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as the work turns upon itself – is central to this sense 
of knowingness, for these spaces are not real, but 
built, and indeed, can only (currently) exist within the 
virtual world of the computer.

While the futuristic realms of Haley’s worlds 
seem to shatter (on the surface at least) both our 
understanding and experience of ‘conventional’ 
space, on closer inspection the built components 
within these works are based on the Cartesian grid; 
a model of perspectival space that remains central 
to western concepts of arranging, mapping, and 
understanding our world.2  Thus, in yet another 
hallucinatory spin, the oscillation that we experience 
between the ‘real’ and the virtual in these projections 
is increasingly reflected in the world as we know it as 
more of our urban and domestic spaces are designed 
and modelled on-screen.  As Haley has commented:

Since the world is increasingly designed by these 3D 
programs, artistic representations in the same medium 
may simulate the simulations that are now the basis for 
redesigning real space.3

The way in which mediated experiences such 
as TV, video games, and the cinema (think, in this 
instance, of Blade Runner and The Matrix) now 
inform our knowledge and sense of understanding 
is also played out in the shift between two- and 
three-dimensional space in these works.  While 
we experience them on screen, we seem to move 
‘through’ them in the round, as if wearing a VR 

headset – zooming in and out and hovering in a way 
that’s simply impossible in real life.  This shimmering, 
trippy effect is similarly echoed in the works’ 
transparent and overlapping planes – spaces where 
the walls of buildings seem to float and intersect and 
where, in GameOverGame, worlds draw you into 
completely different worlds; places where the natural 
and constructed environment sit together uneasily.

Despite their luscious, saturated colour and 
“exhilarating Lego-like morphology”,4 Haley’s 
imaginary worlds are also terrifyingly empty – eerie, 
desolate spaces built for human occupation and use, 
with not one warm, non-computer-generated or 
non-screen-based body in sight.  Now that we, as 
viewers, have somehow found our way within them, 
just what are we supposed to do?

Consume.  In GameOverGame particularly, 
advertising is no longer an addition to our lives, but 
a vital component – central to both the fabric and 
experience of the contemporary city.  Our senses 
are literally assaulted by a cacophony of logos and 
brands, and the flickering of neon, bright lights and 
monitors; all boldly competing for our attention and 
wallets.  Haley’s interest in and love of the sometimes 
surreal excesses of Tokyo comes to the fore in this 
work, as his email diary entry from a trip to the city 
in 2003 reveals:

Still, it is hard not to shop given the entire city 
seems to be premised on the activity.  Tokyo is a space 

The Academy Gallery is delighted to display 
Stephen Haley’s first solo exhibition in Tasmania. 
Stephen Haley completed his PhD at The University 
of Melbourne in 2005. He is the recipient of 
numerous awards and prizes including in 2006 
the Australia Council Visual Arts Board Overseas 
Studio Residency in Los Angeles, USA and the  
R & M McGivern Acquisitive Prize for Painting  
valued at $10,000. In 2004 Stephen was awarded 
the ANZ Fellowship valued at $10,000. In 1994 
Stephen won the $20,000 Deacons Graham and 
James/ Arts 21 Award to undertake a Research 
Residency in Tokyo, Japan. Stephen has held 13 solo 
shows since 1994 and exhibited widely nationally 
and internationally. Stephen’s artwork is held in 
numerous prestige public and private collections 
including the National Gallery of Victoria, the 
National Bank, the ANZ Bank and BHP Billiton.

A fundamental  intention of the  Academy 
Gallery National Network Exhibition Program is to  
bring the best contemporary artwork to Launceston 
for all Tasmanians to view.  I hope that you enjoy 
this superb exhibition by one of Australia leading 
contemporary visual artists.

Malcom Bywaters
Projected Worlds exhibition curator
Director
Academy Gallery

as complex and flowing as the most convoluted natural 
system.  The city bends back on itself in layered folds of 
evermore entangled life-sized origami.  Space compacts 
down into space in dizzying vertiginous interrelations.  So 
too the shops.  One may be in a train station but it is 
filled with shops.  The trains themselves are filled with 
ads for shops.  Large shops have other shops in them, 
in these smaller shops there may be an independent 
designer with a shop/stall of their own.  One walks down 
the street and each time sees shops that did not seem 
to be there last time.  Above ground, below ground, on 
the ground – shops.5

Shopping may be the key to existence within 
this strange non-place, but we are certainly not 
encouraged to make a mess while doing so.  Given 
the lack of human presence and the immaculate 
unlived spaces suspended within this world, one 

may be led to question whether these places are 
created, and in fact exist, for visual pleasure alone.  
This possibility is disturbingly reinforced by the work’s 
depiction of suburbia, and, as its cycle continues, the 
‘natural’ world.  For once we have slipped beyond the 
known and relatively simple comforts of consumerism 
(‘I shop therefore I am’), the bright lights are replaced 
by desolate domestic wastelands, replete with a 
sense of unease and foreboding.  This feeling similarly 
reverberates across the confronting expanse of 
desert that finally stretches before us, before the one 
sign of human life – a piece of paper blowing in the 
wind, flutters before us to start the loop again …

Kelly Gellatly
Curator, Contemporary Art
National Gallery of Victoria

Repetition, if continued and continued – and is then 
continued again – becomes more than a simple copy.  
It is transformed into an ecstatic mirror of confounding 
complexity, akin to the Hall of Mirrors in a fun park.  
There might be a similar moment of panic too, when it 
becomes apparent that you are hopelessly lost, trapped 
within the glittering facets, and those who are running 
the show have no intention of letting you out. 

Stephen Haley1

Watching Stephen Haley’s GameOverGame, 
2005 and Mirrorland, 2005 is a strangely immersive, 
participatory experience.  Not only do we feel an 
almost physical pull as we are led – through viewing, 
into the works’ familiar yet unsettling environments, 
but this experience is also cleverly enmeshed within 
the structure of the works themselves.  For once 
we are ‘within’ these constructed worlds, with their 
complex layering of images and forms, we are allowed 
no means of escape; mesmerised (or trapped) as we 
are within the works’ seemingly endless loop.

Navigated from within the reverberations of a 
perversely cruel repeat, the futuristic urban sprawl 
of Mirrorland is one that we could ‘almost’ know 
– an enormous expanse of glittering New York-style 
skyscrapers on the left, set against the consumer-
driven frenzy of a city like Tokyo on the right.  Yet 
the kind of slippage that occurs in this piece – that 
initial glimmer of recognition that we first experience 

1 Stephen Haley, Mirror as Metasign: Contemporary World Culture as Mirror World, unpublished PhD thesis,  
Melbourne: School of Art, Victorian College of the Arts, The University of Melbourne, 2005, p. 109.

2 As Stephen Haley has noted: “Architecture modulates space. … We speak of the architecture of something when 
referring to its structure.  These works are about space – how it is constructed – and structures, especially those of 
epistemology – theories of how we understand the world.”  Stephen Haley quoted in Ashley Crawford, “Stephen Haley”, 
Australian Art Collector, issue #29, July-September, 2004, p. 173.

3 Stephen Haley, Mirror as Metasign: Contemporary World Culture as Mirror World, p. 97.
4 Edward Colless, “Stephen Haley”, Australian Art Collector, issue #37, July-September 2006, p. 158.
5 Entry for Friday Feb 28, 2003 9.08am.  Stephen Haley, “Tokyo Shopping Mix: An Email Saga”, Artlink, vol. 24, no. 2, p. 16.
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