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FOREWORD
It is with great pleasure that I welcome you to the second annual Teacher as Art-maker Project (TAP)
exhibition. The works in this show demand attention by illustrating with sensitivity the triumphs, torments
and risk-taking inherent to professional artistic practice. Collectively they do more, however. Each of these
artists is treading the difficult pathway of moving into the world of teaching while retaining their artist
identity. For some this transition into the classroom is still to come. For others they are one, two or
even three years into lesson planning, staff meetings, sports days and report writing. Theirs is the reality of
conflict between their art production and being a teacher, two seemingly incompatible worlds. Through
participation in this exhibition they are beginning to fashion a mechanism for keeping alive and vibrant
their passion for art, while also nurturing a career teaching art to the next generation.
Sensations of Art-making is the second of what we hope will be many annual exhibitions featuring the
work of early-career visual art educators, artworks produced during those critical first years after graduation.
Some exhibits explicitly address the role of art making within the teaching process. Others purposefully
avoid issues to do with the classroom by illustrating the artists’ ongoing development of a private professional
practice. Either way, these are critical pieces of information in the elusive phenomenon of the ‘artist-teacher’.

I would like to thank Ms Purnima Ruanglertbutr for her outstanding curatorship of this exhibition. The sheer
number of participants and the tight budgetary restrictions (this is, after all research!) has made her task
even harder. Yet Purnima has produced for TAP yet another exhibition of focus, quality and meaning. In
addition to curating the exhibition, Purnima has also been since 2010 a researcher within TAP, and in that
role has co-authored a range of peer-reviewed articles, conference presentations, a website, and other
publications that are disseminating research findings to an international audience. It would be very safe
to say that without Purnima’s contribution, TAP would struggle to survive.
I hope you enjoy the exhibition and the catalogue that gives insight into each participant’s work. It is,
indeed, a reward of academia to see such quality people enter the profession.
Dr Wesley Imms
Senior Lecturer and Head of Visual Art Education
Principal Researcher, Teacher as Art-maker Project (TAP)
Melbourne Graduate School of Education

This exhibition is also research. TAP began in 2010 with thirty-three new graduates from the University
of Melbourne’s Master of Teaching (Secondary Visual Art) program. Now in its third year of recruitment,
this longitudinal study has over one hundred participants, each adding their personal stories to the valuable
collective data addressing three research questions. Do teachers really stop making art when they
start their classroom career? Does a personal art making practice impact the quality of their teaching?
Does a personal art-making career impact their expectations of staying in the teaching profession?
TAP is internationally unique, and over coming years will continue to publish results from the project
that fill a huge gap in education’s knowledge.
What have we found to date? Some trends are emerging from three years of survey data collected to
date. It is no surprise that we have found that artists reduce their art-making time dramatically once they
start teaching – from what was sometimes full-time production, to around five hours a week once in the
classroom. It is also logical then that their ‘artist identity’ changes over time; on graduation the majority
see themselves as ‘artists who teach, or ‘artists’, but when describing the reality of the first year they
admit they could more accurately describe themselves as teachers. These data confirm popular beliefs.
What is also emerging though, is the fact that the artist-teacher is a more complex phenomenon than
was previously believed. Even while working between 45-60 hours a week on teaching, the majority of these
young educators believe their art-making adds value to their teaching, they hold high expectations of having
a long term artistic career, and they believe their art making improves their enjoyment of teaching.
These early trends are only a few items from a rich array of initial findings. As is the nature of longitudinal
studies, each successive year adds accuracy to the results. TAP will eventually constitute the most exhaustive
and informative piece of research ever undertaken concerning visual art teachers’ career trajectories. TAP
is an important study, and each of the participants in the Sensations of Art-making exhibition adds another
critical piece of information to this puzzle. So, apart from congratulating them on the quality of their work,
and overcoming the many hurdles to simply have a work hung, I need to thank them also for their generous
contribution to this research.
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CURATOR'S INTRODUCTION
The artist-teacher: from 'master' to mentor
Beginning teachers face a myriad of challenges in the classroom – adjusting to school life, behaviour
management, and building on the skills developed at university among them. But for art teachers, there
is often the added challenge of maintaining a private art practice. The Teacher as Art-maker Project (TAP)
exhibitions provide professional art teachers with the goals, motivation and support group to maintain
an active art practice during the early years of their teaching career.
Sensations of Art-making: Triumphs, Torments and Risk-taking is the second annual exhibition that follows from
the inaugural TAP exhibition held in November 2012 at the George Paton Gallery, Crossing Boundaries:
The Journey from Teacher to Teaching Artist. The exhibition explored the journey from an artist to a teacher,
whereby the artists addressed issues relating to self-perceptions of their professional identity as an artist,
a teacher, or both. This theme resulted in the display of over seventy works of art across a diverse array
of art styles, mediums and techniques. Through their works of art and personal commentaries, the
artist-teachers addressed the co-existence or conflict between artist and teacher identities, the similarities
and differences between the roles of artist and teacher, and the frustrations and joys that accompanied
early-career teaching and art-making. The exhibition also supported their transition from a university
pre-service teacher-training course to assimilating in the school environment, offering encouragement and
motivation from fellow art teacher graduates. Key findings from their reflective commentaries revealed
that teaching enhances and inspires ar t-making and that ar t-making improves teaching. In par ticular,
artist-teachers were more likely to encourage student collaboration, student choice, personal exploration,
experimentation, risk-taking and mistakes in the artistic process, which in turn encouraged teachers’ own
experimentation with different media, techniques and concepts.
Sensations of Art-making takes a different conceptual approach, encouraging professional artist-teachers
to develop and promote their professional art practice. I invited the artists to explore the challenges
and risks of their art-making, and to comment critically on how this feeds into their classroom practice.
In doing so, they subjected themselves to experiencing similar sensations and processes encountered by
their own students, unique to creativity – frustrations, anxieties, joys, experimentation and construction
of meaning, among many others. The result is an eclectic collection of over one-hundred works of
art created by thirty-one artist-teachers working in secondary schools or in other educational contexts
across Victoria.
What do these teachers exhibit? Numerous themes arise from their expressive interpretations. Many
believe that as teachers, they empathise with the challenges their students face when engaged in processes
of idea generation, development, to art interpretation, and when exposing themselves to continued
examination and critique. After having gone through the same creative processes themselves, including
the enthused moments of inspiration, thinking and experimentation, the teachers often find that their
capacity to mentor creative problem solving, lead and understand their students is strengthened. The
teachers engage in the cycles of art and design, experiencing the same processes they usually expect
their own students to follow. This encompasses phases of observation, documentation, idea development,
refinement and evaluation. Design and Technology and Textiles teachers appear to demonstrate greater
application of these distinct stages – ar tists including Craig Frankland, Clare Sanders and Catherine
Kayee Wong, for example. Some of the teachers create art for the pure enjoyment, exhilaration and
contentment that it provides. The teachers contrast the liberating sensations of art-making to educational
priorities of curriculum, content-delivery and assessment, drawing attention to the psychological and
intellectual processes involved in art production as well as the final product.
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Participants in this exhibition not only acknowledge how their art-making will impact upon curriculumspecific outcomes, but they also illuminate they are likely to take into account their students’ antecedent
skills, learning styles and strategies to implement subsequent learning schemata. Characteristics of such
lessons may include authentic, open-ended learning situations that provide freedom for students to
control their own learning, with the intention to support students’ creativity and innovation. It is worthy
to reinforce that contemporary arts education practices around the globe stress process as well as product
– students should not only produce, they must also demonstrate understanding of what learning occurs
during that process.1 According to a research partnership between Victoria’s (Australia) Department
of Education and Early Childhood Development (DEECD) and Arts Victoria, the evaluation reveals the
former is done well by the artist, the latter by the teacher. This implies that dual roles are in operation in
exemplar art experiences in classrooms.2 Students require, as the research reveals, trained educators to
make sense of their experiences, complementing the great sense of reward that artists can provide. It is
here that the artist-teacher identity, or that which Hall terms, an ‘interdisciplinary fusion’3 is significant –
an identity that the teachers participating in this exhibition strive to maintain.
Many of the teachers discovered that making art while teaching enabled them to experience working
with new materials, mediums and techniques that they would not have otherwise used as an artist (or use
less frequently). This they observe increases their confidence to introduce new ideas and techniques
in the classroom. Such artists include Ryan Cockburn, Sarah Healy, Linda Hogan, Olivia Karpathiou,
Andrew Lawson and Liz Millsom. To some extent, their sentiments reflect research results on teachers’
perceptions of their increased technical competence – “that the acquisition of skill increases the level of
enjoyment one can experience in any given subject, and that such an increase in confidence can stimulate
a teacher’s motivation to produce work”.4 The increased confidence that these teachers experience
naturally feed into their students’ engagement. This supports research that reveals a positive correlation
between a students’ sense of competency and self-esteem, upon their behaviour and motivation.5 Arguably,
the ar t teachers who feel they ‘mastered’ new technical skills and knowledge of contemporary art
and artists may also experience heightened intrinsic motivation to teach the content.
Numerous teachers, such as Alysia Rees, Ryan Cockburn and Linda Hogan were inspired to use the materials
and concepts they taught in the classroom within their own art to strengthen and inform their relationship
with students. This implies that personal-art making can increase a teacher’s artistic experimentation
and encourages teachers to set aside prejudice for particular mediums and aesthetics. These teachers
acknowledge their increased ability to cater to student interests, abilities, cultures and needs. They
find it easier to teach art if they can relate to students on a personal level – so much of it they say, is about
confidence; their confidence in students and their students’ confidence in them. Victorian-based art education
consultant, Max Darby, extends upon the importance of trusting relationships, stating “it’s about making close
connections with people with different values and beliefs and from diverse backgrounds”.6
The artists’ statements clearly illustrates how art-making forces teachers to seek inspiration, and artistic
role models; to reference contemporary culture, personal interests and experiences; to critically describe,
analyse, interpret and evaluate their art. All of this occurs in a manner similar to what the teachers ask
of their own students. As Darby reinforces, “if there are things you want your students to do, and ways
you want them to behave, you’d best model that kind of behaviour yourself ”.7 The teachers emphasise
the importance for their students to visit galleries, and acknowledge that they regularly visit museums
themselves. Of the teachers who advocate for learning in galleries, their works of art for Sensations of
Art-making are inspired by their own visits to exhibitions – for example, artists including Ramona Tilley,
Victoria McCaffrey and Alysia Rees.
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It is interesting to note that in Sensations of Art-making, the teachers scarcely address their perceived conflict
in the roles of the teacher and artist. Rather, conflict was a more prominent theme that was explored
among the teachers in the TAP 2012 exhibition, Crossing Boundaries. This is not so much a conflict between
these two practices, as between the two identities within the one person. Artist-teachers, Louise Kyriakou
and Lauren Welsh however, subtly allude to the contrasting nature of the professions by examining
the rigidity of curriculum, assessment and school timetables, comparing such regulatory processes to the
emancipation of the ar tist. The ar tists’ statements for Crossing Boundaries frequently commented on
the struggles and successes of resolving this hybrid identity – the artist, an internal and private self who
strives to remain creative, autonomous and individual; and the teacher, an outgoing, confident and analytical
persona, one with an attention to the detail that is required to be accountable within school settings.8
Contrastingly, the artists’ statements for Sensations of Art-making frequently remark on the acceptance,
unification and improvement of the teachers’ dual roles.

Having curated two TAP exhibitions to date has provided me a unique opportunity to gain deepened
insights into the participating teachers’ experiences of being involved in the exhibitions. Sensations of
Art-making has had great impact upon fostering beginning teachers ongoing passion for their discipline.
For many of the art teachers represented in this exhibition, engaging in personal art making is a necessary
requirement to teaching visual art. Remarkably, 42% of the teachers represented in Sensations of Artmaking, have also exhibited in Crossing Boundaries, believing that the exhibition provides them with
a unique opportunity to not only affirm their identity as both an artist and a teacher, but also to enhance
their collegiality with other artist-teachers – a communal process that they felt assisted to balance the
introverted and isolated nature of art production. The exhibition deadline motivated many teachers
to complete their works of art, which they largely perceived as a personal and professional reward. It is
important for teachers to practice their art, and this could be a positive way to inspire higher quality
teaching across a range of disciplines; not just art, but also subjects like drama, music and English.

These teachers’ participation in the exhibition is a testament to the impor tance they place upon
embracing their identities of the artist and teacher, rather than separating them. An example of such
unification can be seen in the manner that some teachers express how they often bring their works
of art to school for use as model examples to inspire students’ projects. Through role modeling, these
artists note a change in classroom atmosphere as their students witness their own teacher as an art
professional. Among such artists for example, include Ryan Cockburn, Ysabelle Dauguet, Linda Hogan,
Patsy Killeen and Liz Millsom.

I would like to acknowledge the invaluable support provided by Dr. Wesley Imms towards the realisation
of the second annual TAP exhibition and also towards my own growth as a professional artist-teacher,
curator and researcher. Curatorial visions can only be realised where financial backing allows it, and
through the encouragement of esteemed colleagues.

The exhibition displays a wide-ranging response to the exhibition theme of triumphs, torments and
risk-taking, which the ar tists illuminate either aesthetically in their final product and/or conceptually
through their working processes. Common to the torments experienced by the artist-teachers are a lack
of time; unsteady motivation to produce art; a lack of support provided by schools toward their art-making;
undesired artistic outcomes; the frustrations they experience with trials and experiments, and their need
to sustain a well-balanced life apart from teaching and art-making. For all the participating teachers, making
art did not come without challenges. Yet, they triumph in their motivation to endure these battles. For some,
their persistence was fuelled by the yearn to experience the therapeutic sensations of art-making, whereby
they perceive creative output as essential to their well-being as teachers and towards their validation
of an artist-teacher identity. These artists include Cassie Linley, Ysabelle Dauguet, Lis Johnson, Victoria
McCaffrey, Milla, Claire Mooney and Kim Winton. For artists such as Sarah Healy, Seijiro Nishioka, Andrew
Lawson, Join Silica Liong, Claire Virgona, Ramona Tilley – risk-taking and experimentation were relished.
These artists used the exhibition opportunity to extend the parameters of their specialist art practice,
either in medium, subject matter, or technique. All the teachers express their intention to apply what they
have learnt from creating and exhibiting works of art in this exhibition, to their lesson plans and curriculum.

I also extend my greatest appreciation towards the teachers who have committed time to create and
exhibit such high quality works of art in Sensations of Art-making, a process that came with much struggle
and personal sacrifice for many artists. I would like to commend their perseverance and professionalism
throughout the development of the exhibition. As an early career artist-teacher myself, it is a great
reward to be in a position to empower other art educators to integrate both roles in the classroom,
to support professional development for teachers who wish to continue their personal art-making and
to support the early-career well-being of teachers. I envision that this exhibition would heighten many
people’s understanding of the specialist needs of specialist teachers, the time required for artists to
create and exhibit their works, the facilities and space required for art-making, and above all, the value
of these artist-teachers to their school community.
Purnima Ruanglertbutr
Exhibition Curator and Co-Research Assistant, Teacher as Art-maker Project (TAP)
Lecturer, ‘Teaching and Artistic Practice’, Master of Education subject
Melbourne Graduate School of Education

Viewed collectively, these works of art expose teachers as mentors who work alongside their students
in the hopes of cultivating life-long artists or art appreciators, thereby undermining the notion of the
teacher as a “master”. They too demonstrate moments of uncertainty and conjecture. The teachers
exhibit the many personal qualities for which art teachers can become role models – honesty, trust,
integrity, flexibility, a capacity to share and listen, focus and dedication, patience, perseverance and
compassion, among many other qualities.
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Meg Andrew
Nevermore (2013) is a mixed media installation that features readily accessible materials including embroidery
and found objects – objects or products that are not normally considered art, as they already have a non-art
function. This includes the bones of a bird found dead in Meg’s backyard on Boxing Day, a plinth uncovered
from hard waste, and second-hand books. Meg’s artistic practice involves manipulating found objects into
creative pursuits. For instance, the image of the crow in Nevermore is created using red fabric that was
gifted to Meg for her birthday, along with unwanted black machine embroidery thread, whose uses were
intended for the production of a tablecloth. While the thread was not one that would typically be used for
embroidered purposes given its narrowness, Meg settled with the material as it offered her a desired texture.
Like many other artists’ works that include found objects, the objects in Nevermore conveys Meg’s output
or the idea about it – the artists’ designation of the object as art, which is nearly always reinforced with
a title. By using readily accessible and low-cost materials, Nevermore communicates the limited resources
and budget that artists often have in order to realise their artistic visions. Grand ideas are frequently
reduced to simplicity and quality materials are often substituted for more affordable options. However,
Meg’s work evidences how artists can overcome monetary limitations by using existing materials to realise
their artistic visions. Such limitations inspire Meg’s creativity.
Inspired by artists such as Louise Bourgeois and Fiona Hall, Meg’s work presents juxtapositions between
materials associated with femininity, and imagery and materials pertaining to violence and terror.
Having worked in government schools within low socio-economic geographical areas, Meg has experienced
the need to deliver art lessons within the constraints of school budgets and the resources available
in the school’s art storeroom. The art materials and facilities available in schools often determine the
content of lessons. While this poses a significant challenge toward implementing varied and flexible lessons,
Meg believes that a teacher’s artistic creativity should not be constrained by the resources available in the
school, but rather, she asserts that teachers should look towards gathering resources outside the school
environment for use. While she was a student, Meg experienced the need to source particular materials
and facilities herself, such as a printing press or darkroom, given her school did not comprise of the required
facilities. This gradually developed her apt for sourcing useable waste and making use of old newspapers
and magazines.
The processes of selection and collection of found materials informs Meg’s artistic practice. Most often it is
the random find or placement of objects that triggers her creative thinking and that leads to a new project.
She asserts, “although it can be challenging to rely on what’s at hand, there is a sense of accomplishment that
comes from making something out of nothing”.
Nevermore (detail), 2013
cotton on fabric, bird bones, enamel, books, thread,
found objects
installation dimensions variable
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Meg perceives it is important to expose her students to the aesthetics of low-art in order to challenge
students’ conceptions and definitions of art. This involves introducing students to art styles including Dada,
Surrealism and street art that enables the initiation of debates and discussion of the role and function
of art. As a participant in Sensations of Art-making, Meg hopes to increase communications with other
practicing artist-teachers with the intention that this could inform and improve her future artistic and
teaching practices.
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Ryan Cockburn
Heart Records (2013) are prints created in the loving memory of Ryan’s mother who passed away in
early 2013. Replete with themes of healing, grief, love and devotion, the works convey reverence to the
photographs of Ryan’s mother during her youth.
Despite having trained as a painter and printmaker during his undergraduate degree in Fine Arts,
Ryan usually creates and exhibits works that stem from his keen interest in vinyl records. He uses the
vinyl record as a sculptural medium to create moving installations that combine sound, light, shadow
and form, and that develop upon his investigation of performativity in art, sound art and themes of nostalgia,
product obsolescence, consumption and re-use. These works are influenced by Ryan’s self-proclaimed
obsession with sound culture and sonic arts, vintage items of the 1970s, opportunity shops, junk culture
and the politics of trash. Contrariwise, Heart Records demonstrates Ryan’s return to traditional printmaking
techniques – a process he has revisited since commencing his teaching career at Coburg Senior High
School in Melbourne. Ryan asserts that the availability of printmaking facilities in his school, particularly
a flatbed press, has awakened his desire to practice producing multiple impressions of the same image
using a variety of printmaking techniques, both with his students and for his own professional art practice.
The flexibility of the printmaking process particularly appeals to Ryan, as it enables him to produce extensive
adaptations using a single image and to refine his existing works of art.

Heart Records, 2013
oil and acrylic ink on Fabriano cold press paper
2 prints, each 80 cm x 30 cm

The prints are created by transferring ink from a vinyl record, which is engraved on the surface, to sheets
of dampened paper – this ensures the impression is transferred more delicately. The images are also created
using collagraphy and lino printing techniques, the latter of which is a relief printmaking method whereby
the design is cut in relief on linoleum and ink is applied to produce a striking and contrasting effect.
Ryan asserts that his motivation to use the vinyl record as a printing plate largely stems from his desire
to visualise the physical texture and patterns of the records and to symbolically convey visible sound.
Ryan delights in producing developmental proofs, which enables him to use a range of textures, colours and
types of papers. He endows his students the same opportunities to play with visual representations through
trails and experiments, after which both Ryan and his students engage in evaluating their aesthetic decisions.
Ryan is influenced by the Swiss and American artist and composer Christian Marclay, for his sound
collages that are created using gramophone records, turntables and musical instruments, which the
artist uses to investigate the relationships between noise, sound, photography, video and film. Ryan is
also inspired by the animated films of the South African artist, William Kentridge, whose works integrate
creative soundtracks and ephemeral drawings to communicate human emotions including pleasure,
humour, sadness and suffering.
It is by continually creating model examples of works of art and by demonstrating printmaking methods
to his students, that Ryan has become more motivated to dedicate time to exhibit his own works of art.
He emphasises that the art-making and exhibition process instils in him an increased passion to teach
the subject and as a result, positively impacts upon the motivation and inspiration of his own students.
Ryan’s participation in Sensations of Art-making greatly affirmed his belief that a teacher’s art practice can
positively influence his or her students’ ambitions to pursue their personal art styles and creative careers.
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YSABELLE DAUGUET
Fast Pace (2013) and Coastal City (2013) are paintings that depict the built environment. Silhouettes
of figures are displayed using vivid colours across layers of acrylic and oil paint on canvas. The paintings
demonstrate Ysabelle’s critical and creative examination of the connection that humans have with their
physical environment. They speak to one’s awareness of changes that might happen over a period of
time, examined here by a city’s continuous state of flux in regards to demolitions and building renewals.
Ysabelle’s compositions invite inquiries into a world inundated with visual information, new media and
technology. A myriad of saturated colours seamlessly dance across the canvases, evoking a sense of
energy and silent noise that reflects on the atmosphere of the city.

Coastal city, 2013
acrylic and oil on canvas
120 cm x 85 cm.

The paintings form an extension of Ysabelle’s current artistic practice, which challenge the term
‘psychogeography’, also known as the study of the environment and our relationships to our current
surroundings. They convey the characteristics of temporality, structure, scale and spatiality inherent
in the rhythms of metropolitan life that is increasing in mobility and speed. Motifs that address this
issue reoccur in Ysabelle’s works, providing a discourse around the globalised world dominated by
new information technologies. Places vanish, time becomes instantaneous and the subject becomes
‘decentred’. The tension between conflicting planes of colour and the boundless possibilities of the
picture plane are essential in her work. Planes can also be referred as layers of paint or the surface
area of the image.
Fast Pace and Coastal City are created using acrylic and oil paint, endowing depth to the picture plane.
Full of colour and sensuous motifs, Le Corbusier’s art and architecture highly inspires Ysabelle’s paintings.
Phantom-like images juxtapose the fragmentation of the city, referencing how a city is a place of
constructions and deconstructions. Melbourne-based artist, Jon Cattapan’s representations of urban
topographies have also deeply influenced Ysabelle’s practice, particularly the panoramic layered city
vistas and figurative groups that symbolise the way human beings negotiate territories.
Ysabelle did not feel that she faced many challenges while making the work. The sensations she felt
were of joy and satisfaction and passion for art making. This is what motivated her art production
and her participation in this exhibition. Ysabelle has always shared the work she has made with her
students, through showing them images of works in progress or bringing personal visual diaries to the
classroom and sharing ideas. The students love to see her work develop and are intrigued by what
Ysabelle does and the artworks she brings to the classroom.

Fast pace, 2013
acrylic and oil on canvas
160 cm x 110.5 cm
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For Ysabelle, transitioning from an art student to a professional artist and then to an artist who teaches
has seen her art practice flourish. Teaching a subject that she is passionate about has further ignited her
persistence to continue pursuing a career as an artist. She strives to practice what she preaches with
sincerity, validating the duality of her artist-teacher profession. Participating in Sensations of Art-making
has enriched the exchanges Ysabelle has had with her students, who show increased interest in the
subject, benefit from her personal experiences of art-making, and demonstrate enhanced appreciation
of contemporary art in gallery contexts.
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Craig Frankland
Pulp (2013) is a floor lamp that is created using recycled paper pulp and reclaimed timber, representative
of social responsibility. The work is a testament to Craig’s ongoing examination of issues of sustainability
in art. The sustainable lamp evokes attention to the fragility and beauty of the waste materials used; the
organic properties of the materials are celebrated as an integral part of the work. Hand-made papers are
meticulously crafted in order to highlight their raw edges. The base of the lamp, constructed from timber,
purposely emphasises the timber’s natural grain. The aesthetically pleasing qualities of the lamp naturally
heighten the viewer’s admiration and value of the waste materials used.
Craig considers the wider impact of the work and its reception in relationship to its environments – social,
economic, biophysical, cultural and historical – these aims are characteristic of sustainable art practices.
He expresses concern towards the rising amount of waste that has been generated in Australia to date,
resulting from an increase in economic prosperity in the country over the past decades. The Australian
Productivity Commission (2006) reverberates such concern for the environment, proclaiming that
economic growth contributes to growth in waste generated per person.9
The lamp exemplifies Craig’s investigation into the methods with which reclaimed waste materials can be
re-imagined to extend their life cycle and value. When Craig embarked upon the process to fabricate
Pulp, he tended towards modern production methods that are informed by contemporary engineering
techniques commonly used for architecture. However, Craig rejected the process soon after his chance
realisation of the natural aesthetic qualities of paper; he became fascinated with the patterns presented
by the irregular edges of stacked paper. Craig’s interest in organic materials motivated him to focus on using
low-cost and recyclable materials for the construction of Pulp, resulting in the use of newspapers and
reclaimed timber that he collected from demolished buildings in Victoria, as prime materials in his work.

Pulp floor lamp (three-dimensional rendering), 2013
paper, hardwood, stainless steel, bulb
167.5 cm x 2.4 cm x 32 cm

Pulp communicates against the nature of modernist design that utilises technically innovative materials
and manufacturing methods to emphasise function and accessibility. The object contests systems of mass
production that typify modern industrial techniques for mass consumption. Craig finds inspiration from
renowned artists and furniture designers that are part of the post-modern design movement, including Frank
Gehry, Ron Arad, Tom Dixon and Marc Newson. He admires their artistic freedom and unconventional
use of materials, including the unfinished or even crude aesthetic that typifies some of their post-modern
furniture designs. Craig also conducts research on the properties of organic materials, and engages in trails
and experiments to arrive at feasible design solutions.
Artmaking is an intrinsic need for Craig – he indulges in the contemplative, calming, challenging and
stimulating sensations that the process affords. Craig’s engagement with his art practice contributes to his
increased awareness of the significant role of the design development stage towards the realisation of a final
product. He believes it is important to communicate to students the acceptability of making mistakes and of
arriving at unexpected results. Craig hopes to better mentor his students to overcome any negativity, doubt
and fear that may accompany their art-making experiences. He observes that students, at the expense of
their own enjoyment for art-making, often feel the pressure to perform for teachers who communicate
high expectations. Craig’s participation in Sensations of Art-making encouraged him to situate his work within
aesthetic and intellectual contexts. This process has furthered Craig’s knowledge of contemporary designers,
techniques and has inspired the development of a related unit of work for his students.
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Sarah Healy
The series of prints, Sing a song of sixpence I, II, III (2013) depicts a lone bather surrounded by ravens.
The painterly aesthetic of the etchings coupled with the imagery of the bather, imbues both a foreboding
mood and the impression of a reverie. The series is evocative of an event that could have occurred
in the past, be occurring in the present or is perhaps an allusion to the future. The motif of the ravens
has a personal significance to Sarah. Ravens commonly feature in childhood nursery rhymes such as Sing
a Song of Sixpence and I Know a Lady Who Swallowed a Fly. A sequential narrative of fear, turmoil and
resolution is revealed in the interplay between the bather and the ravens within the series.

Sing a song of six pence I, II, III, 2013
collagraph and drypoint etching on paper
3 prints, each 53 cm x 39 cm
installation dimensions variable

Sing a song of sixpence I, II, III is created using both collagraphy and drypoint etching techniques. By fusing
two printmaking methods into her art-making process, Sarah combines the deliberate line work of
the dry point plate with the more painterly aesthetic endowed by a collagraphic plate. The latter relies
on ‘selective wiping’ in order to create depth, form and mood. Sarah worked with Melbourne-based
printmaker, Bronwyn Rees from the Firestation Print Studio, who as a mentor, guided and informed
Sarah’s application of printmaking techniques in this series of works. Bronwyn’s experimental approach to
printmaking enabled Sarah to explore the printing process in a more playful and less preconceived manner,
particularly by embracing spontaneity in what is often seen as a methodical and technical procedure. This
also encouraged Sarah to step out of her comfort zone and experiment with a new medium, reinforcing
her belief that experimentation, risk taking and consecutive failures eventually result in success.
Sarah’s zest for printmaking has stimulated her desire to further explore the potential of the medium as
a source for artistic expression. She draws inspiration from the works of New Zealand and Asia-Pacific
artists including Stanley Palmer, Barry Cleavin, Michael Tuffery and John Pule. Sarah is also inspired by
imagery from contemporary culture including illustrations, animations, literature, experimental film,
mythology and photographs.
Sarah’s participation in Sensations of Artmaking has afforded her an opportunity to reconnect with her
own art practice and has challenged her to learn new skills and techniques, which she asserts, has given
her more confidence to teach a wider range of mediums. The exhibition has prompted Sarah to engage
in processes of risk-taking and experimentation. She perceives it is incredibly important to endow her
own art students with opportunities to diverge from their comfort zone; to play, make mistakes
and to take risks without the fear of failing. She states, it is “through the process of trailing that success
eventuates” – a process that Sarah believes her own students must experience first-hand. Having faced
a spectrum of triumphant and frustrating emotions from making art herself, Sarah feels she is now in a
better position to empathise with her students and offer practical strategies to assist them to overcome
obstacles and experience an enriched authentic art education.
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Linda Hogan
Linda’s posters in her series, Hey Miss (2013) reference the most significant people and events in her life
over the past year. Images of the everyday and contemporary culture pervade Linda’s works of art, all
of which displays a bold aesthetic characteristic of propaganda art. The posters feature both typography
and imagery that refer to the school’s rules, advice she has provided to students during the year 2013 and
questions posed to her by students. Each poster reflects upon moments that hold much significance to Linda.
The imagery in Linda’s posters are influenced by the everyday items she collects as visual stimuli to inspire
her students’ projects. These include postcards, magazines, posters and other forms of contemporary
culture related to her students’ projects. The Hey Miss poster series is a testament to Linda’s ongoing zest
for propaganda imagery. Linda continually reads blogs including The Design Files, to keep herself updated
on contemporary artists and designers. Linda’s acute attention to flat and thick lines and shapes are
visible in the work of designers Brad Hampstead and Ken Taylor, from whom she draws her inspiration.
Their use of flat lines and shapes propels Linda to work in a minimalist aesthetic.
Linda’s Hey Miss series are created using Adobe Illustrator – a medium that she has never previously
considered for art making, despite having worked in the publishing industry. Linda’s desire to experiment
with the vast potential of the software as a tool for expression largely informed her decision to use the
digital medium to create her works for display in Sensations of Art-making.
Creating this series of works did not come without a challenge for Linda. Looming deadlines, assessing
student work, preparing lesson materials, the need to manage the demands of teaching Victorian
Certificate of Education (VCE) subjects, while recovering from a recent surgery implied that any time
available for art-making or therapeutic activity, was a privilege. The Hey Miss series demonstrates Linda’s
persistence to continue creating works of art, albeit in a dissimilar medium, which was facilitated by
working towards a deadline.

Hey Miss (detail), 2013
digital prints
10 digital illustration prints, dimensions variable
installation dimensions variable

Teaching VCE Visual Communication students also influenced Linda’s decision to use the digital medium
– she mentors students on how to use digital tools for their projects. Linda views the digital platform
as a less time-consuming method for making art in comparison to traditional art-forms, which Linda
was more accustomed to practicing prior to entering the teaching profession. Moreover, surgery on
Linda’s shoulder resulted in an inability to exercise her arm to great extent – drawing proved difficult
and as did creating large-scale works. Instead, Linda found solace in using a computer during her
period of recovery, whereby small hand movements permitted the creation of imaginative works. During
this process, Linda spent considerable time attempting to replicate hand-drawn stencilling effects on
the computer, resulting in much frustration in accepting digital mediums as the most opportune at that
time. Linda conducted research about how artists use digital software to manipulate shape and line,
which led to experimentation, play and a satisfying art-making experience.
Linda’s participation in Sensations of Art-making is motivated by her belief that Art teachers should practice
what they preach. She shares her work-in-progress and processes of experimentation and exploration
with her Year 12 students, who also shares her difficulties, challenges and successes in art making. While
art teachers may choose to keep their artist identity separate from the classroom, Linda maintains it is
beneficial yet nerve-wrecking to demonstrate to her students her own sensations of uncertainty that she
experiences while making art – this increases her empathy toward her students’ sensations of confusion,
joy and frustrations encountered in the creative process.
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Wesley Imms
Inhabiting space has been central to human existence since the beginning of civilisation. Over the millennia,
mankind has manipulated the places it has occupied, firstly to secure shelter and protection, and then
to add value to lived experience. Since the earliest days our species has also demonstrated a desire to
adorn our inhabitations, to record history and mark achievements and leave an account of our passing.
Our homes of the twenty-first century are no different. We occupy a space, but we inhabit it as well – we
make it ‘ours’ through modifications, ornamentations and organisational adaptions that often seek to
demonstrate individuality, personal taste and our personal aesthetic. At times, such statements can exceed
the boundaries of practicality.
Light #2: Grandfather Lamp (2013) is one such affectation. Lighting can be achieved through a simple bulb
on a wall, but here it is a grandiose structure with an attitude reminiscent of the works of early twentieth
century Deco, Jugenstil and Art Nouveau artisans. Then, the desire was to counter the functionality of
Bauhaus and re-institute the aesthetic in our homes. Grandfather Lamp has similar aims. The artist’s home
is emerging as a statement on creating ‘a lived aesthetic’ through craftsmanship. This has included building
individualistic structures and then, such as with this artwork, inhabiting them with matching furniture. In this
way the items that are used within the home add to its lived experience, they become living furniture.
The work of art also represents a statement on blending the seemingly disjointed worlds of the artist
and the teacher. Why this was built and how it was created form part of this teacher’s conversation with
students regarding the role of creativity in our curriculum and our lived worlds. It becomes a pedagogical
device in its own right.

Light #2 Grandfather Lamp (work in progress), 2013
wood, MDF, chromed steel, glass, enamel paint
dimensions variable

24 | Wesley Imms

Sensations of Art-making | 25

Lis Johnson
Baggage (2013) comprises a series of small-scale bronze and ciment-fondu sculptures. The sculptures both
literally allude to the baggage that consumers carry, and also metaphorically reference the act of heaving
one’s personal struggle – both quotidian and past baggage.
Lis’ familiarity and exper tise with the sculptural medium continues to see her use materials such as
bronze and cast concrete in her works of art. In particular, Lis makes use of the semi-precious material
bronze, in her large-scale commissions to produce figurative statues. ‘Ciment fondu’ is also used – it is an
inexpensive material that acts as a fitting alternative to bronze, one that provides more durability than
plaster or resin. The process of casting fondu from plaster moulds, results in a ‘bloom’ or patina, which
produces surface effects that are similar to bronze – an aesthetic Lis aims to achieve. The sculptures are
modelled with soft materials including wax, plasticine or clay, after which moulds are produced. Lis creates
the wax bronze sculptures by forming waxes that undergoes a ceramic-shell lost-wax casting process.
The concrete piece is cast into a one-off plaster waste-mould that is chipped away and lost in the process.
Baggage 1, 2, 3 and 4 are influenced by Lis’ acute observation of everyday human actions and
activities. In particular, the stimulus for the series of sculptures in Baggage was the sight of a couple
returning home from the supermarket, both of whom stopped to rest their fingers from the physical
strain of carrying the plastic bags. For Lis, this moment stimulated her thoughts on the notion of being
enslaved by excessive consumption habits and of being overwhelmed by mundane expectations. Lis
was inspired by a simple observation that she felt was personally significant to her. Lis encourages her
students to trust such moments of inspiration and assists them to diverge away from subjects or
themes that they think teachers or peers would highly regard. As Lis describes, “authenticity is the best
[teaching] approach”.

Baggage 1, 2013
bronze
9 cm x 21 cm x 10 cm

Witnessing raw metal transform to life through the creation of subtle colour and surface effects is a
process that Lis finds fulfilling. Her specialist knowledge of the material properties of different sculptural
mediums enables her to create sculptures according to the desired texture, weight and form. Lis patinates
the raw metal and cast concrete in order to see it regain the plasticity of the original model and the
characteristics of the stimulus image of inspiration.
While creating the sculptures in the series Baggage, Lis initially found it challenging to seamlessly combine
the archetypal figures with the imagery of shopping bags, the latter of which she perceives as a more
contemporary form. She underwent a process of trials, initially struggling to model the bags convincingly
using wax for the bronze casts. Instead, Lis tended towards using polyurethane shapes coated with pieces
of plastic film, which burnt out in the foundry process.

Baggage 2, 2013
bronze
29 cm x 10 cm x 7 cm
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Baggage 3 and 4, 2013
cast ciment fondu, pigmented, wax
25 cm x 14 cm x 10 cm

Lis’ participation in exhibitions assists the creation of new works – she finds it helpful to complete a
project if she has a deadline to work towards. She is motivated to exhibit her works in a professional
gallery alongside her peers, perceiving this as a rewarding experience. Although Lis is currently working as
a full-time professional sculptor, she confidently asserts that her art-making experiences are still coupled
with doubt and insecurity. These sensations, Lis believes, will assist her to emphasise with students of
all abilities. She understands the value of praise and constructive criticism during the art-making process
and deems students should also be offered such positivity.
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Olivia Karpathiou
Olivia’s diptych Mount View (2013) represents a transformed aerial view of the school where she currently
works. The school, located on eight hectares of natural bushland, has recently merged into a K-12 college
and has a history of approximately 43 years since its establishment as a technical school. The buildings on
the campus have gradually closed during recent years. Olivia delights in the rich history and meaningfulness
of these unused buildings. The painting symbolically narrates Olivia’s experiences while working at this school.
She makes use of spray paint to form words, reflecting the graffiti marks that individuals often make with
the intention of being remembered in a particular place, and it reverberates the rebellious acts of youth.

Lissom, 2013
ink, acrylic paint, resin on canvas
121.8 cm x 91.4 cm

The painting Lissom (2013) expresses the chaos that Olivia feels as a teacher. The word ‘lissom’ translates
to mean malleable, flexible and resilient – personal qualities Olivia perceives as vital for teachers.
The central figure represents steadiness and calm among the vibrant chaos. ‘Lissom’ aims to communicate
a personalised response to the sensations that Olivia experiences while making art. Olivia has been
required to learn a range of new mediums and techniques since being a teacher, such as darkroom
photography. The photogram In an instant (2013), examines the importance of time in the teaching
profession, conveyed through the processes involved in the medium itself – “the image is translated onto
the photo paper within a few seconds of being exposed to light, signifying how my art making time is deprived”.
Featured in the photogram are objects that Olivia has found in her school environment, including a leaf,
a rope, and a set of keys. Each of these objects are imbued with significance – “the leaf is intended to
represent the growth of students and teachers over time, the rope as a symbol of being jolted in various
directions while teaching, and the keys as a symbol of opening and closing doors to new information, strategies
and techniques”.
Viewed collectively, the works are symbolic of Olivia’s professional daily routine. “The allusion to the aerial
view of the school campus in the painting Mount View signifies the necessity for teachers to take a step back
and see the bigger picture”. For Olivia, Lissom represents the composure that teachers must maintain, even
within frenzied times. The photogram, In an instant, implies the necessity for art teachers to learn new
techniques and mediums. By applying resin on the surface of each work, Olivia not only unites her works
of ar t aesthetically, but also symbolically communicates that these collective works represent her as
an ar tist-teacher.
Olivia challenged herself to use a range of materials and techniques, to broaden her technical studio
art skills. She takes inspiration from numerous Australian and International contemporary artists, including
Australian artist Megan Weston, whose aerial landscapes comprise bold colours. Olivia also takes
inspiration from the Australian artist, Brett Whiteley whose abstract and fluid style features vibrant, bold
colours and thick brushstrokes. Olivia is also influenced by Man Ray’s photogram techniques.

Mount view, 2013
ink, acrylic paint, spray paint, permanent marker, resin on canvas
91.4 cm x 121.8 cm
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Olivia recognises art teachers are expected to keep current with developments in contemporary art
by engaging in authentic art-making situations and visits to art museums. Olivia’s art practice enables her
to cater a wider range of students, resulting in more personalised lessons. “When students can respond
personally, they too develop the same enthusiastic energy for their works of art”. Olivia believes she is more
confident to set challenges for her students by introducing materials and processes they are unfamiliar
with. Olivia’s participation in this exhibition encourages her to link her art production closely to her
experiences of being an early-career teacher, assisting her to maintain a teacher-artist identity.
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Patsy Killeen
Untitled skateboard (2013) is a hand-painted skateboard deck comprising of woven raffia, found feathers
and shells. A portrait of a fictional woman is featured in the centre of the skateboard, inspired by the
local communities that Pasty encountered during her visit to Cambodia in 2012. Pasty incorporates
Indigenous hand-weaving techniques that she learnt in a professional development workshop. She uses
mixed-media techniques to creatively examine and express her appreciation of both Indigenous and
Cambodian cultural heritages by using an object common to her own culture as the canvas. The use
of earthy colours and natural materials are symbolic of Patsy’s homage to nature.
After having witnessed live demonstrations of weaving techniques by Indigenous artists in her local
Indigenous community, Patsy was keen to experiment with the technique in her own works of art.
She describes the sensations of weaving as soothing and therapeutic, and enjoys amalgamating woven
constructions with two-dimensional drawings. The skateboard incorporates coil weaving techniques that
are typically are used to create baskets, but can also be used to make fiber art in various shapes, sizes
and materials. Patsy’s applications of this technique are depicted in the imagery of the necklace and
hairpiece. She is also deeply influenced by the bold aesthetics of street art.
Making this work of art influenced Patsy’s generation of novel teaching activities and ideas in the classroom.
The process inspired the implementation of a workshop, ‘Drawing Skate Graphics’, which she developed
for primary school students who were undertaking a summer school holiday program at the Shepparton
Art Museum. Patsy created this skateboard as a model example for her students, in order to inspire their
creation of personalised objects. The workshop required students to bring skateboards or canvas shoes
to the program, upon which they would design the objects using the aesthetics of street art. Patsy’s use
of everyday items in Untitled skateboard heightened her students’ understanding of how commonplace
objects can be transformed with creative flair. In this case, Patsy’s art practice instigated debates and
discussions on the definitions of art and transformed students’ perceptions of the function of art.

Untitled skateboard, 2013
pencil, ink, watercolour, woven raffia, feathers, shells on wooden skateboard
skateboard, 120 cm x 80 cm
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Patsy firmly believes in the necessity for teachers to practice what they preach – that they ought to create
what they ask their students to produce, in order to develop a thorough understanding of planned
practical learning projects. She commends that her own model examples increases her ability to advise
students about techniques and processes and enables clearer communication of expectations and
learning goals. By working alongside her students, Patsy subjects herself to the same criticisms, failures
and successes that her own students experience, which she feels fosters trusting relationships in the
classroom. Being an artist-teacher increases her enthusiasm for teaching the subject and results in her
students’ increased engagement in their learning.
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Louise Kyriakou
The paintings, Placement (2013) and Test Pattern (2013) are symbolic of Louise’s recent experiences
as a graduate artist-teacher. The geometric shapes of flat colour symbolises a teacher’s timetable that
typically brims with structure, classes and recesses. The juxtaposition between organic and geometric
lines and warm and cool colours suggests both continuity and regularity in a teacher’s daily routine,
and the unexpected surprises and variations in mood that sweep in between. The concept of a timetable
is reduced to simple abstract geometric forms, potentially illuminating how the day or week ahead will
unfold. Such structure is particularly evident in Placement that conveys an arranged and manageable
timetable. This painting reflects Louise’s initial conception of teaching – one that entails a clear sense
of structure and progressiveness. A sense of forward movement prevails amidst the rigidity, which Louise
asserts, symbolises the directional flow of lessons. The colours in Placement are strategically selected to
reflect the environment that surrounds Louise’s current school.
Contrarily, Test Pattern reveals the multifaceted nature of the artist-teacher profession. The painting symbolises
the additional elements of life within a teacher’s daily routine, suggested by the intertwining forms that
could represent concepts of multi-tasking and the juggling of multiple roles and responsibilities. Louise has
inserted coloured blocks that represent the obstacles she has encountered in balancing her dual roles.
Test pattern evolved out of Louise’s feelings of the mounting pressure that many early-career teachers
can empathise with. For Louise, this period was characterised by the testing of many of her ideas in
the classroom, whereby she asserts, “both the teacher’s and students’ knowledge and performance are
subject to examination”.

Placement, 2013
acrylic gouache on wood
60 cm x 45 cm

Test Pattern, 2013
acrylic gouache on wood
60 cm x 45 cm

The paintings are created using acrylic gouache on plywood – materials Louise uses with students in
her Visual Communication and Design, Textiles and Woodwork classes. Acrylic gouache is used in the
printing industry given it is a fast drying and water-resistant paint that reproduces colour with great
intensity. The selection of colours are inspired by sample squares of coloured fabrics produced by
Louise’s students in the textiles classroom. The multiplicity of colours also suggests the spectrum of
personalities that form a class, which for Louise, accounts for interesting and varied lessons.
Placement and Test Pattern are influenced by Louise’s zest for both fine art and design. The carefully
considered placement of the formal elements and principles of design are characteristic of the language
of Visual Communication and Design.
Louise expresses the difficulties experienced by beginning teachers, particularly in obtaining a balance
between work and life and between artist and teacher roles, which she hopes to manage with continued
experience. As her paintings suggest, a structure is required for both teaching and art-making – one that
allows for planned stages and individual exploration, as well as expression and unanticipated outcomes.
“I believe the process of not having a final idea in mind, but instead trusting the accumulation of material
to build a folio of images that can be used as resources for further exploration, is one that can be relayed to
students. Too often students have clear ideas of their final pieces before testing possibilities and going through
a process of development.”
Louise also comments upon the influence of teaching on her motivation for art production. “It is always
difficult to start a new work of art, working full time at a school. I did find that being surrounded by art, helping
students with their work, and through the study of other artists, that I was brimming with motivation, but severely
lacked the energy to execute ideas. Having deadlines and exhibitions to plan toward definitely helped to realise
my works of art”.
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Andrew Lawson
Room 12 No. 1 (2013) and Room 12 No. 2 (2013) are mixed-media and abstract paintings that represent
the architecture of Andrew’s art classroom. Art room 12 illustrates the location where Andrew spends
his time in school teaching Art to groups of year 7s. Created in the form of a diptych, the two paintings
interlink with the use of threads and pins, which linger on the surface of the canvases to form ethereal
shadows. Andrew’s use of threads is informed by his desire to visually represent the architecture of his art
room. His art room is depicted from an aerial perspective, comprising of symbols influenced by students’
works that are inspired by their study of Indigenous art. Room 12 No. 1 and Room 12 No. 2 stylistically
reminisces the Dreamings and iconography in Aboriginal art.
The mixed-media paintings are created using multiple layers of material that are widely available in most
art classrooms – these include acrylic paint, thread and aluminium foil. This series of paintings demonstrates
Andrew’s technical and conceptual exploration of the mixed-media technique, which he aims to introduce
to his junior students by using his works, Room 12 No.1 and Room 12 No. 2 as model examples.
Currently teaching in a school comprising of large numbers of migrants and international students, Andrew
finds himself engaging in personal art-making as a means to better understand the cultural barriers that
may impede multicultural students’ artistic processes. Such impediments may include pressures entrenched
in social influence, high expectations, social and institutional norms. Andrew uses his own private art
practice as an opportunity to generate new ideas for curriculum, units and lessons, which he envisions
could assist his students to reflect upon their own concept of identity and belonging in the context of
multicultural Australia.
Room 12 No. 1, 2013
acrylic paint, aluminum foil, paper, thread on canvas
30 cm x 21 cm

Room 12 No. 2, 2013
acrylic paint, aluminum foil, paper, thread on canvas
30 cm x 21 cm

Andrew takes inspiration from the Swiss artist, Thomas Hirschhorn, for his use of everyday materials.
These include the use of cardboard, foil, duct tape and plastic wrap – universal, economic and inclusive
materials that have no added value. Hirschhorn displays a strong commitment to his role as a public
artist, describing his work and production as necessary. Andrew perceives Hirschhorn as an important
public ar tist to introduce to his students, particularly for his use of recycled materials, global values
and attitudes. Much of Hirchhorn’s works speak of ‘immigrant’ experiences or issues associated with global
politics. An example such perspective is visible in Hirschhorn’s public sculpture, Bataille Monument (2002),
which was exhibited in Documenta 11 (2002) in Kassel, Germany. What is particularly captivating for
Andrew about this work is that recently arrived Turkish immigrants manned the monument for the artist
and received a small wage.
Participating in Sensations of Art-making enabled Andrew to hone his art interpretation skills and to
situate his art practice within aesthetic and intellectual contexts – the same skills he seeks to develop
for his own students. Andrew promotes divergent thinking in the classroom, supporting mistakes,
experimentation, risk-taking and the exploration of new ideas. He claims that some of his students are
unaccustomed to liberating art-making processes and may often express a fear of failure or criticism,
anxiety and a lack of self-esteem when creating and sharing their art. Andrew maintains that his art
practice better enables him to understand his students’ emotional barriers and to help mentor his students
to relish the processes of chance, open-endedness and discovery that are unique to artistic expression.
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Cassie Linley
“It’s like describing the whistling wind through Autumn leaves as a rush of shimmering pink glitter, or the feeling
of happiness and peace as a crystal clear blue, almost fluorescent in it’s glow. It doesn’t exactly make sense. But
somewhere inside of me it does, and it makes me happy. I am not sure I can tell you exactly what these shapes
and lines are all supposed to mean, but I hope that somehow the colours get inside of you, twisting your insides
as you inhale them through your pores, so they can transform you and make you feel what they hold. I hope you
don’t simply see these paintings, but feel them, like I do. Let them imprint a colourful joy into your soul.”

Fun, 2013
acrylic on canvas
61 cm x 76 cm

Life, 2013
acrylic on canvas
61 cm x 76 cm

Lighthouse, 2013
acrylic on canvas
61 cm x 76 cm

Cassie’s art production is motivated by the sheer joy of creative expression and the sedative sensations
it offers her. The series of acrylic paintings that Cassie exhibits in Sensations of Art-making burst with
luminescence, movement and rhythm. Pulsating with vivacious warm and cool colours, the paintings
Life (2013), Fun (2013), and Lighthouse (2013) immerse viewers in a whimsical landscape removed from
reality. Lonesome figures meander the landscapes as if in a state of reverie. The horizons of each of the
paintings interconnect, forming a triptych.
Cassie’s experimentation with colour and natural imagery characterises her abstract paintings. Suggestive
of the planet’s natural sources, including trees, the seas, lakes, sun and moon, the imagery inherent in the
paintings appears to elevate the earth’s powerful sources of life in its most simplistic form.
When asked what motivates her use of acrylic paints as a prime medium, Cassie states, “they just flow
onto the canvas. The paint tubes have something that I want to use, that I want to understand…Every time
I start a new artwork, I know what I want, and what it will become. But the paints, the canvas and brushes
seem to have their own ideas. Throughout the process, I battle and stumble across something that I hadn’t
imagined at first. I see its potential, and I feel the excitement grow”.
Cassie often offers her viewers with enigmatic instructions for viewing her paintings, in order to enhance
their appreciation. Of these paintings she instructs, “while you look at these canvases, try to feel the colours
and let them guide you somewhere else. Turn you head onto its side, and then even further all the way round,
until you see the sky turn to the ground. Who ever said that these canvases are the right way round?”
Cassie’s participation in the exhibition is motivated by her desire to continue making art. However, she
often finds that limited time and resources inhibit her ability to pursue her desired creative endeavours.
Working towards exhibiting in Sensations of Art-making has enabled Cassie to pave the path towards
fulfilling the need for creative expression.

The lights, 2013
acrylic on canvas
102 cm x 76 cm
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Cassie experienced that the original conception of her works of art prior to indulging in the art-making
process, were significantly different to the ideas she encountered while creating the works. This posed
a challenge for her. “As the paints began creating their own artwork, it drifted further away from my
original idea – I sometimes found it hard to let go. And even now with the artworks ‘complete’, a sense of
‘completion’ does not always feel appropriate. I guess that’s how artists will always feel, though. If we were
to ever feel a sense of completion, of finishing the “perfect” artwork, would we still have the desire to go
back for more?”
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Join Silica LIONG
Risk-taking (2013) and Maybe Not (2013) are abstract works of art that examine the interior creative
processes of an artist and the reception and interpretations that viewers discern from a work of art.
Driven by a process of self-awareness in the making of her works, Join engages in self-reflexivity by
theorising her art practice.
Risk-taking is a watercolour and ink painting that was created by dedicating a routine and a limited amount
of time for art-making. The work had been produced over a period of time capturing the movement of
liquid on paper. By virtue of its very fluidity, Join regards watercolour as the ideal technique for evoking
the unpredictable and often uncontrollable outcomes that arise from art-making processes. These set of
works are created using abstract images and shapes, resulting from the fluidity of watermarks created
by watercolor, accompanied with the subtle addition of colour ink.
By contrast, Join’s accompanying work, Maybe Not comprises of everyday objects in which she evokes
the strong emotional relationship or attachment that can exist between a user and an object. The viewer
is encouraged to relate to the objects by using past experiences. This mini sculpture arranges capsules in
circles as a symbol of the cycle of the usage of medication in a human’s life, representative of emotional
attachment, obsession or despise.
Join is inspired by the Japanese contemporary artist, Motoi Yamamoto who is known for working with
salt to create temporary, intricate, large-scale installations that are akin to the maze-like imagery of
labyrinths or aerial projections of typhoons. Join’s works in the exhibition emphasises the “process”
of making rather than a predetermined composition or plan. Precedence is given to change, transience,
and the properties of the materials that is characteristic of the Abstract Expressionists. Attention is given
to the body and liberating qualities of non-traditional materials and creating eccentric forms in irregular
arrangements.
Join perceives art-making as an intrinsic motivation, stemming from the need to translate and refine
the unconscious into a tangible form using self-expression and a variety of mediums. She believes the
teaching and making of art co-exists and allows the teacher to be more involved in his or her profession.
This also enables teachers to share their own works of art with students, inspiring student creativity and
builds a relationship of trust in the classroom.

Maybe not, 2013
gelatine capsules, medicinal tablets, fimo polymer clay, Super Glue on acrylic board
39.5 cm x 39.5 cm
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Join’s participation in this exhibition has enabled her to produce a series of works that are not typically
representative of her current art practice. Majoring in drawing, Join has more often worked with graphite,
charcoal, paper, and ink, and through the discipline of watercolor. Though Join has previously indulged
in risk-taking while creating works of art, this particular experience has enabled her to better understand
the struggle encountered in students’ own practical art-making experiences, placing her in a more informed
position to provide them with individual advice and strategies to overcome obstacles in their art production.
“Undertaking this exhibition has taught me to step out of my comfort zone and tackle a new possibility in my
art making. Doing things differently, risk-taking is always something I want to encourage in my students. The
process of not being in control is another process in the art making process. Practicing art allows me to share
these experiences with students.”
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Aylin Llewellyn
The series of digital photographs, Pause 1, 11 and 111 (2013), illustrates a state of transition in the artists’
personal identity. From juggling the role of a mother, wife, daughter, friend and photographer to being a
teacher, Aylin now finds herself in an interlude, whereby she no longer identifies with the aforementioned
roles simultaneously. Aylin’s artistic practice addresses themes of identity, place, culture and more
recently expresses her role as a mother.
The photographs in Pause are captured during Aylin’s family holiday in Italy and Istanbul, and are reminiscent
of the rare occasions that teachers often have for family get-togethers and travels. Instead of photographing
travel images replete with iconic architecture and that conveys the splendour of a locale, Aylin challenges
viewers’ preconceptions of a holiday photograph that are typically taken by tourists. The empty expanse
of the landscapes dominates the photographs, evoking a mood of calmness and emptiness, reflected in the
stillness of each composition. For Aylin, the photographs reverberates the hiatus in her current professional life.
After participating in the frenzied life of a teacher for two and a half years, Aylin is currently in a phase
of transition with the culmination of her teaching contract. Aylin is now immersed in the pressure and
tediousness of applying for a secondary school Art teaching role through schools, recruitment agencies
and teacher-specific websites – she is experiencing the harsh realities of job-hunting. During this time,
Aylin finds freedom, relief and comfort by continuing to engage in her art practice.
Photographing the series of images in Pause enabled Aylin to focus her attention on the unconventional
perspectives encountered by tourists in popular vacation destinations, and that are often overlooked by
passers-by. Overwhelmed by the swarms of people wanting to capture historically significant landmarks
in bustling tourist vicinities, Aylin found solace and respite in the areas of immobility. Negative spaces
dominate the photographs, conveying a sensation of seclusion and unobtrusiveness – this pre-planned
composition offered Aylin a sense of composure among the physical congestions of the crowds.
Aylin uses the camera as a tool to play with the tension between the absence and presence of a subject.
Moreover, the photographic medium enables her to capture a moment in time, symbolic of the hiatus
in Aylin’s career and the significance that each landscape imparts. Aylin perceives photography as a
fitting tool to document – she asserts that much time is taken to adjust a camera’s exposure levels and
to frame a photograph according to rules of composition. However, despite such preparedness, Aylin
discovers that her resulting images are often unpredictable – she relishes the element of surprise that
the digital medium offers.

Pause I, III and III, 2013
digital colour prints
3 digital photographs, each 60 cm x 76 cm
installation dimensions variable
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Victoria McCaffrey
The watercolour paintings, July (2013), August (2013) and September (2013), depict an artistic
interpretation of the daily temperatures that Victoria experienced while working in Mount Hotham,
which is located approximately 357 kilometres northeast of Melbourne. Victoria lived in Omeo
during the time she created these works of art – a high country town located in the Great Dividing
Range approximately 15 kilometres from the Alpine Shire and Alpine School.
Victoria created works that are related to weather charts - they are supposed to appear quasi scientific.
Nothing much changes across the works; each allows the watercolours to pool and create an impression
of itself. There is an element of Modernism in them, in that the watercolours are representing themselves
as much as any image. Victoria actively chooses environments such as the Alpine Regions because
she really cannot bear the heat and enjoys extreme weather. This may not be obviously conveyed in the
works – but Victoria does not believe everything has to be that obvious.
Victoria visited the exhibition Monet’s Garden at the National Gallery of Victoria in early 2013, after
which she was stimulated to develop her artistic practice in general. The exhibition featured Claude Monet’s
paintings inspired by his iconic garden at Giverny. Victoria developed an interest in Monet’s paintings, which
were influenced from direct experiences of nature.
Victoria most often makes art for enjoyment as opposed to creating art for exhibitions, finding a sense
of liberation, well-being and satisfaction with the process. She finds it a challenge to judge when a work
of art is complete and to visualise its presentation methods to an audience. Rather, Victoria channels
her creativity into experimenting with new mediums and believes that a work is ready to be exhibited
once the artist achieves a certain level of confidence with it. Such a perspective is akin to Process Art,
an artistic movement as a well as a creative sentiment in which the end product of art is not the principal
focus. Instead of viewing art as a deliverable or end product, Victoria emphasises upon the process of the
formation of art – the gathering, sorting, collating, associating, patterning, and the actual doing, whereby
the actions themselves are a work of art as human expression.

July, 2013
watercolour on paper
19 cm x 28.5 cm

Victoria’s enthusiasm for teaching the subject has yet to be demonstrated because as yet Victoria has not
found work as an Art teacher.

August, 2013
watercolour on paper
19 cm x 28.5 cm

42 | Victoria McCaffrey

September, 2013
watercolour on paper
19 cm x 28.5 cm
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Milla
Milla creates her works of art without a specific intent or preconceived subject matter. Washed #2, Washed
#4 (2013), and Carcass #8 (2013) are paintings that are a result of an automatic process – a means
of expressing the subconscious whereby the hand is allowed to move ‘randomly’ across the paper. This
process involves chance and accident to mark-making – the act of creation is freed of rational control and is
instead focused upon the therapeutic experience of expression and line experiments. The automatic
paintings can be related to an animal carcass, as visible in the forms depicted in both paintings, Washed
#2 and Carcass #8.
The abstract and monochromatic paintings are created using multiple layers of black and white gesso,
acrylic paints, wax crayons, and compressed charcoal and ink – materials that enable the works to dry
more quickly.
Influenced by the intense personal expression that characterized the style of art in German Expressionism,
Milla’s paintings comprise jagged lines and coarse gouges, which are visible in the preeminent Expressionist
medium – woodcuts. Working towards similar aesthetic goals of Expressionism, an art style that originated
in Germany in the 20th century, Milla does not limit her work to objective subject matter but concentrates
on the feeling and impact derived from her inspiration. This affords her the liberty to reveal the inner,
spiritual and emotional connections, as opposed to focusing on external, surface appearances. As a result,
the paintings depict the subjective, personal emotions of the artist, as opposed to an external reality.

Washed #2, 2013
acrylic paint, wax, charcoal on paper
31cm x 23.5 cm

Carcass #8, 2013
ink, charcoal, wax, acrylic paint on paper
31cm x 23.5 cm

44 | Milla

Seeing exhibitions of contemporary artists and being engaged with current occurrences in the art
world significantly motivates Milla’s art production. Making art has always been a necessary outlet for her
creativity. Milla believes that it is essential for art teachers to have a private art practice, as a teacher’s
passion for their subject will naturally create an energetic and stimulating classroom atmosphere. This
manifests itself into pedagogic strategies. Milla now believes that teachers role-model artistic thinking
through articulation of their own thoughts, processes and choices during the creation of artworks.
She believes that artist-teachers inspire students’ art production, which in turn encourages teachers to
engage in their own art production – a cyclical process that benefits both students’ and teachers’ personal
and professional development.

Washed #4, 2013
ink, charcoal, wax, acrylic paint on paper
31cm x 23.5 cm
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Liz Millsom
The series of portraits, Mamabear (2013), Lizzygirl (2013) and Mrs Millsom (2013) are personal inquiries
into Liz’s role as a mother, artist and a teacher. The imagery, medium and techniques in each work of art
demonstrates a unique aspect of Liz’s persona, which she adapts according to her daily routine. The charcoal
drawing Mamabear, represents Liz’s traditional and nurturing role as a mother. Painted with the Impressionist
technique of broken colour, Lizzygirl communicates Liz’s artistic freedom using her own wearable jeans as
a canvas to apply paint. Liz represents her regulated teacher role in the intaglio etching, Mrs Millsom.
Liz applies her knowledge of design elements and principles, and a range of techniques and processes to
reflect aspects of her artist-teacher identity and role as a mother. The earthy colours inherent in Mamabear
suggest Liz’s love towards raising her two children. Liz also experiments with drypoint etching – an intaglio
technique used in preparing metal plates for printmaking. Liz compares the sequenced steps involved
to create an etching with the planned stages required to execute a successful art lesson. Liz asserts that
the time consuming techniques involved with intaglio printmaking is also symbolic of the test of patience
and technical skill required of art teachers. Liz aims to represent her vibrant and energetic personality
as an artist in the mixed-media painting Lizzygirl, which employs the use of bright colours in the style
of pointillism that involves painting small, distinct dots of colour in patterns to form an image.
Liz draws her influence from the American painter and photographer, Charles “Chuck” Close, renowned
for using inventive techniques to paint the human face and for his massive photo-based portrait paintings.
A visit to the Monet’s Garden exhibition held at the National Gallery of Victoria in 2013, further inspired
Liz to experiment in the style of Impressionism, which accentuates effects of light and colour.
Lizzygirl, 2013
acrylic on denim
40.5 cm x 30.5 cm

While preparing for the exhibition Sensations of Art-making, Liz underwent a process of planning, experiments,
trails and errors in order to achieve her desired outcomes. The art-making process greatly tested Liz’s
knowledge of techniques and propelled her to trial new methods. Finding the time to work on her art
proved a prime challenge for Liz. In order to complete the series of portraits for exhibition in Sensations
of Art-making, Liz found herself having to spend lengthy and isolated hours in her art studio both on
weekdays and weekends.
Liz’s motivation for art production arises from her necessity to indulge in a reflective process that
encourages self-expression, quiet contemplation and that validates the unity between her artist and teacher
identities. Liz believes that her artist and teacher identities co-exist in harmony with one another.
Rather than perceiving a lack of time for art-making as an obstacle, Liz sets herself a disciplined routine
for her private art practice, which sees her participating in an increased number of exhibitions. It is in
her art studio that Liz evaluates her teaching pedagogy and seeks strategies and activities that could inspire
her students to continue producing stimulating works of art. Liz is eager to be part of a creative group of
art teachers, which she believes influences her to keep active as a professional artist. She hopes to continue
practicing the skill of time-management in order to balance her artist-teacher roles, and to develop her
practical art skills and personal artistic style.

Mamabear, 2013
charcoal on paper
43 cm x 35 cm
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Mrs Millsom, 2013
intaglio dry point etching
43 cm x 35 cm
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Claire Mooney
The three mixed-media works of art in the Misplace series (2013) have emerged from Claire’s ongoing
investigations into pattern, mark-making, and the concept of abstraction as a process of displacement or
transposition. Typically, abstraction is a process achieved by considering the general qualities or characteristics
of literal, real or concrete, concepts. It involves the act of taking away or separating – withdrawal. In these
works, Claire interprets this strategy of separation or distance through a methodical processing and
emptying out of found imagery.
The drawings present delicate renderings of patterns, overlaid with old maps that have been emptied,
vivisected into ambiguous shapes and erased of all place names. Similar, elusive shapes are repeated
within the drawings themselves, and the works employ layering as both a literal and optical strategy,
using a play of positive and negative space that defines the figures emerging from the patterns. The shapes
are silhouettes traced from old National Geographic magazines, buildings, animals, people, yanked from
their context, unmoored, condensed into a mere suggestion. A connection is drawn between origin and
destination, and abstraction is defined through this process of dislocation or recoding.

Misplace I, II and III, 2013
permanent ink on watercolour paper, acrylic, maps on foamcore
3 mixed media, each 42 cm x 34.5 cm

The works of art present a laborious, rhythmical method of both construction and destruction. This is seen
in both in the repetitive pen-strokes rendering the geometric patterns and the obstinate erasure of all
place names in the maps. The resulting surface builds an almost textile-like quality into the drawings, as well
as hinting at an obsessive, compulsive motivation. Although drawing on similar strands and concerns in
Claire’s past and current artistic practice, these artworks combine collage, methods of redaction and
repetitive mark-making into a new synthesis. Through this particular focus on geometric abstraction,
repetition and found materials, Claire’s work demonstrates connections with abstract artists such as
Elizabeth Gower, Louise Hopkins, Bridget Riley and Agnes Martin, whose works achieve a balance between
geometry and tactility, and create precise visual interventions using paint, pencil, collage and found objects.
Like all artists, Claire encounters both challenges and triumphs in her art-making process. At times, ideas
and intentions seamlessly converge into production, however, often the creative process is stalled, diverted,
confused, and must be started afresh. The Misplace series are outcomes of a clear methodology, but with
an ambiguous and meandering creative process. The works visually explore what is present and absent,
mirroring alike the fleeting presence and absence of creative thought.
Having her own art practice affords Claire the opportunity to experience these elations and constrictions
that characterise the creative process. It enables her to empathise with her students as they experience
similar emotions when facing the expectation to ‘create’ on demand. It also better equips her to be able to
encourage her students to have the freedom to make mistakes and to help them develop the resilience
to learn from setbacks, rather than view them as negative. Coming from an artist’s point of view, Claire
also finds she is in a better position to provide her students with practical strategies on how to overcome
obstacles that are typical of the art-making process.
Creating artwork while working as a teacher presents its own challenges. Claire’s primary motivation
to make art comes from a sense that her practice is a necessary part of who she is. Partly it is the
straightforward pleasure of hands-on creating. Partly it is the thrill of making an idea concrete. For Claire,
participating in exhibitions also provides the necessary conclusion to the art-making journey that, returning
to the theme, allows the artist to abstract themselves, creating distance from the art works as they go
out into the world.
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Seijiro Nishioka
The series of portraits, Self Portrait I, II, III (2013), explores the concept of identity formation. Seijiro
journeyed to find a means to represent his emotions, cultures, ideas and beliefs in a process of self-reflection.
The genre of self-portraiture lends the artist a liberty to imaginatively describe, express and represent
himself as the main subject. Since the Early Renaissance in the mid 15th century, artists can be identified
depicting themselves as either the main subject, or as important characters in their work. However, despite
the long-standing convention of self-portraiture, the ways in which artists visually depict themselves
change as they undergo life-changing experiences. For Seijiro, such an experience involved confronting
his dual role as an artist and an art teacher, whereby self-portraiture formed an outlet by which he could
investigate his evolving identity. He states, “my interest in the theme of identity developed from my thinking
of what it means to be a teaching artist, and thinking how identities can be expressed or defined through
self-portraiture”.
Having been more accustomed to creating sculptures that explore form and space, Seijiro set himself
a challenge by deciding to work in an unfamiliar genre. The works in this series combine photographic
cutouts and ready-made objects; their three-dimensional qualities and assemblages reflect Seijiro’s artistic
practice as a constructionist sculptor. Seijiro examines the definition of identity as that which extends to
include notions of category and stereotype. “Identity, in one of many ways, are co-created from seeing and being
seen by different groups of people”, Seijiro says. This observation led Seijiro to explore the imagery of eyes.
He states, “for this reason, each of my works has optical or hypnotic effects, which communicate the process
of vision among people”.
Seijiro’s decision to use the digital photographic medium is tied to the prominence of photography in
popular and contemporary culture. He questions, “to what extent can we call personal snap-shots
an artistic portraiture?”. He uses the bricolage process to express his identity as extending beyond the
physical appearance. “Taking photographs, looking at mirrors, seeing and being seen by others are all everyday
experiences in which contribute to our identity formation. For this reason, I incorporated the use of digital
photography, analogue clocks and reflective surfaces to symbolise this process as one that embeds itself in
everyday experiences”.
Seijiro was influenced by the Dada and Conceptual artist, Marcel Duchamp, for his kinetic art that explores
processes of perception. He is also inspired by Duchamp’s installation Bride Stripped Bare by Her Bachelors,
Even (1915-23), in which Duchamp represents the erotic relationship between men and women using
analogies drawn from physics and engineering. This installation inspired Seijiro’s interest in the aesthetics
of imaginary science. He also takes inspiration from the photographic collages of the English artist, David
Hockney who pictures his subjects from a variety of different angles.
“Art makes me think about the world in multiple ways and provides me with a space to create something that
redefines our perceptions. Though my art making often starts joyously through intuition, its development involves
interpretation and experimentation. This requires me to justify my aesthetic choices correctly, which can be
tormenting. Contradictions, misinterpretations and over-complications are common problems that I encounter
during this process”.
Self-portrait I, II, III (detail), 2013
digital prints, analogue clocks, acrylic sheet
mixed media, each 85 cm x 60 cm
installation dimensions variable
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Seijiro expresses that the theorising of his art will improve his ability to mentor students’ discussions of
their own works of art. “It’s important for art teachers to share their art practice with the kind of thoughts,
questions and ideas that he/she explored through their art making”. Seijiro believes that his artist identity
is not separate from the school environment – rather, educational influences feed his art practice and
in turn, his teaching pedagogy welcomes artistry.

Sensations of Art-making | 51

AndRIA Norvelis
Symbiosis A (2013) and Symbiosis B (2013) are lino prints that examine the microscopic possibilities
that exist within our bodies. Inspired by recent illness and an interest in biology, these works explore
visually Andria’s passion for connecting art to the environment.
The prints were developed by carving into a linoleum tile, with applied ink revealing the areas left uncarved.
Andria first used this approach in the classroom and in her students’ works; she developed a strong
affinity for its rough nature and the ease of highlighting the raw simplicity of form. Andria experimented
with different forms to develop a balanced composition in Symbiosis A and Symbiosis B, allowing the natural
properties of the ink to feature prominently in the works.
After creating the prints, Andria often scrapes back into the tile to further develop the print. For Andria,
this process is liberating and playful, often resulting in changes to the artworks over time. She wanted
her process to accommodate failures and unexpected results, something that makes art enjoyable for her.
“If I knew what I was going to create there would be no interest there for me. Pulling the tile away from the paper
to reveal a form was akin to getting test results back. The result could be positive or negative but each one spurrs
me on to create another.”
Andria’s background is in ceramics and digital artwork. Taking the step to develop artwork for exhibition
using a foreign media was a frightening concept. Touching on content she hasn’t revisited since 2006 made
it even more daunting. Andria’s inspiration for these images developed early in her education while sitting
in a science lab, surrounded by a rich collection of preserved creatures and science-based imagery.
She continued to study biology through VCE, and now finds that even in her ceramics the structures she
creates look somewhat like large cells.
Symbiosis A (detail), 2013
3 linoleum prints, each 29.7 cm x 21 cm

Symbiosis B (detail), 2013
3 linoleum prints, each 29.7 cm x 21 cm

Andria is influenced by the works of Ernst Haeckel, Patricia Piccinini and Stelarc. The elaborate detail within
Ernst Haeckels’ artworks inspires her drawing practise. Piccinini and Stelarc both explore the ‘what
if ’s’ of science. Andria finds ethical issues raised by modern science fascinating.
Andria finds a strong connection between the processes involved in her art practice and her role as a
beginning teacher, which she describes as having many unexpected positive and negative surprises. Andria
perceives teaching to involve a balance of controlled experiments, mistakes, unpredictability and problemsolving; it provides her with the same rewarding sensation that results in her art making. She applies her
own specialist art practice in ceramics in the art classroom, engaging students in learning new skills
and to build confidence creating with clay and other media. “Previously I experimented with forms such as
these through drawing. Achieving a fine delicate line in linoleum with a slightly blunt carving tool is challenging,
not to mention painful. I used this exhibition to develop a new technique. Printmaking is uncharted territory
for me and I feel that it is important for my teaching practise that I am comfortable using any form of visual
expression. In the process, I rediscovered my love of the aesthetics associated with biology.”
Andria believes it is important that she continues her artist practise in order to stay in touch with the
artistic community. She also asserts the importance of understanding the challenges and pressures that
students encounter when creating their own works of art.
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Alysia Rees
Pieces (2013) comprises of brightly coloured, shiny fabric that have been sewn together to produce a
larger design in the form of a patchwork or “pieced work”. The textiles are created using repeat patterns
based on organic shapes and lines. Alysia created this work within a limited timeframe and in the evenings;
Pieces is a testament to the lack of concentrated time that art teachers often have to pursue their private
art practice for professional development and for their contentment. For some teachers like Alysia, making
art for personal enjoyment is perceived as a necessary requirement to teach the subject. Alysia also discovers
that she is increasingly inspired to pursue her own creative work while teaching the subject, which sees
her having an increased passion for her art practice.
For their credibility, art teachers need to demonstrate they are capable practitioners. Alysia maintains it is
a personal requirement that she keeps up to date with contemporary art practices and to continually visit
exhibitions. Pieces symbolically represent the multiplying nature of Alysia’s knowledge of contemporary
artists, art styles and techniques that increment over time and which she finds necessary to impart to her
students. The literal act of stitching the patchwork metaphorically conveys the coming together of a wide
range of learning experiences and knowledge that Alysia draws upon to improve her students’ study of Art.

Pieces, 2013
lining, cotton thread, interfacing
3 textile patchwork designs
installation dimensions variable

Pieces is composed of materials taken from Alysia’s personal collection of fabrics – these materials together
with her teaching of textiles, greatly motivated Alysia to create the works. Alysia’s textile constructions
are also inspired by the French-American artist and sculptor Louise Bourgeois, best known for her
contributions to modern and contemporary art. Alysia visited Bourgeois’ exhibition, Louise Bourgeois:
Late Works (2013) at the Heide Museum of Modern Art, where she encountered key works resulting
from the artists’ final fifteen years of her career. The exhibition emphasised upon the use of fabric in
Bourgeois’ sculptures and also featured prints, lithographs and drawings. Having also seen the exhibition,
Louise Bourgeois and Australian Artists (2013), that presented works by Australian artists who took
inspiration from Bourgeois’ themes, Alysia was instigated to produce textiles utilising fabric and patterns
that explores the design elements of shapes, line and colour.
Alysia crafted the textiles for the purposes of her own self-contentment and with a desire to maintain
a regular art-making routine. Alysia finds that teaching a textiles subject challenges and enforces her to
learn new sewing techniques that she would find appropriate to demonstrate to her students. Alysia sees
great benefit in being part of a wider community of artist-teachers and the arts, which also motivated
her participation in Sensations of Art-making. This exhibition endowed Alysia the time to learn new concepts,
methods and technical skills, which she perceives to have increased her flexibility to cater to the interests
and needs of her own students.
Alysia asserts that her personal art-making processes positively impacts upon her teaching pedagogy and
relationship with students, particularly in her ability to mentor and inspire with confidence. Alysia learns
that the more she visits exhibitions and participates in contemporary visual culture – the more she is
motivated to develop novel units of work and authentic activities for her students, such as incorporating
gallery visits into her classroom pedagogy. Her own participation in art practices and engagement with
dialogues in contemporary art incites Alysia to encourage her students to visit exhibitions, with the aim
that they too will be inspired by art experiences outside the classroom.
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Purnima Ruanglertbutr
Purnima’s artistic practice depicts an aesthetic fusion from the wealth of both her Indian and Thai cultural
heritages. The photography installation Watching you, watching me (2013) comprises monochromatic charcoal,
pen and ink portraits, whose contrast, colours, and textures have been enhanced using digital imaging artistic
filters. The portraits feature fictitious traditional Indian women, whose faces are inspired by Purnima’s
observations of women in rural India during her various trips to the country. Visiting the country as outsider,
she draws connections to her ethnic roots in her art, creating works that are grounded upon narrative, memory,
‘superfictions’ and constructed realities.
The confronting gaze of these women undermines the traditional societal roles that each of the women
embodies within their communities. Silent sentiments, un-whispered words, and an air of mystery lurk under
their veils. No context, place, time or personal histories are alluded – viewers are encouraged to project their
own interpretations and stories to tell the tales of these women. Infact, this is what tourists often do at first
sight – stereotype, predict and project assumptions. Inspired by observing tourists capturing photographs
of folk women, Purnima attempts to accentuate the reciprocal puzzlement and fascination felt by both
photographer and his or her subject while a photograph is taken. The women are conveyed as both passive
‘objects of display’ and as empowered individuals.
This photographic series extends upon Purnima’s public art installation, Indian Women Lining the Laundry (2008),
which explored the domestic role of women through the materials and arrangement of the installation. Sixty
fictional portraits of exotic Indian women, similar to those depicted in this series, were transferred onto
white-cotton tea towels using an iron-on fabric transfer technique. These were hung on a clothesline, symbolic
of women engaged in domestic chores such as laundry, often perceived by women in less developed societies
as collective experiences.
The series Watching you, watching me, juxtaposes the conformist culture of rural India with views of progress,
represented in the use of contemporary media and techniques. Purnima uses the original charcoal drawings
of the portraits to achieve different aesthetic ends. “These people, like all people, have more depth than what
the human eye and photography can record – the visual layering technique afforded by the use of multiple media,
symbolises the more complex construction of identity”.

Watching you, watching me (works in progress), 2013
gold leaf, ink, digital manipulation on photographic paper and canvas
6 mixed media, dimensions variable
installation dimensions variable

Contemporary Chinese artist, Hen Lei, also influenced Purnima for the making of these portraits. She was
inspired by his show, ‘Alienation’, (Beijing Contemporary Art Gallery, 1995) which featured fifty idiosyncratic
and estranged photographic images of street life throughout China. Purnima is also influenced by Melbournebased artist, Mary Schepisi, whose figurative works involve a range of mixed media applications. Mary’s
series of portraits in Speculations (2004) are particularly intimate and confronting, exploring issues of domestic
violence, mental illness and sexual assault. She invites viewers to match biographical texts written by the
women, to the portraits – it is this subjectivity in portraiture, that Purnima examines.
Purnima believes in the union between the roles of teacher and artist, perceiving that teaching involves
exercising creativity and artistry. She is actively involved in arts management, curatorship, research on
artist-teacher issues, museum education and her art practice, finding that these activities greatly supports
critical discussions with her own current Master of Education and Master of Teaching students, with whom
she models her own artistic endeavours and teaching pedagogy. In turn, her students demonstrate
appreciation, motivation and desired application of artist-teacher roles. Her art practice and strong interest
in contemporary Asian art strengthens her advocacy for programs and lessons that promote intercultural
understanding and cross-curriculum priorities of Asia and Australia’s engagement with Asia.
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Clare Sanders
Untitled I (2013) and Untitled II (2013) are a series of garments created using fashion construction techniques
– each work presents a unique outfit. Characterised by scalloped and undulating edges, bold colours and
patterns, Untitled I and Untitled II evokes a playful design aesthetic.
The garments are a testament to Clare’s evolving identity from being a fashion designer to a fashion designer
who teaches. The works represent the transition in Clare’s professional design practice, which initially focused
on the discipline of fashion, towards an examination of the relationship between art and design. The act
of abstracting and deconstructing conventional garment forms using the patternmaking process symbolises
Clare’s artistic examination of the transformation in Clare’s professional roles. As an Art (design) teacher
engaging with textile practices, her works also suggest the increasing need for Art (design) teachers to broaden
their expertise of a range of art and design disciplines.
This series of garments form an extension to Clare’s specialist fashion design practice. Clare creates garments
both for herself and for competitions. When constructing garments for personal contentment, she finds herself
steering away from mainstream contemporary fashion styles and rather she employs high-quality fabrics
and intricate finishing techniques. Instead, Clare is interested in processes of tailoring, colour palettes
and pattern-making. Her previous textile constructions for example, involve the use of bricolage and
printed ephemera as starting points to creating tailored jackets.
Untitled I and Untitled II employ the same textile construction techniques that Clare teaches her own fashion
students from year 9-12. The garments visually narrate a combination of technical processes including pattern
modification and drafting, garment finishes such as couture hemming, scalloped edges and zip insertion.
Clare previously used the garments as model examples to demonstrate these textile construction processes
in the classroom, which she discovers ignites conversations about technical finishes, fabrications and cuts in
a more engaging manner.

Untitled I (detail), 2013
fabric, thread
100 cm x 60 cm x 50 cm

Plastic Trees, 2013
wool, thread, ink
garments presented at the Australian Sheep and Wool Show Fashion Parade 2013

dimensions variable

Clare takes her inspiration from fashion of the 1960s, which featured diverse trends that defied many
fashion traditions and were a reflection of the cultural and social movements of the time. The period was
characterised by mini-skirts, psychedelic and Op Art prints, highlighter colours, sculptural fashion forms
and the Youth Quake. French designers including André Courreges, known for his ultra-modern designs,
and Pierre Cardin who produced an avant-garde style and Space Age designs, largely inspired the pattern
drafting and cutting, colour palettes and compositions visible in Untitled I and Untitled II. Clare listens to
musical genres from the psychedelic era while making her works, including garage rock, pink rock, surf rock,
bubble-gum pop and girl groups. The harmonies and trends that characterise these musical genres imbue
a strong impression on Clare’s garment designs.
Clare perceives the solace of art-making as ideal to balance the demands of a hectic daily routine. Despite
the difficulty of finding of the time to pursue her design practice, she manages to dedicate a weekly routine
for her art-making, asserting that the locomotion of the sewing machine calms and delights her. Being an
artist-designer enhances Claire’s curiosity, technical acumen and pursuit of contemporary design knowledge.
She maintains that being an active member of the design community better enables her to deliver an
authentic design education whereby her students can directly experience the divergent nature of design
thinking and witness first-hand, how professional designers practice their craft. Participating in Sensations
of Art-making enables Clare to experience the path of creation, innovation and critical observation that she
fosters in her students. Teaching motivates Clare to persist with her design practice, influences the inception
of her works and ignites specialist design dialogue with her students and colleagues.
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Leyla Tas
The mixed media installation Equilibrium (2013), examines the motion of the pendulum as a means to
record the passage of time. Conventionally used as a builder’s tool to locate the vertical axis, the plumb-bob
is a key feature in this work. The plumb-bob was coated with charcoal and suspended in front of a paper
that hung in Leyla’s studio for several months in 2013. Each time she entered and exited her studio,
Leyla would provide force to the plumb bob, causing the movement of the charcoal-coated plumb bob
to form a creation of marks over the surface of the paper. This dual action produced a visual translation
and recording of the amount of time Leyla spent in her art studio to create works of art – a process she
describes as “clocking in and out of work”.
Leyla’s specialist art practice involves creating custom-designed and commissioned jewellery items.
She relishes in the methodical and repetitive processes involved in traditional craft techniques such as
metalsmithing, as this provides her with much needed time for contemplation and reflection. However,
when embarking upon the creation of a work of art for the exhibition Sensations of Art-making, Leyla
consciously diverged away from her usual craft practice. She saw this exhibition as a fitting opportunity
for her to explore notions of time management and self-discipline within her art – skills that she perceives
as necessary to maintain a creative practice in conjunction with her role as an art teacher.

Equilibrium, 2013
charcoal on paper, plumb-bob
40 cm x 60 cm

Leyla believes that her private art practice endows her with increased skills to teach her own students.
She is continually learning new technical processes in order to find methods that will best communicate
her ideas. This involves engaging with creative problem solving – a process that her students often find
difficult to execute when expected to think of multiple ideas; students often tend to develop their initial
idea when starting a project as opposed to engaging in divergent thinking to arrive at multiple solutions.
Leyla illuminates that ideation is often challenging for her students. It is the role of a mentor and specialist
art practitioner that Leyla is triumphing, which is facilitated by her experience of the challenges she
encounters in own art practice.
The greatest challenge that Leyla encountered while creating the mixed media Equilibrium is the very
essence of the work’s concept – time. Managing the demands of teaching, producing commissioned
works and keeping her personal creative endeavours active, enforced Leyla to make the most of her
limited time in her art studio.
The successful realisation of Equilibrium provides Leyla with the opportunity to reconnect with her
creative practice as an artist. Leyla perceives this process as an essential experience for all teachers of art.
It is necessary, she asserts, for art teachers to move beyond the technicalities of curriculum in order to
learn how to empathise with students as creative contemporaries as opposed to engaging in traditional
student and teacher roles.
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Ramona Tilley
The series of digital photographs, Melbourne, Earth (2013), invites viewers to look more closely at the
architectural forms that permeate our daily lives. Taken in the inner city streets and laneways of Melbourne,
the photographs depict Melbourne from a renewed visual perspective. Ramona states, “there is a lot
that we see but filter out, particularly in a busy city. I like the idea that there is so much out there, hidden
in plain sight”. Design and Architecture often communicate information about a place and its people,
including identity, place, culture, social values, wealth and decay. However, these artforms habitually lurk in the
backdrop of our everyday lives, their messages submerged beneath form and function.
Taking inspiration from her educational training in Design and Architecture, Ramona emphasises the creative
manipulation and coordination of design elements and principles including line, repetition, shape, balance
and tone, in order to emphasise the material and technology of a built environment. She conveys the
aesthetic, functional, technical, social and environmental considerations in architectural planning. The act
of peering through a viewfinder, which naturally restricts one’s view of a scene, enables the photographer
a liber ty to see the same scene anew, as if for the first time. The photographic medium was a fitting
means by which Ramona could find significance in chaos, order, beauty and corrosion, and it enabled her
to experiment without fear of risk and errors, endowing an increased sense of enjoyment.
Ramona draws her influence from the Melbourne-based artist, Eliza Hutchison, whose artist talk during
the National Gallery of Victoria’s Confounding Contemporary Photography exhibition in 2013, stimulated
her ideas. The exhibition explored the uncanny worlds created by human imagination, dreams and memories,
using photography, demonstrating the potential of the medium to display things that not only escaped
the eye but that also demonstrates new ways of seeing them. This direct influence can be seen in the
way Ramona re-envisages and re-interprets imagery from our everyday surroundings, which reverberates
a confounding contemporary environment that invites viewers to question how we feel about the
constructed world.
Ramona has long since admired the juxtaposition between the mathematical precision and impossibility
of the architectural designs depicted in the drawings and prints of the Dutch graphic artist, M.C Escher,
from whom she draws her inspiration.
Ramona’s acrylic painting Le Souci (2013), is an expression of her worries of aging, disempowerment, money
and freedom. The painting draws upon the symbols in inherent in tarot cards, particularly ‘The Wheel of
Fortune’, as a representation of fate. “A withered and aged hand rests gently on the cogs and wheels, turning
the machine which drives my fate, over which sometimes I wonder how much control I have, or perhaps
like the cogs of my mind rotating around and around my worries as I lay awake at night”. Ramona drew
her inspiration from William Blake’s symbolic and mythical subject matter for this painting.
Melbourne, Earth, 2013
digital colour prints
6 digital photographs, each 20 cm x 20 cm
installation dimensions variable
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Ramona believes teaching and art-making influences one another and is a desired reality – not only for
her personal well-being, but also for the increased insight she can share with her students. “My students
are always interested in seeing examples of my work. I would like to bring painting to work on during class,
as I feel that modelling is a teaching technique which is under-utilised”.

Sensations of Art-making | 63

Claire Virgona
Untitled (Edible perspective I, II, III) (2013) are a series of photographs that illuminates the natural aesthetic
qualities of edible produce. The photographs draw attention to the sensory and perceptual experiences
evoked in the process of looking at works of art, particularly its formal properties – the organic shapes,
lines and translucent colours. Captivated by the raw beauty of the food she prepares and consumes,
Claire was inspired to accentuate the minute details that she believes consumers are often desensitised
to when immersed in daily activities such as cooking.
The series defies traditional prevalent beliefs about photography, in that the medium accurately depicts
reality. Claire uses the digital photographic medium to undermine this “truth claim” and the very reliability
of the photograph as a silent witness of reality. Interested in digitally manipulating the images to emphasise
the performativity of the photographs, Claire questions the indexical identity of the image, including the
very nature of subjectivity in perception.
Untitled (Edible perspective I, II, III) are created without the aid of a camera. Instead, a scanner is used to
function as a large digital light sensor capable of capturing digitised images of objects that can be printed.
The process is commonly referred to as ‘scanography’ – this allows for the use of atypical objects, most
often three-dimensional as well as from photography. The idea of creating scanner inspired art is not new –
some early artists in the field worked with photocopiers to capture and print in a single step, resulting in the
proliferation of Xerox art. Using a computer and photo editor between the scanning and printing process
provides Claire with a greater level of control, enabling her to remove imperfections from the capture.
Claire takes inspiration from Ansel Adam’s landscape and nature photographs. The American photographer
and environmentalist captures his subjects with proper exposure, high contrast, clarity and depth. She is
also inspired by Man Ray’s “rayographs” that are created without a camera by placing objects such
as coils of wire, circular forms and thumbtacks on a sheet of photosensitized paper and exposing it to
light. Man Ray’s influence is also visible in the way Claire’s photographs hover between the abstract and
the representational, revealing a new way of seeing a familiar subject. Claire is inspired by Peta Clancy’s
photographic practice that focuses on the porous membrane of the body – the skin, particularly influencing
the scientific imagery inherent in Edible Perspective I, II, III. She is fascinated by contemporary digital techniques
used by artists including Kit Wise, Janet Lawrence and Patt Brassington, particularly for their large-scale
digital imaging presentations, digital manipulation and unconventional subject matter. Photo-media artists,
who use the camera-less photography technique, including Australian photographers Harry Nankin and
Murray McKeich, inspired Claire’s exploration of the aesthetic potentials of ‘scanography’.

Untitled (Edible Perspective I, II, III), 2013
digital colour prints
digital scanography photographs, each 50.8 cm x 40.64 cm
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Claire’s ar t practice is motivated by an intrinsic need for self-expression of ideas and for personal
contentment. Claire believes that her private art practice increases the passion, excitement, confidence
and novel resources that she brings to the art classroom. She also maintains that art-making increases her
ability to empathise with the triumphs and failures that her students experience while creating their own
art. She relishes in using this exhibition opportunity to strengthen her identity as an artist who teaches,
particularly given that she feels her own art output has significantly declined while completing her teachertraining course. Claire’s participation in Sensations of Art-making encouraged her experimentation with the
‘scanography’ technique, which she initially found challenging to effectively reproduce the desired products.
This process motivates Claire to challenge her students’ risk-taking and experimentation by developing
related activities for her students.
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Elizabeth Waghorn
This series of linoleum carvings titled Buster (2013) and Bootsie (2013), depict surreal images of Elizabeth’s
pet cats. Creating pattern through a variation in line and texture (which make up the cats) they are given
an otherworldly appearance. Since the sudden disappearance of Buster, Elizabeth has been in a state of
hope for his return. Elizabeth has encountered expectant dreams and recurring hallucinations of the ring
of her pet’s bell – sensations and imagery that have unconsciously manifested in her works of art exhibited
in Sensations of Art-making.
For Elizabeth, the process of making the works was a form of education; “I have never been confident using
linocuts. I hate the fact the print never turns out the same way you intend it to. For this reason I leave them
raw. It has made me think about how I would react if a student made a linoleum carving and ended up liking it
more than its printed counterpart.” The artwork is also therapy, a means to come to terms with the loss of
her pet. The act of carving the linoleum to produce images provided Elizabeth with a sense of liberation
and acceptance of his loss. Reaching the end of the carving, Elizabeth was overcome with a sense of
relief and acceptance. Due to this, the work is shown in its raw form, the stage that it was ‘resolved’.

Bootsie, 2013
linoleum, wood
30 cm x 30 cm

Buster, 2013
linoleum, wood
30 cm x 30 cm

As a follow up to this experience, Bootsie died un-expectantly. Elizabeth was again faced with grief,
and also regret. She had focused so much energy into contemplating the whereabouts of Buster that she
neglected Bootsie, thus the dedication of her next carving.
Elizabeth takes inspiration from the Belgian neo-conceptualist artist, Tim Delvoye, who’s series, “Pneu”
(French for tyre) has influenced her attempt at intricate carvings. The concentration and patience that
went into his work is something she found coincided with her state of mind at the time. Tim transforms
unused objects into inventive projects – for example, carving and cutting tyres with intricate floral and
organic patterns comprising of different textures and widths.
By participating in the exhibition Sensations of Art-making, Elizabeth was able to deal with her sensations
of frustration that accompanied these recent experiences, and it assisted a sense of self-peace.
Elizabeth believes this liberating process of art making places her in the position to better understand the
struggles and process that her students encounter while making art, which is often informed by personal
experiences. “I believe maintaining a private art practice is important because it helps keep you on the same
level as the students when they are creating art. You go through the same trials and tribulations so you can
relate to their experiences as well.” In addition, this has proved a vehicle for improving her teaching;
“I wanted to participate in the exhibition so I could get one step closer to being where I want to be –
stronger art-making skills.”
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Lauren Welsh
The series of etchings, The Curriculum Loom #1, #2 & #3, examines the notion of curriculum by comparing
it to a machine that focuses on the final product more so than the processes of production. Laura represents
the notion of curriculum using the motif of the ‘loom’ as a machine and the mill as a symbol of a school.
In an attempt to reflect the landscape of the industrial revolution, Laura incorporates the repetition of
figurative imagery and rigid lines.
Curriculum can often be conceptualised as ‘product’, which is an almost entirely discipline-focused
orientation in which the structure and content of a program of study are dominated by professional
regulation requirements. This is visible in standardised testing processes, which is often regarded as less
accommodating of student diversity. The static nature of curriculum as ‘product’ can be contrasted with
the notion of ‘curriculum as process’ – an emergent definition that prioritises interaction and community
over content and structure. This includes an emphasis on the students themselves and on pedagogic
approaches. In her works of art, Lauren alludes to the importance of this far more dynamic and processbased perception focusing on the teaching and learning environment inherent in the art classroom and
also on the processes involved in artistic production. Lauren perceives sensations of torments, triumphs
and risk-taking as integral to our daily experiences and aims to investigate the extent to which schooling
allows for such experiences in the classroom and prepares them for authentic contexts.
The Curriculum Loom #1, #2 & #3, are created using etching – an intaglio printmaking technique involving
highly systematic steps, using strong acid cut into unprotected parts of a metal plate to create a design
in the metal. For Lauren, the medium suitably symbolises the ‘process-driven’ nature of her view of the art
curriculum. Before the onset of Industrial Revolution in the 1760s, the printing press was the epitome of
advancement in machinery that introduced the era of mass communication and printing on an industrial
scale, which altered the structure of society and influenced modern bulk printing.
Lauren takes inspiration from the English artist, L.S. Lowry whose drawings depict industrial districts of
North West England in mid-20th century and urban landscapes influenced by where he lived and worked
in Pendlebury. Lowry’s work represents the monotony of life in the industrial revolution, influencing
Lauren’s depiction of the mundane. Lauren is also deeply influenced by the environment that surrounded
her upbringing in the northern towns of England, particularly the remnants of the industrial revolution –
rows of identical red-bricked terraces that lined the streets of the industrial belt between Manchester
and Liverpool. These colours influenced her prints. The liberation to display uniqueness in daily life was
constrained – this lack of diversity, Lauren asserts, is also manifested in the education sector. Characteristics
of the industrial age pervade Lauren’s works of art, communicating her views of the standardisation that
still permeates in current educational systems.

The Curriculum Loom #1, #2 & #3, 2013
relief etching
3 intaglio prints, each 20 cm x 15 cm
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Lauren takes delight in the printing process, using the technique as a metaphor for regimental systems.
She believes that experiences of triumphs, torments and risk-taking are integral to the progress of her works
as it challenges her to explore and continually learn. Lauren perceives these liberating and privileged sensations
as undervalued in current education systems. Her participation in the exhibition Sensations of Art-making
challenged her to explore a new technique and a topic, one that she hopes to continue practicing.
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Kim Winton
Sleeper 1 and 2 (2013) are chalk and graphite drawings on paper depicting mountainous landscapes.
The works are directly inspired by the artist’s recent travels through the Americas and her interest in
mountains. In these works, Kim relates geological forms to more passive and inactive periods of her artistic
practice. Mountains can be formed by tectonic plates grinding against each other over millions of years,
colliding into each other on fault lines or by magma pushing through the earth’s surface. Mountains can
be dormant for eons before dramatic changes occur, or will move only millimeters over thousands of
years. These geological qualities are represented in Kim’s drawings through the design of monochromatic
landscapes built from a multitude of fine marks. Mountains are fitting allegories for Kim’s passive and dormant
art activity during various stages of her teaching career. Kim compares her artistic practice to the slumber
and monumental awakenings of geological forms – relating the torments experienced in her art practice
to phases of inactivity, and triumphs to periods of creative expression.
Kim’s aesthetic choices are motivated by her desire to create a visual field for meditation to communicate
the deep slumber of a mountain. She achieves this by contrasting simple drawing media with a complex
mark making system.

Sleeper: 1, 2013
graphite and chalk on paper
54 cm x 43 cm

Kim’s drawings are influenced by the animations of the South African artist William Kentridge, whose
technique involves drawing successive images on the same sheet of paper. Moreover, Kentridge’s art
amalgamates fiction, imagination and autobiography – key features seen in Kim’s works. Mountains are prime
symbols for introspection and personal exploration in the mythology and folk-tales of diverse cultures
including Greek, Scandinavian, and Chinese, who found a spiritual significance in mountains.
For Kim, the phases of temporary hiatus in her art-making are accompanied by sensations of uneasiness
and fear of a lost artist identity, given making art is a necessary part of Kim’s well-being. However, these
inactive art-making periods do give her opportunities to reflect upon the demands of daily life. Kim perceives
that her works strongly connect to her students’ creative processes – their exploration of personal and
psychological experience and the manner in which this can manifest in visual art. Kim believes that art-making
is integral to her teaching profession, as it allows her to engage with her subconscious thoughts, and to arrive
at stimulating ideas, which can inform her activities with students. By being involved in her art practice,
Kim gains increased confidence of her abilities to teach practical studio art skills.
Drawing landscapes was a risk and a challenge she set herself for this project. Kim has less experience and
confidence with this form of subject matter and is generally more comfortable representing the human
form. She found it difficult to balance the production of these works with her teaching load and other areas
of personal life. Having completed the works, Kim feels she has made a slight motion in a new direction
of her artistic practice. By participating in this exhibition, Kim hopes to provoke discourse on the inert
phases of an artists’ practice – a pertinent issue among artist-teachers.

Sleeper: 2, 2013
graphite and chalk on paper
54 cm x 43 cm

70 | Kim Winton

Sensations of Art-making | 71

Catherine Kayee Wong
The series of textiles, Bunri 分離 -Kaihen 改変: 00, 01, 02 (2013) are garments that can be worn repeatedly
in different ways, afforded by the flexibility of the designs. The work’s Japanese title literally translates
to “Detachable-Transform”, based upon the movement of removing the clothing and re-inventing the
same fabrics into new styles wearable by the consumer. The garments’ re-usability reflects the growing
design philosophy of eco-fashion or sustainable fashion, where a product is created and produced with
consideration to the environmental and social impact it may have throughout its total life span. While fashion
designers have long since used eco-conscious methods through the use of environmentally friendly
materials and socially responsible methods of production, a growing number of designers today are
thinking creatively about social responsibility and environmentalism through the changeable nature of
their clothing designs.
The Deppari shirt has a section that protrudes, usually on the front or back shoulder. It comprises detachable
parts, including shorts that can be transformed into trousers, a ripple flared skirt that allows the wearer
to use the remaining parts of the garment as accessories with the outfit, and sleeves that can be short
or long. Ideal for all seasons, the garment can be worn all year round with minimal need for the wearer to
purchase more products than required. The Deppari shirt forms the most integral component of all the
pieces – it allows for the outfit’s transformation, reconstruction and deconstruction. The shorts displayed
in Bunri 分離 -Kaihen 改変: 01 Bottom consist of attachable/detachable trouser legs. The flared skirt in
Bunri 分離 -Kaihen 改変: 02 Skirt resembles the ripples of a common seashell with the shape designed
on a nautilus’s logarithmic spiral shell.
The garments comprise of a minimalist aesthetic with its shades of grey speckles on white and light opaque
shades of purple, green, yellow and red, the iridescent effect on most seashells such as abalone shells.
The geometric and organic patterns reflect Catherine’s exploration of line, shape and texture, influenced
by her interest in space architecture, futurist architecture, and aquatic life. Catherine also drew inspiration
from Tomoko Nakamichi’s book, Pattern Magic (Laurence King Publishing, 2010), which takes a step-by-step
creative-approach to pattern making and takes inspiration from geometric shapes to the streets.
The primary material that Catherine used to create the garments is organic cotton sateen fabric, endowing
the outfit a crisp and sheen appearance. A soft interfacing is used in the middle layer to keep the garment
upright and structured and is lined with soft shirting cotton for extra support and comfort. The detachable
items are joined with the main articles of clothing using silver hooks and eyes or snap closures. Through
the presentation of this series, Catherine demonstrates her expertise in textiles and her joy of making
and sculpting fashion items.

Bunri 分離 -Kaihen 改変: 00 Shirt, 2013
organic cotton sateen, whisper weft interfacing, snap closures, hook and eye closures
dimensions variable
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For Catherine, art-making is a means of emotional release and self-expression – a process by which she
can learn to overcome her fear of making mistakes. Catherine’s participation in Sensations of Art-making
demonstrates her inclination to subject her works to the criticism of others – a process that all artists
and students must experience. The hardships and challenges that Catherine has experienced in the art
making process are ones that she hopes to share with her students – Catherine believes that art teachers
should allow their students to make mistakes, experiment and have fun in a challenging environment, that
can be better fostered by the artist-teacher’s authentic involvement in his/her practice.
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ARTIST Biographies

Meg Andrew graduated with a Master of Teaching (Secondary, Art) from The University of Melbourne
in 2012. She holds a Bachelor of Fine Art from the Victorian College of the Arts, which she completed in
2007. Meg has participated in several group shows and solo exhibitions in Melbourne and internationally,
including The Melbourne Connection in Leon, Mexico. She also participated in the 2012 Teacher Art-maker
Project exhibition, Crossing Boundaries: The Journey from Teacher to Teaching Artist held at the George
Paton Gallery in Melbourne. Meg’s artistic practice ranges across diverse art forms and mediums, including
textiles and sculpture. She is currently employed as casual relief teacher for various secondary schools in
Melbourne while seeking for a full-time teaching position and developing her creative portfolio.
Ryan Cockburn graduated from the University of Melbourne with a Master of Teaching (Secondary, Art).
He completed a Master of Fine Arts from Otago Polytechnic School of Fine Art in 2002, and a Bachelor
of Fine Arts in 2001 from Quay School of Fine Arts. Ryan has actively participated in group and solo
exhibitions both in Australia and internationally since 1998, during which he exhibited sound art, performance
art and visual art. His most recent solo exhibition, Shadow Play was held in the Audio Foundation Gallery
in Auckland in May 2012. Ryan is currently a teacher of Visual Communication and Design and Studio Arts
at Coburg Senior High School in Melbourne and is practicing and exhibiting his art in his spare time.
Ysabelle Dauguet is a Mauritian born artist living and working in Melbourne. She graduated with the Master
of Teaching (Secondary, Art) from the University of Melbourne in 2012 and is a graduate of the Bachelor
of Visual Arts and a Bachelor of Fine Arts (Honours) from Monash University in 2011. Ysabelle was
the recipient of the Langridge Painting Award 2011, and was invited to exhibit at the Perth Institute of
Contemporary Arts (PICA) national exhibition, HATCHED 2012. Ysabelle is currently a teacher of VCAL:
Personal Developemnt Skills at St. Francis Xavier College in Beaconsfield, Melbourne. She frequently exhibits
in group and solo exhibitions. Her most recent exhibition was held at Fortyfive Downstairs, Flinders Lane
Melbourne and Anita Traverso Gallery in Richmond.
Craig Frankland graduated with a Master of Teaching (Secondary Art) from the University of Melbourne
(2012) and obtained a Bachelor of Graphic Design (Honours) from Monash University (2001). Craig has
worked on a range of design projects including branding, environmental branding, type design, advertising,
illustration, website design, and flash animation. He curated an exhibition and exhibited works of art in the
State of Design festival (2011), raising money for youth homelessness. His design entry won a prize in
the category of Most Industry Ready Design in the Fringe Furniture design exhibition in 2012. Craig
is a practicing artist, designer and a casual relief teacher based in Melbourne.
Sarah Healy was raised in Auckland, New Zealand. She graduated with a Bachelor of Fine Ar ts and
a Bachelor of Arts (1997) from the University of Canterbury, Christchurch. After working as a freelance
designer in New Zealand, Sarah relocated to Sydney in 1999 where she worked extensively in the
advertising industry as a Print Producer. Sarah is currently completing the Master of Teaching (Secondary
Visual Art) by research at the University of Melbourne where she is investigating the integration of
Indigenous perspectives in the Australian secondary art curriculum.
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Linda Hogan graduated with a Master of Teaching (Secondary, Art) at the University of Melbourne in
2012 and is currently completing the Master of Education (Arts Education) at that same University.
She is a graduate of the Bachelor of Arts (Journalism) and Bachelor of Visual Arts (Sculpture) from
Monash University, which she completed in 2008. Linda was teaching in China in 2008 and returned to
Australia in 2010, after which she worked in the publishing industry as a writer and magazine editor.
She is currently a practicing artist, graphic designer and a teacher of Art, Visual Communication Design
and English at Caroline Chisholm Catholic College, Braybrook in Melbourne. She is pursuing research that
examines the impact of colour blindness on boys’ learning experiences.
Wesley Imms graduated with a Bachelor of Education from the University of South Australian (School of
Art) in 1984. He taught Visual Art in various schools for many years before moving to academia, where
his research and teaching has specialised in curriculum studies. His art making, inspired through a love
of architecture and aesthetics within the lived environment, has focused on the design and creation of
‘living furniture’. He has maintained a keen interest the role of artistic practice in art teachers’ professional
performance, and is currently running a ‘Teaching and Artistic Practice’ MEd subject, and is lead researcher
in the ‘Teacher as Art-maker’ project.
Lis Johnson has practiced as a professional sculptor for 25 years, specialising in figuration. Lis graduated
from the University of Melbourne with a Bachelor of Arts (1986), Graduate Certificate of Arts - English
Literature (2009) and a Postgraduate Diploma of Teaching (Secondary, Visual Art and English) in 2010.
She taught Visual Art and Technology at The University High School in 2011-2012. Lis has been commissioned
to complete three large bronze sculptures for the Melbourne Cricket Club (2012-2014). Lis intends
to complete her Master of Teaching within the next 18 months, including a research study examining the
factors that have enabled and disabled a cohort of Bachelor of Creative Arts graduates to continue their
art practice over the past three decades.
Olivia Karpathiou graduated with the Master of Teaching (Secondary, Art and English) from the University
of Melbourne in 2012. She holds a Bachelor of Creative Arts (Visual Arts), which she completed at
Deakin University in 2010. Olivia has participated in group exhibitions held at Deakin University in 2010
including Art Installation Exhibition, and at The University of Melbourne in 2011, Art-making and Teaching
Exhibition. Olivia is currently head of the Art department and a member of the English and Health
departments at Boronia K-12 College Mount View Campus in Victoria, a position she has held since 2012.
Patsy Killeen graduated with a Bachelor of Visual Arts (Honours) from La Trobe University in 2009. Her solo
exhibition Optic Cartoons was held at La Trobe Visual Arts Centre (La Trobe VAC) in Bendigo in 2010.
She has held numerous art administration roles including the developer and project coordinator of a
legal street art project in Pennywight walk (Bendigo city), now managed by Bendigo council. Patsy has
held numerous voluntary customer service roles in La Trobe VAC Gallery and at the Heide Museum of
Modern Art since 2009. She has been employed as a casual staff member of Shepparton Art Museum
(SAM) since 2011 and is presently a Gallery Assistant in SAM. Patsy is currently completing her final
semester of the Master of Teaching (Secondary Art) at the University of Melbourne. In her spare time,
she practices drawing, painting and develops her passion for art history.
Louise Kyriakou graduated with a Postgraduate Diploma of Teaching (Secondary, Art) from the University
of Melbourne in 2012. She obtained a Bachelor of Illustration from Northern Melbourne Institute of TAFE
in 2010. Louise worked as an illustrator for fifteen years, providing design services to clients including
Lothian Books, Random House, PBS Radio Melbourne, VicRoads and the Australian Institute of Family
studies. Her works have appeared in books, magazines, clothing, cards, on matchboxes and even on the
exterior of buses. Louise has participated in over thirty exhibitions and is the recipient of industry awards
including the Creative Magazine’s Illustrators Australia Bronze Award (Book Series Category), and a
Highly Commended 2012 award (self promotion category). Louise has recently completed a six-month
contract at Melbourne Girls College in Richmond where she taught Studio Art, Visual Communication
and Design, textiles, plastics and woodwork.
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Milla graduated with a Master of Teaching (Secondary, Visual Art) from the University of Melbourne in
2012. She completed a Bachelor of Fine Arts (Painting) at the Royal Melbourne Institute of Technology
in 2011. Milla is deeply interested in visual and literary cultures and hopes to continue maintaining an
active art practice while teaching the subject in the near future.

Andrew Lawson graduated with a Bachelor Arts (Visual Art) at Sydney College of the Arts in 1987
and completed the Postgraduate Diploma of Art at the Victorian College of the Arts (VCA) in 2006,
during which he received The National Gallery Women’s Association Postgraduate Encouragement
Award. Andrew also obtained the Master of Ar t from the VCA (2007) and par ticipated in the VCA
Master of Art student group exhibition Revisting Arte Povera at the George Paton Gallery during
MUDfest 2007, Australia’s largest student ar ts festival. Andrew worked in the culinary industry as a
chef until the age of 50, after which he decided to devote his time to making art. Andrew completed
the Postgraduate Diploma of Teaching (Secondary, Art) in 2009. He is currently a teacher of Visual Art,
Visual Communication and Design and Food Technology at Kolbe Catholic College Greenvale Lakes –
a role he has held since 2010.
Cassie Linley completed a Bachelor of Creative Arts at the University of Melbourne in 2007, with a double
major in Visual Media and Theatre Studies. She holds a Postgraduate Diploma of Teaching (Secondary, Art)
from the University of Melbourne, which she completed in 2011. Cassie has participated in numerous art
exhibitions in Melbourne including two solo exhibitions in 2013. She has exhibited in Melbourne-based
galleries including Yering Gallery in the Yarra Valley and Limerence in Belgrave. Her diverse art practice
encompasses mediums including film, multi-media, photography and painting. Cassie’s current focus is on
developing pinhole photography and abstract landscape paintings. She is involved in an artist residency at
Luther College while preparing for her next adventure to Mount Everest Base Camp in October 2013.
Join Silica Liong graduated with a Bachelor of Fine Art (Drawing) in 2011 from the Royal Melbourne
Institute of Technology and a Master of Teaching (Secondary, Art) from the University of Melbourne in 2013.
Join’s contemporary art practice is akin to conceptual art and minimalist art. Her passion for contemporary
art was instigated upon her first visit to New York’s museums and galleries, during which was awed by the
extensive display modern art. As an emerging artist and a graduate teacher, Join is looking forward to build
a career that complements both her passion for art practice and teaching.

Liz Millsom graduated with a Diploma of Teaching (Secondary, Art) from the University of Melbourne in
2010 and holds a Bachelor of Fine Art (Painting) from Monash University. Liz is currently an art teacher
at Lilydale High School in Melbourne and is working part-time as an Aerobics instructor in Clayton. In between
her work commitments, Liz creates art in her art studio and is an active member of the Mentone drawing
group, whereby she regularly attends life-drawing sessions and participates in seasonal exhibitions. Liz is
also a member of 69 Smith Street Gallery in Fitzroy where she is holding a solo exhibition Endangered
Beauty, in October 2013.
Claire Mooney completed a Bachelor of Fine Arts (Honours) from the Royal Melbourne Institute of
Technology (RMIT) in 1999, a Master of Visual Art at the Victorian College of the Arts (2004), and the
Master of Teaching at the University of Melbourne (2010). Claire has held numerous solo exhibitions
and participated in curated group exhibitions over the past twelve years. These include New Painting
Heroes at Downtown Art Space, Adelaide, Translation at 101 Gallery, Melbourne and Postscript at RMIT
Project Space, Melbourne. Claire has also worked with Melbourne based artist-run-initiatives (ARI) as a
committee member, researcher, writer and gallery director, and contributed to the 2010 ARI symposium
WAH (We Are Here). Claire is currently a teacher of Art, Visual Communication Design, and Design
Technology at Montmorency Secondary College.
Seijiro Nishioka is a graduate of the Master of Teaching (Secondary, Visual Art) from the University of
Melbourne (2013) and a graduate of the Bachelor of Fine Arts (Honours) from the Victorian College
of the Arts (2010). Seijiro is a Japanese artist who specialises in sculpture and installation art. He has
participated in numerous group exhibitions in Melbourne, including aRtECYCLE at Incinerator Gallery,
Wallara Travelling Scholarship at Margaret Lawrence Gallery, and Mary and Lou Senini Student Award for
Sculpture at McClelland Gallery. Seijiro is a casual relief teacher in Melbourne while maintaining an active
art practice. He is currently responsible for the stage design and visual projections for a multi-media
chamber opera titled Beautiful Apocalypse, which will receive its world premiere in Melbourne in 2014.

Aylin Llewellyn graduated with the Master of Teaching (Secondary, Art) from the University of Melbourne
in 2011. She obtained a Bachelor of Fine Art (Honours) with a specialisation in Photography from The
Royal Melbourne Institute of Technology (RMIT) in 2008. Aylin graduated with an Advanced Diploma
of Photography (Fine Ar t) from the Photography Studies College in 2003. She is currently a casual
relief teacher in Melbourne and is continuing with developing her photography practice.

Andria Norvelis holds a Postgraduate Diploma of Teaching (Secondary, Art) from the University
of Melbourne (2012), and a Bachelor of Fine Arts (Ceramics) from the Royal Melbourne Institute of
Technology (RMIT), which she completed in 2008. Andria completed a Diploma of Visual Merchandising
from RMIT in 2010. Andria has exhibited her collection of ceramics in galleries and have had digital works
of art published online. She is currently completing the Master of Teaching at Melbourne University, after
which she hopes to obtain a teaching appointment while working on developing her art practice in ways
that will challenge and enrich her teaching career.

Victoria McCaffrey graduated with the Postgraduate Diploma of Teaching (Secondary – Art, English,
Media Studies) in 2012. She holds a Postgraduate Diploma in Art History and Cinema Studies from the
University of Melbourne, which she completed in 2002, and a Bachelor of Art and Design (Printmaking)
from Caulfield Institute of Technology (1983). She also obtained a BTEC Diploma of Materials Conservation,
specialising in the conservation of paper, at Camberwell School of Art and Crafts in London in 1986.
Victoria completed an internship at Image Permanent Institute in New York in 1991 whereby she undertook
research in methods of care and preservation of historical and contemporary photographs. Victoria aims
to practice her art while teaching in the near future, demonstrating her belief that ar t and education
are inseparable.

Alysia Rees completed the Master of Teaching (Secondary, Art) from the University of Melbourne in
2012 and obtained the Bachelor of Fine Arts (Sculpture, Honours) from the Victorian College of the Arts
(VCA) in 2006. Alysia also holds a diploma of Visual Art from the Council of Adult Education (2002) and
a Bachelor of Design (Fashion) from the Canberra Institute of Technology (1999). Alysia has participated
in national group exhibitions since 1997 and her works are held in public collections in Melbourne, including
collections of the Council of Adult Education, St Vincent’s Hospital and Southern Health, Melbourne. Alysia is
currently a teacher at Wantirna Secondary College, Melbourne.
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Purnima Ruanglertbutr is an educator, independent curator, artist, writer, arts administrator and researcher.
Her research interests include museum education, the relationship between visual art and literacy and the
artist-teacher phenomenon. She is both Research Assistant and Co-researcher in the ‘Teacher as Art-maker
Project’ for which Purnima is also the exhibitions curator. She has worked as an education officer in the Ian
Potter Museum of Art and is developing museum learning resources for the Potter’s Academic Programs.
She frequently delivers education programs at the National Gallery of Victoria and is lecturer of the Master
of Education subject, ‘Teaching and Artistic Practice’ at Melbourne University. Purnima is manager of the
2013 Art Association of Australia and New Zealand conference and the Editorial Assistant of the Journal
of Artistic and Creative Education (JACE). She is an inter-disciplinary artist – her art reflects the wealth
of her Indian and Thai heritage. Purnima is a Melbourne University Master of Teaching (Secondary – Art,
English, ESL) graduate (2011), a Bachelor of Creative Arts (Honours) graduate from the same university (2009)
and a 2012 graduate of the Master of Art Administration from the University of New South Wales.
Clare Sanders graduated with a Postgraduate Diploma of Teaching (Secondary) from the University of
Melbourne in 2012. She holds a Bachelor of Design (Fashion) with Honours, which she completed in
2007 at the Royal Melbourne Institute of Technology (RMIT). Clare has worked in the fashion industry
for five years, during which she designed and established her own accessories label, Rochelle Accessories.
Her accessory designs are available in boutiques Australia-wide. Clare exhibits her fashion collections in
fashion and design festivals, including Melbourne Fashion Week and the Australian Sheep and Wool Show.
She actively participates in such showcases while teaching fashion and textiles within the Product Design
and Technology subject-area at Methodist Ladies College in Kew, Melbourne. Clare aims to complete
the Master of Teaching at the University of Melbourne in the near future while continuing to balance her
roles as a professional designer and teacher.
Ramona Tilley completed a Bachelor of Communication Design (Honours) in 2003 at Swinburne
National School of Design in Melbourne. She worked as a Graphic Designer for a number of years and
taught Graphic Design at Swinburne TAFE. Ramona completed the Master of Teaching (Secondary, Art)
at Melbourne University in 2011. She is currently teaching Art, Photography and Visual Communication
Design at Melbourne Girls College in Richmond, Melbourne.
Leyla Tas graduated with a Postgraduate Diploma of Teaching from the University of Melbourne in 2013
and is a graduate of the Bachelor of Fine Arts – Sculpture (Honours) from the University of Tasmania
(2002). She also holds a Master of Fine Art (2007) from Towson University, Baltimore in the United
States of America, with majors in metalsmithing and jewelry. Leyla was the recipient of the Moorilla
Award, 2006 City of Hobar t Ar t Prize. Her ar t is featured in the book, The Penland Book of Jewelry:
Master Classes in Jewelry Techniques by Marthe Le Van (Lark Books, 2005). Leyla owned and operated an
online boutique jewelry store and is currently a teacher of Art at Lowther Hall Anglican Girls Grammar.
She also maintains a jewelry studio in Brunswick, which she regularly accesses in between her teaching
commitments.
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Claire Virgona graduated with a Postgraduate Diploma of Teaching (Secondary, Visual Art) from the
University of Melbourne in 2012 and a Bachelor Fine Arts (Honours) from Monash University in 2009.
She has exhibited her works of art in both solo and group exhibitions in Melbourne, Italy and China
in academic institutions, artist run initiatives and commercial galleries. Claire specialises in photomedia,
using the medium to question limitations of perception and to explore sensory awareness through the
aesthetics of the built and natural environments. She is completing the Master of Teaching (Secondary)
at the University of Melbourne, undertaking research focusing on the enhancement of students’ awareness
in their processes of perception and visual observation skills in gallery-based learning environments. Claire
is currently a casual relief teacher in at Mater Christi College in Belgrave, Melbourne.
Elizabeth Waghorn graduated with a Bachelor of Visual Arts and Design (Animation and Digital Art)
at Australian Catholic University in 2011. She is completing her final semester of the Master of Teaching
(Secondary) at the University of Melbourne and intends to commence a teaching career in the near
future. Elizabeth is experimenting with a range of artistic mediums with the aim of honing her technical
skills and finding her strength and voice in a particular art form. She is interested in contemporary art
and is constantly keeping herself updated with new innovative ideas and techniques introduced by
contemporary artists.
Lauren Welsh completed a Bachelor of Design Studies at The University of Salford in the United Kingdom
in 2006. She worked as a Studio Assistant in a fashion design company in London until 2010. Lauren
completed the Master of Teaching (Secondary, Art) in 2013 at the University of Melbourne. She looks
forward to commencing a teaching appointment in Melbourne in the near future.
Kim Winton completed the Postgraduate Diploma of Teaching at the University of Melbourne in 2010
and graduated with a Bachelor of Fine Arts (Sculpture) from the Royal Melbourne Institute of Technology
(RMIT) in 2009. Kim also holds a Diploma of Visual Arts from Box Hill Institute of TAFE. Kim has exhibited
her art in Melbourne and London. Her works examine the complexities of the human psyche and take
influence from literature, particularly mythology and psychology. She is currently a teacher of Visual Art
at Lyndale Greens Primary School in North Dandenong, Melbourne.
Catherine Kayee Wong graduated with a Bachelor of Creative Arts and Culture from the Australian Catholic
University in 2010. She is currently completing the Master of Teaching (Secondary, Art) at the University
of Melbourne while working for Camp Australia at Carlton North Primary School. At Camp Australia,
Catherine teaches arts and craft and delivers tailored before and after school care programs combining
active games with structured and unstructured play. Catherine aims to develop her professional training
in fashion and textiles at the Royal Melbourne Institute of Technology in the near future. She is currently
developing her own fashion label, Nekorine.
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