
C H A P T E R  3

N AT URE
Exploring the natural world not only leads us to an appreciation 
of its beauty, but encourages an inquiry into its structures and 
creatures, and a respect for its cycles. Through engagement with 
a variety of artists, you will not only develop your critical analysis 
skills but also find a personal voice and means of communication 
through exploring different art processes involving 2D and 3D 
art and craft. The natural world offers myriad opportunities to 
improvise, imagine, analyse and organise while practising and 
refining your art skills and deepening your knowledge.

FE ATURED ARTISTS

UNIT 1 Insects and flora

Nicholas BLOWERS
Charwei TSAI
Fiona HALL
Tim MAGUIRE
Georgia O’KEEFFE

Student artists

UNIT 2 Birds and animals

Michael RILEY
Richard ALLEN
Craig WADDELL
Peter COOLEY
Sam LEACH
Marian DREW

Student artists

UNIT 3 Sculpting nature

Fiona HALL
Bronwyn OLIVER

Richard Allen
Red Pelican 2008
synthetic polymer and Indian ink on canvas 
180 × 120 cm
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U NI T  1

INSEC T S A ND FLOR A
Insects and flora as subject matter, particularly in close‑focus, offer wonderful 
opportunities to develop your design skills and refine your use of line, pattern 
and texture. Being creative is expressing your curiosity about your world.

GETTING STARTED
1 As research, attempt some fine detailed pencil drawings of insects. Take 

your own photographs, look at books in the library and conduct an 
internet image search.

2 Homework drawing: Draw three objects from nature starting with either 
the letter A or S.

MAKING TASK 1 — printmaking
Before you begin your linocut print of an insect, check the reminder 
below about safe use of linocutting equipment.

Linocutting tools

✚	Always keep the hand that is holding the cutting tool IN FRONT 
of the other hand holding the lino block. CUT AWAY from your 
body. Remember: A CUT WILL HURT.

✚	Cut slowly and to a shallow depth. Warming your lino tile will 
make it easier to cut.

✚	Gather all linocuttings as you work and take them to the bin at 
clean-up time.

✚	Make sure the heating plate is turned off at end of lesson.

OBJECTIVES of the task are to:

•	 achieve asymmetrical balance

•	 create a pattern with a variety of line and size shapes

•	 use a controlled carving technique.

PROCESS
STEP 1 Trace the shape of the piece of lino you will be using twice in 

your process diary. Try two designs based on an insect, experimenting 
with the composition (arrangement in the square). Try to avoid placing 
your insect right in the centre. Try also to tilt your insect in the shape 
to make an interesting design.

STEP 2 Consider a variety of line thicknesses and add a background. 
Decide on your best design.

102 ARTWISE  Visual Arts  7–10  for the Australian Curriculum

Unc
orr

ec
ted

 pa
ge

 pr
oo

fs



STEP 3 Place a sheet of transfer paper, darkest side down, onto your 
lino block. Place your best design on top, lining up the edges. Trace 
over the main lines of your design using even pressure.

STEP 4 Go back to your original design on paper and decide which areas 
will be cut out (the white areas) and which areas will be printed your 
first colour. Remember to have some medium areas cut out, not just 
the lines.

STEP 5 Cut out the areas to remain white, considering the direction and 
neatness of your carving as it will show on your final print.

STEP 6 So that all colours will print directly on top of each other, you 
need to create a registration paper to be placed under your lino when 
printing. Trace the shape of your lino and label it with the direction of 
your design and your name.

STEP 7 Place a small amount of block printing ink on a piece of 
Perspex. Roll it out in a small rectangle no larger than your lino block 
with a soft roller, working in two directions until a ‘tacky’ sound is 
heard. You are now ready to place your lino block on newspaper and 
roll the ink from the roller onto your lino.

STEP 8 Place your registration paper on the printing press then position 
your lino block within the shape you traced. Put a sheet of clean 
cartridge paper (with your name on the corner) on top, being careful 
to match up the edges of the paper. If you have no printing press, you 
can use a clean roller or spoon and rub the top layer of paper.

STEP 9 Wash your lino block and carve out more areas. The shapes 
and lines you carve out this time will remain the colour you just 
printed — the areas you leave will be printed a second colour. Repeat 
steps 6 and 7.

Use the Making task 1 document in your eBookPLUS to write a 
self-reflection on your process and work upon completion.

Student art work: two-colour reduction print  
by Lucy Murdoch, Year 7  

Student art work: three-colour reduction print by 
Rachel Roberts, Year 7  
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EXTENSION
Documented forms — transitory art

STEP 1 Look at the insect paintings of Nicholas Blowers (page 105) and 
your own drawings of insects. Draw an insect on a piece of paper.

STEP 2 Cut out areas of your drawing with a stencil knife (not scissors 
as you want to keep the background area intact, similar to the stencils 
you use for silk screenprinting — see page 11).

STEP 3 Place your stencil on a grey or beige sheet of paper. Shake 
talcum powder over your paper stencil, then gently lift it up to reveal 
the ‘imprint’ of your insect. Admire your creation and document this 
art work in photographs.

MAKING TASK 2 — printmaking
Create a small drypoint or monoprint of an insect, exploring a variety of 
lines to create tone and pattern. Consider a background such as twigs, 
grass or flowers. (See the Introduction section, page 9, for procedures 
for drypoint and monoprint.) Explore the art work of Nicholas Blowers 
(page 105) for inspiration.

Alternatively you could create an ink and watercolour work.

PROCESS — DRyPOINT
STEP 1 Place a drawing underneath the piece of drypoint plastic 

and scratch into the plastic with the sharp drypoint tool. These 
scratched-into areas will then have water-based printing ink rubbed 
into them.

STEP 2 Gently polish off the top surface with a gentle circular motion.

STEP 3 Place your plastic ink-side up on a clean piece of paper onto the 
plate of the printing press. Cover with a slightly damp piece of paper, 
place the blankets on top and roll it into the press.

PROCESS — MONOPRINT
STEP 1 Do a drawing of an insect in pencil.

STEP 2 Using a lino roller, roll ink onto a piece of Perspex to create a 
rectangle the same size as your drawing.

STEP 3 Blot off this inked area with newspaper, gently rubbing the 
paper. Try again with the newspaper — if only a light film of ink 
comes onto the paper you are ready to begin.

Make sure you have neat edges to the rolled area of ink. You may 
need to ‘frame’ the area with clean strips of paper.

STEP 4 Now place your drawing onto the Perspex, drawing side up. 
Trace over your drawing. Your traced lines will come out on the back 
of your drawing.

Note: Be careful not to lean on your paper while tracing, as any 
pressure will leave a mark. If you want some shaded areas, gently 
rub with your finger.

Student art work:  
Mia Wood, Year 7  

Student art work:  
Zoe Welborn, Year 7 
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These delicate works are from Blowers’ exhibition ‘Ephemera’. Although 
extremely detailed in their realism, they go beyond mere representation. The 
mood is haunting as we are reminded of the fragility of life. The series includes 
dying plants in various stages of decay, as well as grasshoppers and moths 
lying on their backs as they have fallen. These normally small, fast‑moving 
creatures have become immobile, taut, frozen in death — potent symbols of 
mortality. Some are solitary images while others are groups of dead insects.

Scientific classification and references to early botanical drawings before 
the invention of the camera come to mind. But what is overwhelming is the 

Nicholas Blowers
Moth III 2012
oil on paper
57 × 104 cm
Courtesy of MiCK Gallery, Sydney

Nicholas Blowers
Grasshopper I 2012
oil on paper
90 × 130 cm
Courtesy of MiCK Gallery, Sydney

Nicholas BLOWERS (b. 1972, British/Australian]

FORM

Painting

VOCABUL ARy

electron microscope a device which uses an electron beam to 
illuminate a specimen and produce a magnified image

macro photography extreme close-up photography
sustainability the capacity to operate perpetually, by avoiding 

adverse effects on the natural environment and depletion of 
natural resources

NICHOLAS BLOwERS

View other works by 
the artist.
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art works’ beauty and the sensitive line work and delicate tone. The fine lines 
are created by scraping through the oil paint. By limiting the colour to earthy 
browns, the viewer is more aware of the structure and texture of the different 
parts of the insects. We admire Blowers’ level of observation as he records 
minute details of the environment. Other series of works by Blowers include 
close focus on landscapes, such as details of fallen trees as they decay on the 
forest floor, providing further evidence that Blowers’ concern is death and 
decay in the natural world, coupled with a plea for sustainability.

ARTIST’S PRACTICE
Blowers has used electron microscopes and macro photography to help him 
see the minute details of insects. He entices the viewer into his work, to 
experience an emotional attachment to the subjects.

RESPONDING TASkS
1 How has technology helped Blowers interpret his subject?

2 How does his work make us consider environmental issues?

3 What appeals to you most about his work or what aspect or art skill do 
you admire?

Charwei TSAI (b. 1980, Chinese)

FORM

Installation
Photography
Video

VOCABUL ARy

calligraphy the art of doing beautiful handwriting
ephemeral not lasting long, fleeting

CHARwEI TSAI

Visit the artist’s website.

Charwei Tsai works in a variety of media, including installation, video and 
photography, using the themes of water, earth and air. She incorporates text 
in creative and meaningful ways. Calligraphy has always been an important 
part of Asian tradition and art. Tsai uses calligraphy in exciting new ways; for 
example, on a small delicate scale on leaves of plants or by writing on mirrors 
in front of a landscape setting.

Charwei Tsai has broadened her range of surfaces from plants, tree trunks, 
mushrooms and lemons to other natural life forms such as fish, octopus, 
frogs and hermit crabs. The writing is not random words, but drawn from 
Buddhist mantras, poetry and academic texts, written in either brush and 
ink or felt pen. Tsai tries to follow the natural textures of her objects, writing 
mostly in Chinese since it can be read left to right, right to left, or up to down. 
Calligraphy (writing) is also linked to meditation in Asian tradition. For Tsai, 
art is a type of meditation through which she investigates her concerns for 
ethical living and compassion.

Tsai generally chooses her material to suit where she is working; for 
example for Mushroom Mantra, which was created in Brisbane for the Asia–
Pacific Triennial of Contemporary Art, Tsai chose locally grown mushrooms, 
inscribed by monks from the local Buddha’s Light Association as a type of 
performance.

Charwei Tsai’s work is transitory (short‑lived), as the surfaces she works 
on either disintegrate, wither or melt, as in Circle where a circle was drawn 
in black ink on a block of melting ice. Often the calligraphy camouflages 
or disguises the object. Her video work documenting calligraphy on a large 
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slab of tofu, which gradually decomposes like rotting flesh, is both thought‑
provoking and visually effective. This work seems to carry on from her Meat 
Map performance work of black ink calligraphy on raw meat. Her work is 
reflective, the viewer enticed into an almost meditative state as her works 
pose questions of life and death and the ephemeral nature of existence.

RESPONDING TASkS
1 Using the Exhibition and Tsai sky weblinks in your eBookPLUS and 

the art work above, write your own response to or description of one 
of Charwei Tsai’s works. You may like to include the following words: 
delicate, exquisite, pattern, spiritual, organic, imaginative.

2 How is her work an enticing synthesis of creative arts?

3 ‘Charwei Tsai’s work documents her personal interest in the significance 
of the written word in a delicate, feminine way.’ What comment can you 
make on this viewpoint?

Charwei Tsai
Mushroom Mantra 2005
black ink on fresh mushrooms  
dimensions variable
Courtesy of the artist

MAKING TASK 3  
— photography/video
For homework, consider lines of poetry, a paragraph from a story, a 
verse from the Bible or other religious text, or song lyrics that have 
meaning to you. Choose an appropriate natural or organic object 
(block of cheese, mushrooms etc.) to add to the meaning. Using 
Charwei Tsai as your inspiration, cover the object in the writing and 
photograph in a suitable location.

Alternatively, select natural items that will decompose or change over 
time. Cover them in writing and document through video how the 
writing changes as the objects perish.
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MAKING TASK 4 — sculpture
Create a soft sculpture of an insect or bird using foam wound with 
wool and fabric offcuts. You may wish to incorporate found objects as 
a starting point, as in the work of Fiona Hall (see image below where 
Hall has used plastic ware as the body of her creature and added 
beaded wings).

Alternatively, use bubble wrap or plastic bags as the main body parts or 
a cane structure wrapped with masking tape or sticky tape, or you could 
use a wire armature, apply wire mesh and tissue paper or hand-made or 
recycled paper.

Use the Making task 4 document in your eBookPLUS to write a 
self-reflection on your work upon completion.

Fiona hALL (b. 1953, Australian)

FORM

Sculpture

VOCABUL ARy

Tupperware a brand of plastic kitchenware very 
popular from the 1950s onwards and sold 
through a party plan

FIONA HALL

Visit the Australian government 
website to find out more about 
the artist.

Fiona Hall
Cell Culture 2002
variable glass, metal, pvc, beads in vitrine 
dimensions variable 
Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney
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In Cell Culture, Fiona Hall has imaginatively used a found object (plastic 
Tupperware con tainer) as a starting point of her sculpture. She has delicately 
beaded the wings, incorporating her extensive skills in this craft medium. 
The glass beads not only create a sense of beautiful patterning but reflect the 
transparent nature of the plastic Tupperware. She has cleverly combined two 
different surfaces to give a creative response to nature. By her use of materials 
she challenges the viewer to think of man’s intervention into nature.

Student art work: craft by 
Annalise Dayeh, Year 7

MAKING TASK 5 — photomedia
Using Photoshop or a similar application, create a new insect 
either by morphing together two insects, drawing on new parts or 
combining two natural objects; for example, flower petals as wings 
of an insect or a vegetable as a body. Use your imagination and 
sense of curiosity to explore new ideas.

MAKING TASK 6 — painting
PROCESS
STEP 1(A) Do some research drawings of leaves and plants, 

concentrating on the pattern of lines seen in the veins and in the 
different coloured areas of variegated plants. Draw at least three 
overlapping leaves to fill your page, using a Fineliner or ballpoint pen.

STEP 1(B) This could be extended into a paper cut-out work using 
pages from old books, representing the destruction of trees to 
create paper.

STEP 1(C) A drawing of a tree could be done within a human-made 
constraint such as a circle or a keyhole shape or arched doorway. 
This could be drawn or it could be created by cutting out the shape in 
cardboard, placing slightly damp paper on top and running it through a 
printing press used for linoprints. (This is called embossing.)

Look at the work of Bronwyn Oliver (see pages 129–31). Although 
she creates sculptures, through her use of wire she suggests the 
delicate patterns in plant forms and nature in general.
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STEP 2 Create a painting of exotic flowers and foliage — concentrate on 
large, tropical or unusual flowers in close focus. Look at the following 
photographs for ideas on shapes and colours. Don’t forget to use your 
imagination to create ‘new species’ — consider morphing different 
types of flowers together or altering the scale of parts of flowers or 
plants. Insects, birds and caterpillars could also be almost hidden or 
camouflaged to resolve your work.

Objectives of the task are to:

•	 create an interesting composition by varying the size of flowers and 
leaves, avoiding a central focus

•	 concentrate on shape and line for detail

•	 add reality through tonal blending of paint, rather than only working 
in flat colour

•	 use bright, interesting colours that you have mixed, such as lime 
green, pink and violet

•	 use a variety of brushes to achieve a control of the painted surface.

Look at the paintings of Tim Maguire (page 112) for further inspiration.

Use the Making task 6 document in your eBookPLUS to write a 
self-reflection on your process and work upon completion.

ART-MAkING HINTS
•	 Composition is the way you organise the elements within an art work.

•	 In order to create an interesting work that intrigues the viewer to 
keep looking and explore new areas, do not emphasise the centre. 
Having the centre as the focus is used deliberately to attract attention 
(such as for a poster or advertising).

•	 To create a composition where the viewer’s eye is led around the 
work, avoid making your work totally symmetrical or emphasising all 
four corners.

•	 Shapes that are just off-centre, are close together or overlap give a 
feeling of tension or interconnectedness.

•	 Try to vary the size of shapes.

•	 If you are adding a horizon line in your painting, avoid cutting the page 
in half: remember the rule of thirds.

•	 When you have mixed up one colour, use it in various size areas 
around your page before mixing another.

•	 Stand back and have a look at your work from a distance, before you 
decide it is finished. Ask yourself if any area or colour ‘jumps out’. Is 
it visually exciting (do you want to say WOW when you look at it)? 
Have you been discerning in your colour scheme? Have you added 
sufficient detail?
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Student art work: painting by Mia Montesin, Year 7

Tim Maguire
Untitled 20120104 2012
oil on canvas
160 × 300 cm
Image courtesy the artist and Tolarno Galleries, Melbourne

Tim MAGUIRE (b. 1958, British/Australian)

FORM

Painting

VOCABUL ARy

luminosity radiating or reflecting light

TIM MAGUIRE

Visit the artist’s website.

EXTENSION
Take a series of photographs of a flower blooming then dying or create 
an animation by drawing a garden growing.
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Tim Maguire paints a traditional subject matter — flowers — but breaks with 
convention by working on a huge scale. The flowers seem to take on their own 
life as we concentrate on the rich colours, interweaving stems and dappled 
texture. Although Maguire, a contemporary artist, uses oil paint on canvas (a 
technique developed in the fifteenth century) his paintings have a freshness 
and unique style through his unusual use of media to dissolve the surface.

His paintings of flowers suggest the passing of time and thus remind us of 
our own mortality, harking back to seventeenth‑century Dutch still‑lifes with 
burning candles, dying flowers, skulls and rotting fruit being devoured by 
insects. But Maguire moves away from strict realism and fine detail, working 
from his own photographs, using a broad brush and splashing solvent on 
the surface to create luminosity and a speckled effect. His paintings represent 
frozen moments of time. 

RESPONDING TASkS
1 How has Tim Maguire created a sense of flowers growing and dying?

2 Describe his poppies; the use of colours and composition. You might like 
to include some of the following words: vibrant, muted, strong, realistic, 
rhythmic, close‑up, fragile, drooping, sensual, detailed, energetic.

3 Why is the scale Tim Maguire chooses to use so important? (Consider the 
effect on the audience and the relevance to how we see the world today, 
compared to a seventeenth‑century art audience.)

Georgia O’KEEFFE (1887–1986, American)

FORM

Painting

VOCABUL ARy

Modernism an art movement of the twentieth 
century characterised by a break from art 
traditions

GEORGIA O’kEEFFE MUSEUM

View other works by the artist 
at the website of the Georgia 
O’Keeffe Museum.

HISTORICAL STUDy
Georgia O’Keeffe was a Modernist, one of the twentieth‑century artists who 
broke away from painting realistically towards working in a more personal, 
simplified, almost abstract style. Her art focuses so closely on flowers and 
other objects from nature, concentrating on gently blending colours within 
simplified curving shapes, that the viewer almost forgets the subject. Her 
gently spiralling, unfolding shapes suggest growth. She creates mood by 
the balance of shapes and the soft modelling of her forms. O’Keeffe was 
greatly influenced by her husband, Alfred Steiglitz, who was an innovative 
photographer. Steiglitz created fascinating photographs of skies and clouds.

O’Keeffe produced more than 900 works of art, nature being her main 
inspiration. She painted the same subject over and over, such as irises, ears of 
corn and skulls of animals, trying to capture their individual essence and form.

RESPONDING TASkS
1 What is the viewpoint of O’Keeffe’s paintings (above, from a distance, 

side‑on, close‑up)?

2 Describe her painting in your own words.

3 In what ways is her style individual?

4 Explain how she has used the art elements of line, colour, tone, direction.
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5 Use the weblinks in your eBookPlus to view 
paintings by Jan Lawnikanis (Translucence), 
Anne Marie Graham (Jungle with Cassowary), 
Elisabeth Kruger (Glimpse), Christine Johnson 
(Sub Rosa) and Diana Watson (Capri). In what 
ways are any of these works similar to that of 
Georgia O’Keeffe? Consider the art elements and 
art principles in your response.

Corn, No. 2 1924
oil on canvas
27  ¼  × 10 inches
The Georgia O’Keeffe Museum,  
Santa Fe, New Mexico, USA.
Gift of the Burnett Foundation and  
The Georgia O’Keeffe Foundation. 
Photo: Georgia O’Keeffe Museum,  
Santa Fe/Art Resource, NY 
© Georgia O’Keeffe/ARS. Licensed by Viscopy, 2013.
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U NI T  2

BIRDS A ND A NIM A L S

Student art work: drawing by 
Meghan Ridge, Year 8

Student art work: drawing by 
Amanda Siarakas, Year 8

Michael RILEY (1960–2004, Australian/Indigenous)

FORM

Photography

VOCABUL ARy

assimilation policy of absorbing the 
Indigenous people into the white 
community, to encourage them to blend 
into the European way of life

MICHAEL RILEy/GOMA

•	 View an interview with Michael Riley 
on GOMA’s website and complete the 
worksheet.

•	  View Michael Riley’s works at the 
National Gallery of Australia’s website.

Cloud is a series of 10 photographs that includes a broken bird’s wing, a cow, 
a Bible, a locust, a sculpture of an angel and a boomerang, each separately 
suspended in the clouds. There is no definite narrative to these images yet 
they do suggest a place and culture, particularly when we understand that 

Birds and animals have adorned cave walls, Egyptian temples and Roman 
villas, been part of rituals and offered a means for artists to display their skills 
of realism. Contemporary artists represent the close relationship of people 
and their pets, often using them in a humorous way or as a symbol for human 
traits or conditions. Other artists simply revel in their exquisite textures, bold 
colours and three‑dimensional forms. Enjoy the inspiration they offer.

GETTING STARTED
Draw three feathers using different elements, techniques and media; for 
example, pencil, ink, watercolour or charcoal (or pastel). Use the student art 
works below as a reference.
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Riley is an Indigenous artist from inland New South Wales who was brought 
up on a mission and sent to Sunday school. His works challenge us to think 
of issues pertaining to the Aboriginal community, past and present, including 
assimilation, imposed Christian upbringing, loss of land, cultural traditions 
and beliefs. In the Wiradjuri language, the word for feather and wing are the 
same and a feather can be interpreted as evidence of a spiritual visit. 

RESPONDING TASkS
1 Why do you think Michael Riley has included no land, only sky in the art 

work shown above?

2 The feather here has been used as a symbol with particular cultural 
meaning. What does a feather mean to you?

EXTENSION
•	 What effects might the cow and locust have on traditional Aboriginal way 

of life? (Remember Michael Riley came from Dubbo, so think of life before 
the crossing of the Blue Mountains and colonisation.)

•	 What are some reasons artists work in series? You might like to consider 
Monet’s series of paintings of haystacks or Andy Warhol’s works (think of 
the Campbell’s soup cans and Coca‑Cola bottles).

Michael Riley
Untitled (Feather), from the  
Cloud series
2000  
chromogenic pigment print 
110  × 155 cm
Courtesy The Quai Branly Museum 
and Michael Riley Foundation 
Photo © Michael Riley / SCALA, 
Florence
© Michael Riley Foundation /
Licensed by Viscopy, 2013.
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Richard ALLEN (b. 1964, Australian)

FORM

Painting

VOCABUL ARy

tactile appealing to the sense of touch

RICHARD ALLEN

Visit the artist’s website.

Richard Allen has communicated his love of nature in many of his art works. 
His paintings are not just a series on birds, nor details of feathers, although 
they are certainly beautifully composed with fluid strokes and a rich textural 
surface. Rather the concepts are more universal — for example, the notion 
of flight itself. This theme is drawn from observing birds in flight and also 
from Allen’s own experience in his youth, crisscrossing the country, flying at 
low altitudes with his grandfather. Abstract aerial landscapes have also been 
included in his series of works.

Allen is an artist who relishes experimentation and evolution in his work, 
exploring new media and approaches, often scratching back into his layers 
of paint to add to the textural effect, sense of vitality and lush ness of the 
surface. His paintings are highly tactile. Stripes seem to be a recurring symbol, 
perhaps suggest ing humanity’s control or intervention in nature, a contrast to 
the expressive penwork of feathers and free‑flowing curving lines. He rarely 
uses reference material, preferring to rely on memory. There is a freshness 
and energy to his work.

RESPONDING TASkS
1 How have the art elements of colour, line and texture been used and 

organised in Allen’s paintings shown here?

2 How does his painting differ from a photograph or detailed realistic 
painting? Does this make Allen’s work more expressive and exciting?

3 Where do you normally see pelicans? Do you associate them with 
any activity?

4 Could the artist be attaching any environmental or social value meaning 
to the pelican as shown in his painting on the following page?

Richard Allen
Figaro’s Feather 2011
synthetic polymer and Indian ink on 
canvas  
100 × 240 cm
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Richard Allen
Red Pelican 2008

synthetic polymer and Indian ink on 
canvas  

180 × 120 cm

MAKING TASK 1 — painting
Create an expressive painting, practising your acrylic painting skills, 
on the theme of birds — the pattern and texture of their feathers and 
the movement of flight. Experiment with impasto medium to create 
more definite brushstrokes and textural thick paint. Try adding binding 
or flow medium to achieve transparent layers of colour. Consider layers 
underneath to do with early flying machines. You may like to work on 
a thick textured paper (even using a coloured paper) or a canvas. You 
could consider birds as expressions of cultural identity.

As reference, conduct an internet search for the work of artist 
Tina Hansen-Jones. Look also at Leonardo da Vinci’s drawings of 
flying machines.
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Craig Waddell
Angus 2012
oil on linen
76 × 108 cm
Image courtesy of  
Gallery9 Sydney
www.craigwaddell.com

Craig WADDELL (b. 1973, Australian)

FORM

Painting

VOCABUL ARy

macho displaying strongly male qualities

CRAIG wADDELL

Visit the artist’s website.

ALTERNATIVE TASkS
•	 Use watercolour washes and fine detailed ink work on top. See 

the work of traditional Chinese art and that of Australian artist John 
Wolseley for inspiration.

•	 Use scratchboard to create linear detail of white on black.
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MAKING TASK 2  
— time‑based drawings
Create a stop motion animation of birds in flight by doing a series of 
ink drawings.

Practise varying the amount of ink and water on a brush and the 
pressure to create dark and light gradations using black ink.

Peter Cooley
Corellas 2 2011

earthenware
29 × 31 × 17 cm

Courtesy of the artist and Martin 
Browne Contemporary

This close‑up of a rooster, Angus, is vibrant and expressive, attesting to 
Waddell’s love of the quality of paint. The paint has been thickly applied, with 
such a sense of energy and spontaneity that the viewer can almost imagine him 
slapping the paint on. We can see the influence of growing up in rural Galston, 
NSW in his choice of subject matter. Waddell attributes human characteristics 
and personality traits to his rural subjects, such as the rooster on the previous 
page and even his tractors. He associates each with its own character, be it 
cheeky, assertive or ‘macho’. His works are semi‑abstract with an emphasis on 
texture and colour.

peter COOLEY (b. 1956, Australian)

FORM

Ceramic sculpture

VOCABUL ARy

kitsch showy, common, almost bad taste

PETER COOLEy

View other works by the artist.
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Peter Cooley creates life size and larger, garishly coloured ceramic sculptures 
of birds, in particular Australian parrots, galahs and swans. They are individual 
in approach due to the distortion and emphasis on a rough texture. They act 
more as kitsch representations of typically Australian species than realistic 
ones. There is an element of fun and humour, the birds sometimes cheekily 
looking at the viewer. At times they are wholly three‑dimensional, while at 
other times he cuts them out as flat silhouettes, then bends them around 
or joins more than one to a tree trunk. The unrefined surface and bold 
application of glaze add to the abstract qualities of the pieces.

RESPONDING TASkS
1 Write your own response to Corellas 2, considering mood and surface 

distortion.

2 Look at the Peter Cooley weblink in your eBookPLUS and find another 
Peter Cooley ceramic sculpture of birds. Make a drawing of it and 
compare it with a realistic photograph in Google Images of the same 
type of bird.

MAKING TASK 3  
— ceramic sculpture
Create your own interpretation of a bird as a ceramic sculpture 
working in the slab method, bending and joining shapes to create a 
three-dimensional quality.

Use the Making task 3 document in your eBookPLUS to write a 
self-reflection on your process and work upon completion.

Sam LEACh (b. 1973, Australian)

FORM

Painting

VOCABUL ARy

austere stern, severe or grim

SAM LEACH

Visit the artist’s website.

Sam Leach paints in meticulously fine detail, creating realism with a high 
degree of skill in oil paint. Animals and birds are realistically rendered yet there 
is a sinister feeling as they are linked with something mechanical, austere and 
man‑made. Generally, his animals and birds are starkly lit against a jet‑black 
background. His paintings question the link between the natural world and 
technology. Scientific experiments come to mind, particularly when we look 
at the ape and monkey works since these animals have traditionally been 
used for medical and scientific experiments.

His works are usually on a small scale, thus the viewer has to peer closely 
at the work, intrigued by its craftsmanship. The resin coating Leach applies 
on completing the brushwork adds to its sense of perfection. In this aspect 
of realistic precision as well as his themes, he draws heavily on the tradition 
of Dutch seventeenth‑century still‑life paintings. This is fitting, as the 
Netherlands was the centre for scientific revolution and commercialism.
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Leach is concerned with how corporations and governments tend to 
use the language of science to persuade and manipulate. He uses animals 
and birds to symbolise technological advancement and the toll it takes — 
consider how apes were used for space exploration. Leach’s art works explore 
the relationship between animals and technology; the effects of scientific 
developments on the human and non‑human bond.

ARTIST’S STATEMENT
‘I am interested in how wealth, politics and corporations have driven and 
shaped our culture … The accumulation of wealth and the fear of death 

are at the heart of our culture. Through my work I try to understand the link.
I paint animals, mostly, but not always, dead. Some are from my personal 

taxidermy collection, some are hunted by my cat and some are images from 
the public domain.

Sam Leach
Paradise Moderator 2009

oil and resin on wood 
35 × 25 cm

Image courtesy of the artist and 
Sullivan+Strumpf
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I try to make an accurate representation of the animal in a space, which 
clearly implies human intervention in the life of the animal. Sometimes the 
intervention ensures the animal’s survival, sometimes its death … Really I am 
suggesting that when we look at animals, like all nature, we are essentially 
looking at ourselves reflected back.’

CRITICAL REVIEw
Millie Carrie, Arts writer,  
2008 Exhibition catalogue sullivan+strumpf gallery

‘Sam Leach’s immaculate oil and resin images are both exquisitely beautiful 
and deeply unsettling. They provoke a meditation on the complex ways 

we are implicated in the natural world and the way we construct ourselves 
in relation to it.’

RESPONDING TASkS
1 From an artist’s statement we can learn the main intent of the artist. It 

may give us an insight into the meaning of their work. Based on Sam 
Leach’s statement, summarise what you think is the main meaning, 
ideological or political perspective of his work.

2 An art critic may also suggest an interpretation of an art work but they 
usually also give an opinion or judgement. What do you think is Millie 
Carrie’s opinion of Sam Leach as an artist?

3 Do you think Sam Leach’s art works can make a difference to the 
world? How?

4 How would an audience react to this work now and in the future?

5 Use the Sam Leach weblinks in your eBookPLUS to watch this artist’s 
video, I am the author of my own story, and his conversation with 
Tony Lloyd for more information on his art‑making practice and 
Archibald and Wynne successes. Complete the worksheet on your 
eBookPLUS after watching the video.

MAKING TASK 4 — drypoint
Create a series of detailed close-ups of a domestic animal’s face, 
such as different types of dog (or an animal of your choice such as a 
cat or horse), concentrating on the coats of different breeds of the 
animal. Experiment with composition such as a dog’s head poking 
up from the bottom of the page, perhaps suggesting he is begging. 
This could be in the form of a drypoint (see the Introduction, page 9 
for procedure). As reference, research Henry Moore’s drawings 
of sheep, John Olsen’s animal drawings and the graphics of Brett 
Whiteley (baboon).

MAKING TASK 5 — choice of media
Communicate an animal abuse issue. You could use symbols such 
as dog collars, cages, medical research. As reference, research Lisa 
Roet’s work on apes used for medical and scientific purposes.
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Marian DREW (b. 1960, Australian)

FORM

Photography

VOCABUL ARy

still life a picture representing inanimate (lifeless) 
objects, such as fruit or flowers

MARIAN DREw

Visit the artist’’s website.

Marian Drew’s photographs carry on the art tradition of the still life, par‑
ticularly as seen in the European seventeenth‑ and eighteenth‑century style, 
but Drew reinterprets this genre to make potent comments on ecology and 
animal abuse. No longer are the birds and animals a record of a hunt and the 
abundance of life — her works have a sinister tone. In earlier work, dead 
animals included in a painting were symbols of food, waiting for a cooking 
pot, but the animals found in Drew’s work are Australian wildlife, such as 
emus, bandicoots and crows. The animals and birds are not our normal food 
source so we ask ourselves ‘why have they been killed?’ There are links also 
to early botanists and scientists such as William Westall and John Lewin who 
were sent to record our wildlife. But the lifeless birds and animals in a Drew 
photograph do not serve the purpose of scientific classification either. Her 
subjects are the result of road kill, poisoned waters and people’s intervention 
in their habitat, hibernation and breeding pathways.

Marian Drew uses the medium of photography to challenge our sense of 
responsibility towards animal and bird life and the land necessary for their 

Marian Drew
Possum with five birds 2003

digital print on German etch paper 
with archival pigments

112 × 134 cm
Image courtesy the artist and 

dianne tanzer gallery + projects
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survival. Her Australian wildlife seem to have died a cruel, meaningless death. 
They appear to have been carelessly thrown onto a table or plate, their upturned 
feet and broken necks a testimony to their death, but surprisingly we still 
appreciate their beauty. We look lovingly at their brilliant coloured feathers and 
the smooth texture of fur due to the highly defined detail achieved with film.

Marian Drew’s photographs are a reminder to us that the belief that the 
abundance of nature is there for human consumption needs to be rethought 
if we are to have a sustainable world. In striving for economic growth and 
urban expansion, consideration needs to be given to issues of conservation.

Marian Drew has continued with this theme in her 2011 series on the 
conservation of water titled Buoyancy.

ARTIST’S PRACTICE
Drew uses long exposures and a torch to achieve her high contrast photo‑
graphs and to play with shadows. She uses a Pentax 6×7, a fairly large, 
medium‑format camera. She exposes each frame for 15 minutes.The printing 
process involves scanning at high resolution and printing onto cotton paper.

RESPONDING TASkS
1 Analyse Marian Drew’s photograph in terms of colour and use of 

light and dark.

2 How does Drew provoke us to consider our lack of concern for our 
fellow creatures through her photograph? How has she appealed to the 
viewer’s sympathy?

3 ‘Marian Drew’s photographs act as art works as well as political and 
environmental statements.’ Comment on this statement .

4 Can you see any links in her work between science and art?

5 Write a comparison between Dutch seventeenth‑century paintings 
and Marian Drew’s work. You may like to use a Venn diagram (see the 
Introduction, pages 27–8) to organise your thoughts. Look at the painting 
by Pieter Claesz below and conduct a web search for paintings by Jan 
Davidsz, de Heem or Harmen Steenwyck.

Pieter Claesz
Still life with fish 1647
oil on canvas
61.9 × 80.9 cm
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U NI T  3

SCULp TING N AT URE
Although sculpture still incorporates many of the elements and principles 
associated with two‑dimensional works, such as line in drawings and colour 
in painting, sculptural works have their own challenges and possibilities. A 
sculpture is seen not from only one viewpoint but should entice the viewer 
to move around the work, exploring the balance between solid matter and 
negative space. The media chosen will add to an artist’s comment on nature.

GETTING STARTED
Look around your home for a natural object such as a shell, capsicum, 
mushroom or piece of fruit. Create a realistic drawing of it using pencil and 
then cut open your object and draw the inside of it alongside your original 
drawing. Describe the similarities and differences between the two drawings. 
Look carefully at the outside surface of the object compared with the inside. 
Does the texture change? Are there any inside seeds or segments? Does the 
colour change? Is your object totally symmetrical or are there irregularities of 
shape as you move it around?

MAKING TASK 1 — 
ceramic sculpture
Develop a ceramic sculpture based on a natural object such as a shell, 
vegetable, fruit, seed pod or fish. This is an opportunity to experiment 
with the clay medium, learning how to manipulate clay to create a 
resolved art work. When working with sculpture, consideration should 
be given to the form and its related textural surface. (This could be a tile 
relief work or relief inside a bowl shape.)

Read the ceramic procedure sheet in the Introduction section on page 8.

PROCESS
STEP 1 Roll out a slab of clay with a rolling pin, being careful to roll from 

the centre outwards till it is about as thick as your middle finger.

STEP 2 Gently crush a handful of newspaper — this will be the support 
for your sculpture. Flop your clay over this support and join any edges.

STEP 3 Add pattern or texture to your surface.

STEP 4 Allow to dry thoroughly before firing in the kiln.

STEP 5 Apply oxides. Paint on, then sponge off excess so that paint 
remains in the incised lines or texture areas.

Note: Manganese gives a black stain, copper oxide gives a dark green 
tinge, cobalt oxide turns bright blue if a white glaze is added on top. 
Alternatively you can apply underglazes.

STEP 6 Paint on a glaze, remembering not to paint the base or surface 
that will touch the kiln shelf.
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Alternatively, create a carving from a bar of soap. Look at the work of 
Fiona Hall below for inspiration. Text could be carved into the soap, or 
meaning could be added by the way it is displayed.

DISPL Ay/EXHIBITION
Photograph your sculpture and add text or lines from a poem or a 
recipe using Photoshop or similar application. Consider a suitable 
background — you could place it within a still-life situation, photograph 
it added to a display in a fruit and vegetable shop, or place it in a box 
as a precious item. Alternatively create a group exhibition with 4 or 5 
other classmates, deciding on your intended message and how you can 
communicate it through your sculptures.

As a group, write an evaluation of your exhibition and document it in 
photographs.

Fiona hALL (b. 1953, Australian)

FORM

Sculpture

VOCABUL ARy

classification the act of arranging or organising 
things into classes or categories

FIONA HALL

View sculptures by the artist.

Fional Hall
Cash Crop 1998–99 
(detail)
carved soap, painted 
banknotes, vitrine
115 × 130 × 55 cm
vitrine dimensions
Courtesy of the artist and  
Roslyn Oxley9 Gallery, 
Sydney
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In Cash Crop, Hall has exquisitely carved fruit and vegetables from coloured 
soap, arranging them in size in a glass display case, with accompanying labels, 
similar to those used in museums. By using this form of display, we are made 
to consider the obsession we have with classification (begun during early 
colonialism by botanists such as Joseph Banks). But Hall has added humour 
in her classification labels, hinting at our consumer culture; for example, a 
peanut has been labelled ‘tax return’. Note the bank notes at the base of the 
cabinet. In colonial times, food was used as a form of barter or commerce. 
Through her choice of non‑traditional materials, in this case everyday soap, 
Hall is also challenging traditional conventions of sculpture being made 
out of a durable, precious material (generally marble or bronze) and being 
displayed on a pedestal or base.

The artist’s skill and craft is unmistakable in all her work (see also 
page 108). Note that the bank notes at the base have been hand painted and 
a delicate overlay of a leaf has been added. She employs no assistants in the 
time‑consuming and meticulous production of her work.

There is always an underlying meaning to Hall’s art and it is generally based 
on historical and botanical investigations. She is interested in the way nature 
has been used and tamed, as well as changed by human activities.

RESPONDING TASkS
1 Hall creates intricate and enticing objects. How do you relate as a viewer 

to the realism and precise detail she is able to achieve?

2 What traditional art conventions does she challenge?

3 How does her work relate to subjects such as history and commerce?

An example of the joining 
process of cane sculpture

MAKING TASK 2  
— sculpture assemblage
Create an assemblage, a linear work made with wire or cane, perhaps 
with tissue paper or transparent material such as net or wire gauze as 
infill areas. Look at the work of Bronwyn Oliver for inspiration for the 
structural linear frame.

PROCESS
STEP 1 Research images of natural objects such as seedpods, pine 

cones, butterfly cocoons, and sea creatures such as molluscs, 
seahorses or skeletons of fish. Collect any seedpods from your 
garden or local park. Take photographs over time to see deterioration 
or growth patterns.

STEP 2 Create investigative drawings — consider different viewpoints 
and details.

STEP 3 Decide on your concept — it could be growth, decay, structural 
elements and areas of space, transformation of form, enclosing, 
radiating. See the example of how to construct a form (in this case, a 
seahorse) in cane using masking tape to join the cane.

Use the Making task 2 document in your eBookPLUS to write a 
self-reflection of your process and work upon completion.
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Bronwyn OLIVER (1959–2006, Australian)

FORM

Sculpture

VOCABUL ARy

monumental on a grand scale, impressive
organic based on nature, on living things

BRONwyN OLIVER

View other works by the artist.

Many of Oliver’s sculptures are designed to be placed outside, allowing them 
to relate to the environment and letting a wide audience experience them 
by walking around them, as in her work, Magnolia (seed) for Royal Botanic 
Gardens, Sydney. Her work can also be appreciated in Brisbane’s Queen St 
Mall, Adelaide’s Hyatt Hotel, in Orange Regional Art Gallery and in major 
collections in Australia and overseas.

Apart from her outside and commissioned work, she has also designed 
sculptures to hang against the white walls of a gallery with strong lighting creating 
delicate patterns of shadows which change as the viewer walks past the work.

Bronwyn Oliver created delicate wire sculptures which remind us of 
shapes in nature such as seedpods and shells. Often she has an internal 
shape enclosed by another suggesting confinement and protection, possibly 
a reference to an embryo in a womb, a cocoon or a seed in a pod. It represents 
the essence of nature, the mystery of life cycles rather than a natural object. 
Other works suggest growth.

Oliver’s sculptures have structure and order, and show awareness of how to 
build logically using the sculptural medium in order to create beauty. Oliver 
was also very concerned with space and the effects of light on her work. 
She has referred to the web‑like shadow pattern created by her work as its 
ghost or twin. The construction of her sculptures is very labour intensive and 
attests to her dedication and sincerity in working with this medium.

Bronwyn Oliver
Moon 2005
copper
86 × 86 × 12 cm
Courtesy of the artist and Roslyn 
Oxley9 Gallery, Sydney
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Bronwyn Oliver
Vine 2005
Hilton Hotel, Sydney 
aluminium
1650 cm
Courtesy of the artist and  
Roslyn Oxley9 Gallery, Sydney

130 ARTWISE  Visual Arts  7–10  for the Australian Curriculum

Unc
orr

ec
ted

 pa
ge

 pr
oo

fs



ARTIST’S STATEMENT
‘I am interested in structure and in what materials will do.’
Oliver has stated that she is ‘trying to create life. Not in the sense of 

beings, or animals, or plants, or machines, but “life” in the sense of a kind of 
force, a presence, an energy.’

Moon is a meticulous work of intricate, finely constructed vein‑like linear 
forms. There is a tension between the inner and enclosing outer shape, but 
also a feeling of protection.

Vine, a monumental yet delicately structured sculpture commissioned for 
the hotel foyer stairwell hangs in the narrow space over several floors. Its title 
refers to its organic inspiration. Made in shiny aluminium, it complements 
the stark slick refurbishment of the hotel.

‘It’s intended to be like a vine or tendril, reaching up to the light … echoing 
the meandering path of guests as they move up through the four‑tiered lobby.’

RESPONDING TASkS
1 How does Vine relate to the space in which it is placed?

2 Imagine walking up the steps near Vine. How would the shape change?

3 What natural object does Hatchery remind you of?

4 How important is the way Hatchery has been exhibited (with strong 
lighting creating shadows that change), in terms of adding complexity 
and viewer participation?

5 Draw and write your own description, analysis and interpretation of one 
of Bronwyn Oliver’s works.

Bronwyn Oliver
Hatchery 1991
copper, lead and wood
50 × 70 × 60 cm
Courtesy of the artist and  
Roslyn Oxley9 Gallery, Sydney
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MAKING TASK 3 — sculpture 
using recyclable materials
Create a sculpture from recycled material such as old rubber, foam, 
plastic bags and sticky tape or bottle caps. It might be a creature such 
as a bluebottle made from a blue plastic bottle and shredded blue 
plastic bags for tentacles, or a tortoise from an old wetsuit cut up and 
glued together.

Use the Sebastian Di Mauro weblink in your eBookPLUS to research 
the sculptures made by this artist from neoprene and plastic mesh.

EXHIBITION
Working in pairs or groups arrange the sculptures within a natural 
setting — a park, section of school grounds or on rocks, by the sea or a 
lake. Photograph your sculptures from various viewing points or angles.

EXTENSION
Make an environmental comment with reference to humanity’s use of 
nature. Consider adding meaning by using old pages from books cut 
into leaf shapes or tree silhouettes to reference the use of trees for 
paper and technological change. Alternatively use an old book as a base 
for your sculpture.

MAKING TASK 4 — printmaking/digital
Explore the concept of humanity’s intervention or 
control of nature.

Design a series of prints with either nature or 
humanity gradually ‘winning’ the battle. Try layering 
using different printmaking techniques such as lino 
or silkscreen (particularly photographic silkscreen) 

over monoprints or digital prints. Collect images 
of factories, warehouses or classical ruins, and 
overlay with natural objects such as vines, trees. 
Words could be added, particularly if doing a solar 
etching. See the Introduction section (pages 9–14 
for the following printmaking techniques: 
monoprint, silkscreen and solar etching.

REFLECTION
Reflect on what you have learnt about the forms, patterns and 
structures of nature and how you can communicate meaning 
in your art. Consider the new artists you have been introduced 
to and the media and processes they incorporate in their art 
practice. Set yourself learning goals for future art engagement 
in making and responding to art works.
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