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Plan 
 

10-10.30 What to expect in a Studio Arts exam:  
View examples of exams and learn about structure and content 
 

10.30-11.15 Unseen examples; applied and recalled learning; analysis tips and practice 
 

11.15-11.45 Role of La Trobe University Visual Arts Centre: Dr Karen Annett-Thomas 
 
Break and view Visual Arts Centre exhibitions  

 
11.45-12.15 Copyright and Appropriation – licensing agreements examples at galleries 
 
12.15- 12.45 Sponsorship, Publicity and marketing 

Case Studies:  The Body Beautiful in Ancient Greece & Undressed: 350 years of 
Underwear in Fashion   
Meet Senior Curator, Leanne Fitzgibbon 
 

12.45-1.00 Role of different art spaces 
 
1.00-1.30 Lunch in Sculpture Court, Bendigo Art Gallery 
 
1.40-2.00 Behind the Scenes/ Conservation view storage and conservation items 
 
2.00-2.50 Exhibition Design: view current exhibitions The Body Beautiful in Ancient 

Greece and Undressed: 350 years of Underwear in Fashion  
 
2.50-3.00 all to meet in Bolton Court (through the archway)  
 

Evaluation forms and prize draws 
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Studio Arts Examination Criteria: 
 
http://www.vcaa.vic.edu.au/vcaa/vce/studies/studioarts/publications/studarts-samp-w.pdf   
 

Criteria 
The following criteria will be used in context to assess the VCE Studio Arts examination paper. 

1. using appropriate art language and vocabulary 

2. identifying legal obligations and ethical considerations involved in the use of the work of other artists 

in the making of new artwork 

3. describing and comparing the roles of various galleries and other art spaces 

4. identifying and discussing methods and considerations involved in presenting, promoting and 

conserving artworks in a variety of exhibition spaces 

5. analysing ways in which artists from different historical and/or cultural contexts undertake artistic 

practices, employ materials, techniques and processes 

6. analysing ways in which artists from different historical and/or cultural contexts develop aesthetic 

qualities and styles in their artworks 

7. understanding ways in which artworks reflect the artists’ interpretation of subject matter, influence 

cultural contexts and communicate ideas and meanings 

8. discussing artists’ practices relating to a particular artform(s)  

 
Task:  

1. underline or highlight the key words for each criterion 
2. paraphrase your understanding of each point 

 
1. (for e.g.) using Studio Arts terms such as aesthetics, monochromatic colour; techniques 

such as gestural brushstrokes, etc. 
 

 
 
 
 
 
 
 
 

http://www.vcaa.vic.edu.au/vcaa/vce/studies/studioarts/publications/studarts-samp-w.pdf
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Analysis practice tasks: 
Question 3 
Select one artwork from the detachable insert. 
Discuss how aesthetic qualities contribute to the style of the artwork. 
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Analysis practice tasks: 
Select one artwork from the detachable insert. 
Explain how the artist has communicated ideas and meanings. 
 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 
 
 

 
 

 
 

 
 

 
 

 
 

 
 
 
References: 
Become Fluent in the language  - David Williams (Education Age 2011) 
http://education.theage.com.au/cmspage.php?intid=154&intversion=88  
http://www.vcaa.vic.edu.au/Pages/vce/studies/studioarts/studioindex.aspx 
http://www.vcaa.vic.edu.au/vce/studies/studioarts/exams.html 
http://www.vcaa.vic.edu.au/Documents/exams/studioarts/2012/2012studioarts-cpr-w.pdf  
http://www.vcaa.vic.edu.au/Documents/exams/studioarts/2012/studioarts_assessrep12.pdf  

http://education.theage.com.au/cmspage.php?intid=154&intversion=88
http://www.vcaa.vic.edu.au/Pages/vce/studies/studioarts/studioindex.aspx
http://www.vcaa.vic.edu.au/vce/studies/studioarts/exams.html
http://www.vcaa.vic.edu.au/Documents/exams/studioarts/2012/2012studioarts-cpr-w.pdf
http://www.vcaa.vic.edu.au/Documents/exams/studioarts/2012/studioarts_assessrep12.pdf
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Introduction 
Copyright in a work of art is automatic and exists from the moment the work is begun by its 
creator. Copyright always belongs to the creator of a work unless he/she assigns copyright to 
another party. It is important to remember that owning a work of art does not mean owning the 
copyright in that work and having the right to reproduce it without the owner’s permission. 
 
Australian copyright law is contained in the Copyright Act 1968 and, in the case of most works of art 
(except photographs), copyright lasts from the year of creation until 70 years after the death of the 
creator. (Note: the copyright act was amended in 2005 as part of Australia’s free trade agreement with 
the US. Copyright changed from 50 to 70 years after the death of the creator. However, works which 
were already out of copyright on 1 January 2005 remain so, while for works still under copyright 
acquired the additional 20 years.)  

Photography 

If a photograph was taken before 1955 then copyright has expired. A photograph taken after 1 January 
1955 is now covered by the same copyright laws as other artworks, i.e. 70 years after the death of the 
creator. 
 
Obtaining permission to reproduce a work of art 
 
Except in the circumstances listed under fair dealing, copyright permission must be obtained from the 
owner of the copyright, by any party wishing to reproduce a work of art in any way. Copyright owners 
can assign or license their rights. Assigning these rights means that another party becomes the owner of 
the copyright. 

Licensing copyright 

Licensing copyright means that another party is entitled to reproduce copyright material, with the 
copyright owner’s permission, for a specific purpose (a license is what is effectively granted to a museum 
or gallery that receives permission to reproduce a work of art). 
 
As well as seeking copyright permission to reproduce from the copyright holder, it is also a courtesy to 
seek the permission of the owner of the work of art. 
 
Moral Rights 
 
These rights impose certain obligations on parties reproducing copyright materials. A creator’s moral 
rights are: 

 The right to be attributed as the creator of his or her works (meaning that, at the least, any 
reproduction of his/her work must be accompanied by his/her name and the title of the work). 

 The right to take action if his/her work is falsely attributed to someone else. 

 The right of integrity. This is the right to take action if the work is (in reproduction) distorted in any 
way or treated in a way that is prejudicial to the creator’s reputation (for example, cropped or 
reproduced as a detail without acknowledgement as such).  

 

COPYRIGHT BASICS 
Art Galleries and Museums 
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Fair Dealing 
 
There are a number of circumstances where a work in copyright may be reproduced without 
copyright clearance having been obtained. These fall under the ‘fair dealing’ exception in the 
Copyright Act, and are as follows: 

 Individuals are permitted to copy material for their own use for ‘research and study’ 

 A journalist or other writer contributing to the print or digital media may reproduce 
copyright material for the purpose of ‘reporting the news’ 

 A journalist or other writer contributing to the print or digital media may reproduce 
copyright material for ‘criticism and review’, but must specifically mention in his/her text 
the artist and title of work being reproduced. 

 Sculptures, exteriors of buildings, and other works of artistic craft on ‘permanent public 
display’ may be photographed, filmed or drawn and then reproduced. 

 
Additional copyright information 
 
Additional information and advice on copyright matters may be obtained from the website of the 
Australian Copyright Council, which includes a series of useful information sheets covering a vast 
array of copyright issues. You will find them at www.copyright.org.au  
 
Information courtesy of Jennie Moloney, Rights and Permissions Officer 
National Gallery of Victoria 
 

 
Case Study 
 
Potential copyright issue involving Australian artists Polixeni Papapetrou and 
Bill Henson and American artist Sally Mann appropriated by Australian artist 
Cash Brown: 
 
http://www.smh.com.au/entertainment/art-and-design/appropriated-or-
just-inappropriate-20110507-1ed4j.html  

Notes:  
 
 
 
 

http://www.copyright.org.au/
http://www.smh.com.au/entertainment/art-and-design/appropriated-or-just-inappropriate-20110507-1ed4j.html
http://www.smh.com.au/entertainment/art-and-design/appropriated-or-just-inappropriate-20110507-1ed4j.html
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Licensing case study 
Gallery Shop merchandise 

 
In mid-2009 the Gallery decided to produce a new range of shop merchandise highlighting key 
works in the Gallery’s permanent collection. The curators and director selected a number of 
historic and contemporary art works for possible inclusion in this range of merchandise. Once the 
selection was made curator, Tansy Curtin, determined which works would need copyright 
approval. Of the nine works which were still covered by copyright, only one artist’s work was 
managed by Viscopy – Emily Kame Kngwarreye. 
 
Viscopy 

Greeting card featuring the work of Emily Kame Kngwarreye 

To obtain permission to reproduce an artwork licensed by Viscopy, an online application is made 
first. In this application the Gallery stipulated the type of use for the image, print run and 
estimated retail cost. Viscopy’s licensing fee in the case of greeting cards is 10% of the total retail 
value. For the card in question the Gallery utilised a cropped image on the front with the image 
reproduced smaller on the reverse. Because of the use of a detail image Viscopy required that a 
proof be sent to them before going to print. Viscopy also required that the caption for the artwork 
include: Licensed by VISCOPY. 
 

 
 
Direct licensing from artists and gallery representatives 
 
For the remainder of the works still covered by copyright, the Gallery worked directly with either the artists 
of their agents. Because the Gallery is a not-for-profit for organisation the artists were happy to be given a 
selection of the merchandise rather than charging a licensing fee. The Gallery provided artists with the 
opportunity to proof the work prior to going to print and any galleries or agents were duly acknowledged 
along with the artwork caption. 
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Practice Question 
 

Question 5 
 
Discuss a legal obligation and an ethical consideration that an artist may consider when using another artist’s 
work to make a new artwork. You may refer to a specific example in your response. 
 
Legal obligation 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 
Ethical consideration 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

5 + 5 = 10 marks 
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The classification of gallery/exhibition space, for example, public or commercial gallery, alternative 
art space or online exhibition 
 
The La Trobe University Visual Arts Centre (VAC) is a public art gallery and events venue owned and 
operated by La Trobe University. The VAC seeks to be the best small contemporary art gallery in the 
region, and forms part of the University’s cultural mission and community engagement agenda in 
Central Victoria. 
 
The role of the exhibition curator, gallery curator, graphic designer and web designer 
 
The exhibition curator is responsible for:  

 Preparation and submission of exhibition proposal 

 Co-coordinating the artists 

 Choosing the works 

 Catalogue design 

 Transport and logistics 
 
The exhibition designer is responsible for:  

 Exhibition Layout and installation 
 
The gallery curator is responsible for: 

 Scheduling the exhibition 

 Exhibition management 

 Installation 

 Promotion 

 Media liaison 

 Maintenance 

 Public programs  
 
The VAC works with an external graphic designer to develop the exhibition collateral, display 
advertisements and invitations. 
 
The VAC administers its own website. It presents the ‘hero’ image for current exhibitions on the landing 
page, with links to more images and detailed information. 
 
How the exhibition space deals with conservation issues 
 
The VAC is a contemporary art gallery, not an art museum. Conservation issues rarely arise as the 
exhibition period is six weeks. If a work is damaged or compromised in any way, the Managing Curator 
will discuss an appropriate course of action with the artist or exhibition curator. 
 
Handling 
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The utmost care is taken when handling artworks. White gloves are used, and installations are carefully 
planned to ensure no works are at risk of damage.  
 
VAC Staff are required to understand the Occupational Health and Safety issues relating to lifting heavy 
objects, working at height and the use and testing of electrical equipment. 
 
Transportation 
 
The VAC does not generally provide transport for exhibitions. It is the responsibility of the 
exhibitor to arrange the delivery and collection of artworks.  
 
How the gallery deals with the promotion and marketing, exhibitions, artists and artworks: 
Promotion and marketing 
 
To promote the exhibition the artists, exhibition curator and gallery curator select a “hero” image that 
represents the key ideas and the aesthetic of the exhibition. This image is used consistently in 
advertising, invitations, and the VAC’s exhibition calendar. 
 
The University allocates an annual operating budget for the VAC. This is supplemented by revenue from 
venue hire and other initiatives at the Centre. The overall budget is small, so relationships with media 
and external networks are important to help promote the VAC’s exhibitions and public programs. 
The VAC promotes the annual exhibition program in several ways: 

 Display advertisements in Broadsheet magazine and Art Guide Australia  

 Line listings in Art Almanac, Trouble, and Art Guide Australia 

 Emailed invitations and a monthly ‘what’s on’ guide to visitor mailing list 

 A quarterly exhibition calendar distributed throughout the region 

 Increasingly, through social media (Facebook and Twitter) 
For each exhibition the VAC prepares a media release based on the artist statement and exhibition 
proposal. The VAC has developed contacts with local media and national arts journals, and coordinates 
interviews with the artist or curator for radio, newspaper and television. 
 
Exhibitions, artists and artworks 
 
The VAC seeks to present the best in contemporary art and provide a focus for discussion relevant to 
contemporary ideas and art practice. The annual exhibition program is mostly chosen from artist’s 
applications. Other exhibitions are by invitation or arranged as part of a touring exhibition program. 
 
From February to March each year the VAC calls for submissions from artist’s wanting to exhibit. The 
VAC Selection Committee then reviews the written proposals describing the artist’s work and outlining 
the curatorial rationale for exhibitions. The Selection Committee looks for highly resolved work that 
exemplifies contemporary practice. The University supports VAC Gallery exhibitions financially by 
providing the gallery, staff, an exhibition launch, media support and installation technician. 
 
Artists and curators are encouraged to present a floor-talk, public lecture or workshop during the 
exhibition. 
 
Artworks are insured by the University while at the VAC. A loan agreement between the VAC and the 
exhibitor is prepared for each exhibition declaring the value of the work. This legal document also 
defines the exhibitor’s expectations in relation to the public’s interaction with the work, including 
whether photography is permitted. 
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ANGIE BLACK, JAN HENDRIK BRÜGGEMEIER & SCOTT LEWIS & RENUKA RAJIV, ELIZABETH DUNN, SIRI 
HAYES, TIMOTHY NOHE, JOSEPHINE STARRS & LEON CMIELEWSKI AND STEPHEN TURPIE 

NATURE IN THE DARK 
14 AUGUST – 5 OCTOBER, 2014 
 
The main characteristics of the exhibition space 
 
The exhibition is presented in Gallery One the VAC. The gallery space is large and rectangular with white 
walls and high ceilings. There is a choice of two entrances. Depending on the nature of each exhibition 
either a large central entranceway or a smaller side door can be used. The small entrance is used for 
this exhibition to create a darkened intimate space. Sound escapes the gallery space and permeates the 
foyer creating a sense of curiosity and interest inviting visitors to discover the exhibition. The wall text, 
introducing the exhibition, is placed close to the left of the doorway indicating the point of entry. 
 
The gallery has a number of lighting options: 

 Evenly dispersed fluorescent lighting 

 Wall wash lighting emphasizing the ceiling design and height 

 Spotlights (with or without beam shapers) for highlighting and dramatic effects 

 Natural light  
 
For this exhibition, natural light has been excluded from the space in order to best display the 
projections and only dimmed spotlights are employed to highlight the theatrical trees. 
 
The floor of the gallery is polished bluestone which contributes to the contemporary ambience of the 
space. 
 
The approach for displaying artworks 

Nature in the Dark is a collaborative project initiated by artist and curator Jan Hendrik Brüggemeier 
from the Centre for Creative Arts, La Trobe University, and Matt Ruchel from the Victorian National 
Park Association (VNPA).  

Artists Angie Black, Jan Hendrik Brüggemeier & Scott Lewis & Renuka Rajiv, Elizabeth Dunn, Siri Hayes, 
Timothy Nohe, Josephine Starrs & Leon Cmielewski and Stephen Turpie explore the hidden and seldom 
seen world of the animals of Victoria’s Wombat State Forest and Bunyip State Park. The artists and 
scientists work with the same photographic material gathered to profile how mammals respond, long 
term, to fire or the absence of fire. While for the scientists from the Arthur Rylah Institute for 
Environmental Research the images are valuable empirical data, for these artists the images provoke 
the important question: How can we relate to something we do not yet fully grasp? 

This ‘big brother’ style exhibition reveals what our native animals do when we’re not looking. The 
images of animals; from bandicoots, antechinus, wallabies and wombats to goats, cats and foxes, are at 
once informative and beguiling, amusing and evocative. 

Brüggemeier suggests that the naive quality of the images mirrors our relationship with a world that we 
consider so familiar: 

“The images of animals going about their business in the dark are both atmospheric, compelling images in 
their own right. It’s as if wildlife social-realism meets the monochromatic aesthetic of night vision 
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surveillance and we are becoming voyeurs of another intelligence at work — which we would not have 
encountered otherwise. These images provoke a lot of questions about how we relate to creatures and an 
environment that most Australians would find so familiar but really, when we dig a little deeper, we realize 
we don’t know that much about. " 

Caitlin Griffiths of VNPA says the artists bring a wholly new but relevant perspective on scientific 
discovery. 

“While I have to review the images from a scientific point of view, you can’t help getting emotionally 
involved when looking at the images, particularly the antics of some of the smallest creatures.  The artists’ 
push us to look at the artistic, emotional qualities of the images and highlight that no matter how blasé we 
feel about our native animals, we are really in the dark when it comes to what we know about them.” 

While Nature in the Dark was curated by Brüggemeier along with Maria Miranda the exhibition was 
designed by Silvana Iannello. The project was originally shown as a projection at both Federation 
Square (Melbourne) and Gertrude Street Projection Space (Melbourne) and this is the first time that it 
has been exhibited in a Gallery context. The challenge for both the curators and the designer therefore, 
was to create an immersive gallery experience from a project that was conceived for screen. In adapting 
the project to this new environment it became possible to engage and more fully immerse the viewer in 
the work. Visitors to the space become actors in a theatrical production which is enhanced by the 
theatre-prop trees. 

Upon entering the darkened gallery, viewers are surrounded by projected images of nocturnal animals 
moving in the dark. The occasional glimmer of eyes alerts visitors to their presence, amidst the 
camouflage of their environment. Covering the far wall, the seven video works made by ten 
collaborating artists, plays on a loop. Sometimes whimsical and playful, other times eerie and 
unsettling, the videos reveal how little we understand the bush and its inhabitants. As visitors turn in 
response to the sounds and flickering imagery surrounding them, they see the original VNPA footage 
projected onto to two paperbark screens. The natural state of the screens, not only links the exhibition 
to its original source in nature, but also serves as a visual link to the large tree props behind. 

While the video projections continue on a relentless loop, visitors can also play a role in choosing the 
particular video they wish to view, by accessing the screens placed amidst the trees. Instead of 
monitors, Six iPads display the videos and VNPA information, again making the project a more 
interactive and individual experience. The repetitive nature of the bush is suggested by the multiple 
iPads which hold identical content. Furthermore, we all encounter the bush and its subtle variances 
differently and according to the particular moment in which we inhabit it. Similarly, each visitor to the 
exhibition will make slightly different decisions in how they access the material on the iPads. The 
experience of being in the bush after dark is simulated in the gallery space as participants catch 
glimpses of the animals through the theatre-prop trees. Sound surrounds and surprises visitors whose 
senses are spiked by flickering sights and noises; like being in Nature in the Dark. 
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CICATRIX: ALTERED PERCEPTIONS OF BEAUTY AS A PERFECTION OF FORM 

7 AUGUST – 28 SEPTEMBER, 2014 
The main characteristics of the exhibition space 
 
The exhibition is presented in Gallery Two at the VAC. The exhibition space is rectangular with white 
walls and a standard height ceiling. There is a single entrance from the foyer and a large glass sliding 
door on the left hand wall which opens onto a large courtyard. Depending on the nature of each 
exhibition, the glass door can be blacked out, shaded or left to allow natural light into the space. 
 
The gallery has a number of lighting options: 

 Evenly dispersed fluorescent lighting 

 Spotlights (with or without beam shapers) for highlighting and dramatic effects 

 Natural light  
 
The gallery can be blacked out when necessary.  
 
The floor of the gallery is a waterproof synthetic surface (the space was previously a print studio). This 
contributes to the contemporary ambience of the space. 
 
The approach for displaying artworks 
 
Cicatrix: Altered Perceptions of Beauty as a Perfection of Form brings together a diverse group of 
emerging artists who are all students at the La Trobe Art Institute. Curated by Elliot Howard, Lecturer in 
Visual Art and Design (LAI), and Isabella Holding, La Trobe University Museum of Art (LUMA), the 
exhibition has been developed from the proposals of both undergraduate and postgraduate students 
working across all media. The exhibition captures a range of artistic processes, some traditional and 
others new, and includes video, drawing, ceramics, photography, sculpture and installation.  
 
In response to The Body Beautiful in Ancient Greece at Bendigo Art Gallery, students have considered 
the notion of beauty and how we construct value in it. In Ancient Greece a strong link was forged 
between beauty and spiritual nobility and it could be argued this idea stands firm today. In the 21st 
century, however, we confront the ethics of genetically chosen human forms and our bodies often 
incorporate the products of technology.  
 
Artists Rosina Byrne, Declan Donald, Krystal Lee, Bianca Maher, Tom Pender, Pie Rankine, Maree 
Santilla, Melissa Scott and Catherine Shields consider concepts of beauty, ugliness and the value placed 
upon them, in a world that is saturated in carefully modelled and idealised images. They explore the 
emotional and physical scars that follow illness, medical procedures and trauma and in doing so they 
confront their own mortality.  
 
Visitors first become aware of the exhibition in the foyer at the VAC, as a rhythmic knocking sound 
occupies the building. At first sounding like maintenance works, the insistence and regularity of its beat 
exposes the sound as constructed and intentional. It is simultaneously soothing, like a heartbeat, and 
unsettling like a dripping tap. Upon entering the space the author of the sound reveals himself as a 
performer on VHS, Throwing/Un-throwing on two CRT televisions. The artist, Tom Pender suggests that 
“through the process of repetition and the alteration of the original time base, the performed action is 
abstracted and reduced to a frame-by-frame analysis of anatomical locomotion…” The body therefore 
becomes an object, subjected to the gaze and judgement of the viewer; just as the redundant and 
unattractive technology that forms the ‘body’ of the work (VHS, CRT TVs, cords and cables) is exposed 
and ogled by viewers.  
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The exhibition curators, whilst acknowledging the importance of exposing the mechanics of Pender’s 
work were careful that it nor impinge on the neighbouring works by Catherine Shields (on the right) and 
Maree Santilla (on the left). The cords are masked beneath Shields’ photograph and ample distance 
surrounds Santilla’s dressing table. 
 
Filtered natural light and carefully arranged spots also subtly designate a space for each of the artists, 
whose work, though bound by the theme is greatly varied in terms of both material and aesthetics. The 
spotlight highlighting Santilla’s dressing table projects a dramatic shadow into the space to its right, 
tying her work to the next and inviting viewers to navigate the space in a clockwise direction. The blue 
of Shields’ photograph talks to the colour of Rosina Byrne’s vacuum packed dolls on the wall opposite 
and the almost monochromatic works along the right wall reflect the black and white of Santilla’s 
dresser. Declan Donald’s skulls are juxtaposed with the ceramic forms of Pie Rankine’s installation, 
where their vastly different treatment of the medium is balanced by the link between Donald’s wooden 
shelf and Rankine’s bench. 
 
At the completion of the viewer’s clockwise rotation of the space Melissa Scott’s paradoxically beautiful 
and troubling photographs of cancer-scarred breasts, punctuates the show and returns viewers to a 
consideration of the exhibition’s theme. Cicatrix by definition is the scar of a healing wound, and while 
Scott’s work represents the physical damage and scarring caused by cancer, the repetition and 
colouring of the image creates a kind of beauty that suggests healing and strength. So while the 
exhibition title suggests that our modern day preoccupation with beauty is damaging, Scott’s work has 
a sense of optimism that is reflected in the words of the exhibition curators:  

A Cicatrix is a scar left by the formation of new connective tissue over a healing sore or wound. A wound 
is caused by a painful experience, physical or otherwise. But a cicatrix suggests hope, something forming 
over the original cause of the pain and allowing the sufferer to move forward. 

 

Prepared by Paul Northam, Managing Curator, La Trobe University Visual Arts Centre, Dr. Karen Annett-Thomas, Artist, and Helen Attrill, 
Education Officer, Bendigo Art Gallery. 
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SPONSORSHIP & PHILANTHROPY  
 
As not for profit organisations, public galleries often require the assistance of sponsorship in covering the costs 
associated with developing, curating, displaying, travelling and promoting exhibitions. Sponsorship is not usually used 
for the acquisition of artworks. In return for their contribution, sponsors often require that galleries must acknowledge 
them in various formats, depending on the extent of the sponsorship. For example, the sponsor’s logo and or details 
may be included on printed material associated with the exhibition, banners, catalogues, press releases and promotional 
material. There may also be guidelines about acknowledging the sponsor verbally at all events and programs. There are 
four main categories of sponsors relating to public galleries: 
 

Government 
Federal, State and local governments may provide sponsorship. The Australia Council for the Arts (originally The 
Australia Council), Arts Victoria and NETS (National Exhibitions Touring Support) http://www.netsvictoria.org/ are 
all government funded organisations. Galleries, visual and performing artists can apply to The Australia Council for the 
Arts and Arts Victoria for funding. There are a range of grant schemes available. For example, Bendigo Art Gallery 
received funding through the Australian Government International Exhibitions Insurance Program for the insurance 
of the artworks during display and transit for The Body Beautiful in Ancient Greece: The British Museum exhibition in 2014. 
The exhibition De Anima: Brook Andrew received funding through NETS to enable it to tour to several art galleries.  
 
Corporate sponsorship 
Companies or businesses may wish to sponsor a gallery for various reasons. Some companies have in their mission 
statement to support and be associated with local organisations. A company may be regarded favourably by being seen 
as supporting the arts. In 2014, Bendigo Bank provided corporate sponsorship for the exhibitions Undressed: 350 
years of Underwear in Fashion and The Body Beautiful in Ancient Greece.  
 
In kind sponsorship 
Sponsors may also assist through provision of materials or services rather than contributing financially. Like other 
sponsors, their logos are then displayed on title walls and published material. Media Sponsors often provide extensive 
coverage of exhibitions and special events.  Bendigo Art Gallery acknowledges support by The Bendigo Advertiser and 
during the exhibition Genius and Ambition: The Royal Academy of Arts, London 1768-1918, ABC Local was also a Media 
Sponsor.  Many galleries are supported by wineries to provide wine free of charge for exhibition openings. Merindoc 
was the wine sponsor for The Body Beautiful in Ancient Greece and Melbourne Airport provided inkind support by 
publicising exhibitions outside the airport on banners. Bendigo Art Gallery receives in kind sponsorship from 
International Art Services who manage the national and international freight for the Gallery. 
 
A number of sponsors were approached to support Genius and Ambition exhibition including Exhibition Design 
Sponsors for the wallpaper, additional lighting and library furniture. Sponsors were also approached to support the 
promotion of the exhibition, including Vline and Bendigo Bank.  

 
Philanthropy 
These are individuals who set up trusts, the funds from which are then available to various areas of the community. 
Philanthropists may support a wide variety of interests, including science, education, technology, the military and the 
arts. Well known examples of philanthropic support of the arts are: 

 The Myer Foundation www.myerfoundation.org.au/  and The Sidney Myer Fund  (same website) 

 Ian Potter Foundation http://www.ianpotter.org.au/  

 The Gordon Darling Foundation http://www.gordondarlingfoundation.org.au/  

 Gandel Philanthropy http://www.gandelphilanthropy.org.au/  
 
The funding of Bendigo Art Gallery’s Sidney Myer Work on Paper Gallery, Café and extra storage was made possible 
through the Sidney Myer Fund. The Myer Foundation also supply funding specific to certain exhibitions, for example, 
this fund sponsored the Cinemas Project, of which the exhibition  De Anima: Brook Andrew showed at Bendigo Art 
Gallery in 2014. Bendigo Art Gallery also received a grant from Gandel Philanthropy to implement education 
programs related to The Body Beautiful in Ancient Greece exhibition in 2014 and for programs beyond 2014.  
 
 
 

http://www.netsvictoria.org/
http://www.myerfoundation.org.au/
http://www.ianpotter.org.au/
http://www.gordondarlingfoundation.org.au/
http://www.gandelphilanthropy.org.au/
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THE BODY BEAUTIFUL IN ANCIENT GREECE 
PRESENTED BY THE BRITISH MUSEUM IN COLLABORATION WITH BENDIGO ART GALLERY 
 
The classification of gallery/exhibition space, for example, public or commercial gallery, alternative 
art space or online exhibition. 
Bendigo Art Gallery is a public art space, owned and operated by the City of Greater Bendigo (local 
government, the primary funding source), which also retains an independent Board of Management who 
oversees investment of donated funds for acquisitions and special projects. This exhibition has been curated 
by The British Museum, London, and is exclusive to Bendigo Art Gallery in Australia.  
 
What audiences do you think this exhibition caters for? How does this relate to the goals of a public gallery?  
 
 

 
 

 
The main characteristics of the exhibition space 
The exhibition is shown across eight rooms of the gallery.  The walls retain their usual colour of Ashwood, 
an off-white. The 126 objects included in the exhibition are exhibited in a range of ways, including open 
display, built-in cases with internal lighting, and free-standing cases with vinyl hoods.  The lighting used in 
the exhibition ensures that the objects are enhanced through spotlighting, and some wall washes to increase 
the general light levels in each room. The exhibition text on the walls of each room are presented in grey, 
black, and terracotta – these colours are part of the exhibition’s design.  Large quotes on the walls are from 
texts from ancient Greece, to help contextualise the content of the exhibition. The title of each exhibition 
theme is presented with terracotta-coloured text on a black panel, each with a wall label beside it – with black 
text on a white background.  
 
Analyse the effect of the use of predominantly neutral colours – white, black, grey – in the exhibition. Do 
you think this compliments the objects or detracts from them? Explain why. 
 
 

 
 

 
 

  
 

 
The approach for displaying artworks 
The works in this exhibition are displayed in thematic manner, grouped into 10 categories, including ‘The 
Male Body Beautiful’; ‘Aphrodite and the Female Body’; ‘The Divine Body’; ‘Athletes’; Character and 
Realism’; ‘The Human Face’. Aesthetic considerations have been taken into account when positioning 
objects within each case, and the position of the cases and plinths themselves. The way in which an 
exhibition is ‘read’ has also been thought about, to ensure a logical progression from one theme to another, 
and one object to the next.  
Lighting was a particularly important element of the presentation of the exhibition, to ensure ideal and 
unrestricted viewing of each object displayed in cases.  Lighting of sculptures on open display had to take in 
to account the 360-degree views of each object. 
 
The layout has been determined by Sandra Bruce, Collections Manager at Bendigo Art Gallery and a 
contracted freelance exhibition designer, and in collaboration with staff from the British Museum, London.  
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The process of deciding upon the layout and finalising the details took months of preparation and 
consultation.  
 
Explain how the different types of lighting impact on your viewing experience. You may like to mention a 
specific artwork in your answer.  
 
 

 
 

 
 

 
 

 
What other display techniques have been used to guide you through the exhibition? Is there a large amount 
of floor space? What is the effect of this? 
 

 
 

 
 

 
 

 
How does the exhibition design influence your viewing experience? 
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What was the intention of the curator and/or artist in displaying the artworks? 
This exhibition explores the representation of the human body by the ancient Greeks; its various styles, 
meanings, and cultural connotations. The spacing and positioning of each object has been carefully 
considered in relation to those nearby and the themes and designs that link each.  Works are given space for 
contemplation by the audience and wall text has been kept to a reasonable length and not overly wordy. 
Most artworks have an extended text label to provide visitors with more information.  
 
Floorplan – Room 1, 3 x Themes, Body Beautiful exhibition 
  

Elevations 
– Room 2, 
View of 
Wall 8, 
Elevation 
4, Body 
Beautiful 
exhibition 
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The role of the curator, graphic designer and other staff 
The Collections Manager (Sandra Bruce, Collections Manager, Bendigo Art Gallery) worked as the Project 
Curator for this exhibition, collaborating with the staff of The British Museum to bring the exhibition to 
Bendigo. The Project Curator discussed the exhibition content and all display details with British Museum 
staff (project manager, exhibition curator, and installation staff) and final decisions were mutually agreed 
upon. The Project Curator also liaised with The British Museum to organise the use of high resolution digital 
images for promotion and media/press. The Project Curator worked with Commercial Officer, in 
consultation with The British Museum, also organised a range of merchandise to be produced to accompany 
the exhibition to be on sale in the shop.  
 
The Graphic Designer creates the ‘look and feel’ of the marketing material surrounding the exhibition (e.g. 
advertisements, invitation, signage). The Graphic Designer was given a brief by the Gallery and sample 
images from which to draw inspiration for creating a text masthead and layout for advertising and marketing 
material, changing design elements to suit different publications. 
 
The Project Curator wrote extended articles on the exhibition. This material was used in newspapers, 
journals, interviews etc to give the public an idea of the content of the exhibition. 
 
The Project Curator develops public programs around the exhibition, such as guest lectures or artists’ talks. 
 
The Project Curator also undertook her duties as Collections Manager and supervisor of the Technical staff, 
to deliver all logistical and installation aspects of the exhibition.  
 
The installation of the exhibition is coordinated by the Collections Manager (also Project Curator) and the 
team from The British Museum, and the final layout is decided by the Project Curator with final approval 
from the Director, and The British Museum.  
 
The Project Curator coordinated the VIP launch event and any other special events with technical, reception 
and café staff. 
 
List the skills required by a Curator to be able to perform the duties mentioned: 
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How the exhibition space deals with conservation issues 
 
Handling: The works from The British Museum have been displayed on open display, and in secure cases. 
Care had to be taken when unpacking and handling all objects. Nitrile gloves were used at all times, and all of 
the installation was undertaken by The British Museum team.  Bendigo Art Gallery technical staff supported 
the installation with the use of heavy equipment including a forklift for the larger sculptures, the 
management of the objects’ crates, and any other duties as required. 
 
Transportation: Transportation is organised by The British Museum in conjunction with Bendigo 
Art Gallery. The works are packed in special purpose-built crates with individually created supports 
and bracings internally.  
 
In this exhibition, objects of a variety of sizes, weights, and materials are on display. What issues may arise 
with the handling of some of these objects? 
 

 
 

 
 

 
 

 
 

 
How the gallery deals with promotion and marketing 
The Gallery’s approach to promotion and marketing differs with each exhibition, and in accordance with its 
budget. The Gallery also works closely with the City of Greater Bendigo’s tourism department to market its 
exhibitions. In this case the Gallery focuses primarily on the arts publications such as Art Monthly, Art 
Almanac, Art & Australia; while Tourism focuses on the larger audiences such as newspapers and television.  
 
Bendigo Art Gallery’s Publicist drafted the media release in consultation with the Project Curator and 
Director; it was then approved by The British Museum, and journalists and publications from metropolitan 
and national newspapers to arts magazines, niche lifestyle publications and local media were approached and 
contacted. 
 
Hero Image 
The hero image is usually one with a strong shape and focal point that can be reproduced large or small. It 
should encompass what the exhibition is about. Usually one or two hero images are selected for promoting 
an exhibition; in this case the curator selected a suite of images for promotion as she felt it would better 
show the diversity of the content of this exhibition. 
 
Press/ Media Releases 
In large public galleries a full time publicity officer would be employed. At Bendigo Art Gallery, a regional 
public gallery, some of the publicity is outsourced to a freelance publicist. All curators also take on publicity 
as part of their role and must be able to write press releases and liaise with the media. Sometimes a graphic 
designer is paid to design an advertisement or rework from a template.  Social media publicity is becoming a 
significant element of the Gallery’s promotional strategy. 
 
Sponsorship 
A number of sponsors were approached to support this exhibition including Vline and Bendigo Bank. Media 
sponsor Bendigo Advertiser provided in-kind media support for the exhibition. Specific sponsors for special 
events can also be used, such as the Merrindoc winery.  
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Above: 2-page advertisement 
featuring the Hero image and 
sponsors’ acknowledgements, 
and credit line. 
 
Right: Magazine cover using 
the Hero image.  The credit 
line would be inside the 
magazine.  
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UNDRESSED: 350 YEARS OF UNDERWEAR IN FASHION, AN EXHIBITION 

ORGANISED BY THE VICTORIA AND ALBERT MUSEUM, LONDON 
 
What audiences do you think this exhibition caters for? How does this relate to the goals of a public gallery?  
 
 

 
 

 
The main characteristics of the exhibition space 
The exhibition is spread over two rooms and grouped thematically rather than chronologically, as required by 
the curator.  These two contemporary rooms have been painted Wayward Grey to a height of about 2.9 
metres. Secure glass cases have been used throughout to house and display all objects, with internal lighting 
used alongside some exterior (ceiling) lighting. A light grey was selected for wall vinyl texts, with a bright 
pink used in the main title wall and for the two quotes highlights on the walls. The floors are timber. The 
labels inside the case use the Din font selected by the graphic design team as part of the designed ‘look and 
feel’ for the exhibition, with black text on white background for best legibility. The wall labels are white text 
on dark grey background for a more seamless finish on the dark walls. A vinyl lave-like pattern has been 
applied to the outside of the glass cases as a decorative detail.  
 
Analyse the effect of the use of Wayward Grey as a background wall. Do you think this compliments the 
artwork or detracts from it? Explain why. 
 
 

 
 

 
 

 
Explain whether the darker painted walls harmonise or contrast with the type of artworks on display?  
 

 
 

 
 

 
 
The approach for displaying artworks 
The works in this exhibition are displayed in thematic manner, grouped into categories such as ‘control and 
constrict’ and ‘volume’. Aesthetic considerations have been taken into account when positioning objects 
within each case. The way in which an exhibition is ‘read’ has also been thought about with the exhibition 
generally being navigated around each case in a certain direction. Particular care has been taken to light the 
objects to reduce shadowing while still protecting the integrity of the medium – that is, textiles and works on 
paper are fragile pieces and so the light levels have been kept very low (50 lux). Lighting used in the 
exhibition is a mix of wall washes and internal case lighting as well as some ambient floor lighting. The 
bentwood chairs used in the exhibition are kept to a minimum due to the floor space available and short time 
of the two film pieces.  
 
The layout has been determined by Leanne Fitzgibbon, Senior Curator, Bendigo Art Gallery and the 
freelance exhibition designer in collaboration with staff from the V & A, London, and the Curator formerly 
employed by the V & A, Eleri Lynn, who has moved onto another role but retained curatorial control of this 
exhibition. The process of deciding upon the layout and finalizing the details took months of preparation 
and consultation.  
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Explain how the different types of lighting impact on your viewing experience. You may like to mention a 
specific artwork in your answer.  
 
 

 
 

 
What other display techniques have been used to guide you through the exhibition? Is there a large amount 
of floor space? What is the effect of this? 
 

 
 

 
 

 
 

 
How does the exhibition design influence your viewing experience? 
 

 
 

 
 

 
What was the intention of the curator and/or artist in displaying the artworks? 
This exhibition presents the story of the hidden history of underwear – private garments not usually intended 
for public display – over the past 350 years or so. Underwear has played an important role in shaping the 
ever changing silhouette of the human form, particularly for women, and has been essential in the 
presentation of outer garments. The spacing and positioning of each object has been carefully considered in 
relation to those nearby and the themes and designs that link each.  Works are given space for contemplation 
by the audience and wall text has been kept to a reasonable length and not overly wordy. Most artworks have 
an extended text label to provide visitors with more information.  
 
The Exhibition Designer and Senior Curator chose the wall colour of dark grey to give an atmospheric 
ambience to the space.  

 
 

 



 26 

 
 

 
 
The role of the curator, graphic designer and other staff 
The Senior Curator (Leanne Fitzgibbon, Senior Curator, Programs and Access, Bendigo Art Gallery) 
worked with the staff of the V & A Museum to bring the exhibition to Bendigo. The curator discussed the 
exhibition content and all display details with V & A staff and final decisions were mutually agreed upon. 
The Curator liaised with the V & A, organising high resolution digital images for promotion and 
media/press. The Curator with the Administration Officer organised a range of merchandise to be produced 
to accompany the exhibition to be on sale in the shop.  
 
The Graphic Designer creates the ‘look and feel’ of the marketing material surrounding the exhibition (e.g. 
advertisements, invitation, signage). The Graphic Designer was given a brief by the Gallery and sample 
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images from which to draw inspiration for creating a text masthead and layout for advertising and marketing 
material, changing design elements to suit different publications. 
 
The Curator wrote extended articles on the exhibition. This material was used in newspapers, journals, 
interviews etc to give the public an idea of the content of the exhibition. 
 
The Curator develops public programs around the exhibition, such as guest lectures or artists’ talks. 
 
The Curator liaises with the Collections Manager and Technicians regarding all transport and installation 
aspects of the exhibition.  
 
The installation of the exhibition is coordinated by the Collections Manager with the Curator and the team at 
the V & A, and the final layout is decided by the Curator with final approval from the Director. The Curator 
coordinates the opening event with technical, reception and café staff. 
 
How the exhibition space deals with conservation issues 
Handling: The works from the V & A have been displayed in cases, with the exception of the group of two-
dimensional works. Care had to be taken when unpacking not to damage any objects as all are very fragile. 
Nitrile gloves were used at all times, and all of the installing was supervised by V & A couriers. The light 
levels for the textiles and works on paper are set at or below 50 lux.  
 
Transportation: Transportation is organised by the V & A and the Gallery. The works were all 
packed into special crates with individually created supports and bracings internally, and enshrouded 
in ‘sacks’ made of archival materials.  
 
In this exhibition, works on paper and textiles are on display. What lux levels are suitable for each of these 
artforms? How did the staff ensure that no artworks exceeded the maximum lux level? 
 
 

 
 

 
 
How the gallery deals with promotion and marketing 
The Gallery’s approach to promotion and marketing differs with each exhibition, and in accordance with its 
budget. The Gallery also works closely with the City of Greater Bendigo’s tourism department to market its 
exhibitions. In this case the Gallery focuses primarily on the arts publications such as Art Monthly, Art 
Almanac, Art & Australia; while Tourism focuses on the larger audiences such as newspapers and television.  
 
The Publicist drafted the media release in consultation with the Curator, it was then approved by V & A 
staff, and journalists and publications from metropolitan and national newspapers to arts magazines, niche 
lifestyle publications and local media were approached and contacted. 
 
Hero Image 
The hero image is usually one with a strong shape and focal point that can be reproduced large or small. It 
should encompass what the exhibition is about. Usually one or two hero images are selected for promoting 
an exhibition; in this case the curator selected a suite of images for promotion as she felt it would better 
show the diversity of the content of this exhibition. 
 
Press/ Media Releases 
In large public galleries a full time publicity officer would be employed. At Bendigo Art Gallery, a regional 
public gallery, some of the publicity is outsourced to a freelance publicist. All curators also take on publicity 
as part of their role and must be able to write press releases and liaise with the media. Sometimes a graphic 
designer is paid to design an advertisement or rework from a template. 
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Sponsorship 
A number of sponsors were approached to support this exhibition including  including Vline and Bendigo 
Bank. Media sponsor Bendigo Advertiser provided inkind media support for the exhibition. Merrindoc and 
Jools for Jim also supported events associated with the exhibition, as did Coco L’Amour.  
 
 

Advertisements showing the  
Hero image and sponsorship 
acknowledgement  
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B E N D I G O  A R T  G A L L E R Y  
CONDITION REPORT  

Condition Report PAINTING 
     
 
ARTIST    
TITLE     
MEDIUM    
DIMENSIONS   
ACCESSION NUMBER  
 
PAINTING SUPPORT  
Tension/Strength   
Surface Plane    
Damages  
AUXILIARY SUPPORT  
PAINT FILM  
Craquelure Pattern   
Cleavage/Cupping   
Losses     
Scratches/Abrasions  
SURFACE   
Appearance  
Surface Dirt  
Abrasions/Damages  
FRAME 
Rigidity  
Splits Cracks Losses  
Gilding Paint Losses  
FITTING  
Secured By    
Backing Board    
Glazing    
Alignment  
      
GENERAL COMMENTS 
 
 
 
 
 
 
 
 
 
EXAMINED BY   
EXAMINATION DATE  
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Bendigo Art Gallery  

Mission Statement 
 

Bendigo Art Gallery is a permanent establishment administered in the public 
interest whose primary functions are to collect, preserve and display works of art 
and to elucidate their history and background for the pleasure and education of 
the public. 
 
The Gallery carries out this task by performing the following primary functions as 
ends in themselves:- 
 
1. To acquire appropriate works of art for its collection. 
2. To ensure that works for which it is responsible are adequately housed, 

documented and cared for. 
3. To display its collections to their fullest advantage. 
4. To supplement museum owned material with exhibitions and loans from 

other sources. 
5. To expand public understanding of art. 
6. To ensure that the premises are accessible to the public and are safe and 

attractively maintained. 
7. To provide an appropriate level of ancillary services, such as shops, 

restaurants and public programs which will attract the public and increase 
its enjoyment and understanding of the Gallery and its purposes. 

 
In order to perform these functions effectively, a Gallery may also concentrate on 
other areas such as the following, as means to the ends listed above. 
 
A. To encourage the active development of staff skills and professional 

expertise. 
B. To publicise its activities so as to maintain a high level of attendance. 
C.  To provide research facilities and services to document works and to offer 

source material primarily for educational programs and publications. 
D. To raise funds for Gallery purposes. 
E. To maintain a positive relationship with individuals and organisations both 

public and private, which are relevant to the Gallery. 
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Name:      email:    @ 

 
School: 

 
1. Please rank the day in terms of providing revision for the Studio Arts 2014 Exam   
EXCELLENT  GOOD  FAIR  UNSATISFACTORY  

                   
 

2. Explain one (or more) positive thing/s you learnt/ achieved today that you can apply to the 
exam:     
 

 

 
 

 
 

 
 

 
 

            
 
3. What else was useful/ stimulating about the day for you? 
 

 

        
 
 

 
4. Would you be interested in being contacted after the exam to make comments on how well 

you felt the workshop helped to prepare you for the exam? 
 

Yes  No    

 

 
5. Can I quote you in a Strategic Partnerships Program report? 

 

Yes  No           
 
 
 
Thank you very much for your time!  

 

Studio Arts Exam Revision Day  
Wednesday 24 September, 2014 

EVALUATION FORM 


