Collective Vision: 130 years marks the 130th anniversary of Bendigo Art Gallery. To
celebrate the occasion this extensive exhibition draws exclusively from our renowned
collection and features a thematic display of historic, contemporary, curious, significant, and
much-loved favourites.
Founded in 1887, the Gallery was officially launched in the refurbished Volunteer
orderly rooms in 1890. Two new courts were added eight years later, designed in the
European tradition with polished wood floors and ornate plaster arches and cornices.
then, two contemporary wings have also been added, including a major extension in
which more than doubled the Gallery’s exhibition space.
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grand
Since
2014,

Today, Bendigo Art Gallery is Australia’s largest regional Gallery, known for delivering an
ambitious exhibition program as well as significant cultural and economic benefits for the
city. Considering 130 years of collecting in the context of social, artistic and community
change as well as the evolution of the Gallery itself, Collective Vision: 130 years showcases
the immense variety of items acquired, purchased and donated throughout the Gallery’s
long history.
Visitors will see new acquisitions alongside some of the first ever works acquired by the
founders of the Gallery in 1887 demonstrating our ongoing commitment to acquiring works
of national and international significance by Australia’s leading artists.

Bendigo Art Gallery acknowledges the support of the Department of Education and Training through the Strategic Partnerships
Program
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VCE Art and Studio Arts
Pre and Post 1990 Art/Historical and Cultural Contexts
Scope Of Study – New Study Designs 2017–2021
Art
VCE Art introduces the role of art, in all forms of media, in contemporary and historical
cultures and societies.
Studio Arts
VCE Studio Arts introduces students to the role and practices of artists in society.
Students develop an understanding of the way artists work in a range of cultures and
periods of time, the artists’ perceptions, beliefs and actions and their relationship with
the viewer.

Collective vision: 130 years is an ideal exhibition for VCE Art and Studio Arts students to
explore a range of cultural and historical contexts and themes across a broad range of
historical and stylistic periods in Australian (and 19th century European) art. The large
cross-section of established and contemporary artists represented over a number of recontextualised art spaces will facilitate increased understanding of art styles and
relationships with artworks of similar themes or genres.
Viewing the artworks firsthand provides many unique sensory and educational experiences
for students. This includes being able to appreciate the aesthetics and fine nuances of the
artworks, comprehending three-dimensional works from all angles, marvelling at the
immensity of large scale artworks and understanding the display of artworks in a museum
context.
The vast range of artists and styles within the Bendigo Art Gallery collection will also enable
students to learn about the ideas communicated by artists within the same theme but across
different historical and cultural contexts.
The themes in the Collective vision: 130 years exhibition are: landscape, portraiture, the
nude, animals and allegory and myth. Within these traditional themes, more sub-themes can
be extracted such as: Colonial/Postcolonial; identity; interiors; abstraction; art about art and
Postmodernism.
Investigating the theme of Identity through the traditional themes of portraiture and
landscape, students can learn about a range of cultural contexts:
Artists within the theme of Indigenous identity include Michael Cook, Gordon Bennett, Brook
Andrew, Tracey Moffatt, Emily Kame Kngwarreye, Sally Gabori, Tony Albert and Dorothy
Napangardi.
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Others to consider:











Chinese born Australian – Guan Wei
Australian born, of Chinese descent – Owen Leong
Australian born Muslim– Abdul Abdullah
Contemporary British born Australian – John Wolseley
Late nineteenth century Australian – Heidelberg School artists: Tom Roberts,
Frederick McCubbin, Arthur Streeton
Colonial Australian: George Rowe, John Glover, Louis Buvelot
Contemporary urban Australian (Melbourne) – Emily Floyd, Michael Doolan, Jan
Nelson
Nineteenth century European/French – Alfred Sisley, Charles Daubigny
Contemporary New Zealand Born/Samoan descent: Greg Semu – showing the
emergence of Pacific artists in an Australian contemporary art context
Contemporary Australian female /feminist – Ilona Nelson

Alfred Sisley
France 1839–1899
The Seine at Suresnes c.1874
oil on canvas
Gift of Mrs GC Scott 1947
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LANDSCAPE
Nineteenth-century Australian landscapes

Louis Buvelot
Born Switzerland 1814, arrived Australia 1865, died 1888
Gisborne Hill from the Slopes of Mount Macedon 1875
oil on canvas
Dr JA Neptune Scott Bequest Fund 1958

Natural or realistic rather than romantic in subject matter, most of Buvelot’s paintings follow
compositions seen in European traditions of landscape. Gisborne Hill from the Slopes of
Mount Macedon is composed around a main focal point, positioned off-centre, to achieve
aesthetically pleasing balance and harmony. A large tree provides the definite focal point;
this leads the eye to the parting of the landscape to reveal a cottage or ideal pastoral scene
beyond.
The painterly technique in Gisborne Hill from the Slopes of Mount Macedon still retains some
of the characteristics of academic painting with deep shade appearing to emphasise the
form of trees. Although considered revolutionary in his style, Buvelot was still a slave to the
academic tradition with particular attention devoted to details such as the cows, specific
trees, the shack and the mountains. Previously called The Clearing, the painting shows a
parting of trees both physically and symbolically. Images such as these were to be
promoted as being typical images of Australian life, despite the fact that even during the
1890s, more than 70% of Australians were urban.
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Historical and Cultural Context
Abram Louis Buvelot was born in Switzerland in 1814. He studied art at the Lausanne
Academy in Switzerland and then in Paris around 1834. He spent 18 years in Brazil where
his uncle had a coffee plantation and in 1840 moved to Rio, establishing himself as a
professional painter, lithographer and photographer, through the patronage of Emperor
Dom Pedro II. In 1859 he visited the East Indies and India and finally migrated to Australia
in 1865. He opened a photographer’s shop in Bourke Street Melbourne and was later
discovered by the art critic of The Argus, James Smith.
In 1869, Buvelot taught drawing at the Carlton School of Design. Despite his popularity with
his students and with more progressive artists, he was unsuccessful in his application for
Head of the National Gallery School, being rejected in favour of Eugene Von Guerard.
Buvelot’s, naturalistic everyday scenes of Australian life painted en plein air inspired the
Australian Impressionists, and he was nicknamed ‘the father of Australian landscape
painting’.
Influences
Buvelot had some similar aims to the French painters of the Barbizon school. His use of soft
sunshine and shadows were similar to the works of French artists Camille Corot, CharlesFrancois Daubigny and Theodore Rousseau, all represented in the Bendigo Art Gallery
collection.
He came across some Swiss followers of these artists while working as a
drawing teacher in Switzerland, and like them, broke away from the Romantic style of other
Swiss contemporaries.
Buvelot would have encountered seventeenth-century Dutch landscape engravings when
attending the drawing school of Marc Louis Arlaud in Lausanne around 1830, and the French
Barbizon School painters likewise drew upon this Netherlands source. Perhaps better known
for the influence he had on his followers, Buvelot was seen to ‘show the way’ to his students
in painting in a more naturalistic way.
Buvelot’s use of light and texture showed a great contrast to his contemporaries such as
Nicholas Chevalier and Eugene Von Guerard. Horizon lines were usually low, emphasising
the flatness and at times dryness of the Australian bushland. Light and atmosphere were
shown rather than emphasising the largeness of particular motifs. Buvelot was known for
sketching outdoors but still completed paintings in the studio. His observation of the
paintable qualities of the ordinary pioneered the way for the en plein air landscapes of the
Australian Impressionists.
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Arthur Streeton
Australia 1867–1943
Manly Beach 1895
oil on plywood
Gift of Mr Bert Levy 1900

This work is an excellent example of small scale Australian Impressionist paintings
completed en plein air similar to the iconic 9 x 5 inch paintings. Streeton left Melbourne for
Sydney in 1890, with commissions and sale of the painting Still Glides the Stream to the
National Gallery of New South Wales (later the Art Gallery of New South Wales) providing
income. Sydney was to become a favourite place for Streeton and Tom Roberts. Although
the artists found in the city less of an artistic community, the enthusiastic patronage of the
Art Gallery of New South Wales and the mild climate and harbour views provided a
substantial lure.
Streeton painted many views of Sydney beaches, including Coogee Bay, Circular Quay and
Sirius Cove. Some were bold in their format, either dramatically vertical or panoramic and
many showed compositional and tonal arrangements similar to those used by British artist
James Abbott McNeill Whistler. Manly Beach captures the joy of the Australian beach life in
the 1890s. It has a daring elevated composition and high horizon line. The focal point is
centred on the activity in the top left section, with the cliffs, figures, boats and sky
diagonally balancing the foreground figures. The composition is divided into thirds
horizontally, with diagonal zigzagging of figures through the centre. Streeton’s trademark
chisel-edged brush strokes and rich, yet high, key colour are well exploited in Manly Beach.
Small in scale, this work is similar to those exhibited in the 9 x 5 inch Exhibition. The base
of the painting is a section of plywood packing material from Germany. The inscription ‘no.
14 Handspiegel’ translates as ‘hand-mirror’ and reflects Streeton’s need to access cheap
materials at this early stage of his career.
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VCE Art and Studio Art contexts:
Art Unit 3 Area of Study 1 Interpreting Art
Arthur Streeton, combined with other early Australian painters, such as Tom Roberts and
Frederick McCubbin, both of whom are well represented in the Bendigo Art Gallery
permanent collection, fits into the Before 1990 grouping.
Themes used to analyse and compare and contrast Streeton’s work with other landscape
painters could be:




Australian identity
Changes in development of subject matter inclusion in landscape
Painterly style: Streeton used short square brushstrokes contrasting with Colonial
artists such as John Glover’s and Eugene Von Guerard’s uses of brown underpainting
with very small brushes to execute fine detail

Studio Arts Unit 3
Artists and studio practices
Historical Context
Arthur Streeton was born at Mount Duneed, near Geelong in 1867. From 1882 to 1888 he
attended night classes at the National Gallery’s School of Design, and for a brief time
enrolled in painting classes under the artist and teacher George Frederick Folingsy. He often
joined student’s plein air excursions to Heidelberg, and years later was asked to join
McCubbin and Roberts at the Box Hill camp after they discovered him painting on the beach
at Mentone. He was nicknamed ‘Smike’ after Dickens’ Nicholas Nickelby, presumably
because of his slight physique.
Streeton exhibited 40 paintings in the 9 by 5 inch Impressionism Exhibition in Melbourne in
1889. After much travelling, Streeton returned to Australia in 1924, and started painting in
a heavier and looser style emulating the work of the Post-Impressionists. In 1929 he
became an art critic for The Argus and in this role he was ironically found to be critical of
Modernism. He was knighted in 1937 and died in Olinda in 1943. During his life he was in
great demand and exhibited widely throughout Australia and the United Kingdom. In 1985,
he featured in the popular Golden Summers; Heidelberg and Beyond Exhibition at the
National Gallery of Victoria and the Streeton Retrospective was toured around Australia in
1996.
As Streeton lived in Melbourne in the 1880s, his work reflected the cultural context of the
growing sense of national identity. The economy was booming and there was increasing
interest in developing the culture of the city. People were interested in leisure and
international trade and travel enabled Streeton and other Australian Impressionist artists to
gain ideas from other artists such as the French Impressionists.
The artists painted the life they saw around them in the city and the bush and coastal sites
they could reach easily on the suburban rail network. The story of Australian Impressionism
is closely linked with the story of Melbourne.
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Influences
Streeton studied the techniques of the Barbizon School painters, especially Corot and Millet;
he purchased the book ‘Talks about art’ by the American artist William Morris Hunt, which
supported the directions of both the Barbizon School and French impressionism. He
adapted the high key palette of JMW Turner to the Australian landscape. Streeton was
influenced by the work of his peers Roberts and McCubbin, although he was never
interested in large scale or narrative painting. Like other Heidelberg School artists, Streeton
was impressed by the atmospheric techniques of his forerunner, Louis Buvelot. After
viewing Buvelot’s Summer Afternoon near Templestowe at the National Gallery of Victoria,
he retraced the artist’s footsteps, taking the train to Heidelberg and then walking through
the bush to Templestowe.
Despite using the high key palette and en plein air techniques of his predecessors, Streeton
was to adapt the styles of these artists to his own interpretation of Australian light and
colour and developed instead his unique style of trademark square brush strokes and
economical use of colour.
Studio Arts Unit 1 & 3
Materials and Techniques
Streeton’s work developed into a characteristic style of high keyed palette and crisp, square
ended brush strokes. Colour was often used economically, with shadows rendered with
transparent colour. Like other Heidelberg School painters, he saw Australia as blue and gold
rather than brown and green country. Foreground figures were usually simplified, seen as
mainly elements of composition. Daring compositions consisting of zigzagging lines and
positive/negative space are often reminiscent of the British artist Whistler. Streeton was
renowned for using paint directly from the tube in contrast to the pre-mixing of pigments
practised by the academic style painters of his time.
The processes Streeton would follow would include completing watercolour studies or pencil
drawing underneath the painting. Ground was applied in two or more layers using lead
white and calcite. Fat over lean technique was used meaning that the first few layers were
thinned with gum turpentine and the subsequent layers were thicker, using linseed oil. This
was a technique adapted from studying the techniques of the French Impressionists.
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Contemporary landscapes

Donna Bailey
Australia 1963

New Moon #10 2010

type C photograph
Purchased by Bendigo Art Gallery Foundation in memory of Wynne Baring 2010
Image courtesy of the artist

Artist Statement:
The series was made on medium format film with my Mamiya 7ii camera. This camera has a
6 x 7cm negative format. At the time that I made the series, my camera was quite new - I
have previously used a Bronica camera (6 x 4.5cm format) and a Toyo large format camera
(5 x 4 inch format). The difference with this camera is that it has a rangefinder and it took a
bit of getting used to. I used Kodak colour film and the negatives were processed in
Melbourne and the prints made in Sydney. My printer in Sydney still uses an analogue
process rather than digital.
Justine Kurland's works were a bit of an influence. I like the way she positions her subjects
in the landscape. I wanted the figures in my series to appear small against the larger facets
of the Australian landscape.
This series was made at a junction in my practice. Whereas previously I had photographed
my children and their friends (middle distance), in a more realistic style, I felt that I wanted
to express something in this series about the trajectory that children take as they grow up
and move away from their parents. Hence, I physically shifted back from them as I
photographed them. In this series they often appear much smaller. At the same time, the
event of the ten year long drought in central Victoria meant that I saw layers of the bush
peeled away, dried out, laid bare and I wanted to make pictures of some of this barren,
denuded landscape.
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Living right in the midst of the goldfields landscape means that I am constantly engaging
with its history. When I began to research this project I was struck by the place names of
this area. The south of Bendigo, where I live have quite decorative names like Golden Gully,
Diamond Hill, Milkmaid Flat, and on the other side (Eaglehawk) names like Whipstick,
Beelzebub Gully and Lightning Hill are more ominous and spooky. There were a range of
other cultural and historical contexts that inspired the work but overall it was the goldmining history and the depth of the effect it has had on this part of the world.
An interview with Donna Bailey
Interview conducted between Helen Attrill, Education Officer, Bendigo Art Gallery, and Donna
Bailey, December 2008.
Q: In Sunday, how did you choose your models? How willing were they to pose?
Three of the young people in the photograph are siblings and the other model is a friend. I have been making
images with the children from this family since the mid-1990s when they were (then), primary school aged. The
three siblings are very used to posing for me and, as I recall on that day, were quite willing, although tired from
a big night out the night before. I chose this image from a strip of fifteen negatives that I made at their home
on the same day, which was a Sunday (hence the title of the image). On this occasion, the models used a car
and a ute as the hub in each frame.
Q: Do you find it difficult to be objective when you choose to mainly photograph your children and
others that you know?
I hope that my emphasis on the subjective is obvious in my work. The relationships between myself and the
young people that I photograph – and their relationships with one another – are pivotal to the whole process.
Many people often comment to me that the models in my pictures seem very unselfconscious, I think that the
level of trust that exists between us, together with the ease that the models have with each other and with
posing in environments that they know – all contribute to the character of the images. The act of photographing
your own children and indeed, other children that you know intimately through family connections brings an
added layer to the process. Although it can be challenging from time to time, I am always aware of, and grateful
for, the privileged position this places me in.
Q: in light of the recent controversy surrounding use of children in art, have any of your own
children felt differently about having their photographs seen by the public?
(Regarding my younger children) No, they haven’t had much of a reaction to what has happened in the media at
all and they have not changed their attitudes toward being photographed or toward having their image(s)
exhibited or published. I have discussed various examples with them and shown them images that other artists
have made and which have stirred some controversy. I have also discussed the processes and outcomes of my
work with them again. I don’t think that they are particularly interested in the media hype or in other artist’s
work for that matter. I think that children have a clear way of editing information to suit their specific needs
and this is what I think my children have done with the current debate; they each made a quick assessment of
the information and then went on with the day to day business of being themselves. Zoë of course, is an adult
now and has considered the recent events in a more thorough and thoughtful way. She is very positive about her
role as photographed teenager, daughter etc. and has formed her own very clear ideas about the role of the
child subject in art.
Q: Do you look at other artists for inspiration?
I wouldn’t say that I look to other artists for inspiration but I’m often inspired by what I see around me. Often I
will come upon a new image or an artist quite by surprise and I find that thinking about the way in which an
artist has considered and pictured a particular subject can be inspiring. I am motivated by cultural influences
and also by the little poetic moments that I witness occurring around me each day. I often store these in my
memory bank and then apply them to a picture later on. I am also very inspired by film, Australian film in
particular.
Q: Are you inspired by contemporary film or those historic ones that shape our understanding of
the Australian landscape?
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What really sticks in my mind are the Australian films that came out of the 1970s. The renaissance of the
Australian film industry occurred at the same time that I was entering my teenage years, so perhaps for my
generation, they have been formative, particularly in terms of their overarching representation of the landscape
as an oppositional force, (Picnic at Hanging Rock, 1975 and Mad Max, 1978 for example). I also love films that
didn’t necessarily make it big in terms of the box office but offered various studies of contemporary Australian
adolescence, (The Year My Voice Broke,1987 and High Tide,1987). There are other films from outside Australia
that have inspired me, such as Badlands,1973 and Days of Heaven,1978 by Terrence Malick – I love Malick’s
unique films for their intricacies and use of lighting.
Q: How do you get the fine quality in your photographs? What is the largest they are ever
reproduced?
I only use film (medium and large format) and my images are all hand printed in chemistry. The maximum size
that they have been reproduced to date is about 150cm in width but I often keep them about 100cm wide as
they are easier to handle at this size.
Q: since you have been working in colour, does this mean you have to work closely with a colour
printer? What does this involve?
My printer lives in Sydney so I am not able to travel to her lab. However, we regularly consult over the phone
and via email about each image or print job that comes through. My printer has an artistic and instinctive way of
printing my work and offers a very personal service. She runs a small commercial lab and has printed for other
artists such as Rosemary Liang, Trent Parke, Narelle Autio, Selina Ou, Simryn Gill and others.
Q: how has living in rural Victoria influenced your practice?
Where I live strongly influences my practice! Since I began making photographic work during the 1990s, I have
focused on the central Victorian area using it both as a backdrop and as a viable theme within the work. Living
in this very dry landscape really influences my practice, as does Bendigo’s indigenous box-ironbark forest where
my home is located. Beyond the two major themes of forest and ground are certain peripheral settings such as
orchards and areas like the Harcourt forest, where a large European oak tree plantation sits alongside the bush
and cleared farmland. Looking at the photographs that I have made within the last ten years, I would have to
say that water (or the lack of it) has been the most repetitive motif in my work. I am also particularly interested
in focusing upon the nuances of the natural colours of this landscape in my practice. In Sunday, for instance, it is
the vivid blue sky and the impenetrable, dry, russet ground.
Q: did you always want to be an artist? What motivated you to pursue photography? Do you think
it is important to study art to pursue it?
Although I was an artistic child and teenager, I came to the role of artist in a roundabout sort of way. I first
studied art at TAFE after leaving the confines of a catholic girl’s school in Bendigo in 1980. But I was pregnant
with my first child in 1981 and so I never finished the course. After Zoë was born, I tried my hand at ceramics
for a while but that wasn’t really my thing. I eventually came to photography through studying photojournalism
at La Trobe University while completing a Bachelor of Arts degree. I had started the Bachelor of Arts degree
with the notion of becoming an historian and although (Australian) history and cultural studies were my majors,
as soon as I picked up a camera and started to make my own pictures, I knew that I wanted to pursue the study
of photography. After completing my undergraduate studies, I moved across to Visual Arts to study photography
at post-graduate level. I am currently finishing my PhD in photography. My own approach to the study of
photography is a hybrid one really, with strong influences from history, film studies, geography, and of course
(photo) documentary. Regardless of which mix one chooses, I think the experiences gained from studying art or
the image, are invaluable.
Q: what sort of photography are you currently working on? Do you intend to continue
photographing children and teenagers?
I am about to embark on a new project that will create a series of images offering a contemporary view of
Bendigo goldfields. The work will use the local (jaded) landscape, as its major theme.
At the moment, children and teenagers are a big part of my life; they inundate every pore of my being. I hope
that I don’t sound selfish when I say that one day my life will be quieter and when that day comes I guess I’ll
look toward other influences. Right now though, children and teenagers are a big part of who I am and so I will
continue picturing them within my practice.
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Nadine Christensen

Nadine Christensen
Australia 1969
Geography 2008
acrylic on board
The Gift of Grace and Alec Craig of Bendigo Victoria
2009
Image courtesy of the artist, Hugo Michell Gallery
and Sarah Scout Presents

Nadine Christensen is a Melbourne artist who is mainly concerned with painting to question
the relationship between the natural and unnatural world. Her background in design and
illustration and interest in refracted and reflected light, architecture, new and old imaging
technologies, special effects and animation all infuse her work. She uses a controlled,
smooth painting technique to communicate ideas about space, technology and the desire to
map and understand the environment.
Her interest in the effects of technology and space may have also been influenced by her
own environment. She grew up in the Gippsland region and after finishing school and
travelling for a few years, returned to the Gippsland Centre for Art & Design to complete her
Bachelor of Visual Arts. 'The environment suited me at the time and allowed for a more

gradual development of my work within a close community of students and staff. I also
enjoyed being located in the industrial and at the same time picturesque Latrobe Valley;
issues of technology and environment continue to inform my practice as an artist'
She often combines objects from both the natural and constructed worlds but uses a
harmonious painting technique inspired by John Brack to make the scene appear seamless.
She is interested in how Brack gradually builds up the surface with flat layers. She uses a
sequence of drawing, photography, photocopying, projection, collage and distortion, often
performed at a desk. She highlights aesthetically pleasing organic textures such as wood
grain, pebbles and rocks and often flattens them so that they are similar to the mechanical
objects around them. By refining her compositions to flattened, perfected textures and
colours she suggests a hyperreal world made possible by new technology.
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Michael Cook

Michael Cook
Brisbane 1968

Stickman #1 & #10 2010 (image #10 depicted)

inkjet prints
Gift of the artist under the Cultural Gifts Program 2016.
Image courtesy of the artist and Andrew Baker Art Gallery

Michael Cook, artist’s statement
Stickman is the term for the elongated depiction of figures in cave paintings, interestingly this treatment
extends internationally—a somewhat universal perception of man drawn by man. In the Stickman works,
the limbs of the photographed figures are stretched, and the stickman is also rendered translucent at
times, like a memory, a ghost, or a poignant presence of what has gone before. Static images are
interspersed with figures that embody movement, all in front of desert and archetypal Australian
backdrops. The skies are portentous, brooding, with cracks like old parchment, overlaid on the cloud
imagery.
Rock paintings have recorded Aboriginal history for more than 40,000 years. Like the rock paintings of
old, Stickman records man hunting animals, tribal wars, and white settlement. These historical incidents
are projected anew in a work that extends into the modern era—the final image depicts an Aboriginal
man sitting reflectively in a rocking chair, backgrounded by an unforgiving Australian landscape, with the
modernity of white settlement presented by the iconic Hills Hoist.
While the meaning of Stickman remains enigmatic and allusive rather than conclusive, there is a sense of
tragic inevitability that builds throughout this developing narrative. The journey of man unfolds like an
inevitable and overriding force—building, like the layers in this imagery, towards its ultimate lonely
conclusion.

Michael Cook was born in Brisbane in 1968; he is a Bidjara man of south-west Queensland,
where he continues to live on the Sunshine Coast. His background is as a commercial
freelance photographer.
Cook has been an exhibiting artist for only a few years, his first solo show was in 2010 – but
in a short period of time he has been recognised for his unique perspective and visual
storytelling ability. His awards include 2008 and 2011 Deadly Awards for Visual Artist of the
Year, and 2011 People’s Choice Award in the Western Australian Indigenous Art Awards.
Cook uses photographic suites to convey narratives about relations between Indigenous and
non-Indigenous Australians. Within his dreamlike images he uses his imagination to restage
elements of Australian history and colonisation from an Indigenous perspective.
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Art Unit 3 Area of Study 1 Interpreting Art
Structural Framework




For the Stickman series and several other similar bodies of work, Cook has chosen a
neutral colour scheme with a gradation of tones of brown and grey. These colours
are specifically chosen to mimic the barrenness of the desert Australian landscape
and to communicate a nostalgic feel. Explain Cook’s choice of a landscape format
and the principle of scale.
Cook uses contemporary layering techniques through photographic processes to
create a sense of ambiguity. Photography is often seen as portraying the truth in
documentary style more so than painting. Upon viewing these artworks firsthand,
discuss whether they appear more like photographs or paintings. Discuss the digital
editing tools Cook may have used to create a translucent effect in this series.

Personal/Cultural Framework


What do you think Cook is communicating about Australia’s history and the depiction
of Indigenous people? What is Cook communicating about his own identity and
about what it has meant to be Indigenous in Australia both in the past and now?
How is this relevant to him as a contemporary urban Indigenous person?

Suggested Activity:
Compare Stickman with two artworks by Colonial or Australian Impressionist artists on
display at Bendigo Art Gallery as part of Collective vision: 130 years in the landscape themed
rooms such as John Glover, Louis Buvelot, Arthur Streeton or Frederick McCubbin.

Studio Arts Area of Study 3 Units 1 & 3
Influences/Style




Cook is one of many Australian Indigenous photographic artists who explore
portraiture in a series. Research the work of Mervyn Bishop, Michael Riley, Fiona
Foley, Tracey Moffatt or Destiny Deacon and compare their approaches.
Cook’s style is both Postmodern and Postcolonial. Explain how he combines historical
traditions of portraiture with contemporary references to raise issues about
colonisation of Australia and its treatment of Indigenous people.

Materials and Techniques


Discuss the digital editing tools Cook may have used to create a translucent effect in
this series.

Communication of Ideas and Meaning


What do you think Cook is communicating about Australia’s history and the depiction
of Indigenous people?
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Historical/Cultural Contexts




As a contemporary Indigenous Australian artist, how has Cook used new technology
to communicate ideas about Colonisation? What elements are European and which
elements show his Indigenous culture?
What is Cook communicating about his own identity and about what it has meant to
be Indigenous in Australia both in the past and now?

Elements and Principles of Design/Aesthetic Qualities



Explain Cook’s choice of a landscape format and the principle of scale.
What is the aesthetic quality of the soft gradation of tone and neutral colour
scheme?

Ben Quilty

Ben Quilty
Australia, 1973

Kuta Rorschach No.2

2013
oil on canvas
220 x 520cm
RHS Abbott Bequest Fund 2014
Reproduced courtesy the artist and Tolarno Galleries, Melbourne

Further information about this artwork and the artworks Self-portrait smashed Rorschach,
Evening Shadows, Rorschach after Johnston and Inhabit including focus questions for VCE
Art and Studio Arts are reproduced in the Bendigo Art Gallery Ben Quilty Education
Resource: http://www.bendigoartgallery.com.au/Education/Education_Resources

Kuta Rorschach No.2 shows the famous Kuta beach in Bali – a popular holiday destination
for Australians and inextricably linked to the ‘Bali bombings’ of 2002 – a terrorist attack
which claimed the lives of 202 people from 22 countries, including 88 Australians and more
recently, the jailing of the Bali 9, a group of young men and one woman who attempted to
smuggle drugs from the country in 2005.
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Sally Smart

Sally Smart
Australia 1960

Phantom (limb) Tree 2008

synthetic polymer paint, canvas and fabric
The Gift of Grace and Alec Craig of Bendigo Victoria 2008
image courtesy of the artist and Postmasters Gallery

Sally Smart’s mixed media artwork addresses ideas about feminism, psychoanalytic theory,
her childhood raised on a farm and her interest in the anti-art movements of Dada and
Surrealism.
Her techniques and processes include the assemblage of a range of collaged materials in
which the process of installation during an exhibition borders on performance; in recent
times her work has extended the performative element with collaborations with
choreographers. The incorporation of a range of materials such as photographs, fabrics and
textile techniques break from the Modernist tradition of the single medium and single
technique artwork. Some of her series use the Rorschach technique of dropping ink or paint
onto one side of a paper or canvas and then folding it onto the other side to create an
almost mirror image. This was a technique used by Psychoanalysts in the early 20th century
and Smart plays on this concept as the shapes created are often ambiguous, appearing to
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be bodily or abstract. In Smart’s work, shapes often appear to morph into others and human
figures are anthropomorphised into inanimate objects such as furniture.
‘My use of materials is integral to the conceptual unfolding of my work: the process of cutting,
collage, photo-montage, staining, sewing and stitching – and their association with women’s
practices – are refined and reassessed in the context of each installation.’ 1
Smart is represented in Bendigo Art Gallery with seven artworks from 1998 to 2009 from
three different series. The work Phantom (limb) Tree -2008 is exhibited in Collective vision:
130 years at Bendigo Art Gallery and was part of the exhibition Decoy Nest, shown in New
York in 2008 and Adelaide in 2010.
Ideas and meanings
The Decoy Nest series of which Phantom (limb) Tree is drawn from relates to Smart’s longterm interest in representations of the tree. She considers trees as a concept, referencing
known symbols such as the tree house, the family tree, the tree of life and the tree of
knowledge. The tree is also a symbol for her interest in the importance of ecology and was
inspired by her travels in which she saw ‘decoy nests’.
‘It was while traveling in Belgium last year and noticing the bird nests in trees along the
freeways, that I learned of the ‘decoy nest’, the strategy by which birds use, to lure and
deflect attention from their precious eggs.
In thinking about the idea of a decoy, masking; camouflage and metamorphosis I began to
draw connections to my art practice, in the strategies I used in conveying and creating
meaning conceptually and technically. This large work Decoy Nest draws on cultural
references in activating meaning. The tree itself is represented ambiguously dead or
dormant, either way it reveals process, the natural order of the world ensures that even
dead trees are host to evolving systems, just as the practice of creating this work.’ 2

Phantom (limb) Tree) also explores Smart’s merging of the body with nature. The tree in the
artwork has both tree branches and human limbs. This technique of combining disparate
objects to create an anthropomorphised human form also references the Surrealist game of
the Exquisite Corpse in which different parts of the body are merged in a game of chance.
Influences:
Smart is strongly influenced by early 20th century anti-art movements of Dada and
Surrealism, especially the collages of the German Dada artist Hannah Höch. A pioneer for
the development of photomontage as an art form, Höch was renowned for her collaging of
diverse photographic elements from a range of sources and the creation of puppet style
dolls with collaged faces. Smart has created a series of Dada style puppet type artworks
which hang, often alongside 2-dimensional wall installed collages.
Another Surrealist artist who used ground-breaking processes in his time was the
German/French artist Max Ernst. Ernst utilised the experimental techniques of Surrealism to
explore the mind in spontaneous, unstructured ways. This included using techniques of
frottage (pencil rubbings of such things as wood grain, fabric, or leaves) and decalcomania
(the technique of transferring paint from one surface to another by pressing the two
surfaces together). Smart has merged the technique of decalcomania with the idea of the
Rorschach, which was also related to the idea of exploring the subconscious mind. His
renowned comic book Une Semaine de Bonté features a series of collages of images drawn
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from Victorian encyclopaedias and novels. The resulting images feature anthropomorphised
human/animal figures and violent subject matter relating to nature’s elements. This series
inspired Smart’s 1996 series The Unhomely Body which focused on ambiguous relationships
in domestic settings. Through this series, Smart continued her use of combining subject
matter related to architecture, the body and psychological associations, referencing the
Freudian idea of something familiar made unsettling and strange.
Smart references the Surrealist and Dada elements of chance, mixed media and puppetry by
using unpredictable painting techniques such as the Rorschach and by predominantly using
collage.
Being born in the Flinders Ranges and growing up on a farm outside Quorn in South
Australia, Smart utilises her rural upbringing as a recurring influence through the use of
silhouetted subjects relating to the farm. One of her childhood memories is of sleeping with
her sisters on the veranda in hot weather. During this time she remembered the different
colours she saw from the black silhouettes of the gum trees through to shades of purple and
red. She saw the tree as a unifying force binding everything together. The blurring of
fantasy and reality has manifested itself in her use of subject matter that may be ambiguous
or combined such as tree and human limbs.
In addition to visual artists, Smart draws inspiration from writers and choreographers. The
story of The Temptation of St Anthony is a popular subject for many artists including the
Surrealist painters Max Ernst and Salvador Dali and the Australian painter Sidney Nolan.
Smart has been inspired in particular by two versions of the story, one a painting and the
other a puppet show. She had read about the French novelist Gustav Flaubert and the
female writer George Sand seeing a shadow theatre production of The Temptation of St
Anthony, and how this influenced him to write his most famous book on the subject.
Flaubert was interested in the medium of puppetry, how one person is controlling another
and the story itself, addressing ideas of human frailty and resisting temptation, fantasy and
reality. Sidney Nolan’s painted version of The Temptation of St Anthony (in the National
Gallery of Victoria Collection) incorporates creatures such as a dragonfly and a lizard. Smart
has also used spiky creatures such as insects in her works and sometimes they appear
hybridized, referencing the concept of monsters and creatures.
Her recent works have taken the performative element of attaching the collage to the wall
into dance literally. She has been inspired by the German Modern dance choreographer Pina
Bausch, whom she observed at the Adelaide Festival of Arts as a young artist in the early
1980s. Bausch’s Avant garde performances in the past have eschewed tradition, sometimes
involving dancers performing blind or crashing into benches and tables or being covered in
dirt.

Art Unit 3 Area of Study 1 Interpreting Art
Structural Framework, Personal Framework, Cultural Framework and Contemporary Framework

Structural Framework
How has Smart used the elements of line and shape to communicate ideas about the theme
of the tree?
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What does the subject matter of the tree symbolise in Phantom (limb) Tree?
What materials, techniques and processes have been used? How is the interpretation of the
artwork shaped by the materials and the technical skills or processes used by the artist?
Personal Framework
Explain how Smart translates her childhood experience of viewing the skies as a child on a
farm through the silhouetted shapes of Phantom (limb) Tree.
What personal experiences did Smart experience during a trip to Belgium which influenced
her to use trees and nests in the body of work from which Phantom (limb) Tree comes
from?
Cultural Framework
As a contemporary female artist, Smart looks back into the history of art at how females
were often associated with using certain materials and processes in art making such as
collage and embroidery. How is Phantom (limb) Tree similar or different to traditional craft
processes? Does the placement of the artwork in the context of landscape themed art
change the interpretation?
Contemporary Framework
How does the depiction of the tree differ in aesthetics, technique and meaning to other
depictions of trees on display at Bendigo Art Gallery, for example in 19th century Colonial
paintings?

VCE Studio Arts focus questions
Materials and Techniques
Smart is interested in the idea of crafts being seen as ‘traditional women’s work’. How is
Phantom (limb) Tree like and unlike traditional women’s craft practices?
Research techniques of montage and collage used by early Surrealist artists such as Hannah
Höch; how can you see the influence of Höch in Phantom (limb) Tree?
Why do you think Smart sometimes chooses a Rorschach technique? Compare her use of
this technique with that of Ben Quilty’s Kuta Rorschach No.2, also on display in Collective
vision: 130 years.
Communication of Ideas and Meaning
How has Smart communicated her research into early 20th century psychoanalysis in
Phantom (limb) Tree?
Smart addresses the ideas of corporeality and gender politics in her work; research these
concepts.
Historical/Cultural Contexts
Smart spent her childhood living on a farm but now lives in the city of Melbourne. How has
she reflected her experiences of looking at the skies at night in Phantom (limb) Tree?
Explain how Smart addresses contemporary ideas relating how to the traditionally female
use of craft is regarded in the art-world.
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Elements of Design/Aesthetic Qualities
Analyse Smart’s use of the elements of line and shape and the principles of rhythm and
contrast in Phantom (limb) Tree; how does this create aesthetic qualities that impact on the
meaning of the artwork for the viewer?
Influences
How does Smart incorporate the influences of the Dada artist German Dada artist Hannah
Höch and the Surrealist artist Max Ernst in Phantom (limb) Tree?

Guan Wei

Guan Wei
born China 1957, arrived Australia 1989
Beach 5 2014
acrylic on canvas
Winner Arthur Guy Memorial Painting Prize 2015
Image courtesy of the artist and Arc One Gallery

Guan Wei is a Chinese born Australian artist who explores themes of cultural identity,
diaspora, and migration through his main medium of painting and more recently sculpture.
Like many of his peers, he immigrated to Australia after the events of The Tiananmen
Square Massacre in 1989, having already had positive experiences in Australia. He now
works between Beijing and Sydney and reflects on his hybrid identity.
Guan Wei tells how moving between Australia and China provided a double culture shock.
His first place of residence was Hobart, which felt like a tiny village after the urban chaos of
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Beijing. On returning to China he was horrified by the pollution, an experience that
increased his appreciation for Australia's natural environment. One can track the changes in
his palette, from the dull, grey tones of the paintings made in Beijing to the bright blues of
the Australian works.
Many of his previous paintings have included subject matter of boats and naked, faceless
people, a reference to immigration and asylum seekers. He has considered that he is
“bearing witness” to these themes whilst also having empathy with current refugees as he
was fortunate to be accepted into Australia in 1989. Frequently, subject matter often
includes floating clouds, map coordinates, and meteorological patterns. He also makes
reference to Chinese astrology, necromancy, traditional medicine and 21st century science,
and literati paintings of wandering scholars in misty landscapes of clouds and mountains.
The style in which he paints these shows his training in China in the tradition of fine art
painting often seen in scrolls.
His artworks often appear whimsical and this sense of play has been related to his
background as a descendent of the Manchu aristocracy, which ruled China during the Qing
Dynasty from 1644 to 1911. The Manchu began as ‘barbarians’, but soon developed a taste
for opera, painting, poetry and other traditional Chinese diversions. Guan Wei's father was
an actor in the Beijing opera who encouraged his son's artistic inclinations, first as a singer
then as a painter.
Guan’s recent work, such as The Promised Land and the subsequent Beach series shows the
tradition of history painting in which scenes are depicted from aerial views. The close
copping, diagonal lines and flatness of this series also references 19th century Japanese
woodblock prints. The themes throughout both these series are based around border control
(‘whose promised land is it’) overlaid with Chinese symbols of good fortune (the clouds) and
the idea of Australian comfort.
When interviewed about winning the Arthur Guy Memorial Painting Prize 2015 at Bendigo
Art Gallery, Guan explained that despite now living between Beijing and Sydney, he feels
very fortunate to live in Australia. ‘There are blue sky, blue sea, golden beach, green bush.
Happy and relaxed life style. This painting I use some reference from the Chinese old map.
The three red seals are the names for imagined mountains. The emu is symbolize Australia.
The fan is symbolize China. In this painting the bright sunshine, floating clouds, transparent
seawater, the enchantment of the beach, all combine together to reveal a picture of nature
and harmony, lightness and joy of Australia life style. I spend few years since 2011 to think
and draw about Australia beach.’ 3
‘I use Chinese eyes to tell Australian stories.’

4

For Guan, Australia remains a place where he can retreat to, in order to escape the harsh
realities of living in China, a country where he says, ‘the water, the air, vegetables and food
sometimes have problems’ and the people are ‘anxious and very worried about these things
and the future of China’. Despite these woes toward his birth country, Guan’s view of
Sydney is tempered by those forged overseas in the maelstrom of global metropolis’s such
as London and New York and of course, Beijing. ‘Australia is very good but a little bit quiet.
Australia is good for living but if you like looking at more interesting things then I think
Beijing, New York or London is better,’ he says. 5
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PORTRAITS
Contemporary Portraiture
Abdul Abdullah

Abdul Abdullah
Australia 1986
Abdul-Hamid bin Ibrahim bin Abdullah 2012
type C print
120 x 110cm
RHS Abbott Bequest Fund 2012
Image courtesy of the artist and Fehily Contemporary

Abdul Abdullah is a Perth-born artist now based in Sydney. His practice has been
predominantly in painting – especially portraiture – but has expanded into other mediums
such as photography, multimedia installations and collaborative projects.
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Abdullah is the son of a sixth-generation Australian father and a Malaysian Muslim mother.
His work is often highly autobiographical, exploring questions of identity as an Australianborn Muslim man. His perspective on Australian culture is informed by his feelings of being
an ‘outsider’; of feeling marginalised and misunderstood because of his heritage.
In this work Abdul-Hamid bin Ibrahim bin Abdullah, the artist chooses to concentrate on the
universal aspects of human nature. The work is visually bold but it is not intended to be
aggressive; the figure’s nakedness and his stance are vulnerable rather than confronting.
The subject is understood to be Abdullah himself, wearing a mask of his father Ibrahim’s
face made by his brother Abdul-Rahmin (also an artist). The title references the idea of
lineage across three generations (Abdul-Hamid son of Ibrahim son of Abdullah). For an artist
whose fascination with faces has earned him a successful career as a portrait artist, it is a
notable departure to cover his face with a mask. It is a reminder that who we are is about
where we come from, not just what we look like.
In his recent work he uses the concept of the mask, sometimes a monkey mask or a
balaclava to critique how non-white Australians are often seen as the ‘other’.
The figure is tattooed with both Arabic and English text, references to Muslim and Australian
identity – markings that confront our expectations about whether this person is one or the
other. Abdullah speaks of wanting to build bridges between the cultures, when so much
public debate is about division and suspicion.
Art Unit 3 Area of Study 1 Interpreting Art
Structural Framework, Personal Framework, Cultural Framework and Contemporary Framework

Structural Framework




Abdullah has chosen a traditional studio style of portraiture for this artwork. Explain
how his choice of subject matter may have challenged the traditional expectation of
a studio lit portrait or nude.
Discuss how the elements of tone and colour communicate an aesthetic quality.

Personal Framework




Explain how Abdullah communicates his personal experience as feeling like an
outsider in this work. How does the subject matter of the mask raise issues around
Australian identity?
How has he used tattooing both on his body and as a subject matter in his art to
communicate his personality?

Cultural Framework


Abdul Abdullah is a seventh generation Australian with a sixth generation Australian
father and a Malaysian Muslim mother. Explain how he addresses his mixed ancestry
in this artwork.

Contemporary Framework


How does the depiction of the figure wearing a mask and sporting Arabic tattoos
challenge the traditional depiction of the studio nude or portrait seen in Australian art
galleries?
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VCE Studio Arts focus questions
Materials and Techniques




Abdullah practises the art forms of painting, photography and recently film. Why do
you think he chose studio portraiture for this series of artworks? How does the effect
of studio lighting influence the meaning of the artwork?
Explain his use of chiaroscuro lighting. What materials and processes would he most
likely use to create a self-portrait like this?

Communication of Ideas and Meaning


How has Abdullah communicated ideas about cultural stereotypes in this artwork?

Historical/Cultural Contexts




Abdullah was fifteen when he experienced the events of September 11 in the media.
He saw how this influenced many people’s negative attitudes to Muslims in
developed countries such as Australia and USA. He has used these events to defend
his Muslim identity and shed light on some of the conservative and fascist attitudes
practised by some Australians. Discuss how Abdullah has explored some of the
negative attitudes to Muslim identity in this artwork.
Abdullah is a young Australian urban based male. Explore how he has used tattooing
on his body as a form of cultural identity.

Elements of Design/Aesthetic Qualities


Analyse Abdullah’s choice of a gradation and contrast of tone; how does this create
aesthetic qualities that impact on the meaning of the artwork for the viewer?

Del Kathryn Barton
Del Kathryn Barton explores the themes of figuration, fecundity, nurturing and life in her
highly detailed paintings and sculptures. Many of her artworks are deeply personal, drawing
on her feelings as a mother of two and her childhood spent on an angora goat farm.
Barton’s work combines traditional painting techniques with contemporary design and
illustrative styles and she is renowned for her collaborative work with the Australian Fashion
label Romance was Born.
In Postmodern style, her paintings draw from a range of influences from different periods
and cultures, including the decorative yet slightly sexual element in the paintings of Gustave
Klimt, the patterning of Japanese artist Yayoi Kusama, Indian miniatures, Aboriginal dot
painting; Tibetan Mandalas, the strange but cartoon-like figures of outside artist William
Darger and the plan view of the figure used by Egon Schiele, but the one she identifies with
the most is British artist Chris Ofili, renowned sensationally for his highly decorative black
Madonna paintings using elephant dung.
Barton’s painting i ate the rainbow up … … …is similar in style to her Archibald Prize winning
work You are what is most beautiful about me, a self-portrait with Kell and Arella, in the use
of the crowded composition and nurturing figures. In i ate the rainbow up……; the children
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are replaced with two female figures, using the decorative element of a multi-coloured scarf
to bind them together. The theme of relationships is emphasised with the unifying lines of
the scarf and the consistent patterned background, this time with dots and stars, suggesting
a never ending cosmos.
Studio Arts Area of Study 3 Units 1 & 3; Area of Study 2 Unit 2

Influences


How does each influential artist listed above show in i ate the rainbow up? on her
work. How are these influences symbolised in her work?

Materials and Techniques


Discuss the variety of painting and drawing techniques used by Barton. How are
these techniques used to express her ideas? How is her use of media different to
traditional painters such as others on display in Bendigo Art Gallery?

Communication of ideas and meaning


What symbols in the artwork link to experiences of personal significance for Barton?

Elements and Principles of Design/Aesthetic Qualities


Explain how Barton has used dominant elements such as line, colour and shape to
create the aesthetic quality of a dominant focal point.

Style


How does Barton’s work challenge traditional understandings of portraiture in Art?
Discuss how the layering of different techniques, inspired from different times and
cultures result in a Postmodern style. Consider the formal elements, techniques and
symbols used by the artist.

VCE Art
Analytical Frameworks
Structural Framework



Investigate the style of Del Kathryn Barton’s art works and discuss the influences on
her work. How are these influences symbolised in her work?
Discuss Del Kathryn Barton’s use of a variety of illustrative and painting techniques in
her work. How are these techniques used to express her ideas?

Personal Framework




When this painting was produced, Barton’s children were young and she
communicated her intense love for them in other artworks. How does this artwork
express ideas about relationships and closeness?
How has Barton used design elements and principles to link the ideas in her work?
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Contemporary Framework



How does Barton’s work challenge traditional understandings of portraiture in Art?
Consider the formal elements, techniques and symbols used by the artist.
Compare this portrait with a traditional 19th century portrait on display in Bendigo
Art Gallery.

Del Kathryn Barton
Australia 1972
i ate the rainbow up … … … 2008
acrylic, gouache, watercolour and ink on canvas
180 x 160 cm
The Gift of Grace and Alec Craig, Bendigo, Victoria 2009

Image courtesy of the artist and Karen Woodbury Gallery, Melbourne
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Juan Ford

Juan Ford

Messenger 2014

Oil on linen
137 x 152 cm
Purchased 2015
Image courtesy of the artist and THIS IS NO FANTASY, Melbourne

Born in 1973, Ford lives and works in Melbourne. He has a Master of Arts by research from
RMIT University. He has had 29 solo exhibitions since 1998 and has participated in over 100
group exhibitions, including projects in Manifesta 9, the European Biennale of Contemporary
Art in Belgium, 2012, and Melbourne now at the National Gallery of Victoria, 2013. Ford has
been a finalist in many prizes including the Archibald in 2012 and 2014 and the Arthur Guy
Memorial Painting Prize in 2009 and 2013.
Juan Ford is renowned for his intricate photorealist paintings of people, landscape, nature,
light and shadow and his occasional use of anamorphic distortion using reflective surfaces.
Messenger is a recent work that continues Ford’s investigation into the relationships
between people, landscapes and the environment through combining the traditional painting
genres of portraiture, landscapes and botanical representations.
The process of painstakingly producing in his intricate paintings in a masterly photorealist
style was the impetus for Ford’s transition from originally studying engineering to studying
art. Whilst at university, Ford was invited to illustrate some photographs of basketballer
Michael Jordan onto basketball cards for a friend who was running a shop selling the cards.
From this, he realised how good he was at the process and how much he enjoyed it. He
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then switched to studying Fine Art at The Royal Melbourne Institute of Technology (RMIT),
Melbourne.
In Messenger, Ford has bound himself and some branches in emergency tape and electrical
cords, something he considers ‘a Bunnings aesthetic, a process of destruction and
reincarnation, trying to make things live again through art’. 6
In Messenger, Ford has included himself in the paintings but he does not consider this to be
a portrait in a traditional sense but rather a representation of his personal views on ecology
and nature. Ford is a regular mountain biker and from these trips he often gains ideas for
landscape and may return to the bush to collect or document specific plants. He is also very
interested in the concepts of Deep Ecology, which emphasises the inherent worth of all
things organic regardless of how functional they may seem to the human race. He is
interested therefore in the relationship between humans the rest of the natural world.
‘One primary concern with these works has been to depict a mindset where there exists no
distinction between human and natural realms. While biologists firmly assert that this to be
true, i.e. that we are products of natural processes, the mental leap required to accept this
proposition spans a chasm. We simultaneously might will such a thought, but be incapable
of truly feeling it, or accepting it at a deeper level. Simply put, our biology conspires to
prevent us from thinking we're natural. It's a mess. On one level, the painting is about
depicting this incongruity.’ 7
Influences:
Ford’s diverse influences include visual artists from the Renaissance through to graffiti/street
artists, philosophers, graphic design, architecture, web design, wire frame aesthetics, 3D
modelling.
Ford’s earlier works explored the idea of anamorphic distortion; this was a concept explored
during the High Renaissance period of 1490s through to the early 1500s and Ford has
reinvigorated this technique with his installation works featuring curved surfaces and
distorted image paintings. This technique, of creating a distortion, in which the actual image
could only be understood if viewed through a curved mirror, was famously used by the
German painter Hans Holbein (1497 – 1543).
Renowned Baroque painter Michelangelo Merisi da Caravaggio (Caravaggio) 1571 –1610
was famous for his use of dramatic chiaroscuro lighting and sometimes confronting
figurative imagery. The fine detail, meticulous painting technique and theatrical lighting and
the risk taking that he took are admired by Ford. Genre bending Contemporary artists such
as Paul McCarthy and Charlie White produce performance art, sculpture and film that may
be seen as both confrontational and absurdist; Ford also communicates black humour
smash-ups of themes and ambiguous meanings . Ford also looks to street style such as the
Graffiti artist Futura 2000 and design genres such as architecture and web design.
In terms of reading, Ford has been influenced by the Norwegian ecologist Arne Naess'
principles of Deep Ecology. Deep Ecology can be seen a philosophy based on the belief that
each living thing is dependent on the existence of other creatures in the complex web of
interrelationships that is the natural world. The combining of the human form alongside
plant forms in The Messenger communicates Ford’s interest in the interrelationship between
these living beings.
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VCE Studio Arts Area of Study 3 Units 1 & 3; Area of Study 2 Unit 2
questions
Materials and Techniques






Research the stages in stretching a canvas and producing an oil painting. This
website is a good place to start: https://www.britannica.com/art/oil-painting
Discuss the similarities and differences between Ford’s process for oil painting and
traditional painters from the Renaissance period.
View Ben Quilty’s Kuta Rorschach No.2 2013, also on display in the Collective vision:
130 years exhibition. Compare Quilty’s and Ford’s application of paint and resulting
appearance.
Read this interview about his exhibition at ArtBasel, Hong Kong, 2013:
http://flaneur.me.uk/06/interview-with-artist-juan-ford-by-morgan-kwok-artbaselhong-kong/ . How does Ford use photography as part of the painting process?

Communication of Ideas and Meaning




Ford often mentions that he has ‘smashed’ together three of the most traditional
themes in art: landscape, portraiture and botanical illustration. Explain how Ford has
created a contemporary version of these art themes to communicate ideas about the
current state of ecology.
Research the writings of Norwegian ecologist Arne Naess' with reference to his
principles of Deep Ecology. What aspects of Deep Ecology do you think Ford has
referenced in Messenger?

Distinctive Style




View similar paintings by Ford on his website: http://juanford.com/works and
identify the technical and aesthetic features that make up his distinctive style. What
is unique about Ford’s style?
Explain how Ford marries the use of both traditional and contemporary painting
techniques to create a distinctive style.

Historical Context



What contemporary concerns relating to nature and the environment does Ford
communicate through Messenger?
How does Ford’s representation of the subject matter of landscape differ from
Colonial and early 20th century Australian artists represented in Collective vision: 130
years?

VCE Art Analytical Frameworks
Structural Framework



Ford makes deliberate choices about the use of colour combinations. Explain how he
has used colour schemes such as complementary and analogous in Messenger.
Analyse Ford’s choice of a square format. Does this make the painting seem more
like a portrait or a landscape?
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What are the likely processes Ford would use to create oil on canvas painting such as
this one? Is his painting style more like the contemporary or 19th century painted
portraits in the portrait themed room of the Collective vision: 130 years exhibition?
How does the positioning of the artwork in the Collective vision: 130 years exhibition
contribute to the meaning of the artwork?

Personal Framework



Explain how Ford has combined his love of mountain biking with his thoughts on
ecology in Messenger.
How do you think he communicates the idea of destruction and reincarnation
through his use of subject matter in Messenger?

Cultural Framework


As a contemporary Melbourne based artist living on the fringes of the Australian
bush, Ford is aware of ecological issues relating to nature and man’s place in it. How
does he communicate the blending of urban and rural environments in Messenger?

Contemporary Framework





Ford often mentions that he has ‘smashed’ together three of the most traditional
themes in art: landscape, portraiture and botanical illustration. Explain how Ford has
created a contemporary version of these art themes.
How does the placement of the artwork within the theme of portraits of male artists
influence its meaning and purpose?
Although the medium of the artwork is oil on canvas painting, Ford has used
contemporary processes such as photography. Discuss the differences between
drawing from photographs and drawing from life. Research the processes Ford goes
through to produce his paintings.

Jan Nelson
Jan Nelson is renowned for working across the mediums of painting, sculpture and
photography. Although she often works in an abstract style she is also known for her
portraits of youths painted in bright photorealist style as part of her walking in tall grass
series.
Although contemporary in their lurid colouring and depiction of fashion, Nelson also
references art history in a more subtle Postmodern style than the more obvious
appropriation common to the 1990s. The adolescents shown in the Walking in tall grass
series rarely meet the viewer’s gaze and in Walking in tall grass (Tom) she has continued
this theme by adorning the subject with mirror lens glasses. The reflections in the glasses
echo the use of the mirror in Renaissance art such as The Arnolfini Portrait by Jan Van Eyck.
Similar to other contemporary artists such as Bill Henson, Nelson addresses the idea of
transition through the use of adolescent models. They can be seen as psychological studies
whereby the narrative is ambiguous. The people could be real or anonymous, like the
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fashion magazines that inspire her. As fashion magazines often rely on slick photography,
Nelson in turn uses photography in the technical process of creating Walking in tall grass
(Tom). She photographs her subjects and then paints them with appealing brightly hued
palettes. Although the aesthetics might seem to be of greater importance, these paintings
are very much about the spaces in time. As the artist has noted, this series is constructed
around the notion of the ‘space between’ the actual world we exist in and the one we desire.

Jan Nelson
Australia 1955
Walking in tall grass (Tom) 2009
oil on linen
78 x 57.5cm
Winner 2009 Arthur Guy Memorial Painting Prize
Courtesy of the artist and Anna Schwartz Gallery

Area of Study 3 Units 1 & 3; Area of Study 2 Unit 2 questions
Materials and Techniques


Consider the processes Nelson would go through to create a Photorealist style oil on
linen painting. Compare her portrait style to other realistic 19th century oil on canvas
portraits on display in Bendigo Art Gallery.

Communication of Ideas and Meaning


Explain how Nelson has chosen specific items of clothing and accessories to
communicate ideas about her portrait subject.
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Distinctive Style


View similar paintings by Nelson on her dealer, Anna Schwartz’s website:
http://www.annaschwartzgallery.com/works/works?artist=23&c=m and identify the
technical and aesthetic features that make up her distinctive style. What is unique
about Nelson’s style?

Historical Context


What are the aesthetic features and subject matter that put Nelson’s portraits into a
contemporary historical context? Are there any features that link to European
historical portrait styles? Discuss.

VCE Art Analytical Frameworks
Structural Framework






Nelson’s painting is sometimes labeled as ‘Photo Realist’. What are some of the
techniques she has used in Walking in tall grass (Tom) that are in this style?
What formal qualities in the painting contribute to the meanings and messages that
Nelson is expressing? Give examples of these formal qualities that you can see in
the work.
What aspects of other portraits are evident in Nelson’s work? List the techniques,
depiction of subject matter and formal qualities that you can see.
What are the likely processes Nelson would use to create a small oil on canvas
painting such as this one? How do they contribute to the ideas that Nelson is
expressing?

Personal Framework



What is Nelson’s relationship with the subjects of her works? How is this relationship
expressed in the work?
What aspects of the artist’s belief’s and desires for young people are expressed in
this work? How does she symbolise them?

Contemporary Framework




What aspects of Nelson’s art practice would be deemed as contemporary? Discuss
her use of formal elements and the processes she uses to create these works. What
is the significance of the processes she uses?
Nelson’s images have an advertising feel about them. Do you think this is an
example of Post Modernism? Discuss.
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Owen Leong

Owen Leong
Australia 1979
Aki From the series Tidal Skin 2012
pigment print
90 x 90 cm
In memory of Wynne Baring, purchased by Bendigo Art Gallery Foundation 2013

Owen Leong is a Sydney-based artist who uses the human body as a medium to explore
social, cultural and political ideas. His photographs, sculptures and video performances
attempt to subvert our relationship to the body by evoking negative and disturbing
responses to his work. Often employing liquids in his practice such as blood, milk and honey,
he explores ideas about transformation relating to the body through ambiguous images. In
Postmodern style, Leong’s photographic works have a performative element as each image
communicates a process involving transformation using visceral subject matter such as
liquids or reptilian textures.
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Although Leong was born in Australia and of Chinese descent, his work investigates more
broadly the universal themes of transformation and the body. In recent work however, he
has looked towards his heritage turning towards Chinese medicine, philosophy, and ancient
systems of cultural knowledge to explore the poetics of healing. In his Tidal Skin series he
has looked more widely to Japan’s subcultures and the ocean as an influence.
Leong is highly conscious of growing up in a country dominated by ‘whiteness’. He
comments: ‘As an Australian-born Chinese having lived in Australia all my life, I have always
been made painfully aware of mainstream Australia’s racial anxiety, its tenuous grip on
‘whiteness’ as a position of power’.8
As an Asian-Australian, Leong is conscious of being regarded as non-Australian because of
his Asian appearance. ‘As long as the mainstream is defined as Anglo-Australian, it does not
matter how completely “assimilated” he is, how often he says “crikey” or how many
crocodiles he wrestles; he is forever to be excluded from the category of “real Australian”.
As Leong states, ‘It doesn’t matter how Australian I am, I can’t escape my Asian face.’ 9

Aki is a photographic work from the 2012 Tidal Skin series. For this body of photographic
work, Leong combined looked at the theme of transformation through characters inspired by
Tokyo’s subculture communities combined with creatures of the sea. He was interested in
the idea of how Japan, whilst often seen as formal and regimented is full of people with
unique identities. Developed while on an Asialink Visual Arts Residency, Leong spent several
months immersed in the diversity of Tokyo city’s subcultural groups. He was also influenced
by the power and mystery of the ocean surrounding Japan, rich with history, mythology and
symbolism. In this series, Leong furthers his artistic investigation of the body and skin as a
surface across which social and cultural forces are transmitted.

VCE Art Analytical Frameworks
Structural Framework





Discuss the effect of the symmetrical balance and tight cropping of this artwork.
How has Leong’s choice of a pink background influenced the aesthetic qualities?
Compare the style of Aki to Jan Nelson’s Walking in tall grass (Tom). What
similarities and differences are evident?
How does the large size of this artwork impact on the effect on the viewer?

Personal Framework



How does Leong address his own physical appearance as being regarded as ‘other’
or unique in this artwork?
How has he explored his interest in transformation in this work?

Cultural Framework


How has Leong explored a range of Japan’s subcultures through Aki? How does he
combine this with more traditional interests and values practised in Japan?
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Ilona Nelson

Ilona Nelson

In-Sanitarium 2015

digital print
145 x 103 x 6 cm
Purchased by Bendigo Art Gallery Foundation, in memory of Wynne Baring 2016
Courtesy of the artist

Interview conducted between Ilona Nelson and Helen Attrill, December, 2016
Q: Did you always want to be an artist? What motivated you to pursue photography? Have your
school and tertiary studies influenced your practice?
I’ve always loved creating and wanted to be an illustrator and author when I was in primary school, and a
graphic designer in early high school. But I do remember composing my Walkman and Icehouse cassette tape
for a photograph when I was 10 and asking Mum if I could do a photography course.
I studied art and photography all through high school, and I loved trying all different mediums at Uni, but I wish
I had have used those opportunities to really push myself and experiment more. I was just too shy and regret
not making the most of those resources.
Q: Can you please explain the ideas behind In-Sanitarium?

In-Sanitarium is from my ‘this place.’ series which was about the realities of motherhood. I put a call out for
mothers to anonymously send me their thoughts, how they honestly feel about being a mum and their
experiences, and I created a series of 12 photographic portraits from the common themes within their responses.
In every portrait there is a mother, and the sitters titled their own portraits. This is the first series I’ve shown
that aren’t self-portraits and where I began camouflaging women into their environments. It’s very common for
women who become mothers to feel like they’ve lost their identity and their voice and I wanted to address that
in the work.
With this series I wanted to create an honest and non-judgmental conversation about what it’s like to be a
mother. Drawing on my own experiences of becoming a mother I felt like it’s still not okay to be completely
honest about how hard it is to be a mum, especially in the first year when you’re in that relentless fog of sleep
deprivation. I also wanted to highlight the paradox that is motherhood - you love them and would do anything
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to keep them safe, yet some days you are out of patience and they drive you crazy (I’m politely saying that some
days you want to chuck them out the window). I think the portraits are a paradox as well, at first glance you
laugh, but there are dark undertones.
I was commissioned to create this solo exhibition by the Town Hall Gallery (Hawthorn, Melbourne) and when I
exhibited ‘this place.’ there the portraits were accompanied by 2 performance films that were viewed inside a
cubby, emergency chocolates hidden at adult height, an interactive installation with all the responses from
mothers about what it’s like to be a mum - plus the audience contributed to it during the exhibition. For the kids
there was a blackboard painted on a wall for them to draw on, colouring-in made of line drawings created from
the photographic portraits, plus toys and a rug on the floor. There was also a basket of washing in a corner of
course! I did all of this as I wanted to create a welcoming space where kids could be a part of the exhibition and
parents could spend some time viewing the work, it’s really hard to see exhibitions with kids in tow and I wanted
to address that.
Q: how does In-Sanitarium reflect your personal feelings, thinking and life circumstances?
I wasn’t one of those people that dreamt of getting married and having kids so when I did have a baby it was a
real shock! How relentless it is, that if you have a shower and two meals you’ve had a great day, how badly
sleep deprivation affected you… I really did lose my identity in there and it took me a long time to work out who
I was again. The concept of camouflaging mothers into their environments did come from the feeling of being
lost within motherhood; it’s a very common feeling. Motherhood can often feel like you’re drowning as well.
Three other mother artists (Celeste Chandler, Sharon Billinge, Erika Gofton) and I actually formed a group called
The Drowning Collective and we exhibit together under that name.
Q: Do you think In-Sanitarium and your other works are reflective of time and place or are the
ideas universal?
My concepts do come from where I’m at in my life so my body of work is like I journal and does reflect time and
place. Once I have looked at what I want to express I do look outwards and reflect on what is happening in
society as well.
Q: What are the materials, techniques and processes you used to create In-Sanitarium? Do you do
much manipulation? Do you work closely with a colour printer? What sort of camera do you use
and are there any particular lighting techniques you use?
I photographed the portrait at the sitter’s house using the natural light. She is laying on her stomach with her
legs folded up and hidden in-between the cupboards. I use a Canon 5DIII with prime lenses, there was no
manipulation and minimal editing - just basic sharpening and a little contrast added. I want to create the
photographs correct in camera as I’m trying to catch a moment of truth. I use reflectors when needed. I’m
interested in honesty and I don’t feel any of that, or connect to, heavily manipulated images that we’re so used
to seeing in social media and advertising.
I have my work printed at Image Science without correction, I’m lucky that my work prints correctly without
having to calibrate my monitor. In the future I will need to work with a printer for the This Wild Song series
(portraits of Australian women artists).
Q: Why is photography your preferred medium to work with? Do you work in any other art forms?
I’ve always loved photography and it was really at university that I realised that it’s my preferred medium. Ideas
and concepts came to me easily with photography, and I struggled to resolve my ideas with painting and
printmaking.
Over the past 10 years I’ve also worked with short performance films and installation. When I’m exhibiting I
want the audience to interact and connect with, and become a part of, my work. So rather than just having
framed photographs in a row on a wall, I use films and installation to challenge the concept of a quiet white cube
type of gallery and encourage the audience to have a conversation.
I’m currently developing sculptural and live performance works which are completely out of my comfort zone, it
feels like I’m beginning all over again.
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ALLEGORY, MYTH AND NARRATIVE
Tracey Moffatt
Moffatt grew up as an Aboriginal child in a white foster family in Brisbane. As a child of the
1960s she was highly influenced by the new media of magazines, television and film, which
would all show in her artwork in subsequent years. In 1982 she graduated from Queensland
College of Art, Film & Video course. Although her photographic and film work frequently
includes indigenous and non-white figures, she prefers not to be stereotyped as an
Aboriginal artist.
View Moffatt’s complete Invocations and Laudanum series along with the Scarred for Life
series on her dealer’s website:

http://www.roslynoxley9.com.au/artists/26/Tracey_Moffatt/profile/
How do you think the artist’s background as an adopted half Aboriginal girl has influenced
the subject matter in series such as Invocations and Scarred for Life 1994?
Style: Postmodernism /Contemporary
Unlike many photographic artists, Moffatt often explores a new technique or process for
each of her series, and often references photographic or print-based techniques that were
used in the past. For example, Invocations uses a hand executed screen printing technique
and this gives a flattened, almost illustrative effect, further removing the hard realism of
straight photography. Laudanum uses a photogravure technique which is more akin to
etching and was invented in the late 19th century; this technique is well suited to her subject
matter depicting the hallucinary effect of the opiate laudanum used by women in the late
19th and early 20th centuries in Victorian upper class societies.
Her Scarred for Life series uses an offset printing technique similar to magazine printing,
which gives a washed out, unsharp effect similar to the snapshot slides and polaroid
photographs mass produced by families in the 1960s and 70s. Also in the Bendigo Art
Gallery collection, the Adventure Series references Moffatt’s childhood obsession with
television and radio series by presenting a comic book style format by including three
images on the one sheet rather than the Modernist single image. Heightened, non-realistic
colour and strong foreground use of the figure juxtaposed against hand drawn background
imagery further gives the effect of the brightly appealing magazine imagery.

Discuss what media forms Invocations and Laudanum remind you of. How are these
photographs like and unlike photography you have viewed in the past?
Key aesthetic qualities
While Moffatt’s aesthetics vary along with the theme of each series of works, colour, tone
and texture are frequently dominant elements of design.
In Invocations the choice of colour impacts on the viewer’s reading of the work in terms of
the location of the characters at play. The consistent use of complementary colours of blue
and burnt orange across the whole series evokes the feeling of the Australian outback
landscape with its bright blue sky and earthy ground. In #5 and #8, the earthy ground is
replaced by warm colours of clothing which project from the cool coloured background.
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In Laudanum no. 13, the artwork is reliant on low key tone and rough texture to evoke a
brooding and nostalgic mood consistent with the late 19th century Victorian era.
By contrast, Adventure Series, also in the Bendigo Art Gallery collection (but not on display
in Collective vision) uses a bright palette of primary and secondary colours achieved by
employing a graphic artist to paint backdrops. As the backdrop dominates the composition,
the selection of neutral, uniform style costumes, heavy makeup on the models and studio
lighting was all that was required to balance the strong background colour. Adventure Series
4 uses primaries of blue and yellow set against the strong orange and purple of the sky,
creating a complementary colour scheme.
As the human figure is significant in Adventure Series, people are selectively positioned,
often diagonally juxtaposed with other figures or other images relevant to the story. In
Adventure Series we see multiple figures with different subject to camera distances, but
always facing the camera, as if part of a television soap opera.

Discuss the use of composition and angle of view in Invocations #5, #8. How has each
design element been used to contribute to the visual and emotional effect of the
photographs?
Techniques:
Outsourcing
In both series on display as in most of Moffatt’s photographic and film work, many
assistants are involved in the production of the artwork. Working much like a movie director,
Moffatt often uses actors or models to pose for her works, although in her 2005 series
Under the sign of Scorpio, she posed as the various historical and contemporary female
figures. For Invocations, she used a studio in New York and employed set-builders to build
theatrical sets, employed actors, and worked with a commercial printer to screen print the
images, which took nine months as the work needed to be done by hand, each colour at a
time.
For the Laudanum series, she shot the series at Elizabeth Bay House, Sydney and at a
Georgian farm house north of Sydney. The negatives were then outsourced to a printer who
digitally re-mastered them before being manually printed.
Colour printing processes
As Moffatt outsources all her printing, she can change the printing process to suit the
theme. Invocations used the photographic screen printing process, which is more akin to
printmaking (in the style of Andy Warhol) than straight photography. In Adventure series
Moffatt shows an eventual shift from analogue to digital photography. She has used
Photoshop not so much to change figures and colours but to shift around the panels into a
comic book format ready for digital printing. By moving to a digital process, she has also
chosen Fujiflex photographic paper which is white polyester based photo paper which
enables rich and sharp colour and a glossy surface.

By looking at the works first-hand, compare the differences in the surface texture of
Invocations and Laudanum Series. Do you think each printing technique chosen has suited
the themes and subject matter of fantasy narratives and 19th century Colonial households?
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Analysis of Invocations

Invocations # 5 & 8 are part of a series of thirteen images which, appear to carry an overall
narrative although each one can be viewed individually. In # 5, the angle of view is
extremely low, and this combines with imagery of birds of different sizes circling a female
figure to create an unsettling effect. The tilted effect of the female figure and the choice of
her clothing – a white night dress or petticoat, make her appear out of control as the large
solid black shapes of the birds encircling her contrast greatly with her lighter toned clothing.
In #8 we are forced to ‘look up’ even more so with a group of witch like figures and dingo
like dogs actually suspended in the air leaving no ambiguity that they are floating,
ungrounded in realism. The floating quality of the figures and the subject choice of witches
and dogs is very reminiscent of Spanish master Goya’s famous black series of paintings.
Although deliberately ambiguous in titling and subject matter, the series contains aspects of
the theme of violence directed towards women but through possible nightmares and visions,
hence the title Invocations.
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THE HUMAN FORM
Debra Paauwe

Falling Awake & Tangled Sleep
http://www.deborahpaauwe.com/thecryingroom.html
Childhood:
Paauwe was born in 1972 in USA and spent much of her childhood travelling with her
missionary parents. From the age of three months, the Paauwes travelled for nine years to
such places as Singapore, Malaysia, Hong Kong, South Korea, Taiwan and Holland (the
birthplace of her father). About the constant travel, Paauwe felt that ‘it was the best part of
my childhood and I felt that was taken away from me’.

How do you think the constant travel as a child has impacted on her use of childhood
themes in her photos?
Style: Postmodernism / Post-feminism / Contemporary
Paauwe’s works are difficult to classify in that they contain some of the components of
Modernism such as fine aesthetics and detail but in other ways they fit into the Postmodern
style. In contemporary style, the meanings of the works are ambiguous and layered with
various academic theories and much has been written analysing the possible meanings. In
Postmodern style the photographs seem to borrow from fashion, advertising, personal and
child photography. The traditional and vintage style dresses worn by many of her subjects
recall the formal dress style of the 1950s. Postmodern artists often reference art styles and
ideas from the past, recontextualising the meaning.

How are these photos similar or dissimilar to family photographs of girls dressed up for
special occasions such as parties or photography that advertises clothing or fashion? Are
there any other photographers that use themes of adolescence or female identity that you
can compare with Paauwe?
Key Aesthetics
Colour: throughout the past ten years Paauwe has always chosen deliberate colour schemes
from the flat backgrounds of highly saturated primary and secondary colours in the 1999
Play Time series to use of complementary colours of red hair against pastel blue in the 2004
Small Hours series.

What is the colour scheme used in the two works at Bendigo Art Gallery? Research the
symbolism of the colours red and purple. How might they be interpreted when viewing the
female figure?
Techniques:
C type print
Like many contemporary photographers today, it is likely Paauwe has taken the photographs
using colour film and then worked with a printer to print the colour to her liking. Although
she initially studied painting, she re-trained by studying photography in 1998 at the
International Centre of Photography in New York.
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Studio Lighting
Traditional studio lighting with multiple light sources, simple but constructed backdrops and
close framing with the camera characterise Paauwe’s practice.
Close cropping with the camera
Like many traditional Modernist photographers, Paauwe crops closely with the camera rather
than cropping the negative later. This retains the high resolution of the image.

What is the effect of cropping out the face in Paauwe’s works? How is this different to a
standard portrait?
The images Tangled Sleep and Falling Awake are both from the series titled The Crying
Room (2008). These photographs were taken with a Hasselblad camera using simple
lighting techniques in the lounge room at the home of the artist. These images have not
been cropped or digitally manipulated in any way. Various textured fabrics in several colours
have been arranged and overlaid to create a painterly quality which has become apparent in
the photographs. The medium format camera allows the artist to capture every minute
detail in the subject; when viewing the work at large scale these details become all the more
significant.
DVD
Paauwe has also produced a number of DVD works using either borrowed sound or sound
composed collaboratively with her artist husband Mark Kimber. Often the sound-tracks are
disturbing and heavy sounding, which creates an ominous contrasting feel to the images of
innocence and femininity viewed.
Analysis of Falling Awake and Tangled Sleep
With her typical use of the subject matter associated with adolescent femininity such as
coloured party dresses, these photographs, from the series The Crying Game investigate the
theme of sleep. Sleep and daydreaming is laden with symbolism such as darkness and the
imagination and these works may be seen as bridging the gap between fantasy and
realisation. Flat primary and secondary colours of purple and red are contrasted with the
purity of the off-white coloured dress worn by the female figure. Paauwe uses her square
format successfully to trick the viewer into thinking that the two photographs are mirror
images. On closer inspection, the hair gives away the illusion. Appropriating the idea of the
classical sleeping figure adorned in drapery, Paauwe’s works are brightly contemporary but
retain the disturbing element of never quite showing the face.
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ANIMALS
Louise Weaver

Louise Weaver
Australia 1966

Auk (in advance of the glacier)

hand crocheted lambswool and cotton perle thread over taxidermied Auk (Alca torda), cotton embroidery thread, MDF
2010
RHS Abbott Bequest Fund 2010
Photo: Mark Ashkanasy. Image courtesy of the artist Darren Knight Gallery

Louise Weaver works with taxidermied animals and meticulous craft materials and
techniques such as crochet to produce sculptural forms and installations that suggest
transformation and camouflage.
‘In am very interested in colour, ornamentation, texture, detail and design. Provided they
are integral to the conceptual basis of the work. I occasionally retain the natural colouring of
an animal in whole or in part. However I usually transform the animals with saturated
exaggerated colour as in the 2003 work, Taking a chance on love.
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In the natural world colour and markings act as signs and protective devices, they are forms
of ‘signal’. I commandeer these attributes in order to extend their significance in my work.
In my sculpture/installations these qualities are heightened beyond realism to a point of the
extrasensory. Much of my philosophy on this comes from the works of indigenous cultures
and historical references, contemporary materials mix with these, Haute couture or super
hero costumery, ‘high and low’ art sources. The materials I employ remind one of real
surfaces, or patterns of growth and camouflage. I use diamantes as dew, or raindrops
emulating the real surface of transitory phenomenon. Often detail in crochet or
embellishment such as embroidery lead a viewer to consider a more intimate relationship
with the work (as panoramic and microscopic views of the installation).
Elements such as real birds legs emerging from a crocheted covering, causes a shock in the
viewer, questioning what is real and fabricated; the two oscillate between themselves and
form unexpected associations.
Absurd connections may arise – is a bird balancing a pom-pom on her head or is it part of
the plumage? The bob-cat in repose on the carpet island in Moonlight becomes you; has a
“lightning” flash as a form of marking that is from Haute Couture yet bobcats have markings
also – it is a cross over with animal/human context.
Much of the strange juxtapositions in my work are hinted at in the natural world. For
example there are butterflies that have the appearance of owls eyes on their wings. The
visual richness of nature is explored and exaggerated in my work.’ 10
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CONTEMPORARY INSTALLATION
Emily Floyd
Artist Statement:
Structured around the chapter headings in Simon During’s Cultural Studies Reader, The Cultural
Studies Reader is a sprawling metropolis, populated by a multitude of rabbits. A self-conscious cultural
landscape proposing ‘38 topics for a group show’. Continuing my analysis of the ritual relationships
between artists and institutions and the way that artists generate language, this installation is a selfconsciously allegorical work about discourse, power and community. Divided into island groups, the
rabbits appear to be continually thwarted from leaving their designated discourses. Oppressed by the
vocabulary of the surroundings, they remain forever subjected to the banality of critique.

Emily Floyd is a contemporary artist who mainly works in sculpture, installation, printmaking
and public art. She often uses text and focuses on theories of education, philosophy and
political ideologies. Her work often references children’s educational toys, showing the
influence of both the educationalist and architect Rudolf Steiner and her father who was a
toy-maker.
Comparing two artworks Pre & Post 1990
Analysing artworks from different cultural and historical contexts
Bendigo Art Gallery’s comprehensive and diverse permanent collection gives teachers and
students the opportunity to effectively study a broad history of Australian art encompassing
19th century European influences through to the most progressive contemporary artworks.
There are many opportunities to compare and contrast artworks especially from the past
and present throughout the collection. Two artworks in the collection effectively contrast
methods, materials and techniques and for public galleries, storage and display
requirements are Edward Hopley’s A Primrose from England (1855) and Emily Floyd’s
Cultural Studies Reader (2001). Pairings of artworks from the past and present in Bendigo
Art Gallery’s collection also provides for appropriate application of the new revised VCE
Study Designs for both Art and Studio Art.
Both artworks were acquired through gift, each one reflective of the history of the Gallery’s
acquisition policies of the time. Relating to the history of Bendigo as a mining town in the
19th century, A Primrose from England was gifted by Mr & Mrs Leonard V Lansell in 1964.
Leonard Lansell was the last surviving son of George Lansell, nicknamed the Quartz King of
Bendigo. George Lansell made a huge commitment to Bendigo’s mining development in the
1880s and was also a great supporter of local charities. The gallery has also benefited from
a number of gifts of other artworks and items from George Lansell’s bequest.
Two recent factors have influenced the growth of Bendigo Art Gallery’s contemporary art
collection. Leading the new millennium, Bendigo Art Gallery’s acquisition policy focused itself
on the development of Australian contemporary art. The gallery is now widely renowned for
displaying art from many of Australia’s most dynamic contemporary artists. Since 1978, the
Cultural Gifts Program has encouraged Australians to gift artworks and other items of value
to art galleries; in return, individuals may claim a tax deduction on the market value of the
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artwork. Cultural Studies Reader was gifted to the gallery under the Cultural Gifts Program
by the artist and is now the second artwork by Emily Floyd to enter the Bendigo Art Gallery
collection.

A Primrose from England is a traditional oil painting created in 1855, just four years after
gold was discovered in Australia. Although the painting was executed in England, it has
strong connections to Australia and the theme of mass migration occurring during the 1850s
gold rush. The subject matter contrasts a group of white middle class, well dressed people
centralised around the flower much like a nativity scene but with the ‘outsiders’ in the
background. The background figures include non- Europeans, sailors, perhaps ex-criminals,
and in the farthest corner, an Indigenous Australian man, stereotypically depicted complete
with cape and spear. The inclusion of this figure is typical of colonial images of the time
which depicted Indigenous people as willing participants in the dismantling of their culture.
The transportation of the flower acts as a metaphor for the principle theme of the painting,
that of immigration and colonization. During the 1850s the colonial administrators were
concerned, for ideological reasons, to encourage middle-class immigration. In particular,
single, respectable women were encouraged to migrate. Beneath the obvious theme of
nostalgia for home, Hopley’s picture reflects many of these Victorian assumptions about
race, society and the role of women. It is also interesting to compare the attitudes to
introducing new flora and fauna to Australia in the 19th century in Primrose with the
contemporary reality of tight security and customs in airports and ports today. By contrast,
the depiction of rabbits in Cultural Studies Reader in a contemporary Australian context
evokes very different emotions to that of the introduced flower in Primrose.
Created nearly one hundred and fifty years later in 2001, Cultural Studies Reader uses a
contemporary multiple piece installation technique to communicate a postcolonial message,
subverting some of the ideals in 19th century Colonial art. The Cultural Studies Reader
refers to a contemporary book of essays edited by scholar Simon During which covers
themes such as technology and science, globalization, Postcolonialism and cultural policy.
Similar to humanities, the term Cultural Studies can be defined as an interdisciplinary
academic field which combines many subjects such as political economy, sociology,
film/video studies, cultural anthropology, philosophy, museum studies and art
history/criticism. Querying past models of power, the subject of Cultural Studies often looks
at how the world is shaped in terms of nationalism, ethnicity, social class and gender.

Cultural Studies Reader consists of a large number of wooden pieces including blocks,
rabbits, islands and handwritten statements. Symbolism is rife with each group of blocks
colour coded to represent a different chapter of the book and the rabbits represent artists in
a community. Made of wood, they are hand-carved like children’s toys, painted with
blackboard paint with white chalk teeth. The rabbits are positioned in various dysfunctional
states of being, using their chalk teeth to write statements about their artwork. Cultural
Studies Reader, like many postmodern artworks, requires that the viewer read text and
consider matter beyond images and symbols alone.
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VCE ART
Units 1 – 4:
Analytical Frameworks
The two chosen artworks were produced during the historically diverse periods of the mid –
19th century and the new millennium. In the dates of 1855 and 2009, history, cultural
values, art styles and meanings differ greatly and therefore the choice of these artworks
provide an ideal pairing for application of Art Analytical Frameworks.
Analytical frameworks that could be applied:
Cultural Framework
Time, place, purpose, cultural and political settings are all analytical framework descriptors
for this framework that will be effectively addressed in the two chosen artworks.

A key focus question for this framework is: How does the placement or location of the
artwork in a setting other than the intended setting impact on its meaning and value?
Primrose, in the context of 19th century British painting usually hangs in one of the 19th
century courts, surrounded by Victorian style architecture, decorative arts, royal blue walls
and an elevated, above eye level hang. By contrast, Cultural Studies Reader will be
displayed in the Sidney Myer Work on Paper Gallery in 2017, which follows a ‘white cube’
style display principle, with no surrounding paraphernalia to distract viewers from
experiencing the artworks. This shows how even the style of display and gallery space can
impact on the values and ideas communicated to the viewer. The Abbott and Drury Courts
have a definite 19th century European ambience. The expansive rooms with high ceilings
along with heavy glass cabinets filled with detailed silver or ceramics that only a wealthy
family would be likely to own put the painting in an upper class environment. By contrast,
the white cube space will use international standard lighting which removes the viewer from
the distraction of outside environments and other artworks. The Gallery cleverly avoids
cluttering the room with large captions or didactic panels, ensuring that the viewer has an
immediate response to the artwork rather than being distracted by written information.
VCE STUDIO ARTS
Units 1 – 3
In the theoretical Areas of Study of Units 1–3, the emphasis for the new Study Design
continues to focus on choosing artists and artworks from different cultural or historical
contexts. Hopley and Floyd provide for an excellent comparison and contrast as they both
address ideas of Colonialism but from different perspectives. Hopley represents the 19th
century British onlooker and Floyd becomes the 21st century Australian postmodern artist
who joined with others to question the imperialist views of the past but has come full circle
to question the overuse of theory by artists. Choice of materials and techniques also vary
greatly, with Floyd choosing flat style painting application on toy-like wooden sculptural
models, which reference the hard edge Abstraction of artists such as Malevich, contrasting
with the traditional European use of oil paint by Hopley.
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Unit 4
Area of Study 3
Art Industry Contexts

Cultural Studies Reader is currently on display as part of Collective Vision: 130 Years.
Cultural Studies Reader will provide a unique viewing experience with strong impact due to
its size and number of pieces. Students will learn about how public galleries such as Bendigo
Art Gallery have adapted their storage and transportation requirements in order to
encompass the nature of contemporary sculpture and installation works. The role of a public
Gallery in keeping abreast of contemporary art trends and acquisition methods such as
bequests, prizes and the Cultural Gifts Program will also be addressed in the context of the
two chosen artworks.
F – 10 Curriculum
Disciplines: Visual Arts, Science, Humanities: History
The two artworks provide an ideal study across a range of strands, disciplines and
dimensions. A Primrose from England shows use of the Wardian Glass. Dr Ward, a British
medical practitioner with an interest in botany invented the ‘Wardian Glass’ in 1833 and it
revolutionized the transportation of plant specimens throughout the British Empire. The
glass case enabled the primrose to survive the journey to Australia with a minimum of
watering and the painting depicts the flower in full bloom without wilting or damage. While
the painting clearly depicts the advantage and symbolism of the use of the Wardian Glass,
students may debate whether, the importation of a range of flora and fauna to Australia
during this time has been of positive or negative impact.
Students could use the two artworks along with others to compare how art techniques and
visual qualities have been used to communicate values about Australian nationalism, culture
and race.
By viewing both artworks and discussing the possible meanings communicated, students will
apply a range of thinking skills. They will reflect on how the meaning of an artwork can
change over time depending on cultural values. For example, in the 1850s, A Primrose from
England communicated the idea of pride in discovering the possibility of transforming
Australia into a new English colony, complete with the flora and fauna of ‘home’. As an
Australian of British or European descent, this painting would symbolise connectedness with
their land, which is European both in style and values. Students of the twenty first century
may now question these values and relate ideas of extinction of native species and
European imperialism. The visual separating of the different cultures in the painting could be
interpreted as racist in contemporary multicultural society. By following this up by viewing
Cultural Studies Reader firsthand students can then contrast the ideas communicated by
19th century European art and contemporary Postcolonial art by Australian artists. They will
think about how art does not have to rely on traditional aesthetics and techniques but can
quote from past artists and styles such as hard edged abstraction. By reading the words in
the installation, students may question or reflect on ideas they have developed about
subjects such as History or Geography from what is communicated in the mass media and
popular culture.
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Focus questions for students:
For A Primrose from England












How does the composition of A Primrose from England give value to certain people
over others?
Does this composition of the painting remind you of other traditions of paintings such
as Renaissance period Christian scenes? Where else do you often see images of a
group of people circulating around an object? How is this painting similar or different
to those images?
What do you think the artist was trying to communicate about the flower by placing
it centrally in the shaft of light?
Is there a difference in appearance between the centrally placed figures and those
around the outsides? Describe how they are different.
Why do you think the artist has placed the figure of an Indigenous man in the back
right hand corner? Do you think this would be an accurate recording of what actually
happened? Discuss.
What do you think about the location of the painting in with other 19th century
British paintings?
How do you think this painting relates to the discovery of gold in Victoria?
Do you think we view the introduction of a flower to Australia differently now than in
the 19th century?
Why do you think the artist used so much black in his palette? Look around at other
paintings in the traditional courts at Bendigo Art Gallery and discuss how many other
British paintings of this period used black as a dominant element.

For The Cultural Studies Reader











How does this artwork challenge your idea of skill in an artwork? Do you think this
artwork is as skilful as A Primrose from England?
Look closely at the rabbits. How are these rabbits different from traditional images of
rabbits? Do they look scary or cute? Why do you think Floyd portrayed them with
jagged teeth?
What conservation concerns would a public gallery like Bendigo Art Gallery have with
an artwork like this? How would they need to handle and store the work?
Discuss how your viewing of the work first-hand has enriched your experience of the
artwork. Why do you think it is important to view installation work first-hand rather
than in reproductions?
Discuss the use of symbolism in The Cultural Studies Reader. What elements of
design has she used to help communicate symbolism?
Compare and contrast the use of composition of The Cultural Studies Reader with A
Primrose from England. Is it more difficult to discuss composition in a contemporary
installation based work?
Compare the use of the elements of colour and tone between the two artworks. Why
do you think Floyd has chosen flat use of colour and tone? Do you think this is
reminiscent of something other than traditional art?
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Research some of Floyd’s other artworks such as Cuckoo in Bendigo Art Gallery
collection and Public art strategy, a large outdoor sculpture on the Eastlink highway
http://www.eastlink.com.au/downloadFile.aspx?file_id=352 . What do you think her
distinctive style is?
Do you think Floyd’s work is humorous? Discuss what elements make the image
funny or whimsical.
Can you compare her work with other artists that use humour but have underlying
seriousness in their work? Some suggestions are Patricia Piccinini, Callum Morton and
Christopher Langton.
Consider the importance of sculpture in contemporary art as compared with painting
being the major art form in Australia and England in the 19th century.
Both works introduce students to some new academic and art terms. Students could
research terms such as Postmodernism, Postcolonialism, Cultural Studies, Theoretical
Discourse, Cultural Anthropology and Sociology. Discuss how these apply to Cultural
Studies Reader. Compare the differences in applying theory and knowledge of
culture between the two artworks.
When visiting the gallery, students could compare how environment, culture and
race have been depicted in artworks from the 19th century Colonial art through to
contemporary. For example, what ideas about the Australian landscape and people
who inhabit the land are conveyed in The Drover by Walter Withers as opposed to
Brook Andrew’s Ngajuu Ngaay Nginduugirr (I see you) or Rosemary Laing’s welcome
to Australia?

Emily Floyd
Australia 1972

Cultural Studies Reader 2001

Acrylic and chalk on wood
Gift of the artist under the Cultural Gifts Program 2009
Courtesy of the artist and Anna Schwartz Gallery, Melbourne and Sydney
Installation view 2017 alongside Brook Andrew: I see you
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Edward Hopley
England 1816 – 1869

A Primrose from England c1855

Oil on canvas
Gift of Mr & Mrs Leonard V Lansell
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Victorian Curriculum Visual Arts Scope and Sequence
Sample
Levels 7-8 & 9-10
Theme: The Human form/ Portraiture
Selected Artworks:
Patricia Piccinini
The Young Family
José Gutiérrez de la Vega

Spanish Maiden

Agnes Goodsir

Girl with Cigarette

Del Kathryn Barton

i ate the rainbow up… … ...

Ben Armstrong

Conjurer

Michael Doolan

Happy Ending
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Studio Arts Unit 4 Outcome 3 & SAC 2exhibition focus
Collective vision: 130 Years
4 March – 28 May
Considerations of curators in the preparation, presentation, conservation
and promotion of specific artworks from 2017 exhibitions
The Unit 4 SAC requires students to:
Compare the methods used by artists and considerations of curators in the preparation,
presentation, conservation and promotion of specific artworks in at least two
different exhibitions.
Students should select two of the above exhibition spaces for study and then analyse and
evaluate the following:




Specific artworks and their presentation to gain an understanding of the intentions
of the artist and the curator.
Curatorial considerations, exhibition design and promotional methods in preparing
and presenting artwork for display.
Methods and considerations involved in the conservation of specific artworks related
to exhibitions visited this year.

Preparation:
The curatorial team of the Gallery has collaborated to develop the concepts and themes of
the exhibition Collective vision. Each curator was allocated a theme or themes to curate
within an allocated space; for example, Bolton Court examines the role of animals in art,
while Abbott Court interrogates the human form through nudes and figurative works. While
the Gallery curators have significant knowledge of the permanent collection significant
research was needed for each theme utilising the electronic collection database as well as
physically seeking works within the collection store.
Many of the works selected for the exhibition have not been on display in many years (or in
some cases have never been on display) thus significant preparation was required for works
including: assessment of works requiring conservation, matting and framing of works on
paper, examining display mechanisms (ie D rings, wires etc) to ensure objects will be secure
– in some cases changing hooks/rings to accommodate alternative hanging systems;
checking stability of sculptures and other three-dimensional objects and ensuring
appropriate exhibition furniture (ie plinths/display cases).
When contemporary works are framed, the Gallery always consults the artist to ensure that
they are happy with the framing style utilised, for example Polixeni Papapetrou stipulated
bespoke green frames for her works Spring and Blinded 2016. On the other hand, when
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framing historic works on paper, the Gallery utilises ‘stock’ or temporary frames which are
standard sizes and kept in storage when not in use.

‘stock’ or Temporary frame

Presentation
The overarching precept of this exhibition is to display a great diversity of the permanent
collection and highlight works which may not often be on display. The curators also wish to
show an abundance of items – for example dedicating two gallery spaces to a large display
of decorative arts – furniture, glass-ware, porcelain and silver ware. While the Gallery often
exhibits a proportion of the decorative arts collection at any given time, a display of this
scale has not been seen before.
The exhibition features a significant amount of salon-style displays in order to maximise the
number of works which can be displayed (as well as to emphasise the largess of the
collection). Interesting juxtapositions will encourage viewers to consider works in new
contexts and create connections between historic and contemporary works of art. The
curatorial team will work within the fabric of the building without making dramatic changes
to colours or creating substantial exhibition furniture; rather, we will utilise the already
existing selection of display cases, plinths and other items.
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Elevated work platform used by Gallery
Technician Ryan Allan to adjust electrical
cords and lighting

Leveller (on tripod), stepladders and elevated work
platform
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Artist Intention:
Case studies
Blue Wall Drawing

Kerrie Poliness’ work, Blue wall drawing #1, is a work which must be installed directly onto
the wall. When in storage the work exists as a collection of blue texta pens, an instruction
manual and mirror. The work must then be installed by a group of people (artists or
technicians) using Poliness’ highly specific instructions and can be adapted to walls of a
variety of sizes and shapes. Installing this work for Collective vision: 130 years took two
people three days to install and at the conclusion of the exhibition the work will be painted
over with white paint.
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Emily Floyd: the Cultural Studies Reader
For this artwork, which features multiple wooden pieces with hand drawn chalk marks, the
artist was invited to visit the gallery to participate in the installation. As some of the chalk
mark had smudged over time, the artist made the decision, in consultation with the Curator,
Tansy Curtin, to erase the words and replace them with simple chalk lines appearing to
emerge from the mouths of the black rabbit sculptures.

Emily Floyd, the Cultural Studies Reader 2001, acrylic and chalk on
wood, Gift of the artist under the Cultural Gifts Program 2009

Daniel Von Sturmer: Screen Test (sequence 1-3)
This artwork features a series of projected images using older model DVD players and data
projectors onto bespoke MDF screens. Although the gallery has the capacity to hide the
cords to make the artwork appear seamless, it was the artist’s intention to leave the cords
across the floor and the data projectors exposed to further emphasise the technology used.

Daniel Von Sturmer, Screen Test (sequence 1-3),
screens, dvd players, projectors and projected image
RHS Abbott Bequest Fund 2006
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Conservation – preventive and remedial
Each work of art is examined prior to display and
assessed to ensure its stability and any conservation
or preventative work is undertaken prior to exhibition.
Three major oil paintings from the collection
undertook remedial conservation (work of art and
frame) at the Centre for Cultural Materials
Conservation, University of Melbourne, in preparation
for inclusion in the exhibition.

Initial conservation treatment by
Caroline Fry,
Painting Conservator
The Centre for Cultural Materials Conservation –
Commercial Conservation Services

Handling
Works are always handled with conservation appropriate materials – nitrile gloves or in
some cases cotton gloves. Works are protected from damage with bubble wrap and acidfree tissue.

A Gallery Curator using nitrile
gloves for handling ceramics.
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A Gallery Curator using nitrile
gloves for light cleaning of a
painting with an organic horse-hair
brush.

Paintings
on
foam
blocks to protect them
from dust or moisture
which could occur in the
case of flooding.

Lighting
With displays including a variety of media, lighting levels for the most sensitive works are
utilised – for example when displaying works on paper, ceramics and oil paintings within one
space, light levels are fixed at 40 lux to ensure the safety of the works on paper.
Promotion
A suite of 10 works – historic and contemporary – was selected by the curatorial team as
indicative of the content of the exhibition and also as some of the most highly regarded and
recognisable works in the collection. These images were provided to the Gallery’s publicist
for editorial and advertorial purposes.
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The work Auk (In advance of the glacier) by Louise Weaver was selected as the Hero
image for marketing and promotion collateral including ads and merchandise. This work, a
taxidermied Auk, is engaging and quirky and entices people to want to view the exhibition.
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Sponsorship
Bendigo Art Gallery has a number of ongoing sponsors and supporters such as Creative
Victoria, City of Greater Bendigo and Bendigo Advertiser (media support). Bendigo Bank is a
Corporate Sponsor that sponsored the exhibition with a cash grant. For the exhibition
opening, the Gallery attracted the event sponsors Libertine to provided flowers, Restive,
who supplied wine and Country Cakes who supplied celebratory cup-cakes.
Logo Tree

Wall decal showing signature
colour and sponsorship logos
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Specific artworks
Select two artworks from the exhibition and discuss how they have been displayed.
Consider the following:
Intentions of the artist and the curator, for example:





Do you think the curator displayed the artwork alongside others to suggest that the
work fits into a particular theme?
Explain the height of the artwork e.g. eye level, above eye level, Salon style,
clustered
Does the colour of the wall or lighting create a particular mood or effect?
If relevant, how do you think the curator liaised with the artist to ensure that the
artwork was displayed in line with the artist’s intention?

Title:
Artist:

Date:

Medium

Thumbnail sketch:
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Title:
Artist:

Date:

Thumbnail sketch:
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VCE Art

View Juan Ford Messenger and Gordon Bennett Abstraction: Town Dweller (room 1: portraits)
Compare their use of the elements of colour, texture, tone and line:
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View Tony Albert’s We come in Peace (in Room 2: interiors)
Use the contemporary analytical framework to interpret this artwork in terms of its
• presentation
• content/subject matter

Refer to http://www.vcaa.vic.edu.au/Documents/exams/art/2012/art_assessrep12.pdf for high, medium and low
responses to a similar question from 2012 Art Exam.
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Use the structural analytical framework to interpret and compare Kate Bergin The
Alpaca’s Tea Party (Bolton Court – animals theme) with Walter Withers The Drover
(Drury Court - landscape):
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VCE Art
“Site is a current location, which comprises a unique combination of physical elements:
depth, length, weight, height, shape, walls and temperature.”
View Janet Laurence The breath we share and Emily Floyd Cultural Studies Reader
and compare the sculptures/ installations with reference to the above statement, explaining
how the physical placement of the artworks affects a viewer’s interpretation of them.
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