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The inaugural R & M McGivern Prize was held in 2003 and 
since this time has grown to become a prestigious national 
painting prize attracting artists from all over the country.  
Well-regarded Australian artists such as Martin King, Rose 
Nolan and Rosslynd Piggott have each been significant 
recipients of this award.

Submissions to the R & M McGivern Prize this year were of 
outstanding range and quality, with a record number of 450 
entries. Thank you to all of the artists who entered. We are 
honoured to have three distinguished judges for this year’s 
prize: Charlotte Day, Director, Monash University Museum of 
Art; Ryan Johnston, Director, Buxton Contemporary; Penny 
Teale, Bunjil Place Gallery Curator. The winning recipient 
of the Prize receives $25,000, and the work is acquired by 
Council to become part of the Maroondah City Council Art 
Collection. This is a distinguished collection maintained by 
Council for the enjoyment of the Maroondah community and 
wider audiences.

Message from Maroondah City Councillors
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The R & M McGivern Croydon Arts Trust was established 
through the will of the late Muriel McGivern who passed away 
in January 2000. Muriel Evelyn McGivern (nee Britten) was born 
in 1904 in Croydon. She is fondly remembered for her colourful 
writings, paintings of the Australian landscape, and dedicated 
local history publications. Muriel McGivern was the founder of 
the Croydon Historical Society and Museum in 1963 and lived 
her entire life in what is now known as the City of Maroondah. 

The R & M McGivern Prize was established according to the 
terms of her will to further creativity in the region. It awards 
a prize to the artist whose original painting, in the opinion 
of a duly appointed committee of judges, is most worthy of 
inclusion in the Maroondah City Council Art Collection. The 
prize was first awarded in 2003 and held every third year, 
the successful recipient’s work is displayed for the benefit, 
education and enjoyment of the local community.

Perpetual is trustee of the R & M McGivern Croydon Arts Trust.

R & M McGivern Croydon Arts TrustThe R & M McGivern Prize was established by the will of 
the late Muriel Evelyn McGivern, who was a much respected 
local resident, artist and community member. The prize is 
a legacy of Muriel’s support of the arts in Maroondah and 
is a great example of the contribution that is made through 
the generosity and vision of philanthropists such as Muriel. 
With the aim of stimulating artistic excellence, the prize is 
awarded every three years by the Trustee for an outstanding, 
original artwork in the medium of painting.

The theme for this year’s prize is ‘Anthropocene’ with artists 
encouraged to consider the environment, sustainability and 
climate change in their work. This is a timely theme and a 
response to the increasing urgency to manage the pressure 
facing our ecosystems. Council is supportive of a proactive 
approach to combatting climate change and is delivering 
substantial practical measures through our Climate Change 
Risk and Adaptation Strategy and Carbon Neutral Strategy—
both of which support projects that are currently reducing 
greenhouse gas emissions.

The R & M McGivern Prize solidifies Council’s reputation as a 
leader in providing an enriching lifestyle for our community—
high quality arts experiences are a key part of this. For the 
first time, the exhibition of finalists will be displayed across 
two of Council’s wonderful art venues within the Ringwood 
arts precinct: ArtSpace at Realm and Maroondah Federation 
Estate Gallery. This has enabled us to exhibit substantially more 
artworks than previous years, providing greater opportunities 
for our community to discover the diversity of artists and 
their works. Congratulations to all the finalists, whose work 
will be enjoyed by thousands of local residents and visitors to 
Maroondah over the coming months. 

Cr Tasa Damante, Cr Tony Dib JP OAM, Cr Marijke Graham,  
Cr Nora Lamont, Cr Paul Macdonald, Cr Samantha 
Mazzuchelli, Cr Kylie Spears, Cr Rob Steane, and  
Cr Mike Symons.
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the environment that a permanent imprint will be left in the 
geological strata. 

The concept of Anthropocene asks difficult questions of us. 
It demands that we consider environmental consequences 
beyond our lifetime. It invites us to recognise ‘deep time’, 
connecting us to the trajectory of what came before us 
and what will come after. It forces us to reflect on the 
anthro-centricity of our approach, insisting a turn away 
from disposable culture, living only for the present, and a 
gravitation instead towards permanency, connectivity and 
responsibility. 

The profound impact of colonisation—and subsequent 
denial of Indigenous connection to Country—is a significant 
factor contributing to environmental issues. For Deanne 
Gilson, Fernando do Campo, Penelope Cain and Nicola 
Dickson, decolonisation presents a correction based on 
creating new narratives, where memory and traditional story 
provide rich and holistic ecological paths. In accepting this 
approach, we—both humans and the environment—benefit 
by turning to the long history of Indigenous knowledge 
and the solutions it might provide to the problem of land-
degradation and species extinction. 

Bold hyper-real narratives such as in Tony Lloyd’s Mass 
Movement (2018), where a jet stream enacts a subtle and yet 
serious disruption into the tradition of the sublime landscape, 
are reminders of the human carbon imprint. Elsewhere, 
the dark humour of Kenny Pittock, Camilla Tadich and 
Sophia Hewson, suggests that the symbols and artefacts of 
popular culture are likely to be pacifying distractions from 
the environmental realities to come—sedating and lulling all 
under their spell into a false sense of security.

There is a sense of foreboding in all the works. Artists 
are harnessing the signs and symbols around us to raise 
awareness of the drastic action required in order for a disaster 
to be averted. The serene minimalism of Janet Burchill’s 
Temperature Scale (2018) belies the scientific facts presented. 
‘Warming stripes’ employed in the work are the translation 
of a simple temperature chart that conveys messages 
of impending and actual climate change. Helga Groves’ 
Stratigraphy of Time (2019) employs stencilled text as a 
formal device, concealing and revealing the names of crystals 
within luminous thin layers of oil and wax on linen. The words 
are a list of minerals that are thought to have evolved as a 

Anthropocene

Artists have long been provocateurs, challenging accepted 
conventions and societal norms. The theme of the 2019 
R & M McGivern Prize, ‘Anthropocene’, has stimulated 
responses on a broad spectrum of environmental issues. 
The impressive quality of entries this year is testament to 
the enthusiasm that exists within the creative community 
for serious conversations on the theme and a deep interest 
in analysing and exposing an array of concerns including 
colonisation, industrialisation and consumerism. Stylistically, 
the artworks are as diverse as their content; from the hyper-
literal through to the abstract, metaphoric and conceptual.

Anthropocene—literally ‘anthro’ (human) and ‘cene’ (era)— 
is still a much debated and hotly contested concept. Scientists 
are yet to settle on when this proposed epoch began—some 
suggesting that it started with the advent of nuclear weaponry 
and others speculating that it commenced as early as the first 
human habitation on the planet. What is now widely agreed 
is that this new phase in the Earth’s development is one in 
which human activity is having such a powerful influence on 
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List of worksresult of increasing industrial activity, and their sedimentary 
appearance alludes to the striated layers themselves, evolving 
and solidifying.

Parallels between the canvas, the paint and the planet are 
never far away in this exhibition, however radically different 
in form. In her work, Precarious Shift (2019), Betra Fraval 
portrays stratified layers balanced in a semi-transparent, fragile 
geology. In contrast, Josh Foley’s Neon Meate Dream (2019) 
builds the surface in luscious creamy layers, then splays it 
open, exposing its geology—as the artist describes, ‘Cutting up 
the earth like cake’. 

Abstract and gestural forms can be representative of the 
tumultuous and elemental forces at play in our contemporary 
environment. Amber Boardman’s Paint Rags in a Landfill 
(2018), brings forth detritus, ‘both virtual and actual’, in a flurry 
of waste, excess and chaos. Darker dichotomies—which posit 
humans in opposition to the landscape—surface in Angela 
Brennan’s An extinction event caused by capitalism (2019), 
where the collision of painterly forms is scarred with three-
dimensional objects and traces of the human touch. 

Violent depictions of the planet under siege, such as 
with the severed animal head of Emma Lindsay’s Reindeer, 
Iceland (After Dürer) (2019), shock us out of complacency. 
An impending sense of doom is present in works like Julian 
Aubrey Smith’s Huon Ceiling (2019) where the intensely 
foreboding presence is more a question of what next? 
Uncertainty is equally echoed in the evocative work Ahead 
(2019) by Jelena Telecki, as the figure is about to step over 
the threshold into complete darkness. In both Nicholas Aplin’s 
impending storm of Tower #187 (2019) and Kate Kurucz’s 
narrative of a tiny kitten about to be engulfed by the flames 
in The Business of Leisure Forever (2019), filmic tension is a 
potential reality.

It is clear that climate change is no longer a marginal issue, 
but a widely recognised major concern with catastrophic 
potential. The 2019 R & M McGivern Prize exhibition presents 
new work that is at once thought-provoking, challenging and 
poetic—and at times laced with solutions—propelling us to 
question the future ahead.

Emily Jones, Curator Exhibitions and Collection,  
Maroondah City Council
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Tony  
Lloyd

Mass Movement (2018) depicts the contrail of a jet plane as it 
flies past a mountain. For me a sight like this provokes a range 
of thoughts from the timeless majesty of mountains, to carbon 
emissions, melting glaciers and the staggering fact that right 
now, over a million humans are in airplanes flying at altitudes 
higher than the Himalayas. I utilise digital media to make my 
paintings, I began this with a digital video still of Chhogori Peak, 
which I manipulated using photoshop giving the mountain 
a twisting movement to imply instability. I then painted this 
distorted image, incorporating low resolution pixelations among 
more painterly gradations of tone. My worldview is a shifting 
mosaic of high and low-resolution information. As science 
expands my understanding of place and time my thoughts and 
feelings about landscape become more complex. Now, when I 
see a mountain and a contrail, I think both of timeless majesty 
and of the impermanence of all things. 

Mass Movement  2018

oil on linen

61 x 122cm

Represented by MARS Gallery, 

Melbourne; Hill Smith Gallery, 

Adelaide; and Gallery 9, Sydney

Simon 
MacEwan

In 2001 the Australian Government removed Christmas Island and 
other outlying territories from Australia’s migration zone, and in 
2013 removed all of Australia from the migration zone. In Transit, 
10.4475° S, 105.6904° E (2018), an image of a tropical cove, the 
archetype of a desert island, is obscured by fine lines, like the 
contours of the ocean floor, or layers of sediment built up over 
time. Against this background a constellation of gold stars traces 
the outline of an empty Christmas Island, a ring of points holding 
nothing. The colonial fantasy of an empty land is set against the act 
rendering an entire country legally invisible to unwelcome arrivals, 
the legal construct of the migration zone remains, but now applies 
to nowhere. While the Anthropocene may be characterised by the 
geological traces of human activity; the radioactive elements from 
atomic tests, huge mining works, it is also a record of absences; 
the disappearance of species and rivers, forests replaced with 
grasslands and then deserts. In addition to these immediate markers 
there are other less obvious burials, erasures and forgetting. The 
artificial constructions of laws, borders and migration zones may be 
intangible but their effects are written on the physical world.

Transit, 10.4475° S, 

105.6904° E  2018

watercolour and gouache 

on paper

104 x 80cm



12 13

Kevin  
Chin

Jungle (2019) reflects on how urban sprawl affects our relationship 
with the lands we inhabit. The abstraction of the cityscape highlights 
how colonisation and globalisation have turned landscapes 
generically jagged, making places indistinguishable worldwide, 
and resulting in social isolation. Emerging from the trees, the tigers 
appear as consoling animist spirits, as for most people they will 
only ever now exist as stories and daydreams. In this painting, tigers 
refer not only to endangered species, but (in relation to the figure’s 
ethnicity) their iconic association with Asia. Despite extensive 
folklore, and tigers still being the national animal of India, Malaysia, 
South Korea and Bangladesh, a closer look reveals these tigers to be 
merely stuffed toys. What were once symbolic of powerful empires, 
here become limp figureheads. As a Chinese-Malaysian migrant 
who left one colonised country for another, I consider how political 
and economic forces continue to dissolve traditions and generate 
new hybrid international cultures. Like many Australian tourists, I 
have made expeditions throughout Asia in search of wilderness, 
and a break from the commerciality we associate with ‘western’ 
living, only to find more concrete jungle. ‘Jungle’ considers how 
contemporary global flows impact both our physical and, in turn, 
Australasian cultural environment. 

Jungle  2019

oil on Italian linen

97 x 147cm

Represented by This Is 

No Fantasy, Melbourne 

and Martin Browne 

Contemporary, Sydney

Juan  
Ford

This work relates to a series of paintings made for a solo 
exhibition in Hong Kong earlier in 2019, for an exhibition titled 
Blank. This exhibition grappled with a theme I’ve continually 
delved into; humanity’s senseless relationship with the natural 
environment that sustains all life. Ideas surrounding this theme 
broadly underpin all my artistic output. We are the only species 
that destroys the environment that sustains it, and yet we are also 
a product of the same forces of evolution. We separate ourselves 
from nature mentally, and where possible, physically. Yet there is 
no separation. We are products of evolution, and depend upon 
the sum of natural processes for our continued existence. We 
are so anthropocentric that we’ve developed a colossal blind 
spot regarding our own survival. This painting is an abstracted 
depiction of that blind spot; it is also a representation of the 
cognitive dissonance this situation generates.

A Blossom Abated  2019

oil on linen

90 x 75cm

Represented by This is 

No Fantasy, Melbourne 

and Gallery du Monde, 

Hong Kong
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Andrew  
Mezei

In the words of Cennino d’Andrea Cennini, the role of the artist 
is to “...discover things not seen.”  In this painting I draw on all 
my imaginative and technical abilities to reveal the unseen. This 
work examines the role of the unconscious mind as a prime cause 
of environmental destruction. Reflecting on the work of Freud 
and Jung, the unconscious drives can be the most destructive. 
Being unseen, they are beyond restraint and have now placed 
our biosphere at risk. At play are both individual desires and 
collective concepts. These include the Judeo–Christian idea of 
human dominion over nature, and the Western Colonial concepts 
of ownership. In this painting, I gaze out towards a world that is 
framed and shaped by our innermost assumptions, beliefs and 
desires. These forms and connections within our psyche are so 
foundational to identity, that we are often not conscious of them. 
Like metamorphic rock, they are shaped by the pressure of our early 
life experiences. Some emerge from our DNA. Their tentacles reach 
out into the world, to become incarnations of our tumultuous spirit. 
Both beautiful, and insatiable, they grow wherever they will.

Metamporphic  2018

oil on linen on board

49 x 50cm

Nicholas 
Aplin

Nicholas Aplin is an early career artist predominantly focused on 
painting urban landscapes. Void of people but not human presence, 
the urban environment and nature are playing for dominance. 
Aplin’s paintings are sometimes a depiction of actual urban scenes; 
or an amalgamation of buildings he finds architecturally fascinating 
and lush plant life. Influenced by his surrounds and having previously 
worked in tropical locations, palm trees play a significant role in his 
paintings, representing resilience and freedom. These are at odds 
with the harsh and heavy concrete structures in the environment he 
now finds himself living in. 

Tower #187  2019

oil on board

90 x 60cm
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Kate  
Kurucz

Plastic chairs bake in the heat, becoming pale and brittle in 
the face of gruesome theatre—of fire and water and choking 
air—too much or not enough. These are skeletons that will 
be left behind in our layer of the earth. Monuments to leisure. 
To the act of sitting, watching, not acting.The Business of Leisure 

Forever  2019

oil on copper panel

90 x 45cm

Photo credit: James Field

Jelena  
Telecki

In my consideration of Anthropocene, I was attracted to imagining 
the collective archetypal fears of what may lie ahead of us: a kind 
of ‘party is over’ realisation when it becomes clear that outcomes 
of our neglect and failure to act are now irreparable. Ahead (2019) 
is a post-apocalyptic painting: a representation of fear from being 
trapped in rising water with nothing but darkness facing us. 

Ahead  2019

oil on linen

66 x 65cm
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Julian  
Aubrey  
Smith

My practice is propelled by mining the various conventions 
of traditional painting genres and creating visual metaphors. 
In this work I have employed the trappings of trompe l’oeil 
to explore the idea of timber as a synecdoche for human 
impact on nature. I was interested in the role of Huon Pine 
as a representative of Australian natural beauty, particularly 
in the various souvenir forms it is found. Also, the position 
of timber as a resource, industry, battleground, tourism 
drawcard and now—with the increase of severe bushfires—
both fuel and victim of terrible destruction. The title alludes 
to the signs that a human dwelling is being engulfed by 
flames. A home rendered dangerous by the collective impact 
of its occupants.

Huon Ceiling  2019

oil on aluminium composite panel

61 x 72cm

Dale  
Cox

When it comes to the immediate climate emergency the world faces 
in the next decade, we are still pathetically ‘shuffling deckchairs on 
the Titanic’. Climate change is very real, our biggest threat and our 
most urgent responsibility. We do not, as a single species, have the 
right to take the rest of our diverse planet down with us, and yet the 
defining characteristic of the Anthropocene is that we are doing just 
that. Art has an essential role to play in acknowledging this fact and 
can helpfully address the complex problems of this existential crisis 
in comprehensible, even poetic ways. This painting seeks to convey 
the ‘pointy end’ of our predicament. Whilst humans have grappled 
with our inevitable death for thousands of years, we are perhaps 
amongst the first generations to contemplate not just our own 
finite existence, but the doomed fate of humanity itself— kind of 
double death. Here we see our collective humanity stripped to our 
common element, the skeleton. As stewards of the Earth, literally 
holding its fate in our hands, are we up to the task?

Untitled  2019

acrylic on board, framed

90 x 160cm

Represented by Australian 

Galleries Melbourne, Sydney

Photo credit: Andrew Curtis
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Kate  
Beynon

Through vibrant watercolour and shimmering metallic pigments, 
fluid washes, fine details and at times unknown drying effects, the 
Alienne Guardian figure and her posse of kindred spirits are brought 
to life. She is a time-space-traveller—ancient, contemporary and 
futuristic. Possessing none of the feared invading or colonising 
type extraterrestrial traits, she has no interest in consumption, 
scientific experimentation, infestation or violation of humans—she 
has better things to do! Such as communicating, alliance-building, 
and dancing; in resistance to divisive, destructive human actions 
inflicted on Planet Earth and its earthlings. She aims to challenge the 
paranoid tendencies (of some humans) to fear ‘alien others’, and will 
not reveal where she ‘comes from’ yet, until people can be trusted 
to visit without violent terraforming.

The Alienne Guardian holds deep respect for enduring good spirits 
both on Earth and inter-planetary, and speaks of potential for mixed 
cosmic connections. Inspired by speculative, alternative other-
worldly stories—such as those by Donna J. Haraway—she questions 
the emphasis on anthropos. Among the botanical elements of an 
earthly loquat tree alongside a supernatural gathering of creatures, 
the Alienne Guardian supports a vision of multi-species living—
offering hope for life beyond the Anthropocene.

Alienne Guardian with loquat 

and kindred spirits  2018

watercolour, gouache, 

metallic pigment and pencil 

on cotton rag, framed

76 x 57 (89 x 69 framed)cm

Represented by Sutton 

Gallery, Melbourne and 

Milani Gallery, Brisbane

Photo credit: Andrew Curtis

Deborah  
Klein

The Anthropocene marks the onset of substantial human impact 
on our planet’s geology and ecosystems, including climate 
change. The precise time of its inception is still unconfirmed, 
but possibly dates from as early as 12,000 – 15,000 years ago. 
The year 1945, which the Geological Society has coined ‘The 
Great Acceleration’, ushered in a period when the negative effect 
of humans on this planet increased more dramatically than 
ever before. Yet the Anthropocene has not gained recognition 
as an official subdivision of ecological time; a final decision is 
unlikely to be made until at least 2021. Meanwhile, my research 
anticipates a new epoch, ‘The Great De-acceleration’, in 
which humanity acknowledges its contribution to climate and 
ecological breakdown and recognises that we are not separate 
from nature, but an integral part of it. Phyllium giganteum homo 
insecta hovers at the crossroads of science and science fiction. 
It is from a series of ‘unnatural history illustrations’ documenting 
the advancement of Homo insecta, a highly evolved Order 
wherein human and nature are one. 

Phyllium giganteum 

homo insecta  2018

watercolour

41.91 x 29.72cm

Photo credit:  

Tim Gresham
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Camilla 
Tadich

In undisturbed darkness, a solitary balloon floats in a liminal 
zone. We are unable to escape the gaze and are we forced to 
look back; Pobblebonk (2018) suggests a darker narrative that 
we are ultimately responsible for. Balloons are a significant 
pollutant to the environment worldwide—impacting waterways, 
wetlands and killing marine life. In Australia we are facing an 
extinction crisis—fifteen frog species are currently endangered 
and four others already extinct. The Eastern Banjo frog or 
‘Pobblebonk’ is currently of ‘least concern’, but in time it could 
also face a similar challenge if we don’t address the key issues 
impacting the conservation of our environment.

Pobblebonk  2018

oil on linen

61cm x 92cm

Kate  
Shaw

Kate Shaw reinterprets notions of what constitutes landscape 
painting, both within an art history context and a contemporary 
social context, reflecting upon the contradiction between our 
inherent connection to the natural world and continual distancing 
from it. The artist has sought inspiration from a range of unique 
landscapes the world over, including the impenetrable ice fields 
of Iceland and primal, geological landscapes of central Australia 
and South West USA. The Anthropocene is a proposed geologic 
chronological term for an epoch that begins when human activities 
have had a significant global impact on the Earth’s ecosystems. 
‘Walking along the beach at Phillip Island I came across some 
small rocks that had plastic fused to them. Every single piece of 
synthetic plastic that has ever been manufactured since 1950 is still 
in existence today, as each one takes thousands of years to break 
down. Plastic litter can become fused with rocks and other materials 
to form a new material: plastiglomerate. This material could very 
well become a permanent part of the geological record, forever 
marking humanity’s impact on the world.’

The Grandmother  2018

acrylic

120cm diamater

Represented by Martin Browne 

Contemporary, Sydney

Photo credit: Belle Stewart
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Victoria 
Reichelt

Plastic Horror 2 (2018) fits with my broader investigations 
into objects and what they tell us about our past, our present 
and our future. This painting however, adopts a more strident 
environmental position. Featuring a mountain of pristine plastic 
cups, the work highlights the omnipresence of these destructive 
objects, which seem multiply before our eyes. I have placed 
the works on a shiny black surface that mimics an oil slick, an 
occurrence both mesmerising and horrific, highlighting the 
broad lack of concern for the natural environment. 

Plastic Horror 2  2018

oil on linen

44 x 44cm (framed)

Represented by This is No 

Fantasy, Melbourne and Jan 

Murphy Gallery, Brisbane

Photo credit: Jon Linkins

Stephen 
Haley

Recent work considers the two defining social conditions of the 
contemporary era—rapid global urbanisation and the exponentially 
expanding digital world. Both are unprecedented in human history 
and are directly responsible for fundamental shifts in culture, politics 
and social conditions. They underpin our comforts and our fears. 
They drive global warming and increase standardisation, repetition 
and simulation. They are underlying drivers of the Anthropocene 
era. Both these forces involve abstractions and reductions. Places 
of the natural world are abstracted into standardised, generic 
Spaces. The complex analogue world is reduced to numerical 
approximations in digital code. In these conversions, we ‘Take 
Away’. This painting, Take Away I (2019), depicts an example of 
global, generic Space and international commerce: the drive-thru 
Take-Away. It sits uncomfortably, hunkered down, turned away 
from the natural world, it reflects itself. The construction paves over 
a black ground, the Indigenous ground. It is night, but perversely, 
all seems bright. Beyond this house of consumption, a larger vista 
is visible. This is not a sharp division; the two ecospheres remain 
fundamentally inter-meshed. We are part of nature and, now, also a 
force against nature—whenever we Take Away. 

Take Away I  2019

oil on linen

102 x 122cm

Represented by MARS Gallery, 

Melbourne; Lumas Galleries 

international and Artitled 

Gallery, Amsterdam
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Dord 
Burrough

Burrough’s process-led paintings investigate themes of psychology 
and the body. She combines drawing, mark-marking and gestural 
action to build a surface, using time as a compositional element 
stacked within colour and form. Burrough uses intuitive processes 
and spontaneity in painting as catharsis and self-inquiry. This 
process allows a space for ideology to be suspended, leaving 
dualities and rigid concepts behind and revealing aspects of the 
subconscious as the work develops. She is interested in the self-
consciousness that is unique to humans, the mental dysfunction 
that goes along with this and how this dysfunction warrants our 
separateness from our environment, nature and reality. 

Grill  2019

oil on canvas

148 x 117cm

Represented by LON Gallery, 

Melbourne

Photo credit: Adam Stone

Miles  
Howard-Wilks

Howard-Wilks’ practice features landscapes and seascapes with 
recurring motifs of iconic animals, landmarks and transport. While 
the imagery often combines several themes in one complex vision, 
Howard-Wilks is singular in his focus, creating detailed compositions 
with character and elegance. The Ghan demonstrates an ongoing 
passion for the natural environment, the train cutting though an 
idyllic scene and illuminating the effects of human development. 

The Ghan  2018

gouache and greylead pencil

38 x 55.5cm

Represented by Arts Project 

Australia, Melbourne
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Sarah 
Tomasetti

‘We seem to be riding on the bones of the earth, elevated above 
the soft body of the world. It is easy to understand how pilgrims, 
walking overland for weeks or months, feel they are approaching 
the centre of the universe.’ (Galen Rowell)

For centuries pilgrims have prostrated themselves to complete 
the Kora around the base of Mt Kailash on the Tibetan Plateau, 
believed by Buddhists and Hindus to be the navel of the world and 
the source of all life. Only after completing the outer Kora may 
pilgrims progress to the inner circuit. The Tibetan plateau is melting, 
up to ten times faster than the poles. The river systems of South 
Asia originate here, pouring over the edge of the roof of the world, 
and sustaining one third of the worlds’ population and countless 
ecosystems from life giving glaciers. Climate change on the plateau 
is a catastrophe. In the painting Outer Kora (2019), we see the 
north face of Mt Kailash on the verge of disappearance, framed by 
a landscape made up of tiny marks that might scatter in a breath of 
wind. At the dawn of the Anthropocene, how might nature resonate 
at the centre of human consciousness?

Outer Kora  2019

oil on plaster on muslin

80 x 99cm

Represented by Australian 

Galleries, Melbourne and 

Beaver Galleries, Canberra

Photo credit: Les Walkling

Mark  
Rodda

In order to not lead the viewer, I prefer to not supply any thoughts 
about my paintings as a whole. In my mind there is no right or 
wrong way to interpret my work, in fact I’m happiest and most 
intrigued when an outsider’s interpretation of my artwork is the 
exact opposite to my own. Oast and Kiln  2018

acrylic and oil on 

wood panel

30 x 44cm

Represented by 

Gallery 9, Sydney
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Penelope 
Cain

Landscape in its widest terms is central to Penelope Cain’s practice. 
There is a German term, Kulturlandschaft, that describes a landscape 
marked by human culture; an inhabited and occupied landscape, 
bearing the manifest residues and remains of our cultural, physical 
and economic presence on the land. This is the territorialised, 
extracted and transformed landscape of the Anthropocene and the 
focus of Cain’s practice. Phase 2: extraction (2019) repurposes a 
small landscape painting in the collection of the New South Wales 
State Library, depicting the emergent Sydney colony, to visually 
consider ideas around extractive economics. The work collages 
digital and physical elements to present a scene of departing trade 
vessels and looming oil platforms, populated with residual colonial 
characters. The central shadowy image of a pair of oil rigs in the 
middle of the calm waters of the harbour operates as a provocation 
from the near future; of a contemporary mode of extractive 
colonisation. This work is part of an ongoing series, repurposing and 
collaging picturesque colonial landscapes with architectural and 
economic future-present provocations, to consider the territorialised 
and emergent Anthropogenic landscape, through the historical 
Australian context.

Phase 2 extraction  2019

acrylic, uv cured digital print, 

flyscreen mesh on linen, 

painted poles and coreflute

160 x 160cm

Nicola 
Dickson

This painting is inspired by the engravings in the Atlas published in 
1800 by naturalist Jacques Julien Houtou Labillardière. The Atlas 
illustrated Labillardière’s journal account of the French voyage 
commanded by Bruni d’Entrecasteaux launched in 1791 to search 
Australia and the Western Pacific for the lost vessels of La Perouse. 
Most of the engravings depicting plants, birds, people and events are 
derived from the drawings of the expedition artist, Jean Piron. In this 
period prior to European colonialisation of Tasmania, Labillardière 
considered he had encountered ‘natural man’ in Tasmania, untainted 
by the vices of civilisation. The multiple encounters recorded 
were historically significant and remarkable for their peacefulness. 
Presenting Jean Piron, 1793 – Femme de cap du Diemen (2018) 
conveys my imagining of French understandings of the Indigenous 
people they met. The painting depicts an idealised female figure 
derived from one of the black and white Atlas engravings. She has 
been placed in a fantastic Tasmanian landscape inspired by the 
classical decorative vignettes that adorned French ceramics in this 
period. This re-presented history offers an alternate story of contact, 
one unfortunately not realised. 

Presenting Jean Piron, 1793 

- Femme de cap du Diemen  

2018

oil on linen

91.5 x 76cm

Represented by Beaver 

Galleries, Canberra

Photo credit: Mark Mohell
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Shannon 
Smiley

I’m drawn to overlooked and undefined corners of the Australian 
suburban environment —an alleyway, a patch of weeds between 
a train line and a warehouse, the twists and turns of the creek 
that refuse the encroaching development. In these edgelands a 
wilderness grows with an urgent will to live, and I recognise in 
them something of the fantasy that runs through the Romantic 
tradition. As I encounter these spaces in my daily routines, I think 
about the tension between the natural and built environments, 
about the language of European landscape painting, and about 
how much I love that language, at the same time as questioning 
the inherent values within it.

View from the bridge  

at Rushall station  2019

oil on canvas

76 x 91cm

Represented by Fox 

Galleries, Melbourne 

and Hill Smith Gallery, 

Adelaide

Briell  
Ellison

Sydney Blue Gum High Forest (2018) involves a series of miniature 
paintings that take as their subject depictions of remnant patches 
of the critically endangered forest community known as Sydney 
Blue Gum High Forest. This forest community once covered large 
areas of Sydney, though its range is now severely diminished and 
fragmented. Through a process of drawing and painting on location 
I have chosen to include ten views of this forest community. 
These views together tell a story of the anthropogenic pressures 
that surround nature, and in particular those faced by this forest 
community. I was most interested with this work in exploring 
this tension rather than presenting idealised depictions of nature. 
Further, this work aims to raise awareness of and appreciation 
for the diversity and uniqueness of different kinds of ecological 
communities within the Sydney Bio basin.

Sydney Blue Gum High 

Forest  2018

oil on archival panels

60 x 150cm

Photo credit: Elle Geraghty
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Betra  
Fraval

Betra Fraval investigates ecological concerns by representing 
damaged, but often sublimely beautiful environmental sites she has 
journeyed to and experienced. ‘Rainbow Mountain’, Vinicunca, Peru 
is a geologic site of ribboned strata with cascading colours, that 
was recently revealed due to retreating glaciers at the mountains’ 
summit. This lithic wonder has increased industry and tourism 
in the area which, while economically beneficial, is fraught with 
ecological and social complications. In A Precarious Shift (2019), 
Fraval articulates a sense of fragility, not often associated with the 
geological. This is expressed through the choice and execution of 
medium; and the delicate, semi-transparent brush marks that reveal 
the raw canvas underneath. A reference to a tenuous state of solidity, 
the image hangs like a ghost, or a stain from a fleeting experience. 
She communicates ideas regarding the irreversible marks that the 
Anthropocene has left on the earth through her own mark making 
on the canvas.  Her work brings to our attention to the complexities 
at play and illuminates a necessary rethinking of landscape and 
environmental sites as fragile, changeable and impermanent. It is a 
reminder that potentially, due to our human behavior, we are on a 
threshold of irreversible change, a precarious shift.

Precarious Shift  2019

oil on linen

91.5 x 81.5cm

Represented by James Makin 

Gallery, Melbourne

Photo credit: Mark Ashkanasy

Helga  
Groves

Stratigraphy of Time (2019) belongs to a series of artworks 
I have created that broadens my ongoing investigation of 
geophysical processes and geological time. Anthropocene 
Minerology is explored as a cluster of text positioned in the 
centre of the painting, identifying the names of six individual 
mineral crystals. Each is suspected to have evolved during 
the Anthropocene epoch as a result of the pervasive near 
surface effects of human industrial activity on the earth. 
The painting is composed of layering akin to geological 
evolvement, with a background of tonal striations to indicate 
annual sedimentary layers—known as ‘varve’, disrupted 
by uplift into a vertical position. The surface layer of 
handpainted stencil-like text, suggests the embedding of an 
industrial stamp, combining background and foreground as 
a unifying Anthropocene occurrence. 

Stratigraphy of Time  2019

iridescent oil paint, wax and 

medium on linen

90 x 90cm

Represented by Sutton Gallery, 

Melbourne; Milani Gallery, 

Brisbane and Kronenberg Mais 

Wright, Sydney 

Photo credit: Andrew Curtis
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Janet  
Burchill

This work is a painterly translation of 
‘warming stripes’, a data visualisation graphic 
by climate scientist Professor Ed Hawkins. 
This particular graphic represents Australia’s 
average temperature each year over the 
last century up until 2017, with each stripe 
representing a single year, from the earliest 
available date to now. 

Temperature Scale  2018

acrylic and enamel paint 

on canvas

160 x 160cm

Represented by Neon 

Parc, Melbourne

Jordan 
Marani

Possession is nine tenths of the law. ‘What’s mine is yours’ 
unless it’s all MINE, MINE, MINE. Mines are a primary 
industry. Mines are used in wars. These wars are fought over 
what is ‘mine’ and what’s in mines. The four-letter word 
painted here has multiple meanings, referring to greed, 
possession, explosive devices and to the mining industry. 
It resonates with current topics including the Adani coal 
mine and tycoons such as Clive Palmer and Gina Rinehart. 
Front and centre of the recent Australian federal election 
was a big mine campaign, a big, BIG mine. Mines are 
claimed to be central to our economic ‘miracle’ and have 
been central to the economy, a dominant nation building 
story since colonisation. For me, MINE stands for all the 
greed and selfishness in politics and business, and the 
devastating implications of how mines irreversibly shape our 
country and the environment. This work is a continuation 
of paintings in my broader practice of vulgar Australian 
language and four-letter swear words. Here I enjoy how 
the word MINE falls into the same category as paintings 
such as FUCK and SHIT, works that have become part of my 
painting practice throughout the past thirty years.

MINE  2019

acrylic and pencil on linen board

160 x 30cm

Represented by Daine Singer, 

Melbourne
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Sam  
Martin

I’m interested in creating multidimensional works laden 
with references as diverse as the modernist grid, op art, 
folk art, South American basketmaking and pointillism. 
Splicing together elements of repetition, circumstance 
and decoration; the primarily formal abstract qualities 
that play out on these composite surfaces are enhanced 
by the evidence of labour and planning that inform their 
construction. Through the process of magnifying and 
scrutinising the components that make up a painting, I 
intend to challenge notions of painting as a purely two-
dimensional medium and engage in various degrees of 
interaction between paint and thread. Through self-
initiated research, I combine a myriad of techniques 
drawn from tapestry, basketry and rug-weaving with 
a deliberate interrogation of the warp and weft of the 
picture plane.

It Was A Day Like Today A 

Day Was A Today Like A Day 

Like Today It Was  2019

cotton thread, synthetic 

polymer and upholstery 

tacks on canvas over 

wooden board

57.5 x 42.5cm

Represented by  

STATION, Melbourne

Photo credit:  

Deidre Cannon

Dane  
Lovett

This painting is based on a very well-known face yet the familiar 
scale for portraiture has been skewed. Looking Forward (2019) is 
part of a series of paintings based on stills from various Madonna 
film clips. The YouTube clip for ‘Papa Don’t Preach’, on which this 
painting is based, has 78,695,914 views at the time of writing this 
statement. I would have contributed maybe a dozen views to this 
tally while preparing to make this painting. Finding source material 
online as I often do may seem rather immaterial, yet a recent 
study University of Oslo professor Kyle Devine provides a different 
perspective. Devine is interested in the environmental impacts 
of how we consume digital media on services like YouTube and 
Spotify. Even though we don’t consume physical media like we 
used to, the energy it takes to stream and download digital music 
has caused greenhouse gas (GHG) emissions to rise sharply: 
Devine’s research shows GHGs of 136 million kilograms in 1988, 
and 157 million in 2000. But by 2016 the generation of GHGs by 
storing and transmitting digital files for those listening to music 
online is estimated to be between 200 million kilograms and over 
350 million kilograms. 

Looking Forward  2019

oil and acrylic on 

aluminium composite 

panel

86 x 24cm

Represented by 

STATION, Melbourne and 

Sullivan+Strumpf, Sydney
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Amber 
Boardman

This painting, Paint Rags in a Landfill (2018) underscores 
Boardman’s ambivalence about creating objects in the midst of a 
global climate crisis. Here she observes by-products associated 
with a desire for beauty, both in art and in the self. A cutaway 
of a landfill contains the leftovers of art making; gobs of paint, 
turpentine and rags. Simultaneously, these flesh-like blobs also 
speak to makeup wiped off at the end of a day. Streaked jagged 
lines, plucked hairs, and false eyelashes comprise the constant 
renewal process of beautifying and discarding. In a relationship 
linking contemporary painting and makeup, Boardman highlights 
detritus, both virtual and actual, resulting from internet makeup 
tutorials and selfie culture, as well as a desire for recognition 
through art in the age of Instagram.

Paint Rags in a Landfill  2018

oil on canvas

152 x 122cm

Represented by Chalk Horse 

Gallery, Sydney and Sandler 

Hudson Gallery, Atlanta

Photo credit: Sissy Heyes

Angela 
Brennan

My painting An extinction event caused by capitalism (2019) 
embodies the idea that human civilisation (or should that be 
‘uncivilised’?), as opposed to natural forces, has altered the earth’s 
geological record. Some people think that this is a blip: in terms of 
deep time the state of the earth is indifferent to us; in the scheme 
of things we don’t matter. On the other hand, it is clear now that 
the destruction of the biodiversity of flora and fauna does result 
from human activity and practices—especially since the early 1950s 
when the first nuclear bomb tests were performed, events symbolic 
of the Anthropocene. If capitalism’s fate is to implode, this is taking 
longer than the changes to the Earth’s biodiversity associated 
with the Anthropocene. Plastic, aluminium, concrete, soot, not to 
mention oil paint and canvas, all contribute. I have placed fabric 
gloves on top of an abstracted landscape as a metaphor for human 
intervention but also as a literal marker of waste, junk, trash, excess 
and $2 shops. How many pairs of gloves can one person have?

An extinction event caused 

by capitalism  2019

oil and fabric on linen

153 x 153cm

Represented by Niagara 

Galleries, Melbourne and 

RoslynOxley9 Gallery, Sydney
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Evangelos 
Sakaris

Ubiquitous plastic marine debris, found whole or fragmented on 
riverbanks and coastlines. Objects small enough to be ingested by 
marine life. Objects under layers of Ultramarine Blue glaze. The 
pigment of luminous presence translates as “beyond the sea”, a 
reference to the distant source of lapis lazuli—Afghanistan. That 
distant region of modern tragedy was revered as ‘the other side 
of Eden’ by Renaissance artists who used its blue pigment to paint 
the robes of ‘the Mother of God’. Distance can be an excuse for 
neglect—out of sight, out of mind, like the objects, barely visible 
under layers of blue, disowned and set adrift; they merge beyond 
the sea as a sign of the disavowal of a planet whose blue robes are 
approaching disaster.

Ultramarine (lighter razor 

baby-bottle)  2019

oil on canvas

147 x 106cm

Euan  
Heng

The ‘rules’ for making this work are really matter-of-fact: shapes are 
delineated by line and these lines are drawn with the aid of drafting 
tools and templates, therefore, flatness and the linear are privileged. 
The motive is not to sacrifice the figure as I advance towards 
flatness and abstraction but by geometric simplification, invite 
abstraction to play a greater role in figuration. This motivation is also 
imbued by a desire to retrieve the image and to harness it with an 
individual vision and experience of the world. Somewhere between 
what is seen, known or felt and transformed by imagination towards 
a possible poetic dimension; therefore, the work may reference 
reality but is not of it and is essentially artificial. The genesis for such 
work is not predetermined by concept alone and may derive from 
something seen, heard, remembered or, originating serendipitously 
from an existing motif or text. When a work is titled, ambiguity can 
surface between the work and its title and in this instance, it is a verb 
and not a noun that bridges that gap.

orient  2018

oil on wooden panel

122cm x 78.5cm

Represented by Niagara 

Galleries, Melbourne

Photo credit: Mark Ashkanasy
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Katherine 
Hattam

I made All The Pink Ones Are Extinct (2019) after four years 
producing a body of work I called The History Pictures, a 
series about escaped convict William Buckley who lived with 
the Wathaurong along Victoria’s coast for thirty-two years 
in the early days of the 19th Century. Reading the account 
by Buckley and John Morgan, published in 1952, and then 
travelling to the places mentioned—Sorrento, Point Lonsdale, 
Barwon Heads, Bream Lea—I was struck by the contrast. 
Buckley describes the ‘plenty’, the fish, edible plants, flowers 
and fauna. It is suggested the Anthropocene begins right about 
the time Buckley describes or possibly a few years earlier, with 
the industrial revolution on the other side of the world. (In 
definitions I read, Anthropocene assumes human and man to 
mean white; as opposed to Indigenous). Figuring out how to 
best depict this sense of loss and diminishment I contemplated 
absence but chose instead to include the Thylacine, the 
Catfish, and a couple of Grevillea (all of which are now extinct) 
and to colour them pink.

All the Pink Ones Are Extinct, 2019

gouache, charcoal and book 

pages on linen 

125 x 125cm

Represented by Daine Singer, 

Melbourne

Photo credit: Clare Rae

Luke  
Pither

Falling Ornament (2019) references various landscape images 
found stamped, embossed or carved on ceramic and early glass 
bottles, bowls and vessels of the 1600s, predominantly from Japan 
and South East Asia. These often beautifully inscribed insignia 
functioned as brand, ownership and region-identifying production 
labels. I am interested in the intersection of historical imagery on 
ceramic goods of daily use and how these images documented 
multiple armageddon scenarios of environmental relocation caused 
by an overarching fear of exploding volcanoes and burning villages, 
tidal waves and unexpected windstorms. Within this Anthropocene 
conversation, Falling Ornament remains an unpolished image of 
multiple sketchy concerns for human survival, the image carving 
itself though time sampled of similar unprecedented concerns.

Falling Ornament  2019

oil and acrylic on canvas

100 x 75cm
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Deanne 
Gilson

Bunjil the Eagle, was once a man. After he created the land, 
waterways, plants, animals and people, he turned himself into an 
Eagle and flew up into the sky, where he watches over us today. My 
painting remembers my mum telling me the Bunjil Creation Story 
as a child, growing up in Melbourne. Five Murnong daisies, equally 
standing as the five Kulin Mobs of Victoria. The daisy is now mostly 
extinct. Nan’s pink ochre coloured commission house in Footscray 
and the jaunts of us kids playing by the Maribyrnong and Yarra 
river. The factory rooftops that we passed every day. Rubbish in the 
river, pollution from the factories and the constant building going 
on around us. When my family moved to ancestral Country, near 
Ballarat, I realised, how beautiful Country is. No pollution and the 
plants and animals were still there. I use gold to reflect the richness 
Country offers, only taking what ochre I need, my imprint is less. 
Telling our stories. Our yarns are based on truths and need to be 
explored more in a postcolonial society, so we can find better ways 
to deal with the environmental and physical need of humans.

Garra-kin Bundjil Beek - To Scar 

Bunjil’s Country  2019

acrylic, gold leaf and ochre 

sourced from Country

90 x 100cm

Fernando  
do Campo

My practice is committed to interrupting anthropocentric narrations 
of the colonial project in an attempt at decolonising the notion 
of the human through speculative fiction and genre painting. This 
painting speculates on the histories of colonially mobilised non-
human animals and their vibrant relations to each other. In 1819, a 
convict ship carried Captain James Wallis to India accompanied by 
‘Inner View of Newcastle’, a painting he had commissioned from 
Joseph Lycett in 1817. Story of Us (2018) speculates on the non-
humans that would have been actors in this narrative; black rats 
had already arrived in Australia off Dutch ships; laughing jackasses 
(kookaburras) were being transported due to their exotic chuckle; 
house sparrows joined this conversation from their native Calcutta; 
Native Companions (colonial name for Brolga), as their namesake 
goes, may have accompanied Lycett’s painting on this colonial 
journey—and Lycett’s painting, a human lens but also a material 
actor, remains a fellow but no longer central. In this painting, the 
human becomes companion, listener, friend; to a different hierarchy 
that potentially decolonises humans. Can ‘we’ rethink colonial 
history conscious of the Anthropocene? I propose through a human 
and non-human plurality. To ‘companion the native companion’ is 
one such counter-anthropocentric strategy.

Story of Us  2018

acrylic on canvas

120 x 100cm

Photo credit: Tobias Spitzer
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Emma 
Lindsay

I travelled to Jökulsárlón in 2011, a glacial lake in southeast Iceland 
near the Breiðamerkurjökull glacier. In the carpark was a 4WD with 
a trailer—the heads of three reindeer strapped to it by nylon rope. 
Like most Australian kids, I grew up singing Rudolph the red-nosed 
reindeer and dreaming of snow during our hot, fly-blown Christmas 
holidays. This was the first time I’d seen a reindeer: three hunting 
head trophies, no bodies in sight, soft brown velvet felt scraped 
away from bloody antlers.  

Reindeer are an introduced species in Iceland, bred for hunting, 
with hooves that destroy the delicate slow-growing moss that 
covers the volcanic landscape of the island. Declining in numbers 
around the world, reindeer were reported extinct in the United 
States in 2019. Everywhere, unique species are disappearing in world 
environments impacted by climate change and human activities—
now hallmark signs of the Anthropocene.  After finally painting 
my memory this year, I found a book on Albrecht Dürer’s animal 
paintings and discovered my painting was almost identical to his 
painting Hirschkopf (translation: Stag’s Head,1504)—except his deer 
was killed by an arrow, not a bullet. Humans haven’t changed… not 
yet. What will life on Earth look like in another ten years? 

Reindeer, Iceland (After Durer)  

2019

oil on linen

40.2 x 61cm

Represented by Bruce Heiser 

Projects, Brisbane

Photography: Jon Linkins

Jacqui 
Stockdale

My multi-disciplinary practice is known for its use of portraiture to 
explore Australian cultural identities, masquerade, spirituality and 
death. The Recline, (2019), unlike most of my work is without the 
use of masquerade. It was a spontaneous undertaking, painted 
directly from life of a ringtail possum discovered dead on the 
road near my house which had fallen from the telegraph wires 
above. Positioned exactly as I found it, the pose of the possum 
follows in the tradition of the reclining female nude as a popular 
subject in nineteenth-century French painting. The face in the 
background depicts a portrait by Belgian artist, Luc Tuymans. 
The gaze of both animal and human are directed at the viewer, 
however, in line with the current era of environmental impact 
described by scientists as Anthropocene, the human dominates. 

The Recline  2019

oil on Linen

41 x 56cm

Represented by Olsen Gallery, 

Sydney; Finkelstein Gallery, 

Melbourne
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Hamish  
Carr

Marvellous persona (2018) is graphic and deliberate, while 
at times chaotic, drawing the viewer in to an intimate net 
of coloured fragments that are boldly interrupted by stark 
contrasting icons. It is meticulously layered with ink and acrylic 
depicting a detailed and colourful web of shapes amongst a 
mass of dark cloud. The colourful abstractions resemble cell-like 
structures that merge to form an evolving landscape. These 
structures suggest subtle references to confectionary and 
flesh that speak of hedonistic tendencies. The voyeuristic dark 
mass with eyes works as a portal, a giant orifice absorbing both 
landscape and viewer.

Marvellous persona  2018

acrylic and ink on linen

160 x 140cm

Photo credit: Clare Rae

Sophia 
Hewson

Children’s cartoons communicate a complex set of ideas, they 
introduce kids to ‘our’ social world. I seek to examine how our 
ideological beliefs drive our imagery. In this series Untitled 1-20 
(2019), I have used cartoons (often sarcastically) to demonstrate 
the hidden narratives embedded in these symbols and the way 
in which they are authored by a singular patriarchal voice that 
deserves revision and expansion. 

Untitled (cheers)  2019

oil on board

94 x 124cm

Represented by MARS Gallery, 

Melbourne
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Josh  
Foley

Cutting up of the earth like cake—topography becomes the slice of 
pizza at the end of a big night on the town... Marble is chiseled away 
to reveal mincemeat, the purest representation of convenience, 
efficiency and the sickening reality of our propensity to control 
something. The surrealism of the melted toy dinosaur is the ironic 
figure at the helm of an earlier period on this globe; the chain, our 
enslavement to our own domination over ourselves...The title of this 
work comes from a Captain Beefheart song (from his album Trout 
Mask Replica) I was listening to whilst making the work. I thought 
it fitting, and his music, maybe a likely soundtrack to the twisted 
cavorting and raucous nature of this piece. I’m driving around, in my 
car, from my studio to my home during the making of this work—
thinking about the “Anthropocene” and I kept seeing signs, street 
signs, business signs etc, and it made me think that between all 
these logos, lies the pathos, the ethos and the thantos at the heart 
of a species that still sees itself as the heart of the universe. 

Neon Meate Dream  2019

oil and acrylic on canvas

120 x 120cm

Represented by Despard Gallery, 

Hobart

Kenny  
Pittock

There is an unclaimed winning Powerball ticket that was sold by 
my local news agent six months ago and ever since I’ve dreamed 
of finding it. I work in a supermarket car park pushing trolleys 
and check all the scraps of paper I find in the hope that I’ll hit the 
jackpot. After all, with a winning Powerball ticket life really could be 
a dream. Meanwhile, at my house, snails have made a home in my 
letter box and keep gobbling up my bills before I can get to them. 
My fear is that one day I will find the winning Powerball ticket in 
the car park but a snail will have beat me to it. Powerball (2019) is a 
playful response to the notion that entering into a power struggle 
with nature is never going to end well. We are always taught to 
gamble responsibly but to ignore our planet’s warnings is a gamble 
none of us should be willing to take.

Powerball  2019

acrylic on earthenware ceramic

19 x 11 x 3.5cm
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Nadine 
Christensen

The painting, Hang in there (2018), depicts three engorged flies,  
a crumpled image of an industrial building site, a bamboo pole  
and the words ‘hang in there’ smoked onto the painted surface.   
A pattern of linking stools are silhouetted in the background. Part 
of our everyday, flies are short-lived and typically associated with 
something dirty or annoying. Smoked letters, remnants of human 
presence, a message left for an unknown viewer. Easily smudged 
or erased. Each pictorial element is pushed into the foreground 
of the painting. The flies are enlarged so as to occupy equal 
spatial prominence with the text; the architecture diminished 
in rendering, crumpled and snagged on a vertical pole, so that 
it too occupies equal space within the picture plane. The built 
environment, the fly and its banal connotations, the melancholy 
yet hopeful message—are all rendered as provisional, temporary, 
momentary, fleeting and inter-connected. Each segment of the 
painting scaffolds the others. All poised in the midst of motion.   
All rendered with a different painting logic—masked, dabbed, 
blended, flat, soft, hard edge, soft edge, removed, applied, glazed, 
opaque, transparent. The painting is a consideration of time and 
fragility.  Human nature and the ecosystem. Ugliness and utility.

Hang in there  2018

acrylic on sustainable farmed 

hoop pine with cedar stretcher

95 x 80cm

Artist biographies
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Nicholas Aplin is an artist based in Melbourne. He has studied fine art and film making 
and has worked as a set designer, prop maker and illustrator. Aplin has been a finalist in 
the Muswellbrook Art Prize, 2018 and 50 Squared Art Prize, 2019. Exhibitions include 
Uncontrolled Development, Brunswick Street Gallery, Melbourne, 2019; and The Bell 
Ringer’s Ball, Depot Gallery, Sydney, 2013. He holds a Diploma of Fine Arts, Northern 
Institute of Tafe, Hornsby; and a Diploma in Filmmaking, New York Film Academy, New 
York, USA. 

Kate Beynon is a Hong Kong–born, Melbourne–based contemporary artist, working 
in a range of media including painting; works on paper; soft-sculptural installation and 
animated video. She holds a PhD in Fine Art, MADA, Monash University, Melbourne, 
2017. Exploring hybrid cultural identity and shaped by interests in storytelling, feminism, 
portraiture and auspicious imagery, her work draws from diverse influences including 
calligraphy, animation, film, textiles and ethical fashion. Recent highlights include a 
major public art commission for the Elizabeth Arcade and Student One, Brisbane, 2019. 
A seven-time Archibald finalist, and winner of the 2016 Geelong Contemporary Art Prize, 
Kate Beynon is represented by Sutton Gallery, Melbourne and Milani Gallery, Brisbane. 
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Amber Boardman is a visual artist based in Sydney. She holds a PhD, University of New 
South Wales, Sydney, 2018 and a Master of Fine Art, School of Visual Arts, New York, 2009. 
Her work has been exhibited internationally since 2002, with exhibitions including the 
Archibald Prize, Art Gallery of New South Wales, Sydney, 2018; Geelong Contemporary 
Art Prize, Geelong Gallery, Victoria, 2018; and BAM’s Next Wave Festival, New York City, 
2010. Her works are held in numerous private and public collections in Australia and the 
US.  Boardman is a founding member of shared studio/exhibition spaces in Brooklyn and 
Sydney. Amber Boardman is represented by Chalk Horse, Sydney and Sandler Hudson 
Gallery, Atlanta. 

Angela Brennan is a Melbourne based artist. She holds a PhD, Visual Arts, Monash 
University, Melbourne, 2019. Angela has worked as a professional artist for over thirty years 
and has exhibited in numerous solo and group exhibitions in Australia and internationally. 
She was artist in residence at the University of Sydney Archaeological excavations, Cyprus, 
2016; and has been awarded several artist’s studio residencies, including the British 
School of Rome, 2015. Her work is represented in major public and private collections 
throughout Australia and overseas. Angela Brennan is represented by Niagara Galleries, 
Melbourne and Roslyn Oxley9, Sydney. 

Janet Burchill is an artist based in Melbourne. She has been working as an artist both 
individually and collaboratively (with Jennifer McCamley) since the mid-1980s. Her 
artwork often engages with the legacies of modernism and traverses a wide range of 
references. Painting and its surrounding discourses have been a recurring and important 
strand of her solo work. Much of her painting has used language and text. More recently 
she has been engaged with the crossover of the languages of painting, graphs, charts 
and diagrams. Recent exhibitions include Burchill/McCamley, The Temptation to Co-Exist, 
Heide Museum of Modern Art, Melbourne, 2019; Versus Rodin: bodies across space and 
time, Art Gallery of South Australia, Adelaide, 2017; and Unfinished Business, Australia 
Centre for Contemporary Art, Melbourne, 2017. Janet Burchill is represented by Neon 
Parc, Melbourne.

Dord Burrough is an artist based in Melbourne. She holds a Bachelor of Fine Art, 
Queensland College of the Arts, Brisbane, 2012. She was a finalist in the Bayside 
Aquisitive Art Prize, 2019; and the Churchie Emerging Artist Prize, 2011/2012.  She 
recently undertook a one-month residency in Lisbon. She has exhibited regularly since 
2010 and has participated in group and solo exhibitions nationally and internationally. 
Recent exhibitions include Bar and Grill, LON Gallery, Melbourne, 2019; Spring 1883, 
The Establishment, Sydney, 2019; Without Fail, Incinerator Gallery, Melbourne, 2019; and 
Crocodility, Bundoora Homestead, Melbourne, 2018. Her work is held in the Artbank, 
Joyce Nissan and Macquarie Group collections, as well as numerous significant private 
collections in Australia and Germany. Dord Burrough is represented by LON Gallery, 
Melbourne. 

Penelope Cain is an artist based in Sydney. She has a research background in science, 
and holds a Master of Fine Art, Sydney College of the Arts, 2016. She was a finalist in 
the Hazelhurst Art on Paper Prize, 2017 and 2019; and the Sir John Sulman Prize, 2016. 
She was awarded the Glenfiddich Contemporary Art Award Residency, Scotland, 2019; 
and the Fauvette Loureiro Memorial Travelling Scholarship, 2018. She has exhibited 
in Australia, the UK, Seoul and Taipei. In her most recent solo exhibition Interregnum, 
Casula Arts Centre, New South Wales, 2019—she considered a linked series of 
extinctions, from the Permian mass extinction event, to the moment that the current 
prime minister brought a lump of coal into Parliament House. 

Hamish Carr is an artist based in Melbourne. He holds a Master of Fine Arts (Research), 
Victorian College of Arts, Melbourne, 2010. Since graduating he has been the recipient 
of grants from the Australia Council for the Arts and Arts Victoria. In 2011 he completed 
an artist residency at Youkobo Art Space, Tokyo, and was a participating artist in the 
Australia–Japan Immanent Landscape Project at the Kurumaya Museum of Art. He has 
been shortlisted for numerous art prizes and has held solo exhibitions at commercial 
and artist-run spaces in Australia and Japan. His work can be found in public collections 
including Artbank; Bullseye Glass, USA; Geelong Gallery; and the Museum für 
Gestaltung, Zürich, Switzerland. 

Kevin Chin is an artist based in Melbourne. He holds a Bachelor of Fine Art (Honours), 
Victorian College of the Arts, Melbourne, 2012. Chin is the winner of the Albany Art 
Prize, 2018; the Bayside Prize, 2015; and runner-up at the Redland Award, 2014. He has 
exhibited widely around Australia, and internationally has held solo exhibitions at Teton 
Artlab, Jackson, USA, 2017; Youkobo Artspace, Tokyo, 2014; and Art Stage, Singapore, 
2014. Chin has been awarded multiple grants from the Australia Council for the Arts; City 
of Melbourne; and Ian Potter Cultural Trust. He has served on discussion panels at the 
Australian Centre for Contemporary Art; assessment panels for Creative Victoria; and is 
an advocate for diversity and social inclusion. Kevin Chin is represented by This Is No 
Fantasy, Melbourne, and Martin Browne Contemporary, Sydney.  

Nadine Christensen is an artist based in Melbourne, and holds Bachelor of Fine Art 
(painting), Victorian College of the Arts, Melbourne, 1998. She participated in Silenzi, a 
one-off residency and exhibition at the Prigioni de Palazzo Ducale in Venice, 2006; and 
was awarded the Australia Council for the Arts Studio Residency, Los Angeles, 2003. 
Christensen’s work has been featured in significant group exhibitions including The 
Shape of Things to Come, Buxton Contemporary, Melbourne, 2018;  Negotiating this 
world, Contemporary Australian Art, National Gallery of Victoria, Melbourne, 2013; This 
was the future… a survey of three decades of sculpture at Heide Museum of Modern 
Art, Heide Museum of Modern Art, Melbourne, 2004; and New04, Australian Centre for 
Contemporary Art, Melbourne, 2004. She has held solo exhibitions at galleries in Sydney; 
Melbourne; Adelaide; and Canberra. Nadine Christensen is represented by Sarah Scout 
Presents, Melbourne and Hugo Michell Gallery, Adelaide. 
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Dale Cox is an artist based in Melbourne.  He holds a Bachelor of Fine Arts (Honours), 
Royal Melbourne Institute of Technology, Melbourne, 1990. He works across a diverse 
range of visual media including painting, sculpture, and film. Cox enjoys blurring the 
boundaries between painting and sculpture.  Recurrent themes include questions 
concerning the management and commoditisation of the Earth; the precarious 
imbalance of man-altered environments; and the ancient rhythms of the Australian 
landscape. Recent projects address issues of Colonisation, and encounter history in the 
context of Globalisation. Over the past fifteen years he has presented numerous solo 
exhibitions and participated in several group exhibitions at major public institutions 
including the National Gallery of Victoria, Melbourne and The Australian Embassy, 
Washington DC. His paintings and sculptures can be found in significant public, private 
and corporate collections worldwide. Dale Cox is represented by Australian Galleries, 
Melbourne and Sydney. 

Fernando do Campo is an artist based in Sydney. He holds a Master of Fine Art, 
Departmental Honours, Parson’s School of Design, The New School, New York, 
2016, and is a Sir General John Monash Foundation Scholar. Fernando has presented 
solo exhibitions in Australia and the USA, and group exhibitions internationally. He 
has received grants from the Australian Regional Arts Fund; Arts Tasmania; Ian Potter 
Cultural Trust; Australia Council for the Arts; and Create New South Wales. He is currently 
working towards a major new work for Mona Foma, 2020, and a solo commission for 
Contemporary Arts Tasmania, 2021. He is an associate lecturer at the University of New 
South Wales, Sydney.

Nicola Dickson is an artist based in Canberra. She completed a PhD in 2010 at the 
Australian National University. She uses a range of media including painting, drawing, 
installation and ceramics to communicate the sense of wonder she experiences 
in response to the natural world. Small treasures, large landscapes and past stories 
folded into locations all inspire her works. Nicola has exhibited throughout Australia 
and been selected as a finalist in numerous awards including the Hadley’s Art Prize, 
2019; Waterhouse Prize 2013/2014; and Sir John Sulman Prize, 2013. Her work 
is held in private and public collections. Nicola Dickson is represented by Beaver 
Galleries, Canberra. 

Briell Ellison is an artist based in Sydney, working in three-dimensional forms, painting 
and drawing. She holds a Master of Fine Art, University of New South Wales, Sydney, 
2010. After completing formal studies Ellison taught herself realist painting, including 
principles of drawing, colour, perspective and painting techniques. Themes in her work 
explore tensions and connections between human activities and identity in relation to 
the natural world. She is interested in examining how ideas about nature are shaped over 
time and in different contexts, and in turn how these ideas shape the human experience. 

Josh Foley is an artist based in Launceston, Tasmania. He holds a Bachelor of 
Contemporary Arts (Honours), University of Tasmania, Launceston, 2004. He has 
received many prestigious awards, grants, and residencies. In 2011 he won the Glover 
Prize which was then the richest landscape prize in Australia. His work is held in many 
public and private collections throughout Australia, including the collection of the 
Queen Victoria Museum and Art Gallery, Launceston. Josh Foley is represented by 
Despard Gallery, Hobart.

Juan Ford is an artist based in Melbourne. He holds a Master of Arts (Research), RMIT 
University, Melbourne, 2001. He has participated in many solo and group exhibitions 
since 1998 at public institutions, artist run initiatives and commercial galleries, including 
Personal Structures, Palazzo Bembo, Venice Bienale, 2017; Melbourne Now, National 
Gallery of Victoria, 2014; and Art Basel Hong Kong, Hong Kong Convention and 
Exhibition Centre, 2013. Juan Ford is represented by This Is No Fantasy, Melbourne and 
Gallery du Monde/GDM Projects, Hong Kong. 

Betra Fraval is an artist based in Melbourne. (Honours), Victorian College of the Arts, 
Melbourne, 2014. She is the recipient of the Galloway Lawson Prize for Excellence, 2014; 
Maude Glover Fleay Award, 2005; and Seventh Gallery Exhibition Grant, Making Space 
ARI Festival, 2007. She was also awarded the Sachaqa Centro de Arte Artists’ Residency, 
Peru, 2018; the BigCi Artists’ Residency, Blue Mountains, 2018; and a residency at 
Sanskriti Kendra, New Delhi, 2009. Selected solo exhibitions include Wanderer, James 
Makin Gallery, Melbourne, 2019; Moving Mountains, James Makin Gallery, Melbourne, 
2017; and The Rope Doesn’t Hang...The Earth Pulls, Five Walls, Melbourne, 2015. Betra 
Fraval is represented by James Makin Gallery, Melbourne.

Deanne Gilson is an award-winning multi-media visual artist based in Ballarat, with a 
contemporary art practice spanning thirty-five years. Currently undertaking a PhD in 
Visual Art, Deakin, Waurn Ponds, her research involves looking at the objectification 
of Aboriginal women by the male colonial gaze and how this has affected Aboriginal 
women and what was known as traditional women’s business. Deanne’s recent artworks 
look at the colonial disruption of loss of family, culture, language and traditional 
women’s practices and how this continues to impact Aboriginal women today. The artist 
creates contemporary art that assists in healing, disrupting and challenging the gaze, 
through a reflective process. 

Helga Groves is an artist based in Melbourne.  She holds a Master of Visual Arts, Sydney 
College of the Arts, 2000. Her art practice encompasses painting, three dimensional 
forms, drawing and animation. She has exhibited extensively throughout Australia 
and abroad. Awards and grants include an Australia Council for the Arts Project Grant 
2016; the Australia Council for the Arts Helsinki Studio Residency, 2010; Arts Victoria 
International Touring Grant, 2008; Moet and Chandon Australian Art Fellowship,1997; 
the Asialink Hanoi Residency,1995. Collections include State Galleries around Australia 
and private collections. She is represented by Sutton Gallery, Melbourne; Milani Gallery, 
Brisbane and Kronenberg Mais Wright, Sydney.
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Stephen Haley is a painter and digital media artist based in Melbourne with an extensive 
exhibition history, both nationally and internationally. He holds a PhD, University of 
Melbourne, 2005. He is the recipient of The Rupert Bunny Foundation Visual Arts 
Fellowship, 2016; Australia Council for the Arts New Work Grant, 2009 and LA Residency 
2006; Arts Victoria Project Grant, 2012; and the R & M McGivern Acquisitive Prize for 
Painting, 2006. He is also a writer and a Senior Lecturer at the Victorian College of the 
Arts, The University of Melbourne. His work is included in numerous public institutions 
and private collections. Haley is represented by MARS Gallery, Melbourne; Lumas 
Galleries international and Artitled Gallery, Amsterdam.

Katherine Hattam is an artist based in Melbourne. She holds a Bachelor of Arts 
(Honours) from the University of Melbourne,1974, where she focused on literature and 
psychoanalytically inspired political science. She also holds a Master of Fine Art (Painting), 
Victorian College of the Arts, Melbourne, 1992; and a PhD, Deakin University, Melbourne, 
2004. She has exhibited regularly, and her work is held in public collections including 
the National Gallery of Australia; the National Gallery of Victoria; the Art Gallery of New 
South Wales; the Art Gallery of South Australia; and the Queensland Art Gallery. Katherine 
Hattam is represented by Daine Singer, Melbourne.

Euan Heng is an artist based in Melbourne. He completed undergraduate studies 
at Duncan of Jordanstone College of Art, Dundee, and holds a Master of Arts, RMIT 
University, Melbourne, 1995. Heng was awarded the Australia Council for the Arts 
residency at the British School, Rome, 1999; a Royal Scottish Academy Residency, 
Scotland, 2010; and most recently, participated in Deakin University’s Drawing Room 
Project of 2018. Heng has exhibited extensively in Australia and abroad and his work is 
represented in major public and university museum collections in all states of Australia 
and in Scotland. Euan Heng is represented by Niagara Galleries, Melbourne. 

Miles Howard-Wilks is a multi-disciplinary artist based in Melbourne and has worked 
in the studio at Arts Project Australia since 2000. Solo exhibitions include Sharks 
and Everything, Arts Project Australia Gallery, Melbourne, 2004; and My solo with a 
magpie in it, West Space, Melbourne, 2015. Group exhibitions include Spring 1883, 
The Establishment, Sydney, 2017 and 2019; CLIMARTE Festival, Melbourne, 2017; CCP 
Photography Salon Exhibition and Competition, Centre for Contemporary Photography, 
Fitzroy, 2016; and We Call Them Pirates Out Here: MCA Collection, Museum of 
Contemporary Art, Sydney, 2010. Collections include the National Gallery of Australia, 
National Gallery of Victoria, Museum of Contemporary Art, City of Melbourne and private 
collections throughout Australia. 

Sophia Hewson is an artist based in Melbourne. She holds Bachelor of Fine Arts (First 
Class Honours), Victorian College of the Arts, Melbourne 2007. Sophia has completed 
numerous solo exhibitions and research projects, including Untitled (are you ok bob), 
2015, where she shot notorious video work/rape representation in her New York 
apartment; Untitled (Sleeping), 2017, where she used sleeping tablets to remain asleep 
in the gallery space for the duration of the exhibition; Untitled (hildale), 2015, where she 
entered a notorious cult community in Utah for ten days; Untitled (viewer as patient), 

2018/19, where she conducted over fifty private therapy sessions in the gallery space; 
and Untitled (Ron), 2015 where she spent two weeks interviewing pornography actors 
and following Ron Jeremy in Los Angeles. Sophia Hewson is represented by MARS 
Gallery, Melbourne. 

Deborah Klein is an artist based in Ballarat. She holds a Master of Arts (Research), 
Monash University, Gippsland, 1997. Since 1988 Klein has held regular solo shows and 
participated in group exhibitions in Australia and internationally, including the touring 
survey exhibition, Deborah Klein: Out of the Past 1995-2007 held at Castlemaine 
Art Gallery and Historical Museum, Castlemaine; Art Gallery of Ballarat, Ballarat; 
Warrnambool Art Gallery, Warrnambool; and Deakin University Art Gallery, Melbourne, 
2008. Her work has received numerous awards and is held in extensive public and 
university museum collections.  

Kate Kurucz is an artist based in Adelaide. She holds a Bachelor of Visual Art (Honours), 
Adelaide Central School of Art, Adelaide, 2012. Her work is concerned with the sublime, 
empathy, humour and absurdity and is driven by an ongoing investigation into the 
potential of painting to create momentary bubbles of emotional contact. Her current 
body of work continues her exploration of copper as a painting ground on an expanded 
scale. She was a finalist in the South Australian Living Artists Festival: Advertiser 
Contemporary Art Award, 2019; and won the Royal South Australian Society of Arts 
Portrait Prize, 2019. 

Emma Lindsay is an artist based in Brisbane. She holds a PhD (Visual Arts), RMIT 
University, Melbourne, 2016. Her paintings explore personal encounters with Earth’s 
disappearing species and environments, researched through direct fieldwork and archive 
data sourced in the fields of art, science, and history. Lindsay’s twenty-nine Extinction 
Flock PhD paintings were exhibited at the World Science Festival, Brisbane, 2016; and 
were acquired by the University of Queensland art collection. The artist was also the 
winner of the Moreton Bay Art Awards, 2016. Lindsay’s recent Brisbane solo exhibition 
Life On Earth, Metro Arts, Brisbane, 2019, was supported by The Dean Collection St(Art) 
Up Grant. Lindsay’s paintings are held in public and private collections nationally and 
internationally. Emma Lindsay is represented by Bruce Heiser Projects, Brisbane.

Tony Lloyd is an artist based in Melbourne. He holds a Master of Arts (Research), RMIT 
University, Melbourne, 2001. His paintings depict landscapes and environments in 
which human activity is limited or conspicuously absent. His works are meditations on 
journeying through these places and are based on his photographs as well as found 
and historical images. Tony Lloyd has shown widely in Australia and internationally. He 
is featured in numerous publications and has received various awards, prizes and grants. 
Lloyd has had artist residencies in Australia, Europe and Asia and his paintings are in 
many public collections. Tony Lloyd is represented by MARS Art Gallery, Melbourne; Hill 
Smith Gallery, Adelaide and Gallery 9, Sydney. 
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Dane Lovett is an artist based in Melbourne. He holds a Master of Fine Arts (Visual 
Arts) from the Victorian College of the Arts, Melbourne, 2016. He has been involved 
in international residencies in Iceland, Japan and China. He was the winner of the RBS 
Emerging Art Prize, 2010. He was a finalist in the Sir John Sulman Prize, 2019; the Arthur 
Guy Memorial Painting prize, 2019; and the Geelong Contemporary Art Prize, 2012. 
Recent solo exhibitions include Same Scene Different Season, Sullivan+Strumpf, Sydney, 
2019; and Dog Show, STATION, Melbourne, 2018. His work is held in a number of public 
and private collections including Artbank and the Art Gallery of New South Wales. Dane 
Lovett is represented by STATION, Melbourne and Sullivan+Strumpf, Sydney. 

Simon MacEwan is an artist based in Melbourne. He holds a Bachelor of Fine Art 
(Sculpture), Monash University, Melbourne, 2002. He has exhibited in a number of solo 
and group shows, including Prime Movers, Incinerator Gallery, Melbourne, 2017. His 
diverse practice is concerned with the limits of rationality, and abstract systems and 
their unhappy manifestations in the physical world. Meticulously crafted, his works 
often combine mechanical and experimental practices, working across various media 
including drawing, sculpture, jewellery and animation.

Jordan Marani is an artist based in Melbourne. He holds a Bachelor of Fine Art, Victoria 
College, Prahran, 1990, and was the founder and co-director of Hell Gallery, Melbourne, 
2008-2011.  He makes darkly humorous work involving personal narratives, cynical 
observations of the human condition and explorations of family, loss and the past. 
Through painting and sculpture employing bright colour, humour and word play, he 
explores the funny side of the dark side. Over the last thirty years Marani’s work has been 
littered with profanity drawn from the ugly vernacular of Australian politics and the pub. 
He started creating text and four-letter word paintings in the late 1980s, with a series of 
‘Shit Paintings’, and has been exploring word play, profanity and the joys of four-letter 
words ever since. His multi-faceted practice includes figurative and narrative-driven 
paintings alongside ongoing series of text-paintings, installations and found-object 
sculptures. Jordan Marani is represented by Daine Singer, Melbourne

Sam Martin is an artist based in Melbourne. He holds Bachelor of Fine Arts (Honours), 
Monash University, Melbourne, 2009. Recent exhibitions include Orbits, STATION 
Gallery, Melbourne, 2019; Support Structure, Latrobe Art Institute, Bendigo, 
2018; Specimen, Offering, Gertrude Glasshouse, Melbourne, 2017; and Painting. More 
Painting, Australian Centre for Contemporary Art, Melbourne, 2016. Martin was a finalist 
in the 2019 Sunshine Coast Art Prize and 2018 Geelong Contemporary Art Award. He’s 
included in the upcoming Haus Werk: the Bauhaus in Contemporary Art at McClelland 
Gallery and was a Gertrude studio artist from 2015-2017. Sam Martin is represented by 
STATION, Melbourne. 

Andrew Mezei is an artist based in Melbourne, the son of Hungarian refugees. He holds 
a Bachelor of Arts (Painting), Royal Melbourne Institute of Technology, 1983. His parents 
ran a leather-goods workshop steeped in a culture of fine European craftsmanship. 
That workshop tradition is reflected in Andrew’s painting; he grinds his own colours 
and employs techniques from the Dutch Baroque period to create luminous paintings. 
Fine detail is used to reflect our connectedness to the world; a metaphysical model 
of consciousness. Mezei has paintings in prominent collections, such as the National 
Portrait Gallery; Victorian State Parliament; The University of Melbourne; Geelong 
Gallery; and the Gippsland Art Gallery.

Luke Pither is an artist based in Ballarat. Luke Pither trained in painting and printmaking 
at RMIT, Melbourne in 1994 before deferring to concentrate on a self-directed 
practice that combines the study of movement, colour physics and gardening in 
projects traversing multiple visual platforms. Solo exhibitions include Verso, Galerie 
Pompom, Sydney, 2018; Starts and Finishes, Paintings for Spiders, Northern Centre for 
Contemporary Art, Darwin, 2015; and Reverse Garden, Heide Museum of Modern Art, 
Melbourne, 2013. In February 2020, Luke will present his new solo exhibition Paintings 
for Marjory at Galerie Pompom in Sydney. He is currently developing artist in residence 
projects for Federation University, Ballarat. Pither’s work is held in numerous public 
and private collections, including BHP Billiton; W Arthotel; RACV Art Collection; Absolut 
Collection, Netherlands; and private collections in Australia and Europe. 

Kenny Pittock is an artist based in Melbourne. He holds a Bachelor of Fine Arts 
(Honours), Victorian College of the Arts, Melbourne, 2013. The artist uses humour and 
sentimentality to playfully respond to contemporary Australian culture, having fun with 
the overlaps and boundaries between the public and the personal. Pittock has held solo 
exhibitions in Italy and Singapore, as well as the Australian Centre for Contemporary 
Art, Melbourne; Perth Institute of Contemporary Arts, Perth; Artspace, Sydney; and the 
Museum of New Art, Tasmania. 

Victoria Reichelt is an artist based on the Gold Coast. She holds a Doctor of Visual Arts, 
Queensland College of Art, Griffith University, Brisbane, 2005. She was the winner of the 
Sir John Sulman Prize, 2013; and the Linden Innovators Award, 2009. She has exhibited 
at numerous art fairs including Art Basel Hong Kong; the Korea International Art Fair; Art 
Stage Singapore; and Art London. Reichelt has participated in exhibitions at the Canberra 
Contemporary Art Space; Sherman Contemporary Art Foundation; and at the Gallery 
of Modern Art (GoMA) in Brisbane. Her work is held in numerous public collections 
including QAGOMA and Artbank. Victoria Reichelt is represented by This is No Fantasy, 
Melbourne and Jan Murphy Gallery, Brisbane. 

Mark Rodda is an artist based in Melbourne. He holds a Bachelor of Fine Arts 
(Honours), RMIT University, Melbourne,1999. In the last two decades he has regularly 
exhibited in Australia and overseas. He was the winner of the Glover Prize, 2014. His 
works are held in a number of public collections including the Museum of Old and 
New Art, Tasmania; Artbank; and the Australian Catholic University. Mark Rodda is 
represented by Gallery 9, Sydney. 
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Evangelos Sakaris is an installation artist who has developed a diverse practice that 
includes painting and public art. In the last decade Sakaris has investigated the material 
specificity of artworks culminating in his PhD thesis, framing art within the philosophical 
context of object-oriented ontology, Victorian College of the Arts, Melbourne, 2013. 
He has held numerous exhibitions in galleries including the Australian Centre for 
Contemporary Art, Melbourne; the National Gallery of Victoria, Melbourne; RMIT 
Gallery, Melbourne; the Institute of Modern Art, Brisbane; and Artspace, Sydney. His 
public art projects in Victoria include Word and Way, Heffernan lane, Melbourne, 2001 
– 2002; I, Kananook, Kananook Creek, Melbourne, 2005 – 2006; and Tribute Garden, 
Immigration Museum, Melbourne, 1998.

Kate Shaw is an artist based in Melbourne and the USA, having exhibited in Australia 
for twenty-three years, and internationally for over ten years. She holds a Bachelor 
of Arts, Fine Arts (Honours), RMIT University, Melbourne, 1994.  Recent exhibitions 
include Surreal Sublime San Jose, Institute of Contemporary Art, California, 2019; Under 
the Subway, Museum of the Moving Image, New York City, 2019; and Continuum, 
Mosman Art Gallery, New South Wales, 2019. Kate’s work is part of numerous gallery, 
museum and corporate collections including the Museum of Brisbane; the University of 
Queensland Art Museum; Bendigo Art Gallery; Rockhampton Art Gallery; Tattersalls Club 
Collection; Westpac Collection; The Royal Bank of Scotland Collection; the Macquarie 
Group Collection; the Royal Sydney Golf Club; and the Royal Automobile Club of 
Victoria. Kate Shaw is represented by Martin Browne Contemporary, Sydney. 

Shannon Smiley is an artist based in Melbourne. He holds a Bachelor of Fine Arts 
(Honours), Victorian College of the Arts, Melbourne, 2007; and has since been exhibiting 
in Melbourne and Adelaide. He was the winner of the John Leslie Art Prize for Landscape 
Painting, 2014, and has work held in public collections including Bayside City Council; 
Gippsland Art Gallery; Art Gallery of Ballarat; and Darebin City Council. Shannon Smiley is 
represented by Fox Galleries, Melbourne and Hill Smith Gallery, Adelaide.

Julian Aubrey Smith is an artist based in Melbourne. He holds a Master of Fine Arts, 
Visual Arts, Victorian College of the Arts, 2016. He is the recipient of the Nino Sanciolo 
Prize, 2014; an Australian Postgraduate Award from the University of Melbourne, 2013; 
and an Australia Council for the Arts New Work Grant, 2012. Recent solo exhibitions 
include A Dodgy Congruity, CAVES, Melbourne, 2017; N + n, TCB Art Inc., Melbourne, 
2014; and Contents, West Space, Melbourne, 2012. 

Jacqui Stockdale is an artist based in Melbourne. She holds a Bachelor of Fine Arts 
from the Victorian College of the Arts, Melbourne. Stockdale works across theatrical 
portrait photography, painting, drawing and collage and performance to explore 
ideas surrounding cultural identity, masquerade and folklore. She was a finalist in the 
Bowness Prize and the Len Fox Painting Award, 2019; the Blake Prize, 2018; and the 
National Photographic Portrait Prize in 2018 and winner of the Moran Contemporary 
Photographic Prize, 2012. In 2014, her work featured in the Louvre, Paris; and Museum 
Villa Rot, Germany. Her work was surveyed in the exhibition Familija, Benalla Art Gallery, 
2016; and she was invited to show in the Adelaide Biennial of Australian Art. Her work is 
represented in significant collections throughout Australia and abroad. Jacqui Stockdale 
is represented by Olsen Gallery, Sydney and Finkelstein Gallery, Melbourne.

Camilla Tadich is an artist based in Melbourne. She holds a Bachelor of Fine Art 
(Painting), Victorian College of the Arts, Melbourne, 2006. Her paintings investigate 
the nocturnal landscape beyond the urban fringe, often depicting abandoned 
detritus. Tadich imbues these scenes with a disquieting presence, of both menace and 
melancholy. Her work has been exhibited in Australia and overseas and is held in public 
and private collections. Tadich has been the recipient of an Australia Council for the 
Arts New Work Grant, 2008; Ian potter Cultural Trust Grant, 2015; and has participated 
in several artist residencies both locally and internationally. She is currently a teaching 
associate in the Breadth program at Victorian College of the Arts.

Jelena Telecki is an artist based in Sydney. She holds a Master of Visual Arts, Sydney 
College of the Arts, University of Sydney, 2010. Telecki was a finalist in the John Fries 
Award, 2018. She was awarded several scholarships and grants including the Australia 
Council for the Arts grant for the development of new work, 2010; and the University of 
Sydney Postgraduate Award, 2008-2009. In 2014, Telecki’s work was exhibited in NEW14, 
Australian Centre for Contemporary Art, Melbourne. She has exhibited extensively in 
Australia, the UK and Japan since 2008 and is a current resident of the Artspace one-year 
studio program. 

Sarah Tomasetti is an artist based in Melbourne. She is currently undertaking a PhD by 
research at RMIT University, Melbourne. Her recent work engages with the complexity 
of our shifting relationship to the natural world, dealing particularly with glacial and 
mountainous landscapes that are in a state of rapid change. Since studying fresco 
painting and restoration at the Laboratorio per Affresco di Vainella, Italy in 1995, she has 
evolved an idiosyncratic studio process based on the temporal nature of pre- industrial 
techniques and materials. Her work is held in a number of collections including Artbank; 
Macquarie Bank; National Australia Bank; BHP Billiton; Grafton Regional Gallery. Sarah 
Tomasetti is represented by Australian Galleries, Melbourne and Sydney; and Beaver 
Galleries, Canberra.
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