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The Manningham Victorian Ceramic Art Award was established in 2009 by Manningham Council to support Victorian studio ceramics and 
acknowledge the importance that ceramics has in Manningham and the region.  

The biennial ceramic award and accompanying exhibition explores current Victorian ceramic art practice. This year sixty two artists have been 
selected as finalists from across Victoria.

Manningham Council has offered $14,000 for the Ceramic Awards: 

• Major Acquisitive Award ($10,000)

• Merit Award Acquisitions (up to $4,000)

The acquisitions from the award form part of Manningham Council’s permanent art collection and will be displayed in public buildings across 
the municipality and exhibited in the Gallery’s exhibition program.

Manningham Art Gallery is recognised for its focus on ceramics and the development of Council’s public art collection. Alongside the 
acquisitions secured from the ceramic award, Council would like to highlight two significant holdings: The Halpern Collection gifted by Deborah 
Halpern and the Walker Collection gifted by David Walker of Walker Ceramics, both through the Australian Governments Cultural Gift Program.

Historically, ceramics has always been of great importance to the local community. In the mid-1800s European settlers used the heavy clay 
deposits from the Yarra River for domestic and functional purposes. Almost 100 years later in the 1950s, Warrandyte artists worked together 
to establish the artist co-operative, Potters Cottage. Many of the artists went on to become renowned for their work and were the subject of 
Manningham Art Gallery’s major exhibition and publication, Potters Cottage: a tribute, celebrating the launch of MC² (Manningham City Square) 
in 2012.

Manningham Art Gallery is delighted to have enlisted the services of Janet DeBoos as judge for the 2017 Manningham Victorian Ceramic Art 
Award. As an artist, she has exhibited regularly since 1976, both in Australia and overseas and her work is represented in numerous public 
collections including the National Gallery of Australia, the Powerhouse Museum, the National Museum of China, Beijing, and the Musée Royal 
de Mariemont, Belgium.

For almost twenty years, DeBoos ran the production pottery Brindabella Pottery with Michael Wignall, for much of that time also teaching at 
the School of Art, Canberra (now ANU School of Art). She is also the author of two books on glaze, co-author of the Handbook for Australian 
Potters (1983), and has conducted workshops and presented at conferences across the world.

Having previously judged a number of ceramics competitions including the Gold Coast Ceramic Award, the 2016 Portage Ceramic Awards 
(New Zealand) and the South African National Ceramics Award, DeBoos brings a wealth of knowledge and experience to the judging of this 
year’s Manningham Victorian Ceramic Art Award.

About the Award



Being invited to judge a competition always has a slight element of danger to it. If there is a tight brief – or ‘assessment guidelines’ as we 
have in teaching institutions – it becomes easier to put aside taste and adhere to completely impartial decisions. But most of the time, the 
brief is simply the ‘excellence’ in the work, that which makes it deserving of the prize and /or acquisition. 

Nevertheless, I still find in my judging that there is a necessity to have certain categories that require a tick – a kind of mental assessment 
guideline as I look at entries. For me these categories are:

• Craftsmanship
Here I am not talking about an obsessive technical mastery and attention to the ‘correctness’ of the approach, but more an apparent 
desire to simply make the thing well, a sense of confident caring. In fact some of the most generously crafted works can appear 
‘sloppy’ but they rarely appear casual and careless.

• Time
I look for evidence of time taken, and not just time swallowed laboriously and often present in meticulously detailed virtuoso work, but 
also a confidence that comes from embodied knowledge. A simply thrown vase or bowl can also be evidence of labour, but here the 
labour is pre-invested in the countless hours of practice which enable the artist to produce many such forms with ease.  

• Present
By this I mean an acknowledgement of the present – that we live in the 21st century world, and that we have inherited decorative 
arts traditions on which our current practices are founded. There should be an awareness of the shoulders on which we all stand. 
Acknowledgement of this may take many forms, including the use of new technologies or techniques which challenge preconceptions 
and question just what might be considered today to be ceramic art. The work may also use those decorative art traditions to allow us 
to make political statements, or even commentaries on the traditions themselves.

• Voice
Finally there is the capacity of a thing to speak to us – an often unexpected voice that draws one back to look again, and again, and 
again. It might be a soft, siren whisper, or may be more in the nature of a stentorian command (although I must confess a preference 
for humour over self-conscious seriousness and overt didaction). It is also best when that voice helps us to learn new things about the 
world in which we live – and indeed, about ourselves. 

Armed with this somewhat idiosyncratic list, I made choices, and the exhibition you see is the outcome. It will not be everyone’s choice – 
and there lies the danger. But it’s mine, and I hope that you enjoy the works as much as I enjoyed selecting them.

From Janet DeBoos



This piece is part of a series of work produced after an 
artists residency in the Flinders Ranges with Country 
Arts, South Australia. With this work, I am examining 
the concept of knowledge being held by the core of 
our earth and within its rock forms. Ancient structures 
watching, knowing our follies and our achievements, 
stand with determination. We rip them from their seat 
of comprehension and use them for our own material 
benefit. The notion of ancient forms, which contain the 
answers to life, the universe and everything. The deep 
energies are embedded within, should we wish to listen. 
The pods, filled with information wait to deposit their 
contents when the time is right. Fate. Destiny. Hanging 
over our heads. Waiting for their time. 

Sue Acheson

The Information is Contained Within, 2017
woodfired stoneware with coloured slips, handbuilt, woodfired, dimensions variable



The surface decoration on these pieces is inspired by 
ancient wall surfaces seen on my travels in France. 
Layers of colour, sections of wall, new on old, a glint of 
gilt. Windows of colour, arches are entrances. The raku 
firing technique allows me to play with a hint of copper 
lustre to highlight shapes, crazing represents the ageing 
process. The warmth of the terracotta terra sigillata 
conveys the warmth and tones of the south.

Jane Annois

Pair, 2017
stoneware clay, terra sigillata, glaze, wheel thrown, raku fired, dimensions variable



I work from my studio which sits on an acre of parkland 
gardens. From here, I can hear the wild ocean breaking 
upon the beach. Eucalypts grow throughout the garden, 
giving me inspiration when creating my pieces. For this 
vase, I used some small branchlets from my various gum 
trees and draped them down the sides. I am fascinated 
by our native flora especially gum trees as they are a vital 
part of the Australian natural environment. I like to use 
imperfect leaves when carving into my clay vessels, this 
shows nature at its best.

Peter Austin

Gum Leaf Vase, 2017
clay mix, glaze, wheel thrown, turned and carved, 33 x 21 x 21cm



Informed by a rich history, responding to current ideas 
and excited by future prospects, this piece reflects a 
contemporary approach to wood firing. The firing cycle 
has been extended, encouraging deep layers of melted 
wood ash to build up on the clay. These days I find 
myself diving into the embers and moving work around, 
creating my own individual expression out of the fire itself. 
The firing process has become an aesthetic tool and 
the division between technique and idea has become 
blurred.

Robert Barron

Large Firebox Jar, 2016
porcelain, coil and wheel thrown, woodfired for five days, 72 x 60 x 60cm



This work evolved my MFA research about the insatiable 
appetite for human investigation into everything and 
that nothing in the world is untouched. It interrogates 
the intersection between deep geological time and 
shallow human time. The work is hand built, bisque fired, 
glazed and glost fired. It is essentially a simulation of a 
geological object by the human hand from geomaterial 
and serves to interrupt conventional thought processes 
about what is real and what is perceived, familiar yet 
unfamiliar.

Pie Bolton

SPLIT, 2017
stoneware, handbuilt, dimensions variable



The metaphor of a coolamon is intriguing for me. 
Something to contain and yet is open. My work GATC 
Coolamon describes the complexity of identifying 
as an Indigenous man, through genetic connection 
with Aboriginal Australia. I used the DNA sequencing 
language of G.A.T.C. to connect myself with this artefact 
and created imprints of connecting these parts of myself, 
by stamping into the object. GATC Coolamon talks of the 
mixing of bloodline, commonality of being human and 
expressions of history. The order and amount of each 
letter, the sequencing and pattern of the letters, represent 
different codes and the fragmentation of reclaiming 
culture.

My Indigenous connection is through my birth mother’s 
line, linking with the Pyemmairrener people in Tasmania. I 
was adopted early in life and my artwork is an exploration 
of the lost parts of my heritage creating an identity 
deepened in the understanding of self. My artwork 
explores themes of landscape and peoples’ interactions 
with place, family, genetics and biology. In his recent 
work, I have been investigating different surface markings 
on ceramics with various materials including crushed 
glass, iron filings and ochre.

Dominic Bramall-White

GATC Coolamon, 2017
ceramic, ochre, handbuilt, 60 x 35 x 25cm. Courtesy Baluk Arts



The sensation of a flock of lorikeets tearing through our 
outer urban garden on their way to pillage fruit trees, 
the chatter as they gather in the tree above my studio to 
socialise, and that split second connection – the stare – 
before they take flight again.

Adriana Christianson

Lorikeet, 2016
Keanes ‘Lumina’ porcelain, underglaze, clear glaze, wheel thrown, altered, hand decorated, 
sgraffito, stoneware electric firing to 1300°C, polished unglazed outer surface, 13 x 13 x 13cm



Some say the world is getting hotter, some say this is due 
to mankind’s impact upon the earth, yet others refuse to 
acknowledge that the environment around us is changing 
and in a rapid way. With more information and knowledge 
at our fingertips than ever before, why is it that many of 
us just don’t see the impact our actions are having on 
the world around us? With each day, we are given the 
opportunity to do something about it, yet for something 
so critical to our future survival, there is little being done 
about it. Since 1992, melting ice from both poles have 
been responsible for a fifth of the global rise in sea levels, 
with the polar ice sheets melting faster in the last 20 years 
than in the last 10,000. The work titled Washed Away 
looks at how other inhabitants of this world are suffering 
the consequences of our own actions. Global warming is 
altering key habitat elements that are critical to wildlife’s 
survival and putting natural resources in jeopardy. Studies 
have projected that the Arctic could see its first ice-free 
summer as soon as 2020.

Timothy Clarkson

Washed Away, 2017
earthenware, handbuilt, 45 x 60 x 40cm. Courtesy Skepsi Gallery



This piece one summer…#2 is part of the journey series. 
Thinking about the moments between what was and what 
is to come, an immeasurable space between two things 
as they transition into and between one to the other. The 
gap, the breath, the space between.

Kris Coad

one summer… #2, 2017
porcelain, handbuilt, 28 x 24 x 22cm



Whilst cherry picking forms and iconography from the 
histories and theories of studio pottery, these works 
come from an exploration of the convoluted relationships 
between function, concept, tradition and skill through 
the lens of clay. Querying both the nature of assigned 
value within the ceramic discipline, these objects take a 
humorous and sometimes macabre look at the tension 
between an object’s prescribed high art cultural value 
and its social capital as a utilitarian necessity.

Andrei Davidoff 

The Circles, 2016
stoneware, stoneware glaze, earthenware glaze, slip, decals, lustre, wheel thrown, 27 x 18 x 
18cm



When approached in the round, my ‘still life’ of ceramic forms 
references domestic objects, architecture and the body, 
whereas from a distance it references painting. Painting 
is confined by its frame, or self-contained by its edge as it 
encounters the wall, while ceramic objects work in the round, 
hence they frame themselves as the ‘clothing of emptiness’. 
I want my work to show the special power of ceramic forms 
through their association with tactility and the familiar, as they 
create intimacy with the viewer, contrary to the experience of 
separation associated with painting.  

My work explores the manipulation of familiar forms in order 
to move the viewer’s attention towards the metaphysical 
aspects of ceramic objects soothingness and lastingness, 
the metaphor for the perceptible representing the immaterial. 
I want the viewer to think about the inside of the closed forms, 
to embark on a journey of discovering what is really present 
in the space – the still life of ceramic forms translated into 
abstract painting. Beyond the art gallery, ceramic objects 
are perceived through their socially embedded meaning 
associated with function. My work demonstrates that ceramic 
forms can operate as hybrids, referring to the function while 
completely abandoning it in order to embrace the container 
as the ‘ultimate form of abstraction’.

Magdalena Dmowska

Still Life, 2017
mid-fire clay, underglazes, porcelain slips, handbuilt, plaster monoprint, dimensions variable



A Delicate Balance depicts some of the beauty and 
diversity of our world, which hangs in a very precarious 
balance at this moment in time. Species that are on the 
brink of extinction and the damaged, fragile environment 
are the main focus in my current work.

Ingrid Dusselberg

A Delicate Balance, 2017
porcelaineous stoneware, white glaze, handbuilt, 41 x 9 x 80cm



Artwork made from a passage through the night.

Phil Elson

When the light eventually returned..(there was black..and white.. and something curious 
inbetween..although everything appeared somewhat off centre) , 2017
Imperial porcelain, porcelain/raku blended body, wheel thrown, 43 x 75 x 50cm



The Explorer is a metaphysical being who travels 
throughout time always observing. He seeks to see all 
humanity without any intervention, he is only an observer.

Alexander Esenarro Santafe

The Explorer, 2016
porcelaneous clay, underglaze, rutile flour, iron, mid-fired, handbuilt, 36 x 17 x 22cm



A mother does what she can for the wellbeing of her 
child, but she does not have full control over his life. She 
holds onto hope – the boat without rudder or oars – and 
dreams that he will have a happy and fruitful life. This 
sculpture is modelled by hand in stoneware clays.

Anne Fleming

Hope, 2016
stoneware clays, glaze, hand modelled, 12 x 18 x 11cm



The movement of the glazes and the irregular line that 
moves around the vessels where the glazes overlap 
evokes the shifting lines of sand that occur when tides 
come in and out. I have spent many hours walking 
along the beaches on the Surf Coast of Victoria. These 
experiences get expressed in the work I make.

Bridget Foley

Shifting Sands, 2017
porcelaneous stoneware, nickel yellow glaze, wheel thrown, reduction fired to 1300�C, 
dimensions variable



My work involves an exploration of elemental porcelain 
vessels and the expressive use of ceramic glaze and its 
relationship to form, tactility, space and light. This piece 
relates to the transforming effects of water, weather 
and time. It was wheel thrown and then altered through 
pushing, pulling and stretching the pliable form to evoke 
a sense of change and transition. Wood ash glazes were 
layered and fused to the porcelain body to develop the 
texture and colour that is reminiscent of weathered sea 
shell. The work embodies a moment in time and offers a 
space to dwell on the beauty, fragility and transience of 
nature and life.

Neville French

Transience 2017, 2017
porcelain, wheel thrown and altered, 22 x 36 x 32cm



I strive to bring joy into the world one sculpture at a time. 
This piece started as a drawing but had a little Tiny Tim 
influence during the making. The thing about clay is that 
nothing happens in a hurry and there are many tweaks 
along the way. It’s good to be open to being side-tracked 
along the way, as it often turns out for the best. While 
making the tiptoer, that song was spiralling in my head, 
which is annoying as I only knew one line from it. But as 
a result I was compelled to make the tulips. Thanks Tiny 
Tim for helping me to spread some joy and refine some 
design elements. I googled the lyrics and I think there’s 
another sculpture waiting to be made. Oooh.... Tiptoe 
through the tulips with me.   

Ann-Maree Gentile

Tiptoe Through the Tulips, 2017
white earthenware, underglazes, glaze, handbuilt, dimensions variable



Duality and duplicity, the agony and the ecstasy of 
reproduction and sexuality. A species may employ 
illusory tactics for its reproduction and survival. Unwitting 
suitors and would be predators see what they want to 
see or are tricked into seeing. However, no human is a 
tool for someone else’s purpose. They are not owned, 
exchangeable or reduced to mere flesh. Body parts 
are beautiful and are not things without personality or 
dignity. We are slowly adapting to survive the verbal and 
physical abuse that is the result of objectification. Will we 
change physically, behaviorally or physiologically?  The 
Eucalyptus flower buds are for your viewing, but do not 
ever touch the Corymbia ficifolia without my permission.

Eva Glac

Corymbia Pectus, 2017
porcelain, raku, clear glaze, crackle glaze, gold luster, pink oyster, wood, polyclay, wax,  
handbuilt, dimensions variable



FORM_WERK is a unique series of porcelain vessels cast 
from unconventional fabric moulds. The collection has 
been developed through a material-driven experimental 
design approach where craft methodologies and 
practices have been combined with industrial processes. 
The traditional plaster mould used for slip casting has 
been substituted for one of stitched fabric and sponge, 
which during casting leaves the surface of the clay 
imprinted with a surprising geometric patchwork of 
contrasting textures. The mould is suspended in space 
within a rigid metal framework. Interchangeable laser-cut 
steel profiles are used to clamp the edges of each mould, 
creating the vessel’s distinctly defined edges. During 
casting, the weight of the Imperial White porcelain slip 
plays with the fabric’s natural flexibility, causing subtle 
slumping that is evident in the final form. This flexibility in 
the structure of the mould introduces a unique organic 
element into each ceramic vessel ensuring that no two 
pieces will ever be exactly the same.

Richard Greenacre and Mechelle Shooter

FORM_WERK, 2016
Imperial White porcelain, slipcast, dimensions variable



My art practice essentially engages with the notion of 
transience in nature, the shape of time and the sense of 
place. All of the natural world is seen as being in a state 
of flux with transformation and decay over the passage of 
time and this contrasted with a spiritual constant.  

My practice takes two separate, but interconnected 
forms. The first is the clay paintings and clay drawings, 
the second is object-based pieces. The clay paintings 
can be regarded as a form of abstracted cartography 
– sprawling maps where scale is difficult to fathom, 
but we encounter pockets of energy, the movement of 
tides, electromagnetic waves and the build-up of deeply 
encrusted topographical layers. The object based pieces 
may be thought of as individual points of focus, tiny areas 
of exploration, sandwiched cross-sections that pierce the 
surface or enigmatic relics and artefacts that carry the 
traces of ancient forms of spiritual energy.

Irene Grishin Selzer

Movement of Tides (Pink Lake), 2017
quartz clay, slip, engobes, underglazes, glaze, onglazes, inglazes, slip poured to a paper thin 
slab consistency and multifired to build up layers of colour with 3D components handbuilt, 33 x 
35 x 18cm



Pandora looks with astonishment as her hair unfurls with 
all the possibilities of her potential. In Greek Mythology, 
‘the box’, which was actually a ‘pithos’, a large storage 
jar, was given to Pandora. It was thought to contain the 
‘evils of the world’, conversely, like the apple that was 
presented to Eve in Eden, the urn is the container of 
knowledge, thus enlightenment and power. Using the 
classical structure of the bust, a composition generally 
dedicated to heroic male figures, this young female 
image challenges our notion of the sculptural portrait in 
art history. Her whimsical naivety is juxtaposed with a 
sense of destiny, posing a dialogue between the known 
narrative and the individual’s freewill. The serpentine 
nature of the hair spins outward into space in contrast 
with the wistful stillness of her young face, whilst making 
reference to individual stories and female sensuality. She 
is the youthful version of the adult figure, which is caught 
up in the no man’s land between innocence and knowing. 
As Tom Stoppard’s players said when facing their own 
sense of powerlessness in his play, Rosencrantz and 
Guildenstern Are Dead, “the wheels are set in motion we 
have no control.”

Rowena Hannan

Pandora, 2016
Mid-fire clay, underglaze, oxide, handbuilt, slipcast, 34 x 36 x 18cm



My new sculptures espouse a level of abstraction that 
emphasises the entire visual experience. For sometime 
now, I have been creating sculptural forms using bone 
china porcelain to express the fragility and vulnerability 
of life and nature. My practice, widely established 
in the ceramic medium, has over the past few years 
increasingly incorporated bronze as an outer layer of 
my ceramic shapes, exploring strength and solidarity 
and encouraging reflection and meditation around the 
changing natural world. The structures loosely resemble 
circles, crescents, folds and scrolls, juxtaposing layers of 
bronze in smooth and corrugated finishes with different 
colour patinas with layers of bone china to create a 
dichotomy of form and void, translucence and opacity, 
strength and fragility. Lines invite contemplation of the 
ideas, memories and mysteries, which unite humanity 
and nature. The shifting shadows and changing light 
on the surfaces are essential components of my artistic 
creation, which draws from constructivism and kinetic art, 
merged with influences from Japanese ceramicists in a 
distinctive creation.

Titania Henderson

No. 3, 2017
bronze, bone china porcelain, bronze moulded and cast (unique), porcelain handbuilt, 19 x 25 x 
25cm. Courtesy Karen Woodbury Fine Art



In making ceramics, I am primarily interested in creating 
a surface for painting. The vessels are hand built and 
deliberately up-scaled to emphasise and question the 
role of every day objects, as well as provide a decent 
painting canvas. The forms  are based on early colonial  
water jugs and basins, signifying my sense of history as 
a non-Indigenous Australian. The decoration is informed 
by research into the history of botanical illustration, and 
many hours painting plant specimens in the field. Mostly 
however, the decoration symbolises my reverence for the 
Australian natural environment. This series depicts the 
Banksia Serata woodlands along the Victorian coastline, 
and includes the bird and insect life who share the forest. 
In addition, Banksia Serata was one of the first plants 
collected by Joseph  Banks in the 1780s as part of the 
Endeavour exploration, and exemplifies the sense of 
wonder Europeans felt in response to the indigenous 
landscape.

Fiona Hiscock 

Banksia Serata Vessel with Honey Eater, 2017
stoneware, porcelain slip, stoneware, porcelain slip, 45 x 22 x 22cm. Courtesy Gallerysmith



Between 2012 and 2016, I completed my PhD which 
was titled Politics and porcelain. In reflecting on my 
research, which was based around the porcelain 
propaganda plates produced in the USSR from 1917-
1927, I developed a body of work that reflected twenty-
first century Australian politics. Journey by Sea is a work 
of two plates with visual narratives that draw attention to 
the plight of refugees and migrants that attempt to land 
on Australian shores. The first plate depicts how escape 
from homeland occurs due to occupation, violence 
or persecution, while the second plate represents the 
barbed wire fencing that surrounds the detention centres 
of refugee camps. The plates are thrown on the wheel 
with Limoge porcelain without a clear or smooth glazed 
surface. The plates are to be hung on the wall, to be 
observed rather than handled. My aim is to visually 
represent the disparity that is created between the 
emotional anguish of a very real situation – the need to 
flee your homeland – and the fear that is evoked through 
political rhetoric and inhuman detention centres.

Marianne Huhn

Journey by Sea, 2016
Limoges porcelain,  incised black stain, wheel thrown and hand drawn/decorated, dimensions 
variable



Living amongst the high country of North East Victoria, 
the mountains and their ridgelines have become a part of 
my visual language. As one moves in and amongst the 
ranges, the views constantly change. These cylindrical 
vessels are the forms of staggered, uniquely shaped 
mountains. Each individual vessel is decorated with a 
complete panorama landscape painting of mountains 
and valleys. These individual landscape vessels come 
together to form the shifting ridgelines, the deep plunging 
gullies, the rock and cliff faces, the rolling valleys and the 
sweeping slopes that are the High Country. As the viewer 
moves around them, the ridgeline changes, a valley 
appears, a tree juts forth. Rearrange the vessels to create 
a landscape tableau. Rearrange again to create another 
landscape, another perspective, another mountain range. 
Range upon range.

Wendy Jagger

Range Upon Range, 2017
Southern Ice porcelain, cobalt, underglaze pencil, clear glaze, wheel thrown, dimensions variable



This series of porcelain egg shaped pods explores the 
repetition of shape and form in the natural world and 
the human body. Drawing from botanical illustration and 
presented in a way that echoes scientific collection, the 
work hopes to express a meditation on nature and the 
relationship between humans and the natural world.

Sally Kent

Pod Series, 2017
porcelain, handbuilt, 100 x 100 x 5cm



I would like my work to communicate with the viewer 
without them needing to read a dissertation from me. To 
that end, I believe that the work needs to rest easy on the 
eye and welcome the viewer in for a closer, more intimate 
engagement. Notwithstanding that, I have no problem 
contributing to that engagement by revealing the source of 
both my need to make and the inspiration for what I make. In 
a former life as a mechanical engineer, my insatiable curiosity 
led me to an understanding that there are certain innate ways 
of being efficient, and that nature, via evolution, beat us to 
the punch in discovering them. So if we mimic nature, it feels 
‘right’ to the viewer because we have evolved with that. 

This is why I use the golden mean. It is nature’s default option 
and, therefore, the viewer will be more comfortable with it. 
This piece, Littoral, one in my ‘Oceanic’ series, refers to the 
shallow coastal waters of the ocean where sand, sea, rocks 
and wildlife all seem to exhibit a flowing line as if moulded 
by the wave action. The peaks and troughs are distributed 
roughly in that ‘golden’ ratio. I say ‘roughly’ because nature is 
never precise and I don’t want to be limited by rules. Although 
obsessed by the chemistry of glazes, they are not an end goal 
in themselves but merely paints on a palette. Here though, 
the chemistry has united with the aesthetic in that, just like the 
ocean, the chun glaze contains 3.5 per cent salt. That tickles 
me.

Brian Keyte

Littoral, 2017
porcelaneous stoneware, salted chun, teadust glazes, wheel thrown and modified, 10 x 44 x 
41cm



I have worked with clay for many years and the attraction 
to the earthy nature of this medium still feels strong. The 
pursuit of shaping pieces from the earth itself and making 
glazes from components of rock always challenges a 
continued experimentation and exploration. In developing 
this group of hand built shapes my aim is to impart 
particulars into the work, which are important to my own 
sense datum. The stoneware clay, the glaze finishes and 
the surface treatments make references to elements such 
as sand, rock, water and salt. Each shape rises from a 
flat base into arched forms, which together may resemble 
a landscape. Some pieces are split to reveal an inner 
surface. Having lived in both the northern and southern 
hemisphere, I have always maintained an interest in 
nature –picking up yet another smooth pebble on a 
beach somewhere – I hope these ceramic shapes will 
serve as a ‘terrestrial memento’ for the viewer.

Lene Kuhl Jakobsen

Stratum, 2016
stoneware,various glazes, handbuilt, dimensions variable



The ceramic work I create incorporates characters with 
facial qualities reduced to their most basic forms. The 
ornamentation used includes repetitive patterns that 
echo the markings of decorative artefacts from different 
times in history. The designs have a strong visual 
association with particular cultural motifs, however they 
are intentionally non-specific. A distinct and spirited 
personality evolves within the form as the piece develops. 
Features are shaped and arranged with spontaneity 
and precision in equal measure. They connect with the 
surrounding decorative lines, shapes and patterns, all 
executed in black on white to create dramatic contrasts. 
The unique personality can evoke a response of affection 
and endearment, while the strength of surface pattern 
grounds the viewer in a deeper reverie. This handbuilt 
piece named Mirias uses a combination of tribal and 
botanical motifs. The name means ‘abundance’ in Greek 
(my heritage), and as a vase it is apt in that its intent of 
purpose is to house a plentiful display of gatherings. The 
significance of giving a unique moniker to an art object 
further aids to build and anchor its identity.

Louise Kyriakou

Mirias, 2017
mid-fire quartz clay, slab built, sgraffito, 22 x 14 x 8cm



The Strip is a series of 3D printed ceramic works 
displaying a taxonomy of industrial architecture, inspired 
by Robert Venturi and Denise Scott Brown’s book 
Learning from Las Vegas and Bernd and Hilla Becher’s 
oeuvre. The pieces are 3D printed in porcelain, on a self-
built 3D printer.

Ben Landau and Lucile Sciallano

The Strip, 2017
porcelain, 3D printed, dimensions variable



My current work incorporates elements of historic 
ceramic traditions while examining the shifting 
dimensions of self in contemporary life. This work is from 
a series titled Self Talk Series, which captures thoughts 
and conversations an individual may have in their head 
while struggling to create the illusion of the coherent ‘self’ 
from moment to moment. Some works are self reflective 
and based on personal experience, while others explore 
broader social, cultural, political and gender issues. 
Historically, the Chinese ginger jar was produced in 
highly admired porcelain and gifted to others symbolising 
future happiness, perfection and prosperity. In this series, 
the recontextualisation of the ginger jar represents, 
with empathy, humankind as an imperfect vehicle often 
struggling to find a place and purpose in the world.

Tina Lee

Self Talk Series - ‘I Should Have Tweeted’, 2017
earthenware, slip, glaze, handbuilt, 46 x 24 x 24cm



Seeing this boy take his sisters to school on a Honda C70 
struck a chord with me on three levels. 

1) Working in manufacturing, I visited many places with 
developing economies and I am fascinated by the efficient 
and resourceful way they use the bicycle and the motorbike. 
They carry huge loads or many people. Girls grow up riding 
side saddle, relaxed and with a beautiful sense of balance. 

2) In those countries I see a massive respect for education, 
which is easily taken for granted in more developed countries. 
In Pakistan’s Punjab region, my friend Googled ‘Australia’ 
– he said to me, “Is it true that Australia has almost 100 per 
cent literacy?” This made me realise how many people in the 
world have no schooling and that teaching basic literacy is a 
bit like teaching the blind to see. Education of girls is poignant 
– some sectors of the community don’t support it – but there 
is a saying: “If you teach a boy – you educate a person. If you 
teach a girl – you educate a whole community”. 

3) I love the sense of extended family I see in many countries, 
with many generations living under one roof. They may follow 
traditional gender roles, but they care for their elderly and 
pull together as a cohesive unit. This boy taking his sisters 
to school is one of his duties for the day. This scene was 
definitely not ‘a moment’ in their day (they were stuck in traffic 
as I was), but this is a common image in those places and I 
loved getting ‘lost’ in trying to recreate it for my sculpture.

John Maude

Taking My Sisters to School, 2016
stoneware, handbuilt and carved, 38 x 54 x 20cm



Nucleus explores cultural identity as a paradox between 
strength and vulnerability through the translucent clay 
object. Based on my Israeli heritage, it considers the idea 
of the protective structure as a shell or as a living-growing 
organism, suggesting both an object of protection and 
fragility.  Transmitting information out of the natural world 
and simultaneously employing elements of cultural context, 
the object is transformed into an ambiguous entity that does 
not actually exist in nature. Revealing Hebrew prayer script, 
each particle in the structure becomes a parchment scroll. 
They each embody a strong internal energy like a seed or 
a cocoon would, yet carry a wish for protection. In binding 
repetitive singular elements imprinted with prayers, names 
and numbers the piece speaks about people, the individuals 
that connect to a group and the sense of security within 
belonging. 

Furthermore, names and numbers refer to army identity discs 
that represent life but also symbolise death in their function 
to stay with a soldier after a tragic departure from life. The 
ultimate symbolic coding permeating this work raises issues 
surrounding Israel’s vulnerable position against common 
world opinion. It suggests that what may appear to be strong 
and collected could, in actual fact, be brittle and vulnerable. 
This work illustrates the spiritual and political concerns of 
identity as a delicate equilibrium between brittleness and 
fortitude – nature’s essence of creation and existence.

Lilach Mileikowski

Nucleus, 2016
stoneware, layered ceramic glaze materials, handbuilt slip, screen-print application, 14 x 40 x 
24cm



As a resident of Phillip Island, I love wandering our 
beautiful beaches and observing the infinite patterns 
formed by the gradual weathering of the rocks and cliff 
faces. In my work I have been exploring the concept 
of erosion through clay. Sisters explores the concept 
of sisters being different yet the same, separate but 
somehow one. This piece has been raku fired and 
finished with horsehair.

Gay Mosby

Sisters, 2016
stoneware, horsehair, handbuilt, dimensions variable



I always wonder about natural phenomena such as 
rain, snow, light and shadow, and also things that we 
cannot see, like a breath of air or scent. When I created 
Tutumareru, I looked back on my childhood in Japan with 
a sense of nostalgia. In this vision, I am sitting calmly and 
serenely amongst a grove of beech shrouded in mist. In 
this otherworldly space, I felt at the same time familiarity 
and confusion at the vast whiteness and emptiness. 
Tutumareru portrays the atmosphere between the objects 
and their surroundings, as if enveloped by the fog, and 
along with this, the sensation and sound of a wind, its 
temperature and the stillness.

I work with subtle tones and wheel thrown, geometric, 
simplistic forms. Through this, I explore the stillness and 
space between objects, something defined by Yohaku 
(blank space), a Japanese painting concept, which I 
studied early in my career. It can sometimes take Ozawa 
many years to get the right form as well as develop the 
ideas for her pieces, but this is always a natural process. 
I believe in Japanese Slow Design, where this lapse of 
time is key to eliciting the true feeling of my work.

Yoko Ozawa 

‘Tsutsumareru’ - Surrounded , 2017
stoneware, glaze, ash, wheel thrown, handbuilt, dimensions variable



I love to investigate the relationship between elements 
of error, chance, anthropomorphism and humour. 
Traditionally, errors are discarded or covered up but 
I like to challenge this aesthetic by highlighting and 
exaggerating errors, especially through humour. Mould 
making is central to my ceramic practice. I enjoy the 
technical challenge of casting objects or textures not 
usually associated with ceramics, such as paper, foam 
and cardboard. This process has the ability to transform 
the object’s original purpose and value. Disposable 
materials now worthy of consideration. The forms play 
with negative space, geometry and balance.

Kirsten Perry

Gaps, 2017
stoneware, lava glaze, slipcast from hand made mould, 19 x 23 x 21cm



A Quiet Place reflects on the ability of natural and 
constructed worlds to evoke memories of experience that 
push, pull and shape our lives.

Chris Pittard

A Quiet Place, 2017
stoneware, underglaze, handbuilt, 42 x 52 x 40cm



Scaffolding reflects throw-away mindset of our current 
consumer society, where in the pursuit of the latest, 
fastest, most fashionable upgrade we have had to 
reshape /restructure our environment to support the 
demands of excessive indulgent living.

Jessie Pittard

Scaffolding, 2017
stoneware, handbuilt, 54 x 40 x 38cm



Inspired by the unexpected gift of homegrown produce 
from a friend, Protea celebrates the joy of bringing the 
garden inside and the tradition of giving bunches of 
flowers.

Mary-Lou Pittard

Protea, 2017
stoneware, underglaze, handbuilt, 36 x 34 x 12cm



Black and Blue Space is a deep blue ‘out of this world’ 
plate with a black ‘in this world’ pill box. In my life I 
have seen and heard a lot of colourful language and 
felt the pain and despair of a spiteful critical attack. It 
goes around and around, circling, leading nowhere, 
just causing more hurt and harm. Black and Blue Space 
makes reference to the reality that creating more pain 
and hurt is not helpful and what is really needed is a 
way out of the repeating cycle. What is needed is a way 
to create meaningful, powerful and educational change 
through role modelled action, which leads to beneficial 
outcomes rather than more destructive wounding. If only 
we could go more deeply into that dark space and find 
what would really help a situation. To find that sweet spot 
within the dark space of deep despair. The symbolic 
black pill shaped box could be filled with green mints, 
pink marshmallows or brightly coloured M&M’s.

Christopher Plumridge

Black and Blue Space, 2017
porcelain, coloured glazes, wheel thrown and slipcast, 45 x 45 x 6cm



I live in the country, near a river surrounded by farmland 
and bush. The dirt road that passes the entrance to 
our home is our walking track and it is a joy to wander 
down the road listening to the many birds that inhabit the 
area, obseving the watchful kangaroos and admiring the 
beautiful shapes and forms of the red gum and grey box 
trees through the mist. This visual treat is often marred by 
the trash of some of the human inhabitants of the area. 
Recently I began to make forms with surface brushwork 
that depict that rubbish on our road and many other 
areas. Close up there are visible plastic bags, bicycles, 
beds, chairs, broken buckets, boxes and other detritus 
of human habitation. From a distance, the rubbish 
resembles patches of fragmented bright colour and hard 
edged shapes that contrast with the softness of earth and 
trees.

Kaye Poulton

Strewn Landscape, 2017
porcelain, wheel thrown, 27 x 16 x 16cm



Within my work I apply critical comment to contemporary 
consumerism and the less reputable aspects of our 
national identity through often flamboyant baroque 
creations. WILD explores the juxtaposition between the 
perception of the beautiful and the ugly. Decoration 
is incorporated within the body of the work, weaving, 
twisting and turning, with a confounding plethora of 
images, motifs and decals – the ‘glamour of the artificial’ 
colliding, almost in total meltdown. The hand of the artist 
is never far from one’s consciousness when viewing my 
work, which is intentionally imperfect, asymmetrical and 
sometimes seemingly top heavy. Also lingering in one’s 
awareness is the nature of ceramics; usually pristinely 
designed and immaculately fashioned and fragile. These 
two opposing qualities are a reaction to the over riding 
influence of machines as opposed to the natural.

David Ray

WILD, 2017
earthenware, decal enamel gold, handbuilt, 48 x 40 x 36cm



Corpse Flower is a handbuilt porcelain work, sculpted 
whole and then carefully hollowed during the drying 
period in preparation for firing. The work considers 
the way the natural world is artificially reconfigured for 
display within institutions. Drawing from my research 
with anatomical and natural history museum collections, 
the work references specimens from botanical groups, 
creating a secondary mode in which to view and engage 
with displaced nature.

Natalie Ryan

Corpse Flower, 2017
porcelain, handbuilt, 35 x 24 x 26cm



Rain Shadows is the title of an evolving body of work that 
continues my enquiry into the quality of fluidity in clay. 
Definition: A rain shadow is a dry area on the leeward side of a 
mountainous area. The mountains block the passage of rain-
producing weather systems and cast a ‘shadow’ of dryness 
behind them (Wikipedia, Rain Shadow). The rain shadow 
phenomenon compelled me to explore vessels associated 
with water and to distort their forms to create accompanying 
shadows. In Cloud Gatherer #3, fluidity is taken quite literally 
in the form of this vessel, inspired by the humble garden 
bucket, used for the collection, movement and/or storage of 
water. 

Distorted yet still recognisable, this object might symbolise a 
new meaning or provoke questions as we increasingly come 
under pressure from a changing climate. In Shadow Clouds 
#4 to #6, multiple shadow templates were made, re-created 
and constructed in clay from Cloud Gatherer #3. The resulting 
forms offer a sculptural interpretation of and connection to the 
vessel, but equally exist as independent objects that cross the 
functional-sculptural divide. Are they sculptures that hang on 
the wall or platters to be used? Are they shadows or clouds? 
Or shadows of clouds? They offer me a compelling formal 
study in themselves, but they might also speak of foreboding. 
Made from rich black clay in its unglazed, vitrified form, I 
hope these objects both honour the elixir of life, water, whilst 
simultaneously presenting questions relating to our humanity. 

Jane Sawyer

Rain Shadows, 2017
red earthenware, stoneware, wheel thrown, altered, re-constructed, dimensions variable



This work is one of several recent pieces that emanated 
from my experiences exhibiting in Japan and India. In 
both countries, I was overwhelmed by the beauty and 
visual feast offered by their textiles. The mastery of 
design, coupled with an innate ability to blend and match 
colour drawn from a long history of involvement with 
process, has influenced my glaze palette for these works. 
The division of colour in many of these works, including 
this piece, are a direct reference to the Japanese kimono. 
The broad colour spectrum used finds its influence in the 
bazaars of India. The methods for producing the works 
are very detailed using multi layering of colour similar to 
the textile processes of Asia.

Ted Secombe

Kimono, 2017
porcelain gloss crystal with monochromatic panels, wheelthrown, 42 x 23 x cm



Still 1 is an exploration of still life, shifting the purpose 
of bowls and vases from use to contemplation. Tonal 
gradation and repetition of a limited palette is used to 
create interactions between individual pieces. The objects 
are functional, but they do not need to be defined by their 
function. Tara is interested in the relationship of objects 
within a group, the spaces between things and the way 
that this affects the way we see the objects both as a 
group and separately.   

Tara Shackell

Still 1, 2017
stoneware, various glazes and slips, wheel thrown, dimensions variable



I currently live in Central Victoria where the raw post-
mining landscape has a strong influence on my work. 
The landscape is jagged from the gold-mining activity of 
the past. These details become surface markings on my 
ceramics, either through scoring or drawing with enamels 
and palladium. The details in the glaze surface is also 
important to me – adding depth and feeling through 
areas of micro or macro crystallisations and movement of 
colour.

Dean Smith 

Sister Element, 2016
stoneware, micro crystalline glazes, glass enamels, applied gold leaf, wheel thrown and hand-
built, 60 x 35 x 15cm. Courtesy Alcaston Gallery



A well-known Thai folk tale, Sang Thong, is centred on a 
marriage between a man and a woman of different social 
status. Sang Thong, the main character, disguises his 
golden body under a deformed mask in order to find his 
true love. He finally finds his wife who comes from a rich 
family and truly loves him. She can see his true nature 
and beauty through the mask. However, because his 
mask represented the lowest class in society, he had to 
go to extraordinary lengths to prove his love for her to 
his wife’s family and friends, including winning a grand 
fishing competition.

The story not only represents Thailand’s social class 
issues, but also reflects the current situation of same-sex 
marriage in Australia. In other words, the extraordinary 
lengths people have to go to in order to be accepted. 
The sculpture depicts Sang Thong when he entered the 
fishing competition to prove his survival skill and prove 
his love for his wife and her family. Two traditional male 
fish patterns were painted on the mask to touch on 
the same-sex marriage connection. The mask can be 
removed in order to show Sang Thong’s golden features. 
He is standing on a 4-tier stand, which represents the 
many obstacles he has to overcome.

Vipoo Srivilasa

Sang Thong, 2017
cobalt pigment on porcelain, handbuilt, 60 x 40 x 40cm. Courtesy Scott Livesey Galleries



People with distressing experience tried to forget their 
memories by burning all the stuff like photos and letters 
that trigger them to have a flashback. Yet, burning stuff 
cannot burn human memory. Our memory and history 
obviously cannot be killed by fire. Meanwhile, in Chinese 
culture, burning paper carried a special meaning. It is a 
ritual to worship our ancestors and people we respect. 
It is an offering at the graves of our ancestors, they will 
receive them in the afterlife. In this project, paper and clay 
have deliberately been chosen for their ambiguity. Paper, 
which carries human history, basically would be ruined 
as time goes by, while clay is universal and timeless. 
Also, I chose to tear off pages from a book The New 
International Illustrated Encyclopaedia. The knowledge 
about our new world disappears in the fire, but the 
residue of the text brings to the heart of us the fact that 
people don’t learn from history.

Cyrus Tang

All Our Yesterdays: Pages from the Illustrated Encyclopaedia, 2016
porcelain, handbuilt, 65 x 65 x 4cm. Courtesy ARC ONE Gallery



This body of work called Woven Family is about 
connection. It is part of an ongoing investigation into 
my two craft practices of ceramics and weaving. It’s a 
considered dialogue of how I combine the materials, how 
they speak, influence and connect with each other. Woven 
Family is a series of porcelain slab wrap vases made from 
a template taken from a textile yarn cone. The starting 
point of a ‘left over’ item from my textile practice is a 
new beginning for my ceramic practice; this continues 
the ongoing conversation. The inherent cylindrical cone 
shape translates well when recreated with fine translucent 
porcelain. These hand built forms are decorated with an 
inlay pattern influenced by my meticulous weaving stitch, 
which I call ‘weave lines’. This decorative and repetitive 
line detail creates a visual connection between the works 
and details a ‘thread of conversation’ in and between 
the works. Each vase is unique, but is from the same 
family. The introduction of colour through marbling and 
nerikomi adds a focal point to anchor the ‘weave line’ 
conversation. They promote, interact and influence the 
‘thread of conversation’ between the works.

Philippa A Taylor

Woven Family, 2017
porcelain, slab built, dimensions variable



To maintain continuous clarity of thought without doubt, 
digression or deformation is rather rare.   And so my 
work is the result of several half-sentences and truncated 
revelations, arranged together in an attempt to organise 
the wrinkles and the clamour into something faintly 
melodious. As a starting point I experiment with alternate 
ways of using common ceramic materials, whether that 
be using glaze as mass, melting clay, or otherwise. I’m 
exploring the reaches of the materials’ capabilities and 
encouraging outcomes that are normally associated 
with flawed pottery, meanwhile also inverting traditional 
canons of the medium, such as the relationship between 
inside and outside. Rather than a dedication to refining 
and perfecting, I’m interested in change, chance and 
discovery.   I’m constantly negotiating the amount 
of control given over to the kiln and the materials 
themselves. I allow heat to alter the surfaces of pieces 
and their forms as well. I then augment and arrange the 
material outcomes of these negotiations.

Dawn Vachon

Rain Cane, 2017
various clay and glaze materials, wheel thrown, handbuilt and ‘kiln formed’ elements, 27 x 26 x 
8cm



My work is anchored in the materiality of clay and offers 
multiple and open ended narratives. It resonates cultural 
and historical references and is informed by a desire to 
highlight important yet complex social issues. Are you 
my mother is a contradiction; quite obviously humorous 
and light-hearted, yet the heavy texture and spikes 
suggest alternative interpretations. I am interested in 
how prejudice and hatred can move from generation to 
generation in the same way loving and fun relationships 
do.

Sally Walk

Are You My Mother, 2017
stoneware, handbuilt, dimensions variable



My project explores ideas of entropy and transformation 
in tracing the passage of time on objects. Through 
using the chemical reaction of salt and clay on books, 
my projects aims to speak to the interrelationship 
between culture and nature. The sea is used as a 
potent constituent of change, chemically transforming 
humanity’s knowledge into both an ossified relic of the 
past and a living organism of the future. Clay, like salt, is 
used to transform the original into a fragile artifact, acting 
as a metaphor for the subjective experience. Meaning is 
created through process leading to new sculptural forms 
that embody notions of wonder, yet speak to our enduring 
struggle with time.

Lesley Walsh

From Entropy to Transformation: A Study in Tracing the Passage of Time between Culture and 
Nature , 2016
slip, hard cover books, salt, handbuilt with slip, dimensions variable



Through intuitively based artworks that include wheel thrown 
ceramics, I strive to evoke a sense of pause within a visually 
perceived momentum in order to explore life’s delicate 
balance, its vulnerable fragility and sublime impermanence. 
By bringing a variety of elements together, both made by my 
own hand and ready-made, I aim to link and intertwine various 
systems of existence into poetic assemblages that act as one 
exuberant and cohesive form of expression. Without having 
any preconception of the overall end result, I throw the clay – 
there is an organic randomness that exhibits a purpose and 
order in the final product. 

As I physically work ‘on the wheel’ I gain a more acute sense 
of rhythm, which I postulate is my own personal connection to 
this existential experience of life. Nature is inherently rhythmic; 
as a contemporary visual artist I find myself searching for new 
ways to explore rhythm and the various sensations it inspires 
when influenced by my own perception and experience of 
life. Current explorations pose questions such as, ‘Am I able 
to create a sense of life’s delicate balance, its vulnerable 
fragility and sublime impermanence through two and three 
dimensional compositions? Is it possible to create a sense of 
pause and trigger a perception of visual motion - activate a 
sense of life? By working intuitively am I tapping into my own 
sense of truth, and through the work does this personal truth 
extend itself to the spectator?.

Kerrie Warren

The Perilous Enquiry, 2016
stoneware, taxidermy-like rat, timber pedestal, wheel thrown, 187 x 35 x 35cm



Influenced by nature, my work explores perceptible 
concepts of the world that surrounds me. Over time, my 
work has developed steadily, and lies between functional 
vessels and abstract sculptural forms. All work is made 
in series, intent on allowing for the presentation of group 
displays. Accordingly, You and Me is a portrayal of the 
landscape, where glaze depicts a darkened earth, the sky 
and a golden rim following sundown. As metaphor, the 
vessel delivers and nurtures a thirsty landscape. 

Barry Wemyss

You and Me, 2017
stoneware, wheel thrown and altered, dimensions variable



The book The Way of Tea by Okakura Kakuz� (1906), 
draws upon the wisdom of ancient writings to explain how 
modern tea lovers can bring peace and serenity and how 
to carry that serenity with them throughout the day. The 
Shadow of Tea, has the same intent to offer the viewer 
serenity and inner peace.

Graeme Wilkie

The Shadow of Tea, 2016
stoneware anagama woodfired, handbuilt, wheel thrown, 53 x 53 x 2cm. Courtesy Qdos Arts



With reverence to the natural world, I employ arcane 
techniques and process, thousands of years old. The 
result can be considered an abstract expression, always 
susceptible to serendipity. The language of ceramic 
vessels does not always speak to the uninitiated, the 
quest of marriage of form and and surface; just as some 
music falls upon deaf ears. In a desire to share and 
celebrate the journey of clay to a wider audience, I work 
consecutively with the human figure. I find many similar 
challenges and references. I enjoy pushing clay to the 
utmost extremes, verging destruction.

Kirk Winter

Perpetual Progress, 2016
Axedale clay, Heathcote manganese silicate, salts, oils, metal oxides, multiple fired earthenware, 
multiple post firing treatments, 68 x 42 x 37cm. Courtesy Skepsi Gallery



I got involved with Indigenous arts when I was at 
Loddon Prison, out near Castlemaine. I was working 
with ceramics and wanted to express my art through 
the creation of shields. Whilst I was doing it, I had that 
connection to country, thinking about my Elders and the 
Old People that had created these markings a long time 
ago. I believe it was something that was instilled in me. It 
gave me freedom. Despite being locked up in the bodily 
form, spiritually I was free. I entitled my works Shielding 
Our Future. Having respect for my mob was very 
important for me, our culture, the diversity of it all. This is 
something I want to instil in younger generations. This is 
who I am, it’s something that can never be taken away, 
and that’s precious. Other people express it through 
dance, songs, and paintings. I felt that connection 
through my pottery and my shields. Through the 
employment of shields within my practice, I draw parallels 
to Australia’s battle with its colonial past, as shields and 
artilleries once clashed when European commissions 
arrived upon the shores. My endeavor exists as an effort 
to regain the culture of Indigenous people – through the 
process of making, breaking and ultimately rebuilding, 
these poignant works reveal the process of healing.

Raymond Young

Untitled 61, 2017
earthenware, earth pigments, glaze, formed by hand, glazed, 100 x 8 x 8cm Courtesy Metro 
Gallery



I recently retired from 25 years of family counselling, 
moved to a coastal area in Victoria and am now fully 
concentrating on my contemporary art practice. Ever 
since I was a child, I have liked to arrange things in 
some kind of order and rhythm to mirror and explore life 
through building connections. This desire is expressed in 
the multitude of links visible in the different layers in my 
sculptures, intersected by empty spaces. One can see 
beautiful shadows if the light is right and ghostly imprints 
of grid-like skeleton structures reaching into the dark side 
of being. In our material world there is no light without 
shadow. 

No joy without sorrow, no highs without lows, however 
sunshine looks beautiful when it breaks through the 
clouds. Without connections and structure we seem to 
be nothing. Connections are like building blocks which 
tie us to our families, other humans, our cultures and our 
history. Our mortality and the decay of all things are the 
flip-side of living in the light. In our shadow worlds, we 
struggle, feel empty and forlorn. We die. But following 
the cycle of life, other generations will build again. For 
Shadowlands I fired four hand built paper clay sculptures 
to mid-fire and earthenware temperatures.

Daniela Zimmermann

Shadowlands, 2017
paper clay, handbuilt, dimensions variable
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