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Abstract 

Andrew (John) Lendis 

School of Art, University of Tasmania 

Title: Saint Sebastian and the Wilderness — Painting a personal relationship 

with the Tasmanian landscape. 

Saint Sebastian and the Wounded Forest is a project that sets out to show that 

painting has the ability to evoke a truly emotional, poetic, connection with 

the Tasmanian wilderness because it has the capacity to create, and exist 

within, its own space and time. Through an investigation into the way that 

icons operate and into the way that the presentation of space and time in the 

construction of a painting can affect whether a painting is experienced on an 

intellectual or an emotional level, I have come to an understanding of how 

certain painters such as Albrecht Altdorfer and more recently Stanley Spencer 

and Peter Booth, control the viewers' response to their work. 

This project is an investigation into, and an attempt to prove through practice, 

the proposition that painting is different from other art practices such as 

photography in that it can exist outside of time, and thus can be free of time. 

It is able to manipulate and conjecture its own laws of temporality. This 

project also investigates the proposition that a painting can exist as a place 

(that is to say: a space to be in) on its own terms precisely because it 

possesses the ability to define and control its own space in the world and can 

construct and collapse space in the same way that it can collapse time. This 

project proposes that the effect produced by this ability has the capacity to 

produce a sense of transcendence in the beholder, an impression that could 

be described as time standing still or as an unexplainable response that elicits 

deep emotion (a half- remembered memory of a place or time, or both, 

known from long ago). 
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The outcome of the research project is a series of paintings that aims to 

disrupt the viewer's ability to undertake an intellectual reading of the 

manifest subject in the work and, rather, force the viewer to experience the 

works on a purely emotional level. It is intended that this emotional 

engagement might form a bridge between the viewer's own experience and 

what they seek within the image, which is something invisible and hidden 

behind the painting's skin and is also a re-enactment of my own process of 

painting. 
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INTRODUCTION 

My paintings have always been about forests. In every image they appear in 

the background or foreground, as setting or subject. There are times when 

trees have become like people and others when people have transformed into 

trees. I have painted forests that range from classically beautiful Claudean 

scenes (operating in a picture as symmetrical, backlit emblems  of  pristine 

idealism) to broken and burning stumps, 

deformed and warping into crosses that echo a 

kind of religious torture or sacrifice. These 

concerns formed a natural basis for this 

project. I set out to examine the relationship I 

was making between traditions inherent in 

European landscape and religious paintings (as 

I had learnt and known them from my 

childhood and art school training in England) 
1 Drawing from my Journal, Cloud Forest, 2002 

and my experience of the Tasmanian landscape and the politics surrounding 

both it and its visual depiction since I arrived here in the 1980s. My arrival at 

this place in the world at this time seemed serendipitous. Unlike the charred, 

traumatised and ravaged post war European landscape that I had left behind, 

in this place I could stand in silence and look back through time: 

Beneath the canopy of west coast rainforest, stretching before me 
along each side of the wild Gordon River, I was captured within a 
labyrinthine maze of complex pattern. It destroyed and remade 
itself at regular intervals — entirely unconcerned with 
appearances. A pattern of endless destroyings and remakings, 
bound together with points of stillness, infinitesimally small 
moments of silence, like when a plant ceases to grow and instead 
starts the inevitable process of decay, or when an animal pauses 
between inaction and flight, extended in all directions. There was 
no horizon. No limit. No point of orientation. The complexity of 
the forest understorey forced me back to early illuminated carpet 
pages and early Christian struggles to impose order on a pagan 
world of chaos in an attempt to overcome the cruel relentlessness 
of nature.' 

i Journal entry, 2003 
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It was just amazing to me to come across these almost primeval forests in 

South-west Tasmania, journeying to what felt like the source of the world in a 

small boat up a river that ran between them. These seemed like forests from 

the ancient stories and narratives that could be described as a kind of Anglo-

Saxon 'dreaming' from biblical times, a cultural memory from the other side 

of the world, which had successfully been passed down to me, which I had 

carried intact to this place and to which I felt I belonged. 

The title of this project, Saint 

Sebastian and the Wounded 

Forest, seemed to sum up so 

clearly what my research was 

about. It took me by great surprise 

then, when the first series of 

images that arose in my 

investigation related to rivers, not 

forests. And to one river in 

particular — the Gordon River in 

the middle of Tasmania's South-

west wilderness. And to one trip 

2 Photograph of the Cordon River, John Lendis, 2002 

in particular: a seven-day journey down this river on a chartered yacht with 

another painter and his admiring friend. Anchored in the Gordon River, we 

set out on daily forays in our rubber ducky, paddling into the deep gulches of 

the country where the Franklin and Gordon rivers join, further and further up 

stream away from the Harbour and towards the sources of these rivers. I took 

many photos of the River. I did not draw at all. The photographs were 

beautiful and had an amazing presence. It was a presence that seemed to be 

equivalent to the expression on the alabaster skinned face and torso of Saint 

Sebastian as he was portrayed in European paintings from the Renaissance: 

indifference. The surface of this River was a skin or a membrane between two 

worlds. It was all middle-distance. There was no separation between subject 

and setting — I was on one side and the subject of my gaze was hidden 
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beneath the skin of the River's surface. The River held the promise of what I 

had been searching for in the forests on either side. Somehow its surface was 

the same as the forest understorey, possessing an impenetrability, 

unfathomableness, a kind of face or mask that seemed to allude to something 

much more real, perhaps the face of Nature itself, that lay behind.  I  became 

utterly enchanted with this experience of the forest that transformed 

effortlessly to a river, to a forest, 

river, and then back to a forest 

again, and my life suddenly 

became full of references to this 

new state of being: 

The rain was thick as glass. 
For many days I had eaten, 
drunk, slept, walked, cased 
in glass. I felt like the relic 	3 Photograph of the Gordon River  2,  John Lenclis, 2002 

of a saint. I felt like an Eastern curiosity. I stared out ot the 
running walls of my prison, unable to move, unable to escape. In 
the forest, every solid thing was changing into its watery 
equivalent. Whatever I grasped for purchase — root, branch, rock 
— slipped its hold. My fingers closed on nothing. The leaf-deep 
forest floor was a moving raft of brown water. The trees were 
water columns. In the liquid forest, I was the only solid thing and 
already my outline was beginning to blend with other outlines 
that were not me. 2  

Here, on the simple flat surface of the Gordon River, that looked so much like 

varnished paint, I was travelling into the heart of nature, straight through the 

middle of the cacophonous, disorienting forests that had previously distracted 

me, but which now seemed to have reached their pure state in the watery 

membrane of the River. I was carried on by a force I could not control. 

In Chapter One, I briefly describe the beginnings of my investigations into 

this project and how one journey up one river seemed to encapsulate my 

career as a painter, my life until that moment and exactly what it was that I 

was seeking to find or prove in this project and in all my art. I outline some of 

2 Jeanette Winterson, The Power Book, Vintage, London, 2001 p.237 
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this background because it becomes relevant to the content of the works. In 

Chapter One I also describe the scope of this project and the main research 

questions that I set out to answer. 

In Chapter Two, I consider the project in terms of how it sits within the genre 

of landscape painting and discuss my strong emotional response to the works 

of Albrecht Altdorfer and how this is evidenced in my practice. I also discuss 

why the practice of iconography is central to this project. I discuss the work 

of Peter Booth in relation to the human/nature aspects of its content and 

consider Booth's past experiences in light of my own experience as an 

English migrant to Australia and how this now seems important to 

acknowledge in my work. 

In Chapter Three, I outline the research process I undertook for this project 

and discuss some of the successful findings and failures I experienced along 

the way, along with some newly developed skills and techniques acquired as 

a result of this research. I describe the three main groups of works that arose 

throughout the main part of this project — the River paintings, the 

experimental paintings and the Lady Jane paintings — and then describe the 

final eight paintings that comprise my examination submission. 
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Chapter One: The Project 

Background 

For centuries there has existed, at least in the Western world as it is depicted 

in Western art, an uneasy relationship between humans and nature. Many 

Christian narratives attempt to justify this separation of the subject (the human 

story or history of the world) from its background setting, the rnise en scene, 

that is the natural landscape as if, to 

mis-quote Shakespeare, all the 

world's a stage and we but players 

upon it. 

I was brought up in Nottingham, a 

brutal industrial city in the bleak 

midlands of England. My childhood 

understanding of the concept of 

wilderness had strong roots in the 

Christian narratives and images that 

I knew as a child. The wild, desert 

backgrounds in cheap religious prints became a world free of the ugliness of 

man, personified for me in the terrifying gangs of skinheads that lounged 

around the doors of our succession of bleak corner shops. But these prints 

also provided me with a memory of my younger childhood — a time before 

the mass destruction and urbanisation of Nottingham's forests and villaged 

countryside; a time when my father managed a wonderful small town 

cinema, when I proudly sang as choir boy in the local Cathedral and when 

we all lived in a beautiful house, backing onto the woods, down a rambling 

village lane. The wilderness in these images was unchanging in my mind and 

therefore possessed an eternal, timeless quality. It was a space that always 

existed beyond the real world, a place that was as much in my imagination as 

in the real world, a place in contrast to the ever-changing, decaying, chaotic, 

urban environment of my childhood. 
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5 Detail of the background wilderness 
in Da Vinci's Bacchus (1516) 

Later, I studied at the Nottingham College of Art and Design and gained a 

Diploma of Art in Textile Design. My escape from the world was to lose 

myself in the detail of pattern. Being Nottingham, we studied lace making 

and the detailed knotting of the material became a way of remaking the 

nature of my world. Everything in textile design was about the surface of the 

fabric. One of the underpinning philosophies of our course was the 

reworking of traditional patterns and symbols into new narratives and 

contemporary settings that relocated and reaffirmed the fundamentals of a 

culture, while givng space to add our own voice. 

Lace making, in particular, was about learning 

traditional narratives as they were expressed in 

design and making them individual by reworking 

them to express our own concerns and experience 

of the world. (I now marvel at how much like 

traditional Australian aboriginal painting this 

practice was.) During this course,  I  became 

passionately interested in how successive 

generations of European painters reworked stories 

of the Christian saints to depict them in 

landscapes contemporary to their own society. Always, these paintings retain 

a consistency in the way that they 

symbolise the formidable, unwavering, 

Christian idea of Wilderness. I became 

interested in the Pre-Raphaelites and 

Stanley Spencer, English painters who 

remade Christian narratives into personal 

stories of their own experience of post-

industrialised England and I wanted to 

do this too. At the time (the late 1960s), 
6 Stanley Spencer, The Crucifiction (1958) 

figurative painting was not even offered 

at Nottingham College of Art and Design (so old fashioned did it seem), so  I 

bought a very old, very thick, Royal Academy guide to painting and taught 

myself to paint by working through the book cover to cover. 
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7 Journal Drawing, 2003 

When I finished my Diploma, I left Nottingham and the bleak, old, skies of 

England and spent three years travelling through the deserts of Afghanistan, 

the Middle East and Asia, before arriving in Perth and driving across the 

deserts of Australia. It was a trip that filled me with awe at the way other 

cultures live immersed within their landscapes, not in opposition to them, or 

against them, as we do in the West. After living in huge cities such as 

Nottingham and then Sydney, my move to Tasmania at the start of the 1980s 

had a dramatic impact on my whole perception of the Western world. 

Whereas my own experience of wilderness was that it was a place of the 

desert, in Tasmania I was returned to the 

knowledge that it was also a place of the 

forest. 

Description 

The Tasmanian forests are so different to 

the forests of mainland Australia and the 

shock of that realisation stunned me 

when I arrived and has never 

diminished. Whether it is the latitude, 

rainfall or topographical patterns, the 

sense of 'coming home' when I arrived 

in Tasmania was tremendous and totally related to the landscape of this small 

island-state. The overwhelming European-ness of Tasmania's forests provided 

me with a bridge (or at least the symbol of a bridge) back to the European 

ancestry to which I felt I belonged. It was my recognition of a landscape that I 

had left at the age of twenty and to which I had never returned. Strangely, it 

was this very landscape whose erasure I had witnessed during the post war 

industrialisation of Nottingham. In Tasmania, I found what I had only carried 

as a memory: a lost landscape, threatened but not demolished by violations 

of man. Somewhere, I realised, it had been my search and desire for the 

redemption of this land that had driven my departure from England in the first 

14 



«J. 
ty, 	Ns. 

%Jr 

place, but I never expected it to be so familiar to the memory of what I had 

lost decades earlier.' 

Contemporary wilderness (like Renaissance wilderness) is regarded as a 

backdrop to the concerns of culture, historical process and the story of 

human life. As belief in a god or a supreme being has waned in the West, 

something appears to have risen in its place - something belonging not to our 

world, but to another world. As I live and work in close proximity to the 

Tasmanian forests, here on this side of planet earth, this other world appears 

to be the same world that my European ancestors both understood and 

depicted as home. 

8 Pietro Loren zetti, Madonna and Child, circa 1312-1320 

Saint Sebastian and the Wounded Forest is a project that sets out to show that 

painting has the ability to evoke a truly emotional connection with the 

Tasmanian wilderness because it has the capacity to create and exist within 

its own space and time. This capacity, I propose, is similar to what is 

operating in traditional Christian icon paintings and in the landscape 

paintings by Albrecht Altdorfer. Many of the paintings of Stanley Spencer and 

Peter Booth also operate like this. 

3  My original plan on leaving England was to travel to South America and make a life in the lush 
verdant rainforests, I was so surprised to find myself at home in Tasmania that I never went further. 
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Parameters and scope 

This project investigates the act of painting my relationship to, and 

experience of, wilderness. It is not an investigation into nature painting. 

To clarify my use of the terms nature, landscape and wilderness in this 

project, I offer the following definitions 4  that describe my belief in and use of 

the terms: 

Nature: 	The raw, violent and creative force that animates the physical 
world and to which humanity means nothing. Nature is 
relentless in both temporal and spatial terms. Nature is the 
inevitable destiny of everything. 

Landscape: 	The political and historical construction of the world. 
Landscape relates to human attempts to have power over 
nature and describes man's attempt to control and dominate 
the natural world. Images of landscape often show the 
presence of nature, but only in the background or as a tamed 
and captured contrast to the main human story. Landscape 
symbolises man's fight response in the face of an 
uncontrollable, unstoppable force. 

Wilderness: 	The imaginative and spiritual construction of the world. 
Wilderness relates to human attempts to construct spaces in 
the world that offer freedom from nature through a unification 
with, or humanisation of, nature. Images of wilderness often 
seem to portray nature as existing outside of time and human 
space — a place to escape to, another world. Wilderness 
represents man's flight response in the face of a relentless, 
destructive force such as nature. 

In particular, in this project, I make the distinction between nature as the raw 

force that animates the physical world and wilderness, which I regard as an 

artificial construction of our social imagination. Camille Paglia writes in 

Sexual Personae, that 'the limitation of mind by matter, is an outrage to 

imagination.' 5  Landscape painting is the genre of art history where both 

nature and wilderness move from being the background or setting in images 

to being the subject itself and so is the context in which the research occurs. 

4 These definitions arose during lengthy discussions between Celia Lendis and myself, and have been 
collaboratively constructed. 
5  Camille Paglia, Sexual Personae, Penguin Books, London, 1990, page 3. 
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9 Antonio and Piero del Pallaiuolo, The 
Martyrdom of St Sebastian 1473-5 

I  am a landscape painter and consider these works to be depictions of human 

relationships with wilderness, within the genre of landscape painting. This 

project deals only with Western depictions of human/wilderness relationships 

and the research falls within the cultural paradigms of my own history and 

experiences. In addition, this research refers specifically to relationships with 

the Tasmanian wilderness, which  I  propose to be completely different from 

Australian wilderness. 

This project does not attempt to construct a comprehensive history of how 

human relationships with wilderness have been 

depicted in Western art from the Renaissance to 

the present day. Rather, it examines a particular 

iconographic narrative, The Martyrdom of Saint 

Sebastian, which has had a significant impact on 

the formation of my personal perception of 

wilderness and which came to affect both the 

construction of my own relationship with the 

natural world and the depiction of my self and my 

experience through paintings made in the place of 

Tasmania at the time that is now. In this,  I  think 

myself to be following in the tradition of the 

European iconographic painters who transported 

ancient religious narratives across time and space to re-tell and re-make them 

in their own place, in their own time, in their own image and voice. 6  

Investigation aims and research questions 

Saint Sebastian and the Wounded Forest became the initial title of this 

research project primarily because it referred to the obvious content of my 

6  While the homosexual 'cult' of Saint Sebastian that first arose in the 1970s is of little interest or 
relevance to this project, the strange and prominent feminisation of the figure that persists through 
many of the depictions of Sebastian (and probably gave rise to this contemporary cult status) has been 
considered in my research. 
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investigations: I wanted to research the connections between the traditional 

iconographic depictions of The Martyrdom of Saint Sebastian and 

contemporary depictions of Tasmania's wilderness that result from a human 

relationship with wilderness. This relationship seems inseparable from a 

notion of wound or trauma (from early on in the project, I found myself 

painting images that seemed to be, primarily, a response to trauma or the 

remaking of a trauma). However, as the project continued, the title came to 

be symbolic of the type of quest found in the films Aguirre, Wrath of God and 

The African 

Queen or Joseph 

Conrad's novel, 

Heart of Darkness 

and I found it to 

be an apt 

description for 

the actual process 

and methodology 

of my research. 

10. Gordon River Surface, oil on canvas, John Lendis, 2002 

The early River paintings were representations of the Gordon River's surface 

and they seemed to be standing as a substitute for something that I was really 

searching for beneath, or behind, the painting's skin. Was I looking for the 

face of God or a way to express an unimaginable entity? In contemporary 

Tasmania, do photographic wilderness calendars perform the same role that 

Renaissance icons did in the Churches of the Enlightenment? Or are they 

masking a more complex and difficult reality in order to keep fear at bay? 

Were my paintings building a bridge to another world or were they in fact 

masking that very thing that  I  was seeking? 

My research plan was to try and translate, to remake, the religious narrative 

of The Martyrdom of Saint Sebastian, as it is represented by Renaissance 

iconographers, but using the Tasmanian wilderness as a valid metaphor for 

Saint Sebastian. I wanted to try, like the lace makers of Nottingham and Peter 

Booth and Stanley Spencer, to build a bridge between my contemporary life 
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and  home  in  Tasma n ia  and my  pe rsona l cu ltu ra l narrat ive  as  

Myth a nd Western  Eu ropean  fro m  a  fus ion  of Anc ient  Ang lo  Saxon  

the  ma ny  threads  of what  I  fe lt  was  important  in  creat ing  who  I  am  a nd where  

Chr ist ia n  History.  What  were  my  sym bo ls  a nd mot i fs ? How  cou ld  I  represent  

la nguage  I  needed to  use ?  

I  came  from ?  How  cou ld this  occu r  in  a  s ing le  image ?  Why  was  pa int ing  the  



Chapter Two: Context 

Iconography and wilderness photography 

Since I began painting, 

the 	techniques 	of 

traditional 	religious 

icon painters have 

influenced much of my 

work. Sometimes the 

influence has been on 

12 Ducch io, Madonna and Child Enthroned in Majesty, 1308-1 1 the content or subject 

matter of a work, while at other times I have used the composition or 

techniques employed in the construction of icons, incorporating these 

elements into my own works even when the subject may be quite different. In 

the few years prior to commencing this project, I became particularly 

fascinated with both the emotional content of traditional icon paintings and 

the incredibly beautiful techniques of painting that seemed to cause iconic 

images to transcend the materiality of the paint from which they were made. 

13 Giotto, The Crucifixion, circa 1308 
the knowledge and meaning of that narrative 

themselves. 

Icons operate as a bridge 

between the world in which 

the viewer, or beholder, 

stands, and an invisible 

world that exists in two 

places simultaneously — the 

subject (existing beyond or 

behind the surface of the 

image) for which the icon 

stands as a metaphor, and 

as it exists within the viewer 
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Iconic images portray emblematised depictions of human beings and this is 

critical to their ability to communicate a message to viewers. The figure in the 

image is recognisable as a sign to the viewer that they are able to enact 

devotion, faith or belief and experience transformation, just as the human 

figure depicted in the image does. The iconic figure becomes the sign of an 

engagement with God and the viewer becomes witness, effectively, to their 

own act of communion and transformation, which in turn becomes true. 

The fact that evidence of a human touch exists in the surface of the paint — 

brush-marks, a stray beard hair, the fingerprints and delicate touch of the 

painter — enhances the knowledge that this bridge between viewer, icon and 

God beyond, is a human bridge, formed by human touch and its memory. 

This inclusion of human figuration and a human touch in painted 

iconography is an important influence in my work, largely because, without 

it, works such as the early Gordon River paintings (discussed in Chapter 

Three) are read almost as abstraction even while they are as indexical of the 

real world as if they were photographs. 

Iconic images do not construct, describe or record an illusionistic space 

within the image (while the viewer stands outside), but weave an illusionistic 

space between a point that is invisible behind the image and a point within 

the viewer (so that the viewer falls within the space constructed). In 

Iconography, pictorial elements such as subject and setting, text and symbols, 

find their place across the surface of the image, composed in a non-

hierarchical system that offers each element its equal space in the front of the 

image in a way that allows for a narrative reading between points of focus, a 

spatial reading that results in an experiential understanding, rather than an 

intellectual, linear reading which would produce a sense of objectivity and 

distance and prevent the 'bridge' capacity of the iconic image coming into 

play. 
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14. Giotto, The Magdalene's Voyage to Marseilles, Fresco, circa 1310 

An icon produces an instantaneous movement in its viewer — 
you're here and then there, but then there too, and there, and 
there. It is a movement through time and space that cannot be 
intellectualised or considered logically; a spatial slide between 
poles or points on a metaphysical map rather than a linear 
journey — more akin to travelling with the Doctor in his Tardis, 
than walking along a cleverly receding path through one of 
Claude Lorraine's sun-drenched valleys. Inducing transcendent 
states and the sense of regenerative reinvention, icons are the 
form of travel most closely associated with the gods.' 

In 1997 I spent three months at Cradle Mountain (officially one of the most 

famous of Tasmania's Tourism Icons) on a government-funded artist's 

residency'. In that time I worked almost entirely on the production of a series 

of landscapes that were an attempt to iconoclise this world famous emblem 

of Tasmania's Wilderness and Natural Heritage. As part of my trip 

preparations, I purchased my first computer, only to be baffled by an 

instruction manual that constantly referred to icons on my screen that I could 

neither comprehend nor relate to in any way. During this residency I began 

to question in earnest the relationship between our contemporary use of, and 

7  Celia Lendis, 'The Tardis Project,' An unpublished essay. 
8  I was the first Artist in Residence at Cradle Mountain under the Arts Tasmania Artist in Residence 
Program. 
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relationship with, icons and iconography and the beautiful, lyrical, religious 

imagery that I associated with the word. Both traditional Christian and 

contemporary digital icons operate as signifiers of something much deeper 

going on behind the surface. And photographs of Tasmania's wilderness also 

operate as signs for a greater narrative, writ upon a large cross section of a 

society that no longer believes in a god, but still possesses the instinct to seek 

out its equivalence. Wilderness photography reminds us that we are able to 

perceive our kinship to wilderness only because we stand outside what we 

see; our relationship to nature, through the taming mechanisms of landscape 

and wilderness, is both fragile and unrelentingly unbreakable. Paradoxically, 

it is the iconic, transcendental, image of wilderness that inspires this 

experience — not the raw, Dionysian violence of a really wild nature, with its 

true, invisible, God-like force lying malevolently behind the sublime image of 

a wilderness calendar photograph. 

Through this research I have come to the realisation that these photographs of 

wilderness — even while we might view them as iconic — are not operating in 

the way that traditional iconographic paintings operate — these photographs 

are not a bridge to a deeper experience with a greater narrative and hidden 

force, but are in fact a screen that prevents a sense of intimacy and true 

relationship with nature. 

While a photograph is often described as a captured moment, an 

iconographic painting possesses many different moments simultaneously. 

Each of these moments9  is collapsed into this single iconic image, where all 

things are experienced in chorus to produce an intensely complex and 

saturated surface. In icons, illusions of space and time are not constructed 

through linear or atmospheric perspective; there is no gentle stroll for the eye 

back through time and space. Rather, there is a kind of sudden leaping 

between signs across the front of the space, a constant forcing of the 

9 By this, I describe the time and place of the original biblical story depicted, the time and 
place of its initial and then many subsequent re-workings, the time and place that it now 
physically exists, where it is reproduced, where we are when we experience it in an initial 
reproduction and then subsequently each time we re-experience it differently. I argue that 
the icon contains traces of all these times and places within itself. 
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15 Giotto, The Flight into Egypt, circa 1310 

beholder's eye from itself to the painting surface, through the painting's 

surface, back to itself, through itself to an inner vision and back again: 

There is no physical travel of my eye from the surface of the 
painting back through a carefully constructed, geometrically 
correct, middle distance to a far off horizon. I can't intellectualise 
my sight - I can only feel the texture on the surface of the 
painting with my eyes. Somewhere inside of myself I accept that 
this image is telling me that I am not able to go beyond the iconic 
image of God to find the unfathomable face of God. It tells me 
that this is all I need to see and the rest I must feel and believe 
within myself. 1°  

Painted religious 

icons reflect an 

image back onto 

their beholders 

with the message 

that those who 

believe must 

demonstrate this 

belief 	through 

participation 	in 

the act of 

believing and in 

the narrative 

depicted. It is said that 

lingering gaze that is 

those of true and deep faith look upon icons with a 

capable of looking through and beyond external 

appearances to find hidden realities: 'Whereas optics imagined a ray that 

stopped at the surface of its object, pilgrims believed the ray touched the 

surface of the object and then continued to illuminate the biblical reality 

i°  Journal entry, Jan 2002 
"G. Frank, The Memory of the Eyes: Pilgrims to Living Saints in Christian Late Antiquity, University 
of California Press, Berkley and Los Angeles, 2000, p.174 
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Landscape painting and Albrecht Altdorfer 

This project is located within the tradition of landscape painting as  it  emerged 

as an independent genre of Western art in Europe during the  16 th  Century. 

The earliest of these independent landscapes removed the human  figure  and 

narrative of human action from the painting — isolating what  had previously 

been regarded as the mise-en-scene (the setting or background)  in history  and 

religious paintings. As early as 1510, painters like Jaochim Patenir of Antwerp 

had begun to expand the backgrounds of their paintings so that  they  became 

out of  all  proportion to the subject of the painting: 

16 Joachim Patenir, Rest on the Flight into Egypt, 1500 
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Setting was the mise-en-scene, enveloping the movement of the 
centre - it was a zone within a picture most independent of 
prescription and convention - it could unfold and diversify in any 
direction without necessarily foiling the purposes of the picture - 
the least resistant part of the picture.' 

1 7 Joachim Patenir, Chiron Crossing the River Styx, 1515-1524) 

Christopher Wood argues that Albrecht Altdorfer (1480-1538) was the first 

artist to fully isolate the visual elements and qualities traditionally associated 

with the settings of paintings and turn them into the subject of paintings in 

their own right. This was not only a separation of culture (figure) from nature 

(ground), but also, and of significant importance to the history of Western art, 

a separation of subject from setting. 

12  Christopher Wood, Albrecht Altdotfer and the Origins of Landscape, Reakton Books, London 
1993, p. 56  

26 



18.Albrecht A ltdorfer, St George and The Dragon, 1510 

Once the subject disappeared, then landscape could not be described as 

either 'over-determined' or 'under-determined:"' In fact, it made no sense to 

refer to landscape as setting at all. As Woods states, 'the primary boundary is 

now the frontier between the work and the world.' 14  The new landscape 

paintings were produced on portable panels and stretchers (a practice derived 

13  Christopher Wood, Albrecht Altdorfer and the Origins of Landscape, p.58 
14  Christopher Wood, Albrecht Altdorfer and the Origins of Lanscape, p.59 
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from the use of portable devotional panels in traditional religious painting') 

and, as small, detached scenes, Altdorfer's images were unprecedented 

depictions of completely finished landscapes with no explanatory story or 

narrative and no fixed physical context. Altdorfer had set landscape painting 

free from both its setting (church walls) and its function (to exist as 

background) and had done so using the techniques and traditions of religious 

icon paintings. 

Altdorfer's landscapes break away from the need to locate the human body in 

time and space within a painting. Altdorfer has removed the human figure 

and caused a hole to be left in the world that evokes a sense of 'lack' or 

something missing in the viewer. In a way, this is what icons do when they 

stand in for something that is absent. This lack becomes the basis for the 

structure of Altdorfer's works: 

This idea of 'pure' landscape, divorced from its responsibilities to 

directly engage other narratives, was free to generate ideas about 

nature and landscape and wilderness that, at the same time as 

being a vision of the world, also possessed no tangible or literal 

reality, the work previously seen as interpretation or imitation 

could now be seen as metaphor. 16  

By interfering with the location of background, foreground, space and depth, 

subject and setting within his paintings, Altdorfer obscured and confused 

some of the previously prized illusions of realistic depth in painting and, 

through this strategy, he returned his viewers' focus back onto the actual 

surface of the painting. As large areas of dense forest foliage advanced 

towards the surface of his images, they flattened out into a cacophony of 

pattern and confused, unrelenting growth. They form a kind of half-

abstraction that is reminiscent of the patterning in the borders of illuminated 

15  While separated from their previous religious and historical contexts, Altdorfer's landscapes 
maintained elements of both these genres, which is perhaps why, I propose, they can be regarded as 
iconographic in character, even though they 'speak of' nature, not God. Similarly, the landscape is 
treated in a way that evokes the grandeur and heroism of history paintings — an immortalisation of 
nature. 
16  Christopher Wood, Albrecht Altdorfer and the Origins of Landscape, p. 47 
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19 Gerhardt Richter, Seestick (See-See) — Seascape 
(Sea-Sea) 1970 

manuscripts. If the content or subject matter of a painting becomes 

embedded in the painting's surface, as is the case with icon paintings, then 

the surface of the painting becomes a kind of place in itself. This, at least, is 

what John Berger writes in The Shape of a Pocket: 17  

A place is more than an area. A place surrounds something. A 
place is the extension of a presence or the consequence of an 
action. A place is the opposite of empty space. A place is where 
an event has taken or is taking place. I8  

To continue with Berger's analysis, he believes that it is this 'place' that 

painters are, and have always been, trying to discover; and that if this 'place' 

is discovered within the process of painting then there is a strong chance that 

the 'face' of what the painter is trying to portray will show itself too. 19This 

'place,' located in the surface of a painting is a direct consequence of human 

touch. It is what is 

unreproducible about a 

painting; it is precisely what 

cannot be found in a 

photograph. 

Throughout this project, many 

people have commented on 

the resemblance between my 

earliest Gordon River paintings 

and some specific paintings by 

Gerhard Richter. There are 

elements of Richter's paintings 

that may appear to fit the 

context within which I work — in particular, the conflation of space into a 

'middle-distance' and the treatment of narrative in a filmic or episodic way. 

Richter paints the screen. While Richter's work is about the surface, it is a 

17  John Berger, 'Studio Talk', Chapter 3, The Shape of a Pocket,Vintage International, New York, 
2001, p.27 
18  John Berger, The shape of a Pocket, p.28 
19  John Berger, The shape of a Pocket, p.31 
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representation, a description (or an image) of a painted surface. In an 

interview with Rolf Schon, 2°  Richter discusses how he blurs his landscapes in 

order to indicate that painting is different to photography, where the pursuit 

of technical perfection such as depth of field and complete focus drives the 

images. The writer, 21  referring to this interview writes, 'the blurring makes it 

impossible to look through the painting to the object portrayed and to discern 

it precisely. ... Blurring results in a flickering effect, obscures things in a 

swimmy mist, disturbs the viewer's perception and partially prevents 

communication.' 22  

Painting as a place — Peter Booth 

In contrast to this, Peter Booth's work also possesses a very cinematic quality, 

perhaps most discernible when considering his work over many years. While 

Richter paints the screen, Booth paints what lies behind it: a world 

constructed by him that is personal, eternal, enduring and apocalyptic. 

Booth's paintings are a bridge to this world: 

20 Peter Booth, Untitled, 1999 

20 1972 Interview with Rolf Schon, in the essay 'Landscapes at One Remove'. by Oskar Batschmann, 
in Elgar, D (Editor), Gerhard Richter: Landscapes, Cantz Verlag, Germany, 1998, p.34 
21  Gerhard Richter Landscapes p.34 
22Gerhardt Richter landscapes, p.34 
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Booth's work is the result of a sustained, astute observation of the 
surrounding world. His observation is always mediated by, and 
articulated through, a labyrinthine imaginative realm conditioned 
by physical locations and psychological states and, most 
importantly, the unpredictable power and pull of memory. 23  

Booth has developed his own lexicon of iconography and motifs that appear 

in works across time - the broken wall, river, red furnaces, wheels, hulking 

figures - become familiar over the years and seem to enter and depart his 

thick, viscous landscapes as though they are players in a long running series 

or movie; 'moving through Booth's work is like encountering episodes in an 

ongoing story. /24 

I picture her in her studio shutting her eyes in order to see - 
because what she wants to see - or has to see - is always far 
away. She opens them to look only at her drawing!' 

Usually, when I wake up in the morning, particularly when I have been 

thinking about a particular painting and know that I am going to the studio 

that day, my mind is filled with startling and brilliantly illuminated images, 

which have arrived during the night. It is as though angels bring forth images 

from deep caves in my unconscious, which ends up being another way of 

describing wilderness. I immediately feel an empathy with the paintings of 

Peter Booth because in them I recognise a similar source of imagery - as 

though our unconsciouses knew each other or were neighbours at some 

stage. 

Considering Booth's whole body of work in a few words, I don't see his 

famous black paintings or doorways as incursions into the world of 

abstraction at all. For me, these paintings are strongly figurative - they are a 

journey behind closed eyes, a journey to the caves and mines of the 

wilderness repressed deep in the soul. After a long time, and slowly, as if 

progress has been painful, a faint and distant horizon begins to appear in 

23 Jason Smith, Peter Booth, Human/Nature, National Gallery of Victoria, Melbourne, Australia, 
2003, p. 9 
24 Jason Smith, Peter Booth, human/Nature, p.13 
25 John Berger discussing Veja Celmins in The Shape of a Pocket, p.46 
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Booth's works and the artist's eyes seem to begin to re-open onto the world. 

But these are not the same eyes that began this journey. The next works are 

characterised by a short period of dazzling, highly coloured canvases as if the 

eyes are being struck and almost burnt by the light of the world. 

21 Painting, Peter Booth, 1982 

In the next series, the eyes take up a different position and become fully 

opened, the viewer is placed directly before an often single figure who is 

shown standing at the very front of a landscape that is symbolic, apocalyptic, 

metaphoric — a landscape of the soul. Next, the eyes zoom into close up 

mode, like so many Venetian iconographers used to do, and the landscape 

becomes crowded and over-saturated with an array of characters pulled from 

the unconscious. These walking ghosts jostle and collide with more ordinary, 

known, figures from an everyday waking life. It is these characters and 

landscapes that, to me, have become Booth's symbols, motifs and tools that 

have allowed him to make the remarkable works that mark his maturity as a 

great painter. 
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These impossible people and landscapes are plausible, somehow, because 

they exist as paintings. They can be understood in terms of the great tradition 

of painters such as Hieroynimous Bosch, Francis Goya and William Blake. 

22 Painting, Peter Booth, 1997 

This great ancestry can provide Booth's paintings with a sense of being an 

excerpt from a longer and much greater narrative — a narrative of the essential 

human condition, a portrayal of the condition of the troubled soul. Booth's 

pictures are visionary landscapes that speak of the unbreakable ties that exist 

between us and the environment we live in — and the force that each of these 

things has on shaping the other. 

The hallmark of Booths' art is its capacity to provoke universal 
concerns, anxieties, fantasies and desires, and to assert the value 
of the symbolic language of the subconscious and its relation to 
our external reality. 26  

26 Jason Smith, Peter Booth, Human/ Nature. p.9 
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23 Painting, Peter Booth, 1996 

Each work exists in its own space and time, creates its own world, a place 

that is both familiar and alien at the same time. Infused with emotion and 

deep symbolic meaning; Booth's paintings evoke feelings of timelessness and 

transcendence. They are literary landscapes that evoke the physical world 

around us as a character in its own right, like Shakespeare's treatment of the 

wilderness in King Lear or Joseph Conrad's psycho-personification of it in 

Heart of Darkness. 
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Chapter Three: How the Project Was Pursued 

In Search of the Source — The Gordon River Paintings 
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24 Gordon River Surface 2,  John Lendis, Oil on Canvas, 2003 

The River, despite the swiftness of its unsettling currents, 
Has a seemingly still surface. 
A thick, black, skin of gloss enamel paint. 
Delicately pierced here and there by the limbs of broken trees. 
Beneath its impenetrable, mirrored, hallucinogenic surface 
I imagine a world of chaos, 
Where enormous logs driven by unseen forces 
Tumble end over end as they smash and gouge their way 
Along deep, submerged channels. 

In the utter blackness below, 
Tiny particles, driven by irresistible forces, 
Sand-blast and polish the sides into gleaming black mirrors. 

Perception gives way to absorption. 
The River is pressed up against my face. 
Small movements on its surface flatten out as they move closer, 
Forming a kind of half abstraction, 
A repetition and a pattern, 
That moves away from geometric and analytical form. 
My attention becomes scattered across the surface. 

Across the River, the rain falls in sheets. 
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25. Cordon River 3, John Lendis, Photograph, 2002 

Successive thin glazes of paint, 
They flatten out any indication of depth, 
Gloss paint and the River's pierced skin, 
A painting of Saint Sebastian: his torso poised 
mid-way between culture and the wilderness. 
Like the River, the Saint expresses total indifference, 
His face pressed up against God.' 

Initially, I did not much like these early Gordon River paintings. However, in 

the process of making, they brought up many issues to do with why people 

paint using photographs as a source (in this instance the photographs seemed 

to have such a fantastic presence in their own right). The paintings I was 

making were very 

large, life size in the 

sense that I was 

capturing how much 

river my body 

related to when I 

was sitting in the 

rubber 	ducky 

photographing 	its 

surface. They were 

very much about the surface of the water. Since the surface of the River 

seemed so very much like glossy black paint, it seemed natural that the 

surface of the painting would somehow be an equivalence of water. 

Technically, this was a much more complex matter than simply laying down 

thick glossy black paint. I was re-making the Gordon River in some way and 

the cycles of repetition, the freezing of moments one on top of the other, was 

integral to the work. I constructed the paintings as a multitude of very thin 

glazes of oil paint and medium. Each layer of glaze was mixed really thinly: 

one pot of medium to only five or six drops of colour so it showed up 

everything underneath, each tiny mark or brush stroke on the surface showed 

through. 

27 Journal Entry, 2002 
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This painting was satisfying because it was like working with water, all that 

thick Gordon River water, which is really only thick in my imagination. I kept 

working and working and working, moving in and out of depth to get this 

repetitive movement going. Moving in and out of those internal ranges within 

the painting, or at least within the process of making the painting. I had an 

intense desire to make some dribbles and dots and splashes and hurl things at 

it, but I had to be quite restrained and pull back. I tended to work into an 

area around the size of half the canvas at a time. By this I mean that I would 

repaint over and over this area to get depth into it. It would take around three 

or four glazes, sometimes even six glazes, to work down only one or two half 

tones. That became really frustrating. It was interesting, but I could see each 

painting would take years and years to finish and given how much room they 

took up while they dried, the whole thing was ridiculous. 

What became interesting in the laying down of the glazes was that the idea of 

actually stopping seemed so artificial. Intellectually, I came to an idea that 

the picture was finished, but emotionally I felt no need to stop. If I was 

actually painting the Gordon River like this, there is no end. It is a continual 

repetition — the same mark made with the movement of your entire body over 

the surface of this life-size canvas, over and over again, each time resulting in 

a tiny miniscule difference in tone in the glaze. The process could go on for 

an hour or a week or a millennium in nature. The River just goes on like this 

— a half tone difference between Giotto's denial of depth that forced a 

sequential narrative reading across the picture plane and Albrecht Altdorfer's 

conflation of subject and setting; another half tone between Antonio and 

Piero del Palliouluo's Martyrdom of Saint Sebastian and Lady Jane Franklin's 

1842 journey down the Gordon River, and yet another half tone between the 

invention of the camera as witness of man's 'true' actions in the world and 

my daughter's recent question about whether a particular front-page 

newspaper image was 'a fake photograph or real one'. 

I am beginning to get a very strong impression of time, or more 
accurately, a lack of time: timelessness in the work. Timelessness 
and an overwhelming sense of an interrupted narrative. The River 
images are giving me the feeling of being trapped. Somehow the 
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lack of information or detail in the paintings is preventing  me  (or 
the viewer) from moving backwards and forwards in and  out  of 
the work. I am trapped on the surface and scattered. I feel  like  I 
can't find myself.  I  can't centre. I feel like the image that  I  am 
looking at — without edges, without intellectual control -  it  makes 
me feel like the painting's surface is myself or is reflecting my own 
feeling of dissolution back to myself. It won't let me in; it feels like 
déjà vu, which makes me feel like I am going back in time. I have 
begun to look at stills taken from films.' 

26. Eternal Return, John Lendis, oil on canvas, 2003 

I began to add more colour to each of the glazes and then I started to 

experiment a little and bring in another medium, which was wax. Putting the 

wax on was quite interesting because it allowed me to work at  the  thing over 

a period of three to four days before it got a real tack on it and  I  started to 

actually pull the paint off. I did experiment a little bit with that pulling off of 

the paint, but it roughened up the surface too much and I had great battles in 

smoothing out this piece of cloth that I had actually collaged onto  the  surface 

29 Journal entry, 2003. 
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(my interference pattern to break the surface and stop it being likened to a 

photograph). I knew from the start that this was going to be a problem. I 

initially thought that I could describe this piece of collaged canvas as a kind 

of relic or a remnant, but mainly it was a formal thing that  was  about 

interrupting the surface and sort of 'yelling' that I wasn't trying  to  make a 

photograph. The drying time of this waxed collaged canvas was incredibly 

frustrating - the paintings wouldn't dry. It got to a stage where  I  couldn't 

touch it, I couldn't work on it; it wouldn't dry and all that stuff was 

happening. But I really liked the paintings and I liked the atmosphere and I 

liked the depth and I liked the fact that they were still like the way  I  had been 

working which was all on that surface plane where you create depth by 

placement and tone rather than linear perspective. 

27. St Sebastian, Lorenzo Costo, 
1490-1 

simultaneously violently cruel 

Through this laborious process of laying down 

watery, stained layers of glaze, one on top of 

the next, over and over, I questioned the 

emotion expressed through the expression on 

Saint Sebastian's face and the attitude of the 

figure. It is an expression that is repeated - a 

significant element of the image's 

iconographic repertoire, a common thread 

that runs through most Saint Sebastian images. 

The emotional expression is compelling. The 

images are extraordinarily beautiful and 

seductive while the subject matter is 

and graphic. Yet the figure of Saint Sebastian is 

seemingly indifferent to the pain he suffers or the terrible piercing by arrows 

that maim his naked and translucent skin. His face and body seem to feel 

nothing, the Saint exists in solitude and remoteness, in a place of the middle 

distance. Saint Sebastian is portrayed as a point of stasis that interrupts and 

freezes the transition of our eye from the foreground (where as viewers we 

stand in this world and enter the image) to the background (the other world, 

the wilderness, which is placed in opposition to our own righteousness in this 
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world). The middle distance became a kind of subject matter for me. The 

pierced implacable skin of the Saint became an equivalent of the pierced 

implacable surface of the Gordon River. Could the face of the Saint be 

thought of as the unfathomable face of nature? I began to look at the 

relationship between eyes and water. Like the face of Saint Sebastian, the 

River does not portray anything that exists below, but the piercing of its taut 

perfection proves that something does. 

These large River paintings were spinning towards the void — visually they 

were plummeting towards abstraction, emotionally I was almost unable to 

stop laying down more and more glazes. So, while they were all about 

surface and its impenetrability, I was actually making some of the 'deepest' 

paintings I had ever made in terms of paint layers. In some parts of some 

canvases there are more than 60 layers of glaze. Drying was hellish and the 

whole thing was feeling like I was on a raft up an African river with monkeys, 

stuck in a current and circling around and around and around. 29  I was also 

receiving quite a few comments about Richter's paintings of photography and 

how my works were very similar. There also seemed to be quite a few 

painters of water around at the time and I was concerned that the images I 

was making were just too cliché and had been done to death. The final straw 

for these River paintings came when the 2004 10 Days on the Island Festival 

used a very similar image as its corporate identity for the festival. For me, 

seeing a very similar 'image' on invites and program covers all over town 

finished all possibility of me continuing with these River paintings in the form 

in which I was making them. 

29  During the painting of these works, I often went to sleep and woke up with images of Aguirre, 
Wrath of God playing out in my head. 
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28. With Eyes Averted, John Lendis, oil on linen, 2003 

Another problem with these early River Paintings was that while they were 

being read as Abstract by a lot of people giving me feedback on them, they 

were actually the most realistic, figurative and literal paintings  I  had ever 

made. There was no conjecture and no imagination involved. I was painting 

the real world and my experience of it as an index of that experience (in 

some ways I felt that I was actually 'making' a photograph with my body). I 

wanted the works to be more like Booth and less like Richter. I didn't want to 

paint the screen, I wanted to paint a bridge to what I hoped and imagined lay 

beyond and behind it. 

Escaping the void — the experimental paintings 
I did not want to go into the void of Abstraction. My works have always been 

figurative and I felt very strongly that they were linked to the real world. In 

my mind I was painting traces or re-making experiences and I had to fix them 

or create them in an eternal form. Freezing time. My work was not about 
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Abstraction or the issues Richter deals with.  I  needed to try some other 

approaches to the research  I  was undertaking. 

Painting the first Gordon River paintings for this project,  I  felt as though  I 

understood the emotions of Altdorfer when he painted his pictures.  I  was 

completely and illogically involved in repetitious patterning - it was a 

physical response to the task as much as an emotional response and there 

seemed no reason to ever stop. This kind of patterning, 'without three 

dimensional scaffolding' as Christopher Woods explains actually makes the 

'details and textures  ...  scatter the beholder's attention across the surface.'" 

This kind of patterning moves away from the intellectual and becomes deeply 

experiential, emotional and personal. As the image of landscape arrives at the 

surface of my paintings,  I  feel overwhelmed by a sense of return to the 

density and simplicity of these painted religious icons of the medieval period 

- it's not that the subject has been lost in the way that Modernist 

Abstractionists remove subject matter, it's that the subject has been made to 

bleed into or fuse into the setting, so that the two are now the same image. 

Shack paintings 

These paintings were never 

made and never got past the 

drawing board.  I  thought of 

them as alter pieces. 

Howled down in critique 

sessions when they were 

only in mock-up form, I 

didn't have enough faith in 

my ability to explain them 

or defend them. It was my 

return from the area of 

29. Mock  up for Shack comprising 76 individual canvases, 	abstraction 	to 	one 	of 
overall size to be 3m high x 4m wide. 

"Christopher Wood, Albrecht A ltdorfer and the Origins of Landscape, p. 47 

42 



figuration, and I was planning it with complete gusto - the (unmade)  Shack 

Paintings expressed my desire to create huge paintings made up of numerous 

small canvases, where each small canvas was a memory of my relationship 

with the Tasmanian Wilderness. It was an attempt to recreate the sprawling, 

patterned, labyrinthined chaos of the forest understorey - to make a 

cacophony of images and memories and experiences, where nothing had 

priority and the work was just pure, overwhelming visual confrontation. 

People's responses were that it was like I was painting a mural or something 

(which is a recurring sore point for me given that I became notorious for 

some time for having painted 23 of the Sheffield murals during the 1980s and 

have never lived it down in some academic circles) and I didn't 

communicate my idea very well. In the end, I didn't think that the works 

would communicate my idea any better and given that they would take 

months to make I decided to take a different route. 

Breaking the surface 

30. Gordon River Painting, John Lendis, Oil, wax & rope on linen, 2003 

The next work was highly successful, but it made me begin to reassess my 

definition of 'success'. The painting did not provide any solution to what I 

was looking for in this project. I had managed to break the surface of the 
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earlier Gordon River paintings by cutting the canvas and incorporating a 

heavy rope into it. This solved many of my issues about why  I  was painting 

photographs and I felt that  I  had pierced the skin of the River in a very literal 

sense. It was a very painterly response to the photographic-like quality of my 

earlier works. Physically, the work was almost impossible to achieve within 

the constraints of time and a small studio and I spent a great deal of time 

researching the processes of impasto and encaustic painting— new technical 

skills that I have now mastered and am able to utilise where appropriate. 

31. Christ After The Flagellation, Bartolome Estoban Murillo, C1870. 
This imaee was my inspiration for The Gordon River Painting (Illus.30) 

Sunshine and yellow 

All of these works with and about the River were filling me with a blacker 

and blacker sensation. I felt like I needed to escape the River and get off the 

boat. I wanted to return to the forests and to where I thought that I had begun. 

This next work came about as a sheer attempt to restore the other side of my 

investigations — a search for that promise of hope for the restoration of the 

human spirit that is depicted as the 'shining light of God' within the religious 

icon paintings of the Renaissance and as the serene and timeless grace 

present within wilderness photography. My answer was to produce one large 

yellow painting. It was going to be the first of many. I loved the yellow 

painting so much. But, like the River paintings it headed quickly towards 
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abstraction — although I felt that I had successfully solved the problem of the 

photographic surface this time. 

At this point I began to consider 

whether I should be installing the 

paintings to make a larger, single 

work for my examination 

exhibition. Using both River and 

these yellow Sun paintings to 

form a dialectic image where the 

viewer is immersed between the 

two subjects — the dark River and 

the light of God. Somehow, this 
32. Untitled Yellow Painting (detail), John 
Lendis, oil on linen, 2005 

did not seem like a 'right' answer to me. Although installation is a common 

and, often, successful response, I had a problem with not being able to make 

my canvases communicate individually in their own right. I feel like my job is 

to make each painting work in its own right and I feel too closely aligned 

with techniques of iconography to want to leave the boundary of the canvas. 

I also did not want to position myself within a time-specific practice like 

installation (by this I mean that it is a very current practice and as such it is 

linked very closely with this particular era in time, whereas I feel that painting 

has existed since prehistoric time so it is much less dependent on time). There 

is an independence and autonomy in working imaginatively in paint on a 

canvas that gives me a freedom to skip between mediaeval, renaissance and 

contemporary influences and contexts as needed. 
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The Return to Figuration: Lady Jane Franklin 

33. The Consolations of Distance, John Lendis, oil on linen, 2005 

As I was deliberating which direction to take in this project I began to 

undertake a new body of work. I had been aware of Lady Jane Franklin and 

her position and activities in colonial Tasmania, but I had not known until 

then about her quite remarkable journey across the South West of Tasmania 

in a palanquin and then on down the Gordon and Franklin Rivers to 

Macquarie Harbour and Sarah Island. Just as the Gordon River transformed 

into the perfect metaphor for Saint Sebastian, so too did Lady Jane seem to be 

the perfect woman, and the Gordon River, rather than retreating into setting 

became fused into her figure - became part of who she was. I felt like I had 

successfully managed to find a way to re-tell this ancient Christian narrative 

in a time and place that was relevant to me and was the Tasmanian 

Wilderness. I felt like I had found my bridge. 
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I sat down in the studio one day to consider why I had returned to figuration. 

Amazingly, I noticed the lyrics of a song that I had heard hundreds of times 

before but never noticed and it was an old English ballad that I knew from my 

childhood but had totally forgotten about - Lord Franklin (recorded  by  Sinead 

O'Connor). Here was this hauntingly beautiful voice singing of  Lady  Jane's 

search for her husband, lost in the Arctic for years on end. It was  a  bridge to 

my childhood. 

34. The Surprise River, Tuesday 5 April 1842 (Diptych), John Lendis, oil on linen, 2003 
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35.  Genesis  ( tr iptych),  John  Lendis,  o i l on  linen,  2002-6  
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than when it was begun. The three panels reflect the form of an altar-piece 

and the image comes from a photograph I took travelling down the Gordon 

River. Genesis was painted from a memory of this photograph, not from 

direct observation of either the photograph or the Gordon River. It was very 

important to me that the beauty of the photograph did not overwhelm other 

considerations in the making of this painting. To this end, I included the 

upside down tree/cross symbol made of rags, which came from an entry in 

my journal about logs tumbling end over end below the surface of the 

Gordon River as they rolled on down to Macquarie Harbour - a journey 

taking many hundreds of years and long pre-dating European settlement. 

Genesis is all about the painted surface and the use of tone in painting as a 

substitute for mathematical perspectival systems. It is, deliberately, a picture 

of the middle distance. My intention was to prevent the eye from resting on 

any specific aspect of the work (including the tree/cross symbol); rather, to 

push it to keep moving restlessly - taking in the whole picture, but as a flow 

rather than as a static image. The River has become my symbol for a life force 

or power that runs through and behind images from both current and past 

experiences and 'charges' or scars that image with significance and meaning. 
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36 Rouge of Exile (Second State), John Lends, oil on canvas, 2006 

I think of the two figures in this painting as two sides of oneself. I wanted the 

disoriented figures to express a sense of isolation and the comfort of 

introspection when confronted by the unfathomable. The River here forms 

the ground upon which the tree/cross stands as a symbol of regeneration, 

along with the brushed strokes of falling water that renew and refill the River. 

The tiny specks of white are a bridge back to old paintings I made during a 

residency at Cradle Mountain in a series called Snow Falling Into Stars (the 

transformation of Tasmanian wilderness into a substitute for religious 

experience). The piece of cloth has re-surfaced in this painting as a means of 

disrupting the smooth surface of the River painting. It also highlights how the 

surface is used in iconographic paintings to express space and time in a 

sequential way — spatially across the picture plane rather than linearly back 

into depth, so to speak. Later in the process of making this painting, the cloth 

became submerged beneath the River's surface, like a relic or something like 

a relic: a discarded thing from another place. In the end, however, the cloth 

has again risen to the finished surface and become just a piece of cloth 

floating on an image of the River, lying on the surface of my painting. 
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37 Epiphany, John Lendis, oil on canvas, 2006 

Curiously, Epiphany is a painting about the moment of connection between 

myself, the Gordon River and Renaissance Icon painting. Curiously, because 

no matter how hard I tried, I just couldn't make this painting into an image 

that was about the River itself. This is also a moment when I began to realise 

that many of the old symbols in my paintings were important to me and that 

they were already expressing my relationship with the world, even if the 

language was very private. 

In this painting, the dark blue, round, form is a symbol for any lake or large 

body of water and it is important to me that it always be depicted in dark 

blue. The spots on the water represent snow (here, a symbol of remembering 

and forgetting in Tasmania), stars fallen as snow into the lake (a symbol of 

remaking experience as beauty) and the spots on the back of a native 

Tasmanian cat. On the left hand side of the lake is the symbol for fire — spots 

of red flashing across a mountainous landscape. Air is represented by the 
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Saint's halo, which doubles as the moon's halo; and, earth is represented by 

the mountains made of clasping hands (a symbol also for oceans). Epiphany, 

then, includes many symbols that I have developed over the last twenty years 

as a painter, and relates directly to my experience in the primeval west coast 

wilderness of Tasmania and how that experience led to my needing to find a 

new language to explain something that I could neither express in images or 

words. 
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38 Gordon River Angel, John Lenclis, oil on canvas, 2006 

Painted second in this series, Gordon River Angel grew from some of the 

hallucinogenic reflections experienced during our boat trip up the River. I 

wanted to force the eye to struggle with knowing what is real and what is 

merely reflection, automatically trying to make sense of which side up is 

right. 

This painting was a really iconic work in terms of this project. It expressed my 

idea of the relationship of Europeans to a Tasmanian landscape — the upside-

down-ness of experience for women such as Lady Jane Franklin in the 

nineteenth century and myself today. The confusion as to whether living your 

life here is actually a reflection of the world (while your old world continues 

on without you on the other side of the world) or whether that world (now 

only a memory) is the reflection that you see in the River's surface. Saint 

Sebastian, The River and Lady Jane Franklin all come together into a 

complex, surface scattered image that evokes the confusion of the forest, 

particularly the South-west wilderness forests of Tasmania. Many non-art 
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people have asked about the meaning of this work (which is very unusual) 

and then understood my answer very quickly and gone on to talk about their 

own thoughts and feelings. To me, that means this painting has begun to 

function as an icon in the true meaning of the word. 
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39 Shack, John Lendis, oil on canvas, 2006 

I liked the silhouette of the shack with its wooden chimneys. Tasmania is 

littered with the remains of these shacks — places where children were born 

and grew up in the forests and mountains. Places where the damp was ever 

present, where water dissolved all outlines of what was solid and permanent, 

where everything rotted, where it was impossible to resist the pervasive, 

insidious decay and ruination of history and culture by nature. Remains of 

places that continue to exist always and only in a past tense. This painting is 

about our attempts to take refuge from the relentlessness of nature and to find 

temporary shelter from the storm. In the bush, the shack is such a strong 

symbol of a human drive that exists in every environment and in every 

culture. 
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40 Cupid and Psyche above Sarah Island, John Lendis, oil on canvas, 2006 

This painting started as a simple image of Sarah Island, Tasmania's notorious 

colonial penal colony in the heart of its World Heritage Area, in the middle 

of Macquarie Harbour into which the Gordon River flows. It is said that 

children draw circles when they feel threatened or vulnerable as a way of 

making an inner fortress into which they can retreat. In this painting, Sarah 

Island is painted as a circle and incorporates a perimeter fence of corrugated 

iron (another symbol that continues to recur in my paintings). I still remember 

my first encounter with this ordinary building material in the early 1970s — so 

common across the suburbs of Australia but, to an English immigrant like me, 

it was strange, remarkable and very beautiful. I allowed myself to go back to 

an older hand/mountain/water symbol in this painting; but its return was so 

forceful it supplanted any ideas of representing a physical likeness of the 

Island. The landscape is symbolic — a combination of personal memory, 

individual idiosyncratic symbols and a deep knowledge of this particular 

place. 
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On top of this ground, I placed Cupid and Psyche, an unabashed copy of the 

striking Bouguereau (1825-1905) painting hanging in the stairwell of the 

Tasmanian Museum and Art Gallery. This beautiful nineteenth century 

French painting, both locked in a classical narrative and filled with a 

mythical desire to escape the real world, pictures emotion and rational states 

of mind in the same image. I like that it is within and above the protected 

circle of Sarah Island. 
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41. The Wrath of God, John Lendis, oil on canvas, 2006 

The Wrath of God juxtaposes three elements — the River, Forests and Saint 

Sebastian/Lady Jane. Depth, scale and orientation are all confused in this 

painting, which is made from memories of how the trees lay horizontal above 

our heads, left behind high up in the canopies of the rainforest. They had 

washed downstream during an old Gordon River flood and now we craned 

our necks, looking at the trees lying in the sky above our heads, as we 

journeyed in our dinghy to what felt like the heart and source of a strange 

and magical world. 

I painted the forest to make it impenetrable except where you look through 

the halo of the figure. Only inside this circle can you look back through the 

forest to see the painting's under-drawings as they lie on top of the surface of 

the River. The River runs behind and beneath the entire painting, even 

though it cannot always be seen. The River recedes tonally and upwards, 

moving to a horizon point located somewhere above the edge of the canvas. 
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This contrasts with the horizon point of the forest, which is somewhere deep 

and far back through the tunnel formed by the halo of the Saint. The 

Saint/Lady Jane figure belongs in the world between the surface of the 

painting and the viewer. It hardly even belongs to the picture on which it is 

painted; rather, it sits uncomfortably out in front of both the forest and the 

River. 

For me the figure represents the discomfort and awkwardness of a human 

relationship with an unfathomable natural world. The hard edges and un-

natural rigidity of the landscape elements in this painting reflect our ongoing 

attempts to control, tame and use nature while attempting to position 

ourselves as both part of the natural world and outside its realm. 
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42. Annunciation, Sarah Island, John Lendis, oil on canvas, 2006 

I have come to think of paintings as islands in the River; as possessing a 

special, magical, ability to stop time and interrupt space in a unique way. 

Because they do not belong in the real world, paintings are not recordings of 

a past event like photographs or reproductions of a story through time like 

films, or the recreation of a space like installations. Paintings can be a tear in 

the fabric of the world, a construction that causes a pause in the continuum 

of nature, a finger in the hole of the dyke wall — a small offering of peace in 

the face of the relentlessness of nature, even if only for a moment. 
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CONCLUSION 

The final series of eight paintings for this Masters project describes, and 

attempts to evoke, an emotional and poetic connection with the Tasmanian 

wilderness by concluding the research through all the earlier stages. These 

last eight paintings are re-creations of a fragile sense of transcendence I 

experienced on a particular week-long journey down a particular river in 

particular circumstances that seemed to symbolise my life. The series sprung 

from a momentary impression that I later came to describe as an experience 

of time standing still or, less clearly, of an unexplainable half-remembered 

memory of a place, or time, or both, known from long ago. 

The figures in these last works are really the imagined Van Diemen's Land 

Governor's wife, Lady Jane Franklin (mid 1800s), who also set out to cross 

the wilderness of space and time that was colonial Tasmania and who, also, 

lost and found herself as she travelled up the Gordon River. Jane Franklin 

moves between states of desire, embrace, fear and forgetting as she travels 

within and against this Antipodean landscape: a world that is the binary of 

her own place; her own place that continues to exist on the other side of the 

world, even without her in it. These works form part of what now has 

become my explorations of an ancient Anglo Saxon dreaming, a past 

tradition of Western Christianity that was shipped off around the world in the 

hearts and minds of convicts and colonists alike. I am English and now I am 

Tasmanian. I am a binary, a reflection in the surface of the River, a bridge to 

invisible worlds behind what I see on either side. I stand in this country that 

looks so like the long-gone forests of England and I try to unlock the riddle of 

being in this time and space that is a memory that I carry from another life in 

another world. Like Jane Franklin, like Saint Sebastian, I find myself in a place 

that is neither here nor there, neither past nor future: I exist only now in a 

moment that lies in the timeless place contained in a painting, in a secret 

world that is bounded by the canvas edges, and lives on beneath and beyond 

the daily line of our vision. 
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Here, as I stand beside the Gordon River, in the heart of 
Tasmania's vast South West Wilderness, in a place that existed 
just like this when those Christian dreamings were brought into 
the world. 

Here, in a different space in a different time to anything else that I 
have ever known. 

Here, in this wild, inhuman, place, as contested in the Twentieth 
Century as Israel has been since early Christendom. In this place, 
that somehow has witnessed and borne that whole trauma of 
Western Christianity, all the wounds and violence of two 
thousand years of civilised man intent on destruction. 

Here in this world, as I stand before this painting that was made 
in 1510. A painting that bears the fingerprints and hairs of 
Albrecht Altdorfer, transported from his place and his time. Here, 
as I remake these paintings of Altdorfer in my mind, and as 
photographs in my hands. 

Here, as I float up the Gordon River with dreams of Aguirre, 
Wrath of God ." and The African Queen 32  playing out behind my 
eyes. Here, as a greying, jumper-clad old queen fawns over the 
complexity of time and space that is the landscape painter, my 
river companion, Geoff Dyer. Here, I smile, as we continue on 
what seems like an endless, spiralling, boy's-own-stories-fuelled 
journey, with days of paddling up tributaries and nights of red 
wine, cigarettes and lobster. 

And then, here too, the time that it takes to paint these works, the 
process of making the paintings that contain all of these times. 
Endless times. Infinite time. My daughter has started school, 
learns ballet and has learnt to play violin. My wife has had 
another baby, a son, who has now grown enough to make 
paintings of his own. All this has been occurring in the same time 
that it has taken me to make these paintings. 

So, here, now, when I stand before this painting, Altdorfer's Saint 
George and the Dragon, when it embraces me into participation 
with all that it signifies, I am simultaneously part of all these times. 
And the skin or surface of this painting becomes the bridge to this 
life that is mine. It is a place that allows me to live and breathe 
and become a part of all these times and all these spaces and all 
these lives: outside of time. 33  

31Agut.rre, the wrath of God,(videorecording (DVD)), Aguirre, der ZornGottes /Werner Herzog, 
Filmproduktion, written, produced & directed by Werner Herzog. Troy MI, Anchor Bay 
Entertainment, 2002 
32 The African Queen, (videorecording (VHS)), a Romulus — Horizon Production, adapted for the 
screen by James Agee and John Huston, Beverly Hills California. CBS Fox Video, 1994 
33 Journal entry, 2003 
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Ambiguity in these works stems from a pursuit of emotions that arise from a 

strange, but ordinary, real-world experience (a pursuit that takes its form in a 

flurry of visceral oil paint on canvas) with a similarly intense desire to 

'remake' this experience as beauty. Despite all my art school training, I still 

long to make deeply beautiful paintings that derive from traditions of 

Renaissance iconography as much as the concerns of postmodernism and 

post-colonialism. Because, when you look at something that is so 

unrelentingly beautiful that it seems impossible, you begin to dissolve, 

physically, into zillions of tiny particles — it is like you actually become the 

patterned carpet in the forest understorey; the billions of tiny fragments 

scattered across the surface of a river; the beautiful haunting voice of a 

woman singing a ballad you knew from your childhood, knew from the other 

side of the world. As your body disintegrates, there appears, for an 

infinitesimal moment, a bridge to another state where matter disappears: it is 

the space of the little death: the release of the soul. 

Painting can be free of time — it exists outside of time. Nothing need come 

prior or follow on. It can exist as an imaginative conjecture of its subject, be 

nothing more than its own surface and exist nowhere else except within the 

boundaries of its edges. Even its image can transcend the materiality of the 

paint as evidenced in the icons painted throughout centuries. An 

iconographic painting has many times — each collapsed into a single image 

where all things are experienced simultaneously. I am a landscape painter 

and so I feel an utter necessity to pursue myself in the world through paint. It 

is necessary for me to face the surface and the physicality of paint, to 

continually make and remake the place where I both dissolve and begin to 

breathe. In this place, the eye must be caught and pulled and pushed as it 

travels the unevenness of the painting's skin — it is this movement that 

produces time as a reflection of nature's time, rather than any constructed 

system of perspective that is an image of culture's time. It is the timelessness 

of painting as a practice, and the ongoing chain of which I form a small part, 

that also reflects the rhythms of nature. Across cultures, since prehistory, 

painting is a part of all these times and is the bridge to this life that is mine. 
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11 .Photograph of the Gordon River, John Lend is, 2003 

12.Madonna and Child Enthroned in Majesty, Ducchio,Wood Panel 1 308-1 1 
Reproduced: Honour,H&Fleming,J. A World History of Art, King, London, 
1982, p359 

13.The Crucifixion, Giotto, Fresco, circa 1308 
Reproduced: Lunghi,E. The Basilica of St Francis of Assisi: The Frescoes by 

Giotto, his precursors and followers, Thames&Hudson, London,1996, p129 

14.The Magdalene's Voyage to Marseilles, Giotto, Fresco, circa 1308 
Reproduced: Lunghi,E. The Basilica of St Francis of Assisi: The Frescoes by 

Giotto, his precursors and followers, Thames&Hudson, London,1996, pl 50 
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15. The Flight Into Egypt, Giotto, Fresco, circa 1308 
Reproduced: Lunghi,E. The Basilica of St Francis of Assisi: The Frescoes by 
Giotto, his precursors and followers,Thames&Hudson,London,1996, p124 

16.Rest On The Flight Into Egypt, Joachim Patenir, Oil on Wood Pane1,1510 
Reproduced: Wood, C. Albrecht Altdorfer and the Origins of Landscape, 
Reaktion Books, London 1993 

17.Chiron Crossing The River Styx,Joachim Patenir, Oil on Wood,1515-24, 
Reproduced: www.Allposters.com, as accessed 26/7/06 

18.St George and The Dragon, Albrecht Altdorfer, Oil on Wood Panel, 1512 
Reproduced: Schama, S. Landscape and Memory, Fontana Press, London 
1995, plate no.11 

19. Seestick(See—See) — Seascape (Sea—Sea), Gerhard Richter, Oil on Canvas, 
1970 
Reproduced: Elgar, D. (Ed.) Gerhard Richter: Landscapes, Cantz Verlag, 
Germany, 1998, p.53 

20.Untided, Peter Booth, Synthetic Polymer paint on canvas, 1999 
Reproduced: Smith, J. Peter Booth: Human/Nature, National Gallery of 
Victoria, Melbourne, Australia, 2003, p.121 

21. Painting, Peter Booth, Oil on Canvas, 1982, 
Reproduced: Smith, J. Peter Booth: Human/Nature, National Gallery of 
Victoria, Melbourne, Australia, 2003, p.71 

22. Painting, Peter Booth, Oil on Canvas, 1997 
Reproduced: Smith, J. Peter Booth: Human/Nature, National Gallery of 
Victoria, Melbourne, Australia, 2003, p.79 

23. Painting, Peter Booth, Oil on Canvas, 1996 
Reproduced: Smith, J. Peter Booth: Human/Nature, National Gallery of 
Victoria, Melbourne, Australia, 2003, p.109 

24.Gordon River Surface, John Lendis, Oil on Canvas, 2002 
(Overpainted) 

25.Photographic Print of the Surface of the Gordon River, John Lendis, 2002 

26.Eternal Return, John Lendis, Oil on Canvas, 183x213cms, 2003 

27.St Sebastian, Lorenzo Costo, Oil on Wooden Panel, 1490-1 
Reproduced: Beck, H. Italian Renaissance Painting, Konemann 
Verlagsgesellschaft, Koln, 1999, p.235 

28. With Eyes Averted, John Lendis, Oil on Linen, 183x213cms, 2003 
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29. Shack (Mock up), John Lendis, Photographic prints of details from my 
paintings. The intended work to include 76 individual panels and have 
an overall measurement of approx 2.4 x 3 metres, 2002 

30. Gordon River Painting, John Lendis, Oil, Wax and Rope on Linen, 
120x160cms, 2003 

31 .Christ After The Flagellation, Bart°tome Estaban Murillo, Oil on Canvas, 
1670 
Reproduced: Honour, H & Fleming, J. A World History of Art, King, 
London, 1 982 

32. Untitled Yellow Painting (detail), John Lendis, Oil on linen, 153x213cm, 
2005 

33. The Consolations of Distance, John Lendis, Oil on Linen, 120x160cms, 
2005 

34. The Surprise River, Tuesday 5t h  April 1842 (diptych), Oil on Linen, 
82x164cm, 2003 

35. Genesis (triptych), John Lendis, Oil on Canvas, 220x188cms, 2006 

36. Refuge of Exile (Second State), John Lendis, Oil on Canvas, 183x213cms, 
2006 

37. Epiphany, John Lendis, Oil on Canvas, 183x213cms, 2006 

38. Gordon River Angel, John Lendis, Oil on Canvas, 183x213cms, 2006 

39. Shack, John Lendis, Oil on Canvas, 183x213cms, 2006 

40. Cupid and Psyche Above Sarah Island, John Lendis, Oil on Canvas, 
183x213cms, 2006 

41. The Wrath of God, John Lendis, Oil on Canvas, 183x213cms, 2006 

42. Annunciation, Sarah Island, John Lendis, Oil on Canvas, 183x213cnns, 
2006 
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List of Examination Works 

1. Genesis 
Triptych, Oil on Canvas 
220x188cms 
2006 

2. Refuge of Exile (Second State) 
Oil on Canvas 
183x213cms 
2006 

3. Epiphany 
Oil on Canvas 
183x213cms 
2006 

4. Gordon River Angel 
Oil on Canvas 
183x213cms 
2006 

5. Shack 
Oil on Canvas 
183x213cms 
2006 

6. Cupid and Psyche Above Sarah Island 
Oil on Canvas 
183x213cms 
2006 

7. The Wrath of God 
Oil on Canvas 
183x213cms 
2006 

8. Annunciation, Sarah Island (not included in examination exhibition) 
Oil on Canvas 
183x213cms 
2006 
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Curriculum Vitae 

Education 
1996 Bachelor of Fine Arts (Honours), School of Art-Hobart, University of Tasmania 
1995 Bachelor of Fine Arts (Painting), School of Art-Hobart, University of Tasmania 

Selected Solo Exhibitions 
2005 Sarah and lane, The Salamanca Collection Gallery, Hobart 
2005 Telling tales of Lady lane, Charles Hewitt Gallery, Sydney 
2004 Dreaming of The River, Charles Hewitt Gallery, Sydney 
2004 The River, The Salamanca Collection Gallery, Hobart 
2003 Silent Spaces, Charles Hewitt Gallery, Sydney 
2002 South Wind, Autore Gallery, Melbourne 
2002 Traffic, Bett Gallery, Hobart 
2001 Trespass, Charles Hewitt Gallery, Sydney 
2000 Searching for the Moon, The Salamanca Collection Gallery, Hobart 
2000 Observing Imagination, Charles Hewitt Gallery, Sydney 

Selected Group Exhibitions 
2005 Solitude: Exhibition of Arts Tasmania Island Residency Awardees, Salamanca 
Arts Centre, Hobart 
2005 Novobirisk International Biennial, Novobirisk, Russia 
2003 Ten Days on The Island Exhibition, Tasmania 
2003 Novobirisk International Biennial, Novobirisk, Russia 
2002 Synergy, CSIRO-Bett Gallery, Hobart 
2001 Ten Days on The Island Exhibition, Tasmania 
2000 Solitude, CAST-Carnegie Gallery, Hobart 

Selected Reviews and Commentary 
2005 Joerg Andersch, Review, The Mercury (Nov 05) 
2004 Joerg Andersch, Review, The Mercury (30/10/04) 
2004 Kane Young, 'River Touches Tassie's Roots', The Mercury (29/10/04) 
2004 Danielle Wood, 40 Degrees South (December 2004) 
2004 Preview, The Sydney Morning Herald (May 04) 
2004 Lisa Tonks, Art and Antiques in NSW (April/May 04) 
2004 James Kerr, 'In Touch', The Mercury, (29/10/04) 
2002 Peter Timms, 'New Paintings by John Lendis', The Australian (25/02/02) 

2002 Helen Tyzack, 'John Lend is: Traffic', Eyeline Magazine (Autumn 04) 
2000 Tim Cox, 15 minute interview, ABC Radio (March 2000) 
2000 Joerg Andersch, 'Spirituality at Centre of Search' The Mercury (15/4/00) 
2000 Bruce Montgomery, The Weekend Australian (19-20/2/00) 

Awards and Grants 
2004 National Association for Visual Artists — Grant 
2004 Arts Tasmania - Grant 
2002 Australian Postgraduate Research Award 
2001 Arts Tasmania Grant (Joint) 
2000 National Association for Visual Arts — Grant 
1997 Arts Tasmania Wilderness Residency 

Through the period of this Masters Course, I have also taught Life Drawing and Drawing Media 

and Methods at the School of Art and Life Drawing at TAFE Tasmania. I have also illustrated a 
children's book that was listed as a 'Notable Book of 2005' by the Children's Book Council of 
Australia and have participated in a number of schools-based artist talks. 
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