEELQ�2YDO��3ULQFHV�3DUN��9)/�3DUN�
0HOERXUQH�&ULFNHW�*URXQG��0HOERXUQH��������$XJXVW�����
9LFWRULDQ�)RRWEDOO�/HDJXH
8PSLUHV·�6WULNH

6HQLRU� XPSLUHV� LQ� WKH� 9LFWRULDQ� )RRWEDOO� /HDJXH� ZHQW� RQ� VWULNH� LQ�$XJXVW� �����
EHFDXVH� WKH�JDPH·V� JRYHUQLQJ�ERG\� UHIXVHG� WR� QHJRWLDWH� D� FROOHFWLYH� DJUHHPHQW�
ZLWK�WKHP��+RZHYHU��WKH�VWULNH�GLG�QRW�VWRS�9)/�IRRWEDOO�IURP�EHLQJ�SOD\HG��7KH�WZR�
SDUWLHV� FDPH� WR� DQ� XQGHUVWDQGLQJ� WKDW� DOORZHG� MXQLRU� XPSLUHV� WR� RIÀFLDWH� WKH� VL[�
VHQLRU�IRRWEDOO�JDPHV�VFKHGXOHG�IRU�WKH�ZHHNHQG��7KH�GLVSXWH�ZDV�VHWWOHG�TXLFNO\�
DQG�WKH�VHQLRU�XPSLUHV�ZHUH�EDFN�WKH�IROORZLQJ�ZHHN�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

QEII Stadium, %ULVEDQH�����6HSWHPEHU�����
&RPPRQZHDOWK�*DPHV
2SHQLQJ�&HUHPRQ\

0DVFRWV�DUH�DQ� LQWHJUDO�SDUW�RI�VWDGLXP�FXOWXUH�� WKH\�PLJKW� UHSUHVHQW�D�SDUWLFXODU�
VSRUWLQJ�FOXE��RU�D�PDMRU�VSRUWLQJ�HYHQW��7KH�PDVFRW�IRU�WKH������&RPPRQZHDOWK�
*DPHV�ZDV�D����PHWUH�KLJK�� ÀEUH�JODVV�NDQJDURR�FDOOHG�0DWLOGD��$W� WKH�RSHQLQJ�
FHUHPRQ\�VKH�ZDV�ZKHHOHG�RXW�RQWR�WKH�DUHQD��ZKHUH�VKH�SURFHHGHG�WR�WXUQ�KHU�
PDVVLYH�KHDG�DQG�ZLQN�DW� WKH�FURZG�EHIRUH�KHU�SRXFK�ZDV� ORZHUHG� WR� UHOHDVH�D�
VZDUP�RI�EDE\�¶MRH\V·�²�FKLOGUHQ�GUHVVHG�LQ�FRVWXPH��7KH�DEVXUG�VSHFWDFOH�DPXVHG�
WKH�FURZG��WKH�DWWHQGLQJ�GLJQLWDULHV��DQG�WKH�YLHZHUV�ZDWFKLQJ�IURP�KRPH��

0DWLOGD�FXUUHQWO\�UHVLGHV�RXWVLGH�D�VHUYLFH�VWDWLRQ�QHDU�*\PSLH�LQ�4XHHQVODQG��



	

	

	
	
	
	

	
	 	



	

	

	
	
	
	

	 	

Hampden Park, *ODVJRZ����0D\�����
6FRWWLVK�&XS�)LQDO
&HOWLF�����'XQGHH�8QLWHG

3ULPH�0LQLVWHU�0DUJDUHW�7KDWFKHU�FRQWURYHUVLDOO\�DWWHQGHG�WKH�6FRWWLVK�&XS�ÀQDO�LQ�
������7KDWFKHU�ZDV�SDUWLFXODUO\�GLVOLNHG� LQ�6FRWODQG� IRU�KHU�SDUW\·V�KHDOWK�SROLFLHV�
DQG�WKH�SURSRVHG��DQG�PXFK�GHVSLVHG��SROO�WD[��:KHQ�VKH�WRRN�KHU�VHDW�DW�WKH�JDPH�
VKH�ZDV�¶VHQW�RII·�E\�WKH�FURZG��ZKHQ�WKRXVDQGV�¶VKRZHG�KHU·�WKH�UHG�FDUGV�WKH\�KDG�
EHHQ�JLYHQ�RQ�WKHLU�ZD\�LQWR�WKH�VWDGLXP�

7KDWFKHU� LV� DW� WRGD\·V� FXS� ÀQDO�� 7KLV� LV� \RXU� FKDQFH� WR� VHQG� KHU� RII��:KHQ� VKH�
DSSHDUV�VKRZ�KHU�WKH�UHG�FDUG�DQG�OHW�KHU�NQRZ�ZKDW�\RX�WKLQN�RI�KHU���DQG�ZKDW�
VKH·V�GRQH�WR�6FRWODQG·V�KHDOWK�VHUYLFH��:K\�QRW�DFFRPSDQ\�\RXU�SURWHVW�E\�VRPH�
DSSURSULDWH�´FRPPXQLW\�VLQJLQJµ��(QMR\�WKH�PDWFK��%XW�OHW·V�PDNH�7KDWFKHU�UHDOLVH�
WKDW�6FRWODQG·V�8QLWHG�DJDLQVW�WKH�7RULHV�

:RUGLQJ�RQ�¶5HG�&DUGV·�KDQGHG�RXW�WR�VXSSRUWHUV�DW�WKH������6FRWWLVK�&XS�)LQDO�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

+LOOVERURXJK�6WDGLXP��6KHIÀHOG����$SULO�����
)$�&XS�6HPL�)LQDO
/LYHUSRRO�Y�1RWWLQJKDP�)RUUHVW

$W�WKLV�JDPH�DW�+LOOVERURXJK�LQ�������QLQHW\�VL[�SHRSOH³PHQ��ZRPHQ�DQG�FKLOGUHQ³
ZHUH�NLOOHG��FUXVKHG�WR�GHDWK��ZKHQ�SROLFH�RSHQHG�WKH�JDWHV�RQ�WKH�/HSSLQJ�/DQH�
VLGH� RI� WKH� JURXQG� WR� UHOLHYH� FURZG� SUHVVXUH� RXWVLGH� WKH� VWDGLXP�� 7KH� VXUJH� RI�
SHRSOH�IURP�EHKLQG�FUXVKHG�WKRVH�DW�WKH�IURQW��0DQ\�ZHUH�FUXVKHG�DJDLQVW�WKH�KLJK�
ZLUH�IHQFH�VHSDUDWLQJ�WKH�IDQV�IURP�WKH�SLWFK��

,W�ZDV�WKH�ZRUVW�VSRUWLQJ�GLVDVWHU�LQ�(QJOLVK�KLVWRU\��



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

0DUDFDQm�6WDGLXP��5LR�GH�-DQHLUR����6HSWHPEHU�����
4XDOLI\LQJ�JDPH�������),)$�:RUOG�&XS
%UD]LO�����&KLOH

&KLOH��VWDULQJ�DW�GHIHDW�DQG�HOLPLQDWLRQ�IURP�WKH�:RUOG�&XS��DEDQGRQHG�WKLV�TXDOLI\LQJ�
JDPH�DJDLQVW�%UD]LO�DIWHU�JRDONHHSHU�5REHUWR�5RMDV�UHFHLYHG�D�GHHS�FXW�RQ�KLV�KHDG�
ZKHQ�D�ÁDUH��WKURZQ�E\�VRPHRQH�LQ�WKH�FURZG��DSSDUHQWO\�KLW�KLP��/DWHU��SKRWRJUDSKV�
UHYHDOHG�WKDW�WKH�ÁDUH�PLVVHG�5RMDV�E\�VHYHUDO�PHWUHV��

1LQH�PRQWKV�DIWHU�WKH�JDPH�5RMDV�DGPLWWHG�KH�LQÁLFWHG�WKH�LQMXU\�KLPVHOI��XVLQJ�D�
EODGH�KH·G�FRQFHDOHG�LQ�KLV�JORYH��$V�D�FRQVHTXHQFH�&KLOH�ZHUH�EDQQHG�IURP�ERWK�
WKH������DQG������:RUOG�&XSV��



	

	

	
	
	
	

	 	



	

	

	
	
	
	

	 	

Western Oval, 0HOERXUQH����2FWREHU�����
¶)LJKW�%DFN·�5DOO\

,Q������ WKH�9LFWRULDQ�)RRWEDOO�/HDJXH� WROG� WKH�ÀQDQFLDOO\�VWUDSSHG�)RRWVFUD\�DQG�
)LW]UR\�IRRWEDOO�FOXEV�WKH\�ZRXOG�KDYH�WR�PHUJH�RU�IDFH�H[WLQFWLRQ��5RVV�2DNOH\��KHDG�
RI�WKH�9)/��EHFDPH�WKH�WDUJHW�RI�LUDWH�)RRWVFUD\�IDQV�DQG�¶8S�<RXUV�2DNOH\·�EXPSHU�
VWLFNHUV�SRSSHG�XS�DURXQG�WKH�ZHVWHUQ�VXEXUEV��$�¶6DYH�WKH�'RJV·�FRPPLWWHH�ZDV�
IRUPHG�E\�)RRWVFUD\�VXSSRUWHUV�DQG�D�UDOO\�DW� WKH�:HVWHUQ�2YDO�DWWUDFWHG��������
SHRSOH��7KLV�NLFNHG�RII�D�FDPSDLJQ�WKDW�UDLVHG�HQRXJK�PRQH\�WR�VDYH�WKH�FOXE�DQG�
SXW�DQ�HQG�WR�WKH�9)/·V�PHUJHU�SODQV��



	

	

	
	
	
	

	

	

	 	



	

	

	
	
	
	

	 	

FNB Stadium, -RKDQQHVEXUJ�����)HEUXDU\�����
1HOVRQ�0DQGHOD�5DOO\

1HOVRQ�0DQGHOD·V� ÀUVW� SXEOLF� VSHHFK�� JLYHQ� MXVW� WZR� GD\V� DIWHU� KH�ZDV� UHOHDVHG�
IURP�9LFWRU�9HUVWHU�SULVRQ��ZDV�WR�DQ�HFVWDWLF�FURZG�RI�DERXW���������VXSSRUWHUV�DW�
-RKDQQHVEXUJ·V�ODUJHVW�IRRWEDOO�VWDGLXP��0DQGHOD�KDG�EHHQ�LQ�SULVRQ�IRU����\HDUV��
FKDUJHG�ZLWK�FRQVSLUDF\�WR�RYHUWKURZ�WKH�JRYHUQPHQW��

,Q������0DQGHOD�EHFDPH�3UHVLGHQW�RI�6RXWK�$IULFD��



	

	

	
	
	
	

	

	 	

THIS SIGN SHOWS YOU WHERE YOU ARE NOW AND WHERE YOU SHOULD GO TO HAVE A GOOD DAY



	

	

	
	
	
	

	 	

Stadio della Vittoria, %DUL����$XJXVW�����
5HIXJHH�GHWHQWLRQ�FHQWUH

2Q���$XJXVW������DQ�HVWLPDWHG��������$OEDQLDQ�QDWLRQDOV�VHHNLQJ� UHIXJH��PDQ\�
ZKR�ZHUH�RQ�WKH�VKLS�9ORUD��GRFNHG�DW� WKH�SRUW�RI�%DUL� LQ�VRXWKHUQ�,WDO\��$IWHU� WKH�
UHIXJHHV��QHDUO\�DOO�RI�ZKR�ZHUH�PHQ��KDG�VSHQW�VHYHUDO�KRXUV�LQ�WKH�KRW�VXQ�WKH�
,WDOLDQ� DXWKRULWLHV� DOORZHG� WKH� WKHP� WR� GLVHPEDUN� IRU� KXPDQLWDULDQ� UHDVRQV�� 7KH�
UHIXJHHV�ZHUH� WKHQ� HVFRUWHG� WR� WKH� ORFDO� VWDGLXP�ZKHUH� WKH\�ZHUH� LQFDUFHUDWHG��
:KHQ�WKH�DXWKRULWLHV�VWDUWHG�IRUFHG�UHSDWULDWLRQ�EDFN�WR�$OEDQLD�FODVKHV�EURNH�RXW�
EHWZHHQ�WKH�$OEDQLDQV�DQG�WKH�,WDOLDQV��7KH�PHQ�EDUULFDGHG�WKHPVHOYHV�LQVLGH�WKH�
VWDGLXP�DQG�UHIXVHG�WR�OHDYH��$�IHZ�KXQGUHG�HVFDSHG�EXW�WKH�UHVW�ZHUH�HYHQWXDOO\�
IRUFHG�WR�UHWXUQ�WR�$OEDQLD��7KH�RIÀFLDO�,WDOLDQ�SRVLWLRQ�ZDV�WKDW�WKH�$OEDQLDQV�ZHUH�
VHHNLQJ� HFRQRPLF� EHWWHUPHQW� LQ� ,WDO\� DQG� FRQVHTXHQWO\� FRXOG� QRW� EH� FRQVLGHUHG�
SROLWLFDO�UHIXJHHV�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

-DPVLO�2O\PSLF�6WDGLXP��6HRXO�����$XJXVW�����
8QLÀFDWLRQ�&KXUFK�%OHVVLQJ�&HUHPRQ\

7KH� 8QLÀFDWLRQ� &KXUFK� ZDV� IRXQGHG� LQ� 6RXWK� .RUHD� E\� 6XQ� 0\XQJ� 0RRQ� LQ�
������7KH�%OHVVLQJ�&HUHPRQ\��PDVV�ZHGGLQJV�IRU�PDUULHG�RU�HQJDJHG�FRXSOHV��LV��
FRQWURYHUVLDO�RXWVLGH�RI� WKH�FKXUFK��7KH�FKXUFK�EHOLHYHV�WKDW� WKH�EOHVVLQJ�SXULÀHV�
WKH�FRXSOHV�RI�RULJLQDO�VLQ��DQG�WKDW�DQ\�FKLOGUHQ�WKH�FRXSOH�KDYH�ZLOO�EH�IUHH�RI�WKH�
FRQVHTXHQFHV�RI�RULJLQDO�VLQ��7KHVH�FKLOGUHQ�DUH�NQRZQ�DV�%OHVVHG�&KLOGUHQ��7KH�
EOHVVLQJ�LV�RSHQ�WR�DQ\RQH�ZKR�EHOLHYHV�LQ�WKH�FKXUFK·V�SULQFLSOHV��ZKHWKHU�WKH\�DUH�
PHPEHUV�RI�WKH�FKXUFK�RU�QRW��%HFDXVH�RI�WKH�ODUJH�QXPEHU�RI�FRXSOHV��WKH�%OHVVLQJ�
&HUHPRQ\�RIWHQ�WDNHV�SODFH�LQ�D�VWDGLXP��,Q�WKLV�EOHVVLQJ�LQ�������6XQ�0\XQJ�0RRQ�
JDYH�WKH�ZHGGLQJ�EOHVVLQJ�WR��������FRXSOHV�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

6\GQH\�&ULFNHW�*URXQG��6\GQH\����$XJXVW�����
$XVWUDOLDQ�)RRWEDOO�/HDJXH
6W�.LOGD�������G�6\GQH\�������$)/�

'XULQJ�WKLV�JDPH�DW�WKH�6&*�D�VPDOO�SLJ��ZLWK�WKH�QXPEHU���SDLQWHG�RQ�LWV�VLGH��ZDV�
FRYHUWO\�UHOHDVHG�RQWR�WKH�JURXQG��)RXU�ZDV�WKH�QXPEHU�RI�6W�.LOGD�IXOO�IRUZDUG�7RQ\�
´3OXJJHUµ�/RFNHWW��,W�WRRN�VHYHUDO�PLQXWHV�IRU�WKH�SLJ�WR�EH�FDSWXUHG�

6DQG\�5REHUWV��7KHUH·V�D�SLJ�RQ�WKH�JURXQG��7KHUH�LV�D�SLJ�DW�IXOO�IRUZDUG��,W�ORRNV�
OLNH�D�ODUJH�ZKLWH�/DQGUDFH�&URVV�
'HQQLV�&RPHWWL��$Q�H[SHUW�LQ�WKH�ÀHOG��,W·V�D�JRRG�WKLQJ�\RX·UH�KHUH�

&KDQQHO���OLYH�FRPPHQWDU\�RI�WKH�JDPH



	

	

	
	
	
	

	

	

	 	



	

	

	
	
	
	

	 	

Stade Amahoro, .DJDOL��$SULO�WR�-XO\�����
5HIXJH�GXULQJ�WKH�5ZDQGDQ�*HQRFLGH

,Q� ����� WKH� 8QLWHG� 1DWLRQV� $VVLVWDQFH� 0LVVLRQ� LQ� 5ZDQGD� �81$0,5�� VHOHFWHG�
$PDKRUR�6WDGLXP�DV�LWV�KHDGTXDUWHUV��6LQFH������5ZDQGD�KDG�EHHQ�HQJXOIHG�LQ�D�
FLYLO�ZDU�EHWZHHQ�WKH�+XWX�OHG�JRYHUQPHQW�DQG�WKH�5ZDQGDQ�3DWULRWLF�)URQW��53)���
ZKRVH�PHPEHUV�ZHUH�SULPDULO\�7XWVL�� ,Q�HDUO\�$SULO� ����� WKH�5ZDQGDQ�3UHVLGHQW�
ZDV�NLOOHG�ZKHQ�KLV�SODQH�ZDV�VKRW�GRZQ��7KLV�VSDUNHG� WKH�5ZDQGDQ�*HQRFLGH��
WKH�LQWHULP�JRYHUQPHQW�EHJDQ�LQGLVFULPLQDWHO\�NLOOLQJ�7XWVL�DQG�SROLWLFDOO\�PRGHUDWH�
+XWXV��7KRXVDQGV�RI�GHVSHUDWH�7XWVLV�VRXJKW�UHIXJH�ZLWK�WKH�8QLWHG�1DWLRQV�IRUFHV�
LQ�WKH�VWDGLXP��:KLOH�WKH�81�IRUFHV�FRXOG�SURYLGH�VRPH�SURWHFWLRQ�LQ�WKH�VWDGLXP�
WKHLU�PDQGDWH�VWDWHG� WKDW� WKH\�FRXOG�QRW� LQWHUYHQH�PLOLWDULO\��PHDQLQJ� WKH\�KDG� WR�
VWDQGE\�ZKLOH�WKRXVDQGV�ZHUH�EUXWDOO\�NLOOHG��,Q�MXVW�����GD\V�EHWZHHQ���������DQG�
����������7XWVL�DQG�3\JP\�%DWZD�SHRSOH�ZHUH�PXUGHUHG��



	

	

	
	
	
	

	

	

	



	

	

	
	
	
	

	 	

Soldier Field, &KLFDJR�����-XQH�����
),)$�:RUOG�&XS
2SHQLQJ�&HUHPRQ\

7KRXVDQGV�RI�WHOHYLVLRQV�ZHUH�WXQHG�LQ�WR�WKH�RSHQLQJ�FHUHPRQ\�IRU�WKH������),)$�
:RUOG�&XS��:KDW�WKH\�VDZ�ZDV�'LDQD�5RVV�DV�VKH�JDOORSHG�GRZQ�WKH�PLGGOH�RI�WKH�
SLWFK�ZDYLQJ�WR�WKH�FURZG�DQG�VLQJLQJ�KHU�KLW�¶,·P�FRPLQJ�RXW·��$URXQG�KHU�DZNZDUG�
WHHQV�ERSSHG�DURXQG��$W�WKH�HQG�RI�KHU�UXQ�WKHUH�ZDV�D�EDOO�RQ�WKH�JURXQG��PD\EH�
���PHWUHV�RXW�IURP�D�JRDO�WKDW�ZDV�EHLQJ�JXDUGHG�E\�D�JRDONHHSHU��6KH�WRRN�WKUHH�
UXQV�DW�WKH�EDOO�EHIRUH�VKH�GHFLGHG�WR�NLFN�LW�DQG�ZKHQ�VKH�GLG�VKH�PLVVHG�WKH�JRDO�
FRPSOHWHO\��VRPHWKLQJ�WKDW�IURP�KHU�SRVLWLRQ�DSSHDUHG�KDUGHU�WR�GR�WKDQ�VFRUH��7KH�
JRDOV�FROODSVHG��DV�SODQQHG��DQ\ZD\��7HQV�RI�WKRXVDQGV�RI�VSHFWDWRUV�JLJJOHG��WKH�
UXPEOH�RI�ZKLFK�FRXOG�EH�KHDUG�WKURXJK�WKH�WHOHYLVLRQ�VSHDNHUV�

$W�WKH�VDPH�WLPH��RQ�DQRWKHU�VWDWLRQ��KHOLFRSWHU�IRRWDJH�RI�D�FDU�FKDVH�ZDV�EHLQJ�
EURDGFDVW�OLYH�WR�WKH�QDWLRQ��2-�6LPSVRQ³D�PDQ�ZKR�PDGH�KLV�QDPH�UXQQLQJ�WKH�
OHQJWK�RI�VWDGLXPV�OLNH�6ROGLHU�)LHOG�DQG�WKH�5RVH�%RZO³ZDV�EHLQJ�SXUVXHG�E\�WKH�
/$�SROLFH�LQ�D�ORZ�VSHHG�SXUVXLW�DORQJ�WKH�FLW\·V�IDPRXV�IUHHZD\V��6LPSVRQ�ZDV�RQH�
RI�$PHULFDQ� IRRWEDOO·V�JUHDWHVW�SOD\HUV��KLV� IDPH�VZROOHQ�E\�DQ�DFWLQJ�FDUHHU� WKDW�
FRQWLQXHG�DIWHU�KLV�UHWLUHPHQW�IURP�WKH�JDPH��3ROLFH�ZDQWHG�WR�LQWHUYLHZ�6LPSVRQ�
DERXW�WKH�PXUGHU�RI�KLV�H[�ZLIH�DQG�KHU�IULHQG��6LPSVRQ�ZDV�UHIXVLQJ�WR�FRRSHUDWH�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Rose Bowl, 3DVDGHQD�����-XQH�����
),)$�:RUOG�&XS
86$�����&RORPELD

&ROXPELDQ�FDSWDLQ�$QGUpV�(VFREDU�DFFLGHQWDOO\�NLFNHG�DQ�¶RZQ�JRDO·�LQ�WKLV�:RUOG�
&XS�JDPH�DJDLQVW�WKH�86$��D�JDPH�ZKLFK�WKH\�HQGHG�XS�ORVLQJ�RQH�JRDO�WR�WZR��
,W�ZDV�WKH�VHFRQG�GHIHDW�IRU�WKH�&RORPELDQV�LQ�WKH�*URXS�6WDJH�RI�WKH�:RUOG�&XS��
DQG�HYHQ�D�ZLQ�LQ�WKH�WKLUG�JDPH�GLGQ·W�VDYH�WKHP�IURP�HOLPLQDWLRQ��$�IHZ�GD\V�DIWHU�
DUULYLQJ�EDFN�LQ�&ROXPELD�(VFREDU�ZDV�PXUGHUHG�RXWVLGH�D�QLJKWFOXE��7KH�PRWLYDWLRQ�
IRU�WKH�NLOOLQJ�ZDV�EHOLHYHG�WR�EH�UHWULEXWLRQ�IRU�KLV�HUURU�LQ�WKH�JDPH�DJDLQVW�WKH�86$�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

0HOERXUQH�&ULFNHW�*URXQG��0HOERXUQH�����$SULO������
$XVWUDOLDQ�)RRWEDOO�/HDJXH
&ROOLQJZRRG�������GUDZ�ZLWK�(VVHQGRQ������

,QGLJHQRXV�(VVHQGRQ�SOD\HU�0LFKDHO�/RQJ�ZDV�UDFLDOO\�YLOLÀHG�E\�&ROOLQJZRRG�SOD\HU�
'DPLHQ�0RQNKRUVW�GXULQJ�WKLV�$XVWUDOLDQ�5XOHV�IRRWEDOO�JDPH��7KLV�LQFLGHQW��DQG�WKH�
SRRU�PDQQHU�LQ�ZKLFK�LW�ZDV�DGGUHVVHG�E\�WKH�JRYHUQLQJ�ERG\��HQHUJL]HG�/RQJ�LQWR�
VWULYLQJ�IRU�FKDQJH��+LV�HIIRUWV�UHVXOWHG�LQ�$)/�5XOH�����ZKLFK�LV�FROORTXLDOO\�UHIHUUHG�
WR�DV�/RQJLH·V�5XOH��

1R�SHUVRQ���VKDOO�DFW�WRZDUGV�RU�VSHDN�WR�DQ\�RWKHU�SHUVRQ�LQ�D�PDQQHU��RU�HQJDJH�
LQ�DQ\�RWKHU�FRQGXFW�ZKLFK�WKUHDWHQV��GLVSDUDJHV��YLOLÀHV�RU�LQVXOWV�DQRWKHU�SHUVRQ���
RQ�DQ\�EDVLV��LQFOXGLQJ�EXW�QRW�OLPLWHG�WR��D�SHUVRQ·V�UDFH��UHOLJLRQ��FRORXU��GHVFHQW�
RU�QDWLRQDO�RU�HWKQLF�RULJLQ��VSHFLDO�DELOLW\�GLVDELOLW\�RU�VH[XDO�RULHQWDWLRQ��SUHIHUHQFH�
RU�LGHQWLW\�

$XVWUDOLDQ�)RRWEDOO�/HDJXH��5XOH���



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

0HOERXUQH�&ULFNHW�*URXQG��0HOERXUQH�����-XQH������
$XVWUDOLDQ�5XOHV�6WDWH�RI�2ULJLQ
9LFWRULD�������GHIHDWHG�6RXWK�$XVWUDOLD�����

3ULRU�WR�WKH�$XVWUDOLDQ�5XOHV�6WDWH�RI�2ULJLQ�PDWFK�DW�WKH�0&*�LQ������D�FDU�FDUU\LQJ�
D�JUDYHO\� LOO�7HG�:KLWWHQ�ZDV�GULYHQ�DURXQG� WKH�ERXQGDU\�VR� WKDW� IDQV�FRXOG�VD\�
JRRGE\H�WR�WKH�PDQ�NQRZQ�DV�¶0U�)RRWEDOO·��'HVSLWH�EHLQJ�ZHDNHQHG�E\�KLV�LOOQHVV��
:KLWWHQ��ZKR�ZDV�D�JUHDW�VXSSRUWHU�RI�6WDWH�RI�2ULJLQ�IRRWEDOO��FRQWLQXHG�WR�ZDYH�
DQG�JHVWLFXODWH�WR�WKH�KLJKO\�HPRWLRQDO�FURZG�DV�KH�GLG�KLV�ÀQDO�ODS�RI�KRQRXU��0DQ\�
IDQV�UHPHPEHU�WKLV�DV�RQH�RI�WKH�PRVW�HPRWLRQDO�GD\V�WKH\�KDG�EHHQ�D�SDUW�RI�DW�
WKH�0&*�



	

	

	
	
	
	

	
	 	



	

	

	
	
	
	

	 	

Ellis Park, -RKDQQHVEXUJ�����-XQH�����
�����5XJE\�:RUOG�&XS�)LQDO
6RXWK�$IULFD������G��1HZ�=HDODQG�����

3UHVLGHQW� 1HOVRQ�0DQGHOD�� LQ� D� JHVWXUH� RI� QDWLRQDO� KHDOLQJ�� SUHVHQWHG� WKH� �����
5XJE\�:RUOG� &XS� WURSK\� WR� WKH� ZLQQLQJ� KRPH� WHDP� ZKLOH� ZHDULQJ� D� 6SULQJERN�
MHUVH\��7KH�6SULQJERN��D�VPDOO�DQWHORSH��LV�WKH�HPEOHP�RI�WKH�6RXWK�$IULFDQ�UXJE\�
WHDP��7KLV�HPEOHP�UHSUHVHQWV�VRPHWKLQJ�VSHFLDO�WR�ZKLWH�6RXWK�$IULFDQV��EXW�UXJE\�
DQG�WKH�6SULQJERN�MHUVH\�UHSUHVHQWHG�WKH�ROG�DSDUWKHLG�UHJLPH�WR�PDQ\�EODFN�6RXWK�
$IULFDQV��0DQGHOD�VRXJKW�WR�ELQG�KLV�GLYLGHG�QDWLRQ�E\�ZHDULQJ�WKH�MHUVH\��7KH�PRVWO\�
ZKLWH��PRVWO\�$IULNDDQV��FURZG�UHVSRQGHG�WR�0DQGHOD·V�FRQFLOLDWRU\�DFW�E\�FKDQWLQJ��
´1HOVRQ�� 1HOVRQ�� 1HOVRQ�µ� 7KRVH� ZKR� ZHUH� WKHUH� UHSRUWHG� WKDW� DQ� H[WUDRUGLQDU\�
IHHOLQJ�RI�H[XOWDWLRQ�HQJXOIHG�WKH�VWDGLXP��



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

0HOERXUQH�&ULFNHW�*URXQG��0HOERXUQH�����$XJXVW�����
$XVWUDOLDQ�)RRWEDOO�/HDJXH�
5LFKPRQG�������GHIHDWHG�)LW]UR\�����

7R�DOOHYLDWH� WKHLU� ÀQDQFLDO� WURXEOHV� WKH�)LW]UR\�)RRWEDOO�&OXE� WRRN�D� ORDQ� IURP� WKH�
VPDOO� LVODQG�QDWLRQ�RI�1DXUX�� ,W�ZDV�D� ORDQ�WKH\�FRXOGQ·W� UHSD\��$�PHUJHU�ZLWK� WKH�
%ULVEDQH�%HDUV�DOORZHG�1DXUX�WR�JHW�D�SRUWLRQ�RI�WKHLU�PRQH\�EDFN��EXW�PDQ\�IDQV�
EODPHG�WKH�$)/��DQG�WKHLU�GHVLUH�IRU�D�QDWLRQDO�FRPSHWLWLRQ��IRU�WKH�GHPLVH�RI�WKHLU�
FOXE�

)LW]UR\·V�ODVW�JDPH�ZDV�WR�EH�DJDLQVW�)UHPDQWOH�DW�6XELDFR�LQ�3HUWK��EXW�WKHLU�ODVW�
JDPH�LQ�0HOERXUQH�ZDV�DW�WKH�0&*�DJDLQVW�5LFKPRQG��)LW]UR\�ORVW�E\�D�VWDJJHULQJ�
����SRLQWV�EXW�WKH�IDQV�ZHUH�DSSDUHQWO\�LQGLIIHUHQW�WR�WKH�VFRUH��7KH\�ÁRRGHG�RQWR�
WKH�ÀHOG�DW�WKH�HQG�RI�WKH�JDPH�DQG�VDQJ�WKH�VRQJ�ZLWK�SDVVLRQ�



	

	

	
	
	
	

	

	

	 	



	

	

	
	
	
	

	 	

0HOERXUQH�&ULFNHW�*URXQG�����1RYHPEHU������
),)$�:RUOG�&XS�4XDOLÀHU
$XVWUDOLD�����,UDQ

$IWHU�SURGXFLQJ�D�GUDZ�DJDLQVW�$XVWUDOLD�LQ�WKLV�TXDOLÀHU�WKH�,UDQLDQ�WHDP�PDGH�WKH�
FXW�IRU�WKH������),)$�:RUOG�&XS��,W�ZRXOG�EH�WKH�ÀUVW�WLPH�WKH\�ZRXOG�FRPSHWH�LQ�D�
:RUOG�&XS�VLQFH�WKH������,UDQLDQ�UHYROXWLRQ��

,Q�,UDQ�WKH�VWUHHWV�ÀOOHG�ZLWK�UHYHOHUV��LQFOXGLQJ��PXFK�WR�WKH�UXOLQJ�UHJLPH·V�GLVPD\��
WKRXVDQGV�RI�ZRPHQ��:RPHQ�DUH�EDQQHG�IURP�DWWHQGLQJ�IRRWEDOO�LQ�,UDQ�EXW�ZKHQ�
WKH�ZLQQLQJ� WHDP� DUULYHG� EDFN� LQ� 7HKUDQ� WKRXVDQGV� ÁRFNHG� WR�$]DGL� 6WDGLXP� WR�
FHOHEUDWH�� 2IÀFLDOV�� UHDOL]LQJ� WKH� SRWHQWLDO� IRU� D� ULRW�� DOORZHG� �����ZRPHQ� LQWR� D�
VSHFLDO�VHFWLRQ�RI�WKH�VWDGLXP��7ZR�WKRXVDQG�PRUH�EURNH�WKHLU�ZD\�LQ��7KHVH�HYHQWV�
EHFDPH�NQRZQ�DV�WKH�¶)RRWEDOO�5HYROXWLRQ·�
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Azadi Stadium, 7HKUDQ�����0DUFK�����
�����),)$�:RUOG�&XS�4XDOLI\LQJ�0DWFK
,UDQ�����-DSDQ

6HYHQ�SHRSOH�ZHUH�NLOOHG�� WUDPSOHG� WR�GHDWK��ZKLOH� OHDYLQJ� WKH�VWDGLXP�DIWHU� WKLV�
:RUOG�&XS�TXDOLI\LQJ�PDWFK�DW�$]DGL�6WDGLXP��1HZV�UHSRUWV�RQ�WKH�WUDJHG\�DUH�IHZ��
EXW�WKRVH�WKDW�FDQ�EH�VRXUFHG�VXJJHVW�WKDW�WKH�VWDGLXP�ZDV�ÀOOHG�EH\RQG�FDSDFLW\�
DQG�FURZG�FRQWURO�PHDVXUHV�ZHUH�LQDGHTXDWH��



	

	

	
	
	
	

	

	

	 	



	

	

	
	
	
	

	 	

/RXLVLDQD�6XSHUGRPH��/RXLVLDQD�����$XJ�����6HSW������
5HIXJH�IURP�+XUULFDQH�.DWULQD

8S�WR��������SHRSOH��PRVWO\�SRRU�EODFN�$PHULFDQV��WRRN�VKHOWHU�LQ�WKH�6XSHUGRPH�
ZKHQ�+XUULFDQH�.DWULQD�KLW�1HZ�2UOHDQV�LQ�������7KH\�VKHOWHUHG�WKHUH�IRU�GD\V�ZLWK�
IHZ�UHVRXUFHV�DQG�OLWWOH�KHOS�IURP�HPHUJHQF\�VHUYLFHV��,QLWLDO�QHZV�WHOHFDVWV�VSRNH�
RI�DQ�¶XQVSHDNDEOH�EUHDNGRZQ�LQ�ODZ�DQG�RUGHU·�LQ�WKH�VWDGLXP��DQG�RI�D�VLWXDWLRQ�
WKDW�ZDV�¶WUXO\�DSRFDO\SWLF·��8QRIÀFLDO�UHSRUWV�VXJJHVWHG�XS�WR�����SHRSOH�KDG�GLHG�
LQ�WKH�G\VWRSLDQ�FKDRV��

7KH�ÀQDO�RIÀFLDO�GHDWK�WROO�LQ�WKH�VWDGLXP�ZDV�VL[�SHRSOH��IRXU�RI�QDWXUDO�FDXVHV��RQH�
RYHUGRVH�DQG�RQH�VXLFLGH�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Stade Amahoro, .DJDOL�����0DUFK�����
6FUHHQLQJ�RI�WKH�ÀOP�6KRRWLQJ�'RJV

7KH�ÀOP�6KRRWLQJ�'RJV�LV�D�GUDPDWL]HG�YHUVLRQ�RI�WKH�HYHQWV�WKDW�RFFXUUHG�GXULQJ�
WKH�5ZDQGDQ�JHQRFLGH��7KH�ÀOP��ZKLFK�ZDV� VKRW� LQ�5ZDQGD�� XVLQJ� VXUYLYRUV�DV�
FUHZ��SUHPLHUHG�DW�$PDKRUR�6WDGLXP��7KH�VFUHHQLQJ�ZDV�DWWHQGHG�E\�VXUYLYRUV�RI�
WKH�JHQRFLGH��PDQ\�RI�ZKR�KDG� WDNHQ� UHIXJH� LQ� WKH�VWDGLXP�ZLWK�8QLWHG�1DWLRQV�
VROGLHUV�GXULQJ�WKH�NLOOLQJV��

7KH� 81� VROGLHUV� ZHUH� QRW� DOORZHG� WR� VKRRW� WKH� PXUGHULQJ� ,QWHUDKDPZH� �+XWX�
H[WUHPLVWV��VR�LQVWHDG�WKH\�VKRW�WKH�GRJV�WKDW�FDPH�WR�VFDYHQJH�RQ�WKH�ERGLHV�RI�
WKH�GHDG��7KLV�LV�ZKHUH�WKH�ÀOP�JHWV�LWV�WLWOH�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Ararat Stadium, 7HKUDQ�����$SULO�����
)ULHQGO\�0DWFK
,UDQLDQ�:RPHQ·V�7HDP�����$/�'HUVLPVSRU�H�9���%HUOLQ�

7KLV�JDPH�ZDV�WKH�ÀUVW�WLPH�WKH�QDWLRQDO�,UDQLDQ�:RPHQ·V�WHDP�KDG�SOD\HG�LQ�SXEOLF�
VLQFH�WKH������,VODPLF�5HYROXWLRQ��3ULRU�WR�WKH�JDPH�ERWK�WHDPV�KDG�WR�QHJRWLDWH�
ZLWK� WKH� ,UDQLDQ� JRYHUQLQJ� ERG\� EHIRUH� WKH� JDPH� FRXOG� JR� DKHDG�� 7KH�*HUPDQ�
SOD\HUV�ZRUH�D�VSHFLDO�NLW�LQFOXGLQJ�OHJ�FRYHULQJV�DQG�KLMDEV��DQG�QR�PHQ��LQFOXGLQJ�
WKH� *HUPDQ� PDQDJHU�� ZHUH� DOORZHG� LQWR� WKH� VWDGLXP�� 7ZR� WKRXVDQG� YRFDO� DQG�
HQWKXVLDVWLF� IHPDOH�VSHFWDWRUV�DWWHQGHG�WKH�JDPH��XUJLQJ�WKH�KRPH�WHDP�WR�´NLFN�
WKHP�JRRGE\H�µ�:KHQ� WKH� IDQV�ZHUH� UHSULPDQGHG�E\� RIÀFLDOV� IRU� WKHLU� EHKDYLRXU�
WKHLU�FKDQW�FKDQJHG�WR�´2XU�VKDUH�RI�IUHHGRP�LV�KDOI�WKH�IUHHGRP�µ

$UDUDW�6WDGLXP�EHORQJV�WR�WKH�ORFDO�$UPHQLDQ�FRPPXQLW\�DQG�WUDGLWLRQDOO\�VRPH�RI�
,UDQ·V�VWULFW�UXOHV��SDUWLFXODUO\�IRU�ZRPHQ��DUH�VXVSHQGHG�LQ�WKLV�VSDFH��



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Olympiastadion, %HUOLQ����-XO\�����
�����),)$�:RUOG�&XS�)LQDO
,WDO\�����)UDQFH
,WDO\�ZRQ�����RQ�SHQDOWLHV

,Q�KLV�ODVW�:RUOG�&XS�IRRWEDOO�PDWFK�HYHU��WKH�ÀQDO�QR�OHVV��)UHQFK�FKDPSLRQ�=LQHGLQH�
=LGDQH�ZDV�VHQW�RII�DIWHU�KHDGEXWWLQJ�WKH�FKHVW�RI�,WDOLDQ�GHIHQGHU��0DUFR�0DWHUD]]L��
:LWKRXW�WKHLU�FKDPSLRQ�)UDQFH�ORVW�WKH�PDWFK��DQG�WKH�&XS��LQ�D�SHQDOW\�VKRRWRXW��
=LGDQH� ODWHU� DWWHPSWHG� WR� H[SODLQHG� KLV� DFWLRQV� RQ� )UHQFK� WHOHYLVLRQ�� EDVLFDOO\�
DUJXLQJ�WKDW�ZRUGV�FDQ�LQGHHG�EUHDN�D�PDQ��

¶7KHQ�KH�VWDUWV�VD\LQJ�YHU\�KDUG�ZRUGV��ZKLFK�KH�UHSHDWV�VHYHUDO�WLPHV��ZRUGV�WKDW�
FDQ�KXUW�PRUH�WKDQ�DFWV����7KHVH�DUH�ZRUGV��OLNH�,�VDLG��WKDW�KXUW�PH�GHHS�LQVLGH���,�
DP�D�PDQ�EHIRUH�DQ\WKLQJ�HOVH���,·G�UDWKHU�KDYH�EHHQ�SXQFKHG�LQ�WKH�IDFH�WKDQ�KHDU�
WKHVH�WKLQJV�·

=LQHGLQH�=LGDQH�RQ�)UHQFK�7HOHYLVLRQ�����-XO\�����



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

5XQJUDGR��VW�0D\�6WDGLXP��3\RQJ\DQJ��$XJXVW�����
$ULUDQJ�)HVWLYDO��0DVV�*DPHV��2SHQLQJ

7KH�$ULUDQJ�)HVWLYDO�LV�D�WZR�PRQWK�IHVWLYDO�WKDW�KDV�EHHQ�KHOG�LUUHJXODUO\�LQ�1RUWK�
.RUHD�VLQFH�������7KH�RSHQLQJ�HYHQW�LV�XVXDOO\�KHOG�LQ�WKH�ZRUOG·V�ODUJHVW�VWDGLXP��
5XQJUDGR��VW�0D\�6WDGLXP��DOVR�NQRZQ�DV�0D\�'D\�6WDGLXP��DQG�LQFOXGHV�WKRXVDQGV�
RI�SHUIRUPHUV�LQ�KXJH�J\PQDVWLF�GLVSOD\V�DQG�PDVVLYH�PRVDLF�SLFWXUHV�FUHDWHG�E\�
�������VFKRRO�FKLOGUHQ�XVLQJ�FRORXUHG�ÁLS�FDUGV��7KH�H[WUDRUGLQDU\�VWDGLXP�VL]HG�
SLFWXUHV� FHOHEUDWH� 1RUWK� .RUHD·V� DJULFXOWXUDO� ERXQW\� DQG� V\PEROLFDOO\� SUDLVH� WKH�
:RUNHUV·�3DUW\�RI�.RUHD��WKH�QDWLRQ·V�DUPHG�IRUFHV��.LP�,O�VXQJ�DQG�.LP�-RQJ�LO��

7KH�$ULUDQJ�LV�D�IRON�VWRU\�DERXW�D�\RXQJ�FRXSOH�ZKR�DUH�WRUQ�DSDUW�E\�DQ�HYLO�ODQGORUG��
,W�LV�DQ�DOOHJRU\�IRU�WKH�VHSDUDWLRQ�RI�1RUWK�DQG�6RXWK�.RUHD��



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

East End Park, 'XQIHUPOLQH�����$SULO�����
6FRWWLVK�/HDJXH
'XQIHUPOLQH�����5DLWK�5RYHUV
 
'XULQJ�WKLV�JDPH�LQ�WKH�6FRWWLVK�/HDJXH�LQ������'XQIHUPOLQH�PDVFRW�¶6DPP\�WKH�
7DPP\·�DSSHDUHG�RQ�WKH�SLWFK�SUH�JDPH�LQ�D�FDUGERDUG�¶WDQN·�DQG�SUHWHQGHG�WR�ÀUH�
RQ�WKH�5DLWK�5RYHUV�IDQV��

)LIH�SROLFH�ODWHU�LQYHVWLJDWHG�EXW�WRRN�QR�DFWLRQ��



	

	

	
	
	
	

	

	

	



	

	

	
	
	
	

	 	

û�NU��6DUDFRùOX�6WDGLXP��,VWDQEXO�����6HSWHPEHU������
7XUNLVK�6�SHU�/LJ
)HQHUEDKoH�����0DQLVDVSRU

$IWHU�VHYHUDO�LQFLGHQWV�RI�KRROLJDQLVP�DQG�JDPH�UHODWHG�YLROHQFH�WKH�FRPSHWLWLRQ·V�
JRYHUQLQJ�ERG\�GHFLGHG�WKH\�ZRXOG�KDYH�WR�SXQLVK�VXSSRUWHUV�E\�EDQQLQJ�WKHP�IURP�
DWWHQGLQJ�WKLV�PDWFK�EHWZHHQ�)HQHUEDKoH�DQG�0DQLVDVSRU�LQ�WKH�7XUNLVK�/HDJXH��
,W�ZDV�QRW� DQ�DSSHDOLQJ�SURVSHFW� WR�SOD\� WKH�PDWFK� LQ� DQ�HPSW\� VWDGLXP�� VR� WKH��
7XUNLVK�)RRWEDOO�$VVRFLDWLRQ�FDPH�XS�ZLWK�D�QHZ�SODQ��7KH\�GHFLGHG�LQVWHDG�WR�MXVW�
EDQ�DGXOW�PHQ��DQG�DOORZ�ZRPHQ�DQG�FKLOGUHQ�WR�DWWHQG��2Q�WKH�GD\�RI�WKH�PDWFK�D�
FURZG�RI��������SDVVLRQDWH�ZRPHQ�DQG�FKLOGUHQ�VXSSRUWHG�WKHLU�UHVSHFWLYH�WHDPV��
$OO�WKH�XVXDO�FKDQWV�ZHUH�VXQJ�DQG�WKH�FKHHULQJ�ZDV�YRFDO��EXW�WKHUH�ZHUH�QR�YLROHQW�
LQFLGHQWV�



	

	

	
	
	
	

	

	

	



	

	

	
	
	
	

	 	

6RFFHU�&LW\��)1%�6WDGLXP���-RKDQQHVEXUJ�����'HFHPEHU�����
1HOVRQ�0DQGHOD·V�0HPRULDO�6HUYLFH

:KHQ�1HOVRQ�0DQGHOD�SDVVHG�DZD\�LQ�������6RFFHU�&LW\��)1%�6WDGLXP��EHFDPH�
WKH�VLWH�IRU�KLV�PHPRULDO�VHUYLFH��7KH�QHZ�VWDGLXP�VLWV�RQ�WKH�VDPH�VLWH�DV�WKH�ROG�
)1%�6WDGLXP�ZKHUH�0DQGHOD� ÀUVW� VSRNH�SXEOLFO\� DIWHU� KLV� UHOHDVH� IURP�SULVRQ� LQ�
������'XULQJ�WKH�VHUYLFH�3UHVLGHQWV��$UFKELVKRSV��5DEELV�DQG�JUDQGFKLOGUHQ�VSRNH�
UHVSHFWIXOO\�DQG�ZLWK�ORYH�IRU�0DQGHOD��%HVLGH�WKHP�ZDV�D�VRIW�IDFHG��URXQG�KHDGHG�
PDQ�ZKR�DSSHDUHG�WR�EH�VLJQLQJ�IRU�WKH�GHDI��EXW�WKHUH�ZDV�VRPHWKLQJ�DPLVV��+H�
ZDV�SRNHUIDFHG�DQG�KLV�DFWLRQV�ZHUH�RQ�D�ORRS��,Q�WKH�VWDQGV��GLSORPDF\�WRRN�D�KLW�
ZKHQ�ZRUOG� OHDGHUV�+HOOH�7KRUQLQJ�6FKPLGW��'DYLG�&DPHURQ�DQG�%DUDFN�2EDPD�
GHFLGHG� WKDW� 0DQGHOD·V� PHPRULDO� VHUYLFH� ZDV� DQ� DSSURSULDWH�PRPHQW� WR� WDNH� D�
VHOÀH�

/DWHU��7KDPVDQTD�-DQWMLH��WKH�LQWHUSUHWHU�IRU�WKH�GHDI��ZDV�GHFODUHG�D�IDNH�ZKHQ�LW�
ZDV�UHDOL]HG�QR�RQH�FRXOG�XQGHUVWDQG�ZKDW�KH�ZDV�VLJQLQJ��



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Polish Army Stadium, :DUVDZ�����$XJXVW�����
(XURSD�/HDJXH�SOD\�RII
/HJLD�:DU]VDZD�����$NWREH�RI�.D]DNKVWDQ

/HJLD� :DUVDZ� ZDV� H[SHOOHG� IURP� WKH� ����� &KDPSLRQV� /HDJXH� IRU� ÀHOGLQJ� DQ�
XQUHJLVWHUHG�SOD\HU�IRU�VHYHUDO�PLQXWHV��6HYHUDO�ZHHNV�DIWHU�WKHLU�H[SXOVLRQ��DW�WKLV�
JDPH�DJDLQVW�$NWREH�RI�.D]DNKVWDQ��IDQV�SURWHVWHG�WKHLU�H[SXOVLRQ��IRU�ZKDW�WKH\�
VDZ�DV�D�PLQRU�EXUHDXFUDWLF�HUURU��ZLWK�DQ�H[WUDRUGLQDU\�GLVSOD\�RI�SDVVLRQ�IRU�WKHLU�
FOXE�� 7KHLU� SURWHVW� LQFOXGHG� VWDGLXP�ZLGH� VLQJLQJ� DQG� FKDQWLQJ�� DQ� RUFKHVWUDWHG�
XQOHDVKLQJ�RI�ÁDUHV��DQG�D�VWDQG�HQJXOÀQJ�EDQQHU�GHSLFWLQJ�D�8()$�RIÀFLDO�DV�D�
HQJRUJHG��VXLW�ZHDULQJ�SLJ��DQG�WKH�WH[W�� ¶%HFDXVH�IRRWEDOO�GRHVQ·W�PDWWHU��0RQH\�
GRHV�·



	

	

	
	
	
	

	

	 	

ALWAYS WITH YOU



	

	

	
	
	
	

	 	

Oriole Park, &DPGHQ�<DUG�%DOWLPRUH�����$SULO�����
0DMRU�/HDJXH�%DVHEDOO
2ULROHV�����:KLWH�6R[

7KLV�JDPH�EHWZHHQ�WKH�2ULROHV�DQG�WKH�:KLWH�6R[�ZDV�WKH�ÀUVW�0/%�JDPH�WR�EH�
FORVHG�WR�WKH�SXEOLF�LQ�WKH�OHDJXH·V�KLVWRU\��7KH�GHFLVLRQ�ZDV�PDGH�E\�RIÀFLDOV�DV�WKH�
FLW\�RI�%DOWLPRUH�EHFDPH�WKH�VLWH�RI�QXPHURXV�ODUJH�VFDOH�SURWHVWV�DIWHU�WKH�GHDWK�
RI�)UHGGLH�*UD\��D����\HDU�ROG�%ODFN�$PHULFDQ�PDQ��IURP�LQMXULHV�VXVWDLQHG�ZKLOH�LQ�
WKH�FXVWRG\�RI�SROLFH��



	

	

	
	
	
	

	

	

	 	



	

	

	
	
	
	

	 	

6\GQH\�&ULFNHW�*URXQG��6\GQH\����$XJXVW������
$XVWUDOLDQ�)RRWEDOO�/HDJXH
6\GQH\�������GHIHDWHG�$GHODLGH�����

6HYHUDO� ZHHNV� RI� UDFLDOO\� PRWLYDWHG� ERRLQJ� IURP� RSSRVLWLRQ� VXSSRUWHUV� WRRN� LWV�
WROO�RQ�FKDPSLRQ�IRRWEDOOHU�$GDP�*RRGHV�DQG�KH�GHFLGHG��ZLWK�WKH�VXSSRUW�RI�KLV�
FOXE��QRW�WR�SOD\�LQ�WKLV�KRPH�JDPH�DJDLQVW�$GHODLGH�LQ�WKH�$)/��+LV�IDQV�VWDUWHG�D�
�VWDQGXSIRUDGDP�FDPSDLJQ��,Q�WKH��UG�TXDUWHU�RI�WKH�JDPH��DW�WKH���PLQXWH�PDUN��D�
ODUJH�VHFWLRQ�RI�WKH�FURZG�VWRRG�XS�DQG�DSSODXGHG�LQ�VXSSRUW�RI�WKH�PLVVLQJ�*RRGHV��
*RRGHV·�JXHUQVH\�QXPEHU�ZDV�����



	

	

	
	
	
	

	

	

	



	

	

	
	
	
	

	 	

+LOOVERURXJK�6WDGLXP��6KHIÀHOG�����$SULO�����
6HFRQG�&RURQHU·V�,QTXHVW�LQWR�WKH�GHDWK�RI����VXSSRUWHUV�LQ�����

,Q������WKH�SROLFH�DQG�SUHVV�EODPHG�KRROLJDQLVP�DQG�GUXQN�/LYHUSRRO�VXSSRUWHUV�IRU�
WKH�+LOOVERURXJK�GLVDVWHU�WKDW�WRRN�WKH�OLYHV�RI����IRRWEDOO�IDQV��,W�WRRN����\HDUV�DQG�
WZR�LQTXHVWV�IRU�WKH�WUXWK�WR�EH�UHYHDOHG��7KH�VHFRQG�FRURQHU·V� LQTXHVW�UXOHG�WKDW�
WKH�VXSSRUWHUV�ZHUH�XQODZIXOO\�NLOOHG�GXH�WR�JURVVO\�QHJOLJHQW�IDLOXUHV�E\�SROLFH�DQG�
DPEXODQFH�VHUYLFHV�WR�IXOÀOO� WKHLU�GXW\�RI�FDUH�WR�WKH�VXSSRUWHUV��7KH� LQTXHVW�DOVR�
IRXQG�WKDW�WKH�GHVLJQ�RI�WKH�VWDGLXP�FRQWULEXWHG�WR�WKH�FUXVK��DQG�WKDW�VXSSRUWHUV�
ZHUH�QRW�WR�EODPH�IRU�WKH�GDQJHURXV�FRQGLWLRQV�



	

	

	
	
	
	

	

	 	



	

	

	
	
	
	

	 	

Hampden Park, *ODVJRZ�����0D\�����
6FRWWLVK�&XS�)LQDO
+LEHUQLDQ�����5DQJHUV�6FRWWLVK�&XS�)LQDO

:KHQ�+LEHUQLDQ�ZRQ�WKHLU�ÀUVW�6FRWWLVK�&XS�VLQFH������HFVWDWLF��VFDUI�ZDYLQJ��IDQV�
ÀOOHG�WKH�DLU� LQ� WKH�VWDGLXP�ZLWK� WKHLU�VLQJLQJ��7KH\�EHOWHG�RXW� WKH�FOXE·V�XQRIÀFLDO�
WKHPH�VRQJ��6XQVKLQH�RQ�/HLWK��ZLWK�VZHHW�WHDUV�VWUHDPLQJ�GRZQ�WKHLU�IDFHV�

0\�KHDUW�ZDV�EURNHQ��P\�KHDUW�ZDV�EURNHQ�
6RUURZ�6RUURZ�6RUURZ�6RUURZ
0\�KHDUW�ZDV�EURNHQ��P\�KHDUW�ZDV�EURNHQ
<RX�VDZ�LW��<RX�FODLPHG�LW��<RX�WRXFKHG�LW��<RX�VDYHG�LW
0\�WHDUV�DUH�GU\LQJ��P\�WHDUV�DUH�GU\LQJ�
7KDQN�\RX��7KDQN�\RX��7KDQN�\RX��7KDQN�\RX

6XQVKLQH�2Q�/HLWK��7KH�3URFODLPHUV



	

	

	
	
	
	

	

	

	
	



	

	

	
	
	
	

	 	

3ULQFHV�3DUN��0HOERXUQH����)HEUXDU\������
$XVWUDOLDQ�5XOHV�)RRWEDOO�:RPHQ·V��$)/:��
&DUOWRQ������GHIHDW�&ROOLQJZRRG�����

:RPHQ�KDYH�EHHQ�SOD\LQJ�$XVWUDOLDQ�5XOHV�)RRWEDOO�IRU�RYHU�D�FHQWXU\�EXW�LW�ZDVQ·W�
XQWLO� ����� WKDW� WKH� JDPH·V� JRYHUQLQJ� ERG\� VXSSRUWHG� D� VHQLRU� ZRPHQ·V� QDWLRQDO�
FRPSHWLWLRQ��7KH�RSHQLQJ�JDPH�RI�WKH�LQDXJXUDO�VHDVRQ�WKH�$)/:�ZDV�D�ORFN�RXW�
ZKHQ�RYHU��������IDQV�URFNHG�XS�WR�ZDWFK�WKH�KLVWRULF�JDPH�EHWZHHQ�&DUOWRQ�DQG�
&ROOLQJZRRG�



	

	

	
	
	
	

	

	

	 	



	

	

	

	

	 	



	

	

	

	

	 	



	

	

	

	

	

	

	

	

	

	

	




