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The Grace Cossington Smith Gallery and Abbotsleigh pay respect to the 
Darug people who are the traditional custodians of the land and whose deep  
connection to culture and customs have cared for this country.

We acknowledge elders past and present for their spiritual connection to place. 

We recognise this land as a meeting place for Darug people and respectfully 
continue this tradition through the bringing together of our communities 
through art, culture and learning practices.
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Grace Cossington Smith 
Calf in the Landscape 
oil on paperboard 
collection of Abbotsleigh 
courtesy the estate of Grace Cossington Smith

Grace Cossington Smith (1892-1984) 
The Curve of the Bridge, 1929-30 
pencil and pastel on paper 
collection of Abbotsleigh 
courtesy the estate of Grace Cossington Smith

From the Headmistress

It is with great pleasure that I welcome you to the 2026 Abbotsleigh Grace Cossington Smith art award, 
a celebration of artistic vision, creativity and connection. I warmly commend all artists who have entered 
this year’s award and invite you to join us in recognising the 52 finalists whose works form this compelling 
exhibition.

The award honours the legacy of Grace Cossington Smith, one of Australia’s most significant modern 
artists and a distinguished Abbotsleigh Old Girl. Her work expressed a deep sensitivity to light, colour and 
everyday experience, revealing a profound connection to time and place. In her spirit, this award invites 
artists to reflect on their own relationships to the world around them and to articulate these through their 
practice.

Abbotsleigh’s commitment to the arts is longstanding. Founded in 1885 by Marian Clarke, herself an 
accomplished watercolourist, the School fostered artistic excellence from its earliest years. This tradition 
continues today through the Grace Cossington Smith Gallery and through this award, both of which affirm 
the central role of creativity within the life of the School.

I extend my sincere appreciation to our judges, Anna Davis and Barry Keldoulis, who undertook the 
challenging task of assessing 450 entries to select the finalists, and to this year’s award recipients. I also 
thank Max and Gabrielle Germanos for the opportunities they provide to artists through 3:33 Art Projects.

Anna Davis, Curator at the Museum of Contemporary Art Australia, has built a distinguished practice 
over more than 15 years, with a focus on experimental and critically engaged exhibitions. 

Barry Keldoulis brings over four decades of experience across the contemporary art sector, including 
roles in curatorship, gallery leadership and national arts initiatives, and continues to champion Australian 
artists through his work with Artbank.

This exhibition reflects the enduring power of art to connect us – to ideas, to each other and to the world 
we share. I hope you find it both inspiring and thought-provoking.

Megan Krimmer
Headmistress
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From the Director

Welcome to the 2026 Abbotsleigh Grace Cossington Smith art award, a carefully considered selection  
of 52 works that invite connection to a breadth of perspectives and artistic approaches.

Established in 2014, this biennial acquisitive award provides vital opportunities for both emerging and 
established artists, locally and nationally, to present their work within a dynamic and supportive context. 
Open to artists working in any two-dimensional form – including drawing, painting, watercolour, collage, 
printmaking, photography and textiles – the award continues to attract a compelling diversity of media 
and expression.

As John Dewey noted in Art as Experience (1938), ‘Every art communicates because it expresses. 
It enables us to share vividly and deeply in meanings… Communication is the process of creating 
participation, of making common what had been isolated and singular.’ This insight resonates strongly 
within this year’s exhibition, where each work offers a point of connection, bridging individual experience 
with shared understanding.

For Abbotsleigh and the wider community, the Abbotsleigh Grace Cossington Smith art award offers not 
only an inspiring cultural experience but also meaningful opportunities for student engagement through 
direct encounters with contemporary practice and artistic communication. Art is a powerful window 
through which we can reflect upon, question and better understand the complexities of our current world.

The 2026 awards include the $25,000 major award, the $5,000 Early Career Artist Award, the $5,000 
Local Artist Award and the opportunity for an artist to work with 3:33 Art Projects. The award is made 
possible through the ongoing generosity of Abbotsleigh, and we gratefully acknowledge the continued 
support of Fujifilm.

I extend my sincere thanks to judges Anna Davis and Barry Keldoulis for their expertise and thoughtful 
consideration in selecting this year’s finalists and award winners. Special thanks are also extended to the 
many artists from across Australia who submitted work for consideration. Congratulations to the 2026 
finalists. This exhibition is a testament to your dedication, care and shared commitment to the enduring 
value of art and community.

Abbotsleigh Grace Cossington Smith art award 2026 Finalists

Mary Faith
Director
Grace Cossington Smith Gallery

Ron Adams				    NSW

Kim Anderson				    VIC

Sally Anderson				    NSW

Susan Andrews 			   NSW

artHITects 				    NSW

Susan Baird				    NSW

Richard Bardsley-Smith			  NSW

Emma Beer				    ACT

Lee Bethel				    NSW

Ynja Bjornsson				    NSW

Yvonne Boag		   		  NSW

Clare Brodie				    NSW

Lucia Canuto				    NSW

Tam Cao				    NSW

Tsz Chan				    NSW

Tristan Chant				    NSW

Donovan Christie			   SA

Xanga Connelley			   NSW

Inga Dalrymple				    NSW

Julia Davis				    NSW

Tamara Dean	  			   NSW

Amy Dynan				    NSW

Edward Essing				    NSW

Shannon Field				    VIC

Cutler Footway				   QLD

Dianne Gall				    SA

Louise Gresswell			   VIC

Craig Handley				    NSW

Tina Havelock Stevens			   NSW

Petrina Hicks				    NSW

David King				    NSW

Frankie L Abroon	           		  NSW

Nerissa Lea		             	   	 TAS

Michael Lindeman			   NSW

Tom Loveday				    NSW

David Newson-Tran			   NSW

Anh Nguyen				    NSW

Adam Norton				    NSW

NOT	                          	   		  NSW

Lori Pensini				    WA

Tim Price				    NSW

Debbie Pryor				    SA

Marisa Purcell				    NSW

Lucy Roleff				    VIC

Jennifer Rosnell			   NSW

Peter Sharp				    NSW

Chantelle Stewart			   NSW

Kate Tucker				     VIC

Kate Vassallo				    ACT

David Wells				    QLD

Anna Weston				    QLD

Cynthia White				    NSW
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Ron Adams Ron Adams

For Ron Adams, form arises through the careful interplay of colour and geometry.  
His paintings explore these elemental forces, whose convergence shapes a 
distinctive visual language developed over many years. In conversation, it is clear 
that Adams selects his colours, shapes and words with deliberate, subjective 
intent. Like many artists, he uses painting as a way of processing and making 
sense of the world around him. Acting as a kind of filter, Adams distils the 
clutter and noise of contemporary life through a process of reduction. He breaks 
down familiar forms and reconstructs them, imbuing universal symbols with 
a heightened chromatic intensity. In doing so, he draws on images embedded 
within our collective cultural memory, revealing their quiet symmetry and enduring 
simplicity. This canvas, in particular, reads as a playful echo of Antoni Gaudí’s 
Sagrada Família, reimagined through pure colour. Vertical drips and tapered 
spires in vivid reds, yellows, greens and blues evoke the basilica’s soaring towers, 
abstracted into rhythmic, painterly forms. Where Gaudí drew inspiration from 
nature and light, these ideas reappear here as layered bands that overlap and 
press together, like stained glass translated into acrylic. The palette is brighter 
and more reductive than the church itself – stripped of stone and mosaic – yet 
the composition retains the clustered rhythm of the Sagrada Família’s silhouette. 
Some drips resolve in soft, teardrop caps, subtly recalling Gaudí’s organic 
finials. The white ground acts as a field of light, allowing each ‘tower’ to stand 
independently while contributing to a cohesive, skyline-like whole. Rather than 
an illustration, the work operates as a visual riff: the exuberance of Gaudí’s 
architecture distilled into syncopated colour. It carries the same sense of upward 
movement and celebratory density that defines Barcelona’s most iconic basilica.

Represented by GALLERY 144

Sagrada Familia, 2025, 
acrylic on canvas,  
90 x 60 cm
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Kim Anderson Kim Anderson

My work explores our complex and often unsettling connection with the 
natural world. Inspired in part by the ‘strange, winged creatures’ of Mary 
Oliver’s poem about loss, About Angels and About Trees, this drawing overlaps 
my experiences of human bereavement with a wider sense of grief and anxiety 
associated with climate change and the loss of fragile ecosystems. Traversing 
an uneasy space between seeking solace in nature, while also confronting 
the horrifying reality of a natural world in crisis, the landscape reflects my 
own grief back at me as it undergoes its own multitude of losses. An acute 
awareness of the peril we face only heightens my sense of wonder as the 
sunlight pierces through the trees, transforming them, creating the illusion of 
a void – or an angel. Everything is in flux, our final destination is unknown, and 
our existence on this planet is both sublimely beautiful and fleetingly tragic.

Represented by Flinders Lane Gallery

https://kim-anderson.com.au

Into Thin Air #2, 2026,  
ink, graphite, charcoal and cold wax on paper, mounted on board,  
100 x 60 cm 
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Sally Anderson Sally Anderson

Balancing Jug, Augie’s 1S Underwater Painting, Haberfield Window, Horse 
for Dad draws on still life and landscape motifs as symbols of containment, 
care and memory, bringing together personal and art-historical references to 
explore the entanglement of motherhood, domestic experience and creative 
practice. During a recent period between homes, my son and I rented a place 
in Haberfield and the window in this work, based on the kitchen window 
there, marks this transitional time between our past family home and life 
and future. The landscape references Bob Thompson’s Echo and Narcissus 
(1965), particularly its depiction of a mother, child and male figure. In my work, 
the male figure has been painted out and replaced with an alternate figure 
and horse, representing my late father. The painting also incorporates an 
appropriation of my son’s underwater-themed painting alongside kangaroo 
paw and a floating orange jug. This jug is a recurring motif within my work. 
As both vessel and symbol, the jug suggests holding, carrying and pouring; 
gestures closely tied to motherhood and broader collective female experience.

Represented by N Smith Gallery

www.sallyleeanderson.net

Balancing jug, Augie’s 1S underwater painting, Haberfield window,  
horse for dad, 2026,  
acrylic on polyester,  
153 x 137 cm
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Susan Andrews Susan Andrews

The 2026 Abbotsleigh GCS art prize theme ‘making connections’ has 
proven valuable for me when reflecting on Grace Cossington Smith’s 
painting The Window, 1956. The domestic environment reveals saturated 
hues and luminous light in a crowded interior. Cossington Smith used the 
window as a compositional device, bringing the outside in and inside out: 
the window reveals a world full of imagined possibilities.

The subject of the window in painting goes back centuries. Under the 
influence of post-minimalist painting, I have been exploring the potential 
of architectural elements that suggest entrances/exits, borders, gaps and 
structures on both a conventional canvas stretcher and on the painted 
object. Blue rectangle invokes a transitional space, between one space 
and another, from the blue rectangle to the red surface, from the real to 
the imagined.

https://susanandrews.com.au

Blue rectangle, 2026,  
acrylic and marble dust on canvas,  
86 x 66 cm
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artHITects (Gary Carsley, artist, and Renjie Teoh, architect) (Gary Carsley, artist, and Renjie Teoh, architect) artHITects

Toponomy is the discipline of giving names to places. Our work’s title, 
Kamay/Botany Bay National Park, makes legible a connection between 
Indigenous and non-Indigenous toponomies and, by extension, their 
respective knowledge systems. The image’s two distinct but entangled layers 
make this correlation tangible and propose a respectful congruence between 
them. Confabulated from 70 xerographic prints applied to 9mm thick marine 
ply, Kamay/Botany Bay National Park is an arboreous scene overlaid with a 
section of breezeblock wall. Formally and conceptually, this acknowledges a 
concurrent rupture and continuity in the subject.

Breezeblock is a form of openwork, like lace or other ornamental patterns 
made up of repeating voids and solid shapes. This work purposefully crafts 
connections and equivalences between historically separate gendered 
modes of practice – building and lacemaking. Crucially, the work’s different 
yet related strata visualise the deep connectivity and interdependence 
between the natural and built environments.

www.thearthitects.org 

Kamay/Botany Bay National Park, 2026,  
70 hand cut Xerographic prints on 120 gsm paper 
applied to 9 mm Marine Ply,  
122 x 122 cm
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Susan Baird	 Susan Baird

I painted Autumn, Hill End Garden from my home studio in Hill End, rural 
NSW, in late March, as the season quietly shifted. Leaning March lilies 
signalled the move toward an autumnal palette, drawing me outdoors to 
observe and respond. My practice is grounded in making connections 
between place, time and daily experience. Since arriving in Hill End in 
2010, I have developed a deep relationship with its seasonal rhythms 
and artistic history. Painting from my veranda, I connect domestic space 
with the wider landscape, where subtle changes in colour and light 
become markers of time passing. I am inspired by Grace Cossington 
Smith and her ability to transform ordinary moments through luminous 
colour and attentive observation. Through this work, I aim to reveal the 
quiet, enduring connections that shape my experience of Hill End and to 
preserve these fleeting, intimate encounters with place.

Represented by Defiance Gallery

www.susanbaird.com.au

Autumn, Hill End Garden, 2026,  
oil on linen,  
80 x 80 cm
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Richard Bardsley-Smith Richard Bardsley-Smith

My view as I wait for the light rail at Chalmers Street, central railway. 
Directly across from me is the dental hospital building. A multi-storey 
building constructed in 1940 in the ‘streamline modern style’ – modern 
for its time, with its repetitious soaring façade. Yet it seems the current 
tenants want me to know the world is a colourful place. They present me 
with a ‘Smartie façade’ at street level, set against the wider monotoned 
‘canvas’ that is the building. But there’s more. I’m physically connected 
to this structure from the past by the attributes of modern life. The 
yellow line I must stand behind; the dedicated bikeway/shareway transit 
system with its own colours and markings; not to mention the grey 
pavers, which have replaced the mundane concrete, and which display 
survey marks – the indicators of change.

rbswatercolour.com 

Smartie Façade, 2025,  
watercolour,  
53 x 72 cm
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Emma Beer Emma Beer

When making these paintings, or more specifically, when I think about making 
these paintings. I think about two things: raw material and pure sensibility.  
The most conspicuous thing about my painting is the assertive tension between 
surface and space, the energised and ethereal colour relations and the engaging 
duality and inversion of both substance and method. I work relentlessly in 
opposition to activate sensations (physical, mental and emotional) that explore 
every infinite possibility and reflect on the human condition. From happiness, 
sheer joy and excitement, to pain, sorrow and despair. My most recent paintings 
riff off the experience of walking amongst the light at sunrise or sunset when 
every colour of the rainbow is seen in the sky, shifting fast and slow, all at the 
same time. I attempt to capture this light through a single gesture applied at 
speed, emulating the swiftness of time and experience similar to watching the 
light of the sky softly dance.

Represented by Nanda/Hobbs

www.emmabeer.com.au

Lady Drag, 2025,  
acrylic on cotton canvas,  
140 x 110 cm
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Lee Bethel Lee Bethel

The gridded composition in My Father’s Handkerchief is an act of 
memorium, linking the gridded handkerchiefs my mother would fold and 
prepare for my father, a connection of object, place and memory. Paper 
is experienced as a material that is fragile and light; the act of ripping 
and manipulating a material that is usually a support gives the paper a 
strong sculptural presence. The work challenges traditional notions of 
paper’s softness, imbuing it with changes in light and shadow, a sense 
of growth, layering, strata, rhythm and movement, undulations… and all 
of these are petrified or coagulated by the wax encaustic layered over 
the paper. Part painting, part sculpture, evasive, it is not quite possible 
to pin down the subject matter, the product of multiple acts of scoring 
and hand-ripping strips of paper, connecting the material through 
cutting, folding and re-ripping.

Represented by Egg & Dart Gallery

http://leebethel.com/

My Father’s Handkerchief, 2025,  
wax encaustic on ripped paper board,  
132 x 112 cm
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Ynja Bjornsson Ynja Bjornsson

Knitting is, by nature, a form of connection, linking fibres together 
in repeated patterns to create textiles and garments for warmth, 
expression, activism and enjoyment.

Having grown up in Norway and Iceland, where knitting is embedded 
in everyday life, it has shaped my identity since early childhood and 
continues to connect me to my cultural heritage. My practice extends 
this tradition through a contemporary lens, exploring the relationship 
between material, process and perception.

By hand-knitting porcelain, I translate a soft, tactile language into a rigid 
and fragile form, challenging expectations of material behaviour.

Prjónatilraunir (Knitting Experiment) presents an optical illusion: what 
appears to be hand-dyed yarn swatches is, in fact, speckled porcelain. 
In doing so, the work invites a reconsideration of texture, structure, and 
material perception.

Prjónatilraunir (Knitting Experiments), 2025,  
porcelain, 
60 x 80 cm
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Yvonne Boag Yvonne Boag

When I am in Seoul, I often take an afternoon walk in Namsan Mountain 
Park, which is close to my studio in Yongsan-gu. Namsan Park is a great 
place to experience the different seasons of the Northern Hemisphere, 
which are more distinct than the seasonal changes in Sydney. At the top 
of the mountain, the view of Seoul is amazing and always changing. I can 
see across the vast sea of apartments and office buildings to the other 
mountains that surround the city of Seoul. The painting, A Day Meander, 
was made after I walked in Namsan Park at the end of winter when the 
spring light was beginning, and colour was returning to the flower beds. 
The trees are stark just before the blossoms begin. It is all very bright 
and sharp after the grey of winter, and I was struck by the light and 
warmth of new beginnings. 

Represented by Art Atrium

http://yvonneboag.com.au

A Day Meander, 2025,  
acrylic on canvas,  
183 x 152.5 cm
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Clare Brodie Clare Brodie

I make paintings that map unseen connections through form, placement 
and time. My practice approaches landscape as a field of relationships 
rather than a site for depiction. Working through reductive compositions, 
flat matte colour and a subtle underlying grid, I explore how 
architectural and topographic forms align, separate and coexist. Opaque 
and transparent shapes negotiate proximity without collapse, suggesting 
intimacy, belonging and the tensions within community. Spatial order 
becomes a language of connection, where distance, repetition and 
alignment carry emotional weight. Painting is a place of listening – 
an attentive process shaped by restraint. In this work, connection is 
held through spatial relationship rather than narrative. It exists in the 
intervals between forms, in disciplined omission and in the balance 
between stillness and quiet movement – a field where relationships are 
continuously negotiated.

Represented by Gallerysmith Vic

https://clarebrodie.com  

form . placement . time 9, 2025,  
matt vinyl paint on cotton canvas,  
76 x 71 cm
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Lucia Canuto Lucia Canuto

Lucia Canuto works across disciplines, experimenting with print 
media to include them in contemporary discourse. Her work as an 
educator is also part of her expanded practice as a printmaker in her 
rural community. In Embrace, Canuto considers the sacred green 
square of the sports field, within whose boundaries team players 
embark on a passionate experience of commitment to one another. 
This work considers the sports field as a liberatory site for connection. 
Masculinity is expressed without scrutiny. Affection, touch, closeness 
and aggression coexist. The agony and the ecstasy are shared with 
spectators in an atmosphere of devotion. Gasps of surprise or yelps of 
joy echo like powerful waves, in unification and polarisation.

luciacanuto.com 

Embrace, 2024,  
cyanotype and natural dye on crepe de chine silk,  
148 x 105 cm
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Tam Cao Tam Cao

When reading about Grace Cossington Smith, I was surprised to find 
that we were born on the same date, 20 April. Another connection 
that binds us as artists is that we both paint from life the urban and 
natural environment, albeit with a different palette and manner. Here is 
a painting I did en plein-air on my travels to Florence in 2024. I enjoyed 
the rows of ochre to mustard-coloured family dwellings with terracotta 
roofs that just shone in the light.

Australian-born Vietnamese artist Tam Cao trained at the Julian Ashton 
Art School and Florence Academy of Art, excelling in various media, 
particularly pencil, charcoal and oils, with a focus on drawing from 
life. His artwork aims to explore the dynamic between the subject and 
the artist’s vision, drawing inspiration from figurative realism while 
contextualising it within modern culture.

www.tamcao.com.au

The Balcony, 2024,  
oil on canvas,  
35.5 x 30 cm
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Tsz Chan (Evelyn) Tsz Chan (Evelyn)

Tsz Chan (Evelyn) explores connection through the structure and 
symbolism of the Chinese character 星 (star) in Constellation. 
Incorporating elements of semi-cursive script from Chinese calligraphy, 
strokes flow into one another, forming an unbroken rhythm that reflects 
continuity and interdependence. Circular forms extend from the 
composition, each linking an end to a beginning, suggesting stars as 
points of light that gain meaning through relation rather than isolation. 
Connecting these circles is the lower component of 星, 生 (life), rendered 
as a continuous line that evolves into minimalistic human forms with 
the last bottom stroke grounded. This gesture expresses interaction, 
coexistence and shared experience. Through the integration of script, 
symbol and form, the work reflects on how connections are formed 
across cultures, between individuals and the collective, and through 
moments in time, revealing life as a constellation of relationships.

https://www.tcartjournal.com

Constellation, 2026,  
sumi ink on xuan paper,  
97 x 68 cm
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Tristan Chant Tristan Chant

The Kids Are Fine, Thanks For Asking underscores the tension 
between childhood innocence and looming catastrophe. It reflects a 
generational dissonance – children play while adults’ choices shape an 
unstable world. The work explores how connections are constructed 
through contemporary visual culture. In relation to the art award theme, 
Making Connections, my work suggests that connections today are 
often artificial – formed through media saturation rather than genuine 
understanding.

Represented by Jennings Kerr

The Kids Are Fine, Thanks For Asking, 2025,  
jacquard woven tapestry,  
168 x 125 cm
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Donovan Christie Donovan Christie

Ever since childhood drives to the Adelaide Hills, I’ve always looked 
at the Heysen Tunnels as if it’s a portal to the rest of the world (or at 
least Australia). My painting Driving Into The Light is a contemporary 
response to Hans Heysen’s iconic Droving Into The Light, which 
captures the luminous essence of the Australian landscape while 
recontextualising it within a modern, built environment. The tunnels 
represent a decisive human intervention, an infrastructure that carves 
through the land that enables movement, access and connection. 
Set against Heysen’s romantic vision of unspoiled wilderness, 
there becomes a dialogue between past and present. Through this 
juxtaposition, I explore how infrastructure reshapes our experience 
of the landscape, not only altering it physically but redefining how we 
connect to place, memory and each other.

Represented by Lennox St. Gallery

www.donovanchristie.com

Driving Into The Light, 2025,  
oil on canvas, 
101 x 76 cm
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Xanga Connelley Xanga Connelley

Wherever you are and whoever you’re with, music is a universal language 
that speaks to everyone. Culturally, music often has great significance 
and holds people together; in this case, during rehearsal, the melodic 
notes of the sax or the beating of the drums lift our spirits, connecting 
us on a subconscious level.

Melody and rhythm, 2025,  
acrylic,  
40 x 50 cm
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Inga Dalrymple Inga Dalrymple

This is a painting of a view from my window, where a neighbouring 
roofline hovers between recognition and abstraction. As I move through 
the house, I am repeatedly drawn back to this quiet scene, noticing 
how light, shape and reflection alter its presence. In painting it, I seek 
to transform the familiar into a restrained visual language, allowing an 
everyday view to become something more considered. Through this 
process, I make a connection between daily life, place and perception, 
finding meaning in what is often overlooked.

Represented by Otomys

ingadalrymple.com

Beside Me, 2026,  
oil on linen,  
23 x 30 cm
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Julia Davis Julia Davis

In Relation: to the heart juxtaposes an electron microscope image of 
my granddaughter’s first tear with a still image from my video To The 
Heart: a calling, filmed from a small boat kilometres from the Australian 
coast at an altitude of 150 metres. I’m drawn to the awe and power 
of natural phenomena and the interconnectedness we have with the 
world and one another. The works reference salt – a material present in 
both a newborn’s tears and the oceans – a substance born in stars yet 
essential for all living organisms on Earth. Thanks to Dr Karen Privat, 
Senior Research Associate, Electron Microscope Unit UNSW.

https://juliadavis.com.au/ 

In Relation: to the heart, 2025, diptych, archival inkjet prints 
on hahnemühle paper,  
68 x 68 cm each
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Tamara Dean Tamara Dean

When life feels overwhelming, I turn to the garden as a space where my 
body meets and responds to the living environment around me. Rather than 
a passive refuge, it becomes a dynamic field of encounter shaped through 
touch, duration and sensory attunement. Returning to self-portraiture, I use 
my body as both subject and instrument. Working alone, I construct each 
image through direct physical engagement with the environment, collapsing 
the distance between maker, subject and site. Extending my series In Our 
Nature, the human figure is situated within, rather than apart from, the 
landscape. My body adapts and responds to the foliage, forming a reciprocal 
relationship with it shaped through sensory engagement. The garden 
emerges as both testing ground and collaborator, where boundaries between 
self and landscape dissolve. These works explore connection as something 
embodied and contingent, emerging through vulnerability, participation and 
an ongoing entanglement with the living world.

Represented by Michael Reid Gallery

www.tamaradean.com.au

Endless Summer, 2025,  
photography,  
120 x 160 cm
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Amy Dynan Amy Dynan

More than anything I paint, I feel most moved by storms. I return to them 
again and again, for the way they gather something inward. In this work, 
I explore the connection between outer landscape and inner experience. 
I’ve been thinking about how vastness can feel intimate, how something 
as expansive as a storm can move through you, not just above you. 
Gaston Bachelard coined the phrase intimate immensity to describe 
the paradox in which vast external spaces, like the sky or a storm, are 
felt not as distant but as deeply internal: not merely witnessed but 
experienced within. Storms heighten awareness, concentrate feeling 
and draw us into intimate connection with the world. This work sits in 
this space.

Represented by Stanley Street Gallery

www.amydynan.com

Intimate Immensity, 2026,  
oil on canvas,  
40 x 30 cm 
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Edward Essing Edward Essing

This picture was inspired by a visit to Tateyama in autumn with its 
alpine lake, colourful mountainsides and the ptarmigan birds. I wanted 
to capture the moment where someone feels at peace in nature 
rather than separate from it. I was drawn to light and colour as a way 
of tying the figure to her surroundings, so she feels more connected 
to the landscape rather than just a visitor in it. The work reflects my 
connection to the landscape and wildlife of Tateyama – a place that 
reminded me how much we are part of the natural world.

https://edwardessing.com/

Autumn in Tateyama, 2026,  
oil on canvas,  
60 x 88 cm
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Shannon Field Shannon Field

In Unnatural History (Flying Fox – Red and Pink), the art award theme 
of Making Connections is addressed through the weaving together of 
my concern with climate change and its impact upon Australia’s wildlife, 
together with my experience of living with the disability of stuttering. 
As a person who has stuttered my whole life, the notion of stuttered 
representation has become central to my work. In Unnatural History, 
the repetition of the stitch as a mark mirrors the act of stuttering itself, 
of holding language together at the very edges of its meaning. My 
practice embodies a type of ragpicking, a stuttered, stitching together of 
material scraps that, in relation to the image of the flying fox, alludes to 
the precarious plight of Australia’s environment and wildlife. Unnatural 
History looks to connect the centre with the periphery, disrupting modes 
of representation that are too often closed down or smoothed over.

Unnatural History (Flying Fox – Red and Pink), 2025,  
mixed textiles,  
122 x 153 cm
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Cutler Footway Cutler Footway

This painting connects a young, queer, regional-based burlesque 
performer, Jack Betteridge, with the traditions of the Commedia dell 
Arte as imaged in Western painting. Artists across many centuries, 
including Tiepolo, Watteau, Picasso, Derain, Suzanne Valadon and Marie 
Laurencin, have portrayed models in the guise of Pierrot, Harlequin and 
many others among Commedia’s stock characters. In Australia, Justin 
O’Brien, Loudon Sainthill and especially Constance Stokes have done 
the same. Here, Jack is costumed in a white ruff, a dancer’s leotards and 
a belted jerkin featuring checks rather than Harlequin’s more common 
diamond pattern. In connecting him to this esteemed artistic lineage, 
indeed to art history itself, the painting makes a claim that creatives 
everywhere, even one from a remote district of North Queensland, Jack’s 
birthplace, can participate in the self-expressive – and self-liberating – 
power of staged display.

Jack Betteridge in costume, seated, 2025,  
acrylic on canvas,  
150 x 100 cm
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Dianne Gall Dianne Gall

Cocooned in her car, the participant journeys out from the security of 
her residence into the night full of promise and high on the possibilities 
for the hours ahead. She pauses to put on her lipstick when a glow of 
light falls upon her, signalling an impending interaction with someone 
who could significantly influence the trajectory of her night and 
potentially her future.

Represented by Nanda/Hobbs

https://diannegall.com/ 

Your lips, my lips, apocalypse, 2025,  
oil on linen,  
61 x 76.5 cm
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Louise Gresswell Louise Gresswell

In my work, the materiality of paint allows me to investigate personal 
histories and unspoken truths. I explore how materials can carry 
memory and emotion, allowing me to connect with my inner self.  
My painting practice is about making connections between fragments, 
materials and lived experience. Working with fractured boards,  
I break and reassemble surfaces, allowing seams and joins to remain 
visible. These points of connection hold tension, speaking to both 
rupture and repair.

www.louisegresswell.com

Untitled (green with gold), 2025,  
oil, ink on burlap and board,  
45.5 x 36.5 cm 
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Craig Handley Craig Handley

I like paintings that are elusive, that deliver a mystery – something to 
be unravelled with input from the viewer. They leave room for personal 
history to become a player, to ignite a thread that will take its own 
turns and outcomes and ultimately deliver an emotion and feeling and 
connection that will find its own conclusion.

Represented by Piermarq

Looking, 2026,  
oil on board,  
40 x 50 cm



66 67

Tina Havelock Stevens Tina Havelock Stevens

This work sonically measures the archival. It embraces time travel, the 
connection to nature and family and a personal connection to the Derwent 
River in Hobart – referencing a one-off performance where I drummed 
underwater on a full drum kit, a site-specific performance of endurance 
and sub-aquatic sonic improvisation witnessed by 8000 onlookers, 
including my mother and sister.

The blue collaged drum kits are taken from images of my flocked 
sculptures, which were recently exhibited as part of my installation !! at 
the Art Gallery of New South Wales. The three coloured abstract paint 
stripe is inspired by a volume unit (VU) meter, the type commonly found 
on audio recording equipment. A VU meter is essentially a tool of vision, 
a way of mimicking the human ear. In this work, I paint it as an emotional 
gauge. It is also a nod to my ancestor, the Australian artist Roy de Maistre, 
who pioneered a link between sound and colour. In my work, the longer the 
red line extends, the more distorted, saturated or intense the sound and 
image feel to me. I unearthed the original postcard of Hobart, which had 
been sent to a family member (Roy’s Aunt) in 1906. The work keeps time as 
the past breathes rhythm into the future and back again.

Represented by Cassandra Bird

Hobart Vibrational (with drums), 2026,  
pigment archival print on aluminium, pigment paint, collage,  
86 x 129 cm



68 69

Petrina Hicks Petrina Hicks

In Mnemosyne VIII the relationship between human and fish is not 
depicted as hierarchical or separate; Hicks is suggesting a quiet 
coexistence and a sense of shared consciousness. The title, referencing 
the Greek goddess of memory, deepens this connection by implying the 
bond between humans and animals is not only physical but embedded in 
a collective or ancestral memory. Hicks suggests that beneath the surface 
of contemporary, highly controlled human identity lies an instinctual 
core that connects us to the animal world. The work invites viewers to 
consider how these primal connections persist, even within. Mnemosyne 
VIII embodies the theme of making connections by dissolving the 
divide between species and highlighting a shared presence that is both 
psychological and instinctual. Hicks’ work encourages a reconsideration 
of human identity, suggesting our connection to the animal world is not 
distant or separate but intimate, enduring and deeply embedded within 
who we are.

Represented by Michael Reid Gallery

https://petrinahicks.com/

Mnemosyne VIII, 2025,  
archival pigment print,  
120 x 90 cm 
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David C King David C King

The farmer is standing on the land, the colours of their coat are of the 
land, it is everything to them, I have made many trips out to the Orange 
area in the central tablelands and have always connected with the 
people in regional areas, the people are dependent on the land and it 
must be nurtured and respected in order to get from it what we all are 
dependent on. I am drawn to connections that are forged between the 
people and country, and the beauty and depth of spirit and colours that 
are within these relationships. Can a painting portray this? I hope to 
convey a feeling of togetherness with this picture and an atmosphere 
that this is where this person is meant to be.

davidckingartwork.com.au

The Farmer, 2026,  
oil on linen,  
65 x 65 cm
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Frankie L Abroon Frankie L Abroon

My work explores the path to connecting with my Iranian heritage 
through objects and images of personal and cultural importance. Each 
work is imbued with elements of my personal history, moments from 
my childhood home and memories of tradition. I also include learned 
histories; compositions of Iranian miniatures and elements of the Saqqa-
Khaneh movement in Iran in the 1950s. My practice centres around making 
connections between my life growing up in Australia and my Iranian 
heritage. This piece has furniture from homes in 1970’s Iranian households 
with objects, patterns and tiles from my childhood home in Australia. I use 
the conventions of Western figurative paintings with patterns in Persian 
carpets and mosaic tiling techniques. Drawing these connections through 
paint, form and composition encapsulates the Diasporic experience, 
bending histories and exploring identity. The complexity of my arrangements 
allows me to express the multiplicities and nuances of the Diasporic 
experience. I think of my works as being constructions, where both my 
cultural identities live, as I build stronger connections between homes and 
histories.

Represented by Eloise Cato Gallery

Part of Home, 2026,  
oil, tile, coloured grout on board,  
120 x 60 cm 
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Nerissa Lea Nerissa Lea

It was meant to be a rest; it was, however, a jungle at night, 
full of howls and fear there inside your head, out the window 
of the room beyond your head, all was calm, all was bright, 
connect to disconnect.

Represented by Australian Galleries

It was supposed to be a holiday, 2024,  
oil on board,  
28 x 35.5 cm	
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Michael Lindeman Michael Lindeman

Regression Painting (Networking...) is a finger-painted acrylic text work 
on a mirror that reflects my own participation in the art world’s social 
economy. The mirrored surface absorbs viewers and surroundings, 
folding acts of networking – connecting, mingling, comparing notes – 
into a perceptual field that hovers between legibility and abstraction. 
Crisp reflective text is jarred with smeared, gestural colour. Informed 
by Freud’s notion of regression, the use of finger painting operates as a 
wilfully immature gesture within a high-art context, deploying humour 
to unsettle taste, professionalism and the rituals that sustain artistic 
circulation.

Represented by Sullivan+Strumpf

michaellindemanart.com

Regression Painting (Networking...), 2025,  
finger-painted acrylic on mirror,  
140 x 140 cm
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Tom Loveday Tom Loveday

The Fifth Dimension 1 makes abstract connections between the 
theoretical world of dimensional thinking and colour. Indeed, the ‘jewels 
of colour’ appear because they are included as part of the geometry of 
dimensional space, as an ‘observant line’ or a dimension themselves. 
Brought up as a modernist painter, trained by Eastern European artists, 
this is for me the bringing into presence our shared inner life in what has 
become the global tradition of Kasimir Malevich and Wassily Kandinsky, 
Bridget Riley and Victor Vasarely, of which I am among the many 
inheritors.

Represented by Mais Wright

https://tomloveday.net/

The Fifth Dimension 1, 2025,  
acrylic on canvas,  
108 x 108 cm
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David Newson-Tran David Newson-Tran

‘不孝有三，无后为大’ – Of the three unfilial acts, having no descendants 
is the greatest. traces the connections 
we inherit, and what we choose to keep. Inspired by my wife’s 
traditional Chinese Cambodian upbringing and our decision not to 
have children, this work layers old wedding photographs, digital 
painting and contemporary photography, generations folded into one 
another. Cultural symbols persist but hold loosely. This work sits with 
the connections that hold, even against the weight of an unfulfilled 
expectation. A bloodline can end with one choice. We live with 
unfulfilled wishes and the stories we choose to continue or let go.

davidnewsontran.com

                                            , 2025,  
photograph archival pigment print,  
54 x 40 cm

Gen’s, 15

Gen’s, 15
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Anh Nguyen Anh Nguyen

Port Kembla carpark explores transitional time, capturing the shift 
between activity and stillness, as well as the duration of the painting 
process itself. Set in Port Kembla industrial district, the work focuses on 
the interaction of artificial light with the fading sky, the arrangement of 
cars as traces of human presence, and dusk colour temperatures that 
define a specific time and place. Inspired by Grace Cossington Smith, 
I use colour and observation to elevate the ordinary, offering a glimpse 
into a shared, contemporary urban experience.

www.msanhpaints.com

Port Kembla carpark, 2026,  
oil and oil pencil on board,  
31 x 55 cm
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Adam Norton Adam Norton

In 2023, I was invited to participate in a group exhibition in Venice, 
Italy, with a number of overseas artists. Together with two of the other 
participating artists, we were able to make the opening of the exhibition 
and stay for the show. During that time, we all got on famously, and 
we have continued to encourage each other’s practices since. These 
images of robot faces (or intercom boxes) appear all over Venice, and I 
have been working on a series of them. They always make me smile and 
remind me of those new friends and our time together in Venice.

www.ammnorton.net

Two Venetian Robots, 2026,  
synthetic polymer paint on canvas, diptych,  
84 x 59 cm (each)
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NOT NOT

In a decade that dreamed up millennium bugs infiltrating computer systems 
and downing planes, Sydneysiders ended the 1990s with a circuit-breaking 
party to end all parties, with Bill Gates joining Kerry Packer on his yacht and 
the Sydney Harbour Bridge lit with a giant smiley face. NOT’s new series 
of work, Y2K 2 a.i. (2025) employs neon glass and a motherboard across 
the mediums of sculpture to capture this millennial moment when Big Tech 
married mass media and all negative thoughts were erased to usher in a new 
era of artificial intelligence.

Represented by Mais Wright

www.notonline.com.au 

NOT, Y2K 2 a.i., 2025,  
neon tubing on found motherboard framed with museum glass,  
33 x 40 cm
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Lori Pensini Lori Pensini

I am biophilic by nature, and this work comes directly from my long 
ancestral and lived experiences as an eighth-generation grazier working 
in the Australian bush. The language of flowers is a signature canon to 
my art practice. In this piece, I have painted a depiction of my family’s 
nature/culture, exploring the traits of my ancestral women in the north 
west of Western Australia. Collectively, the hibiscus family is widely 
recognised as a symbol of the Divine Feminine, with the Slender 
Hibiscus (Hibiscus leptocladus) – native to the Kimberly and Pilbara 
regions – known as a flower of intense spiritual energy. Drawing from its 
key ecological traits, here the wildflower represents the vitality, beauty, 
resilience and adaptability of my matriarchs, the deep crimson centre a 
celebration of their energy, passion and the fostering of my creativity.

Represented by Gallerysmith Victoria

www.loripensini.com

Slender Hibiscus – Pilbara (Hibiscus leptocladus), 2026,  
oil on linen,  
45 x 40 cm
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Tim Price Tim Price

Most of my paintings relate to the theme making connections because 
they depict people doing things together. Often they are of people I 
know, and so are personal. A connection with the figures in my paintings 
is important to me. In this painting, the people are amalgams from the 
book Wild Swans and from my own life. They are in a reimagined Sydney 
with its Morton Bay figs and sandstone walls. I’ve poetically made a 
connection between Jung Chang’s life in China and my own life here.

Represented by Velvet Lobster

In 1991, Jung Chang Released a Book About Her Life and I Just Read It, 2024,  
acrylic on canvas,  
87 x 127 cm
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Debbie Pryor Debbie Pryor

With a foundation in ceramics and glass, my practice centres on material 
exploration through both industrial and craft-based processes. Working 
primarily with ceramics and plaster, I explore past and present relationships 
through a close engagement with landscape and environment – drawing on 
observation as a means of connection, reflection and response.  
Field Composition 3 extends this approach to mark-making, examining the 
interplay between landscape, materiality and human connection. Through 
textural and tactile gestures, the tablet-like form holds non-linear traces 
of place, people and memory. Abstract and layered, the work unfolds as an 
expressive field in which each gesture becomes an experiment in temporality, 
material presence and the threads connecting past and present.

debbiepryor.org

Field Composition 3, 2026,  
ceramic and plaster,  
32 x 25 cm
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Marisa Purcell Marisa Purcell

Growing up in Brisbane in the 1980s, I at least had the Queensland 
Art Gallery; there wasn’t much other cultural input. It was there that I 
connected with the work of Grace Cossington Smith. I returned often to 
her interiors; they taught me how to paint and how to observe light filtering 
through my bedroom window, which at the time felt like a kind of cage. 
The warmth of Cossington Smith’s paintings has stayed with me. My work 
Afternoon, bedroom connects with the same impulse she had when light 
becomes the subject itself. In this painting, the western sun moves across 
the room, filtering through the windows and casting a soft orange glow 
over everything.

Represented by Day01. Gallery 

www.marisapurcell.com

Afternoon, bedroom, 2025,  
acrylic on linen,  
140 x 180 cm
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Lucy Roleff Lucy Roleff

This painting forms part of an ongoing series exploring tools and objects of 
use as extensions of the body. It was painted in my studio, in response to a 
residency on the west coast of Tasmania, where I spent a week living and 
working in a small house by the water. Like Cossington Smith, who found 
meaning in the intimate world immediately around her, I am drawn to the 
ordinary and the close at hand. Fresh daisies suggest a recently attended 
table, while the axe and rowlock rest with their function suspended. The 
arrangement carries a sense of quiet occupation, or perhaps someone who 
has just been present, reflecting on the intelligence embedded in utilitarian 
objects and the connections between maker, hand and tool.

www.lucyroleff.com

Strong Suit, 2025,  
oil on linen,  
52 x 62 cm
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Jennifer Rosnell Jennifer Rosnell

This oil painting captures a quiet moment of a figure on sun-warmed 
rocks, pulling on flippers before entering the ocean. It is the pause 
before immersion. The work reflects the relationship between the human 
body and the coastal environment. The snorkeller sits at the threshold 
between land and sea, suggesting connection through anticipation, 
courage, and ritual. The contrast between warm ochre and orange 
rock tones and deep green water evokes both comfort and vastness, 
reinforcing the idea that connection is formed through place and the 
physical experience of the ocean.

Represented by Olsen Gallery

www.jenniferrosnell.art

Between Rock and Sea, 2026,  
oil on birch timber with Tasmanian oak frame,  
43 x 43 cm
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Peter Sharp Peter Sharp

The works I make may appear abstract, but it all starts with drawings made in 
the landscape. The forms are then filtered through various media to disrupt 
and force a visual transformation, and this creates questions about how we 
see ourselves and our connections with nature. This painting Clown has both 
macro and micro associations that can be witnessed in natural systems.

https://petersharpartist.com/

Clown, 2025,  
oil and acrylic on linen board,  
57 x 42 cm
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Chantelle Stewart Chantelle Stewart

The Verandah is painted from recollections of my grandmother’s 
property in country NSW – a weatherboard home among tall gums, 
windows framing nearby paddocks. Curtains drawn against the heat, the 
air thick with cicada song and Windfield cigarettes. Tin cups sweating 
in the sun and slow walks to the dam. This image reminds me of the 
ease I felt in her home and her presence. As a mother raising children 
in a busy city, I long for slower times like this – for deeper connection to 
the land and elders. Through painting these familiar domestic scenes, I 
reconnect with the joy and simplicity of these moments.

www.chantellestewart.com

The Verandah, 2025,  
oil on canvas,  
87 x 124 cm
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Kate Tucker Kate Tucker

Thinking with my Hands explores the porous, interconnected relationship 
between art and artist. A distant perspective merges with a viewpoint from 
within my hands, as though the materials themselves are looking back at me. 
My collage-like process combines figurative and abstract layers, cut up and 
rearranged to invite unexpected compositions and a kind of autonomy within 
the painting. Here, I am depicted working with clay, which merges with flat 
material planes. My paintings are made in relationship to sculptural works, 
each informing the other. As layers aggregate, initial elements collapse into 
an ecosystem that hints at how art-making dissolves time and the boundaries 
between self, ideas, and materials. The plaited fabric frame transfers the 
substrate into a container, where each element is treated as an open loop of 
equal importance, and meaning emerges through exchange and accumulation.

Represented by Daine Singer

www.katetucker.com.au 

Thinking with my hands, 2026,  
acrylic, acrylic mediums on linen, calico, canvas,  
104 x 79 cm
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Kate Vassallo Kate Vassallo

I have a materially driven, systems-based approach to making. Process-
based rules dictate the composition, colours and density in my 
abstractions. While the parameters I set myself are preplanned, I also 
leave space for agency, intuition and chance. Usually highly repetitious, 
my artworks slowly unfold over time. This drawing work was made 
by scattering points at random on the page. These points were then 
connected to form shapes and filled in with hundreds of ruled, straight 
lines of coloured pencil. The drawing is literally formed by making 
connections. Using this abstract visual language and specific material 
qualities, I want to elicit sensations of light, space, time, memory and 
nostalgia. I am also interested in using abstraction to communicate 
visualisations of process, thought, labour, control, chance, freedom and 
agency. I see my art practice as an ebb and flow between controlling and 
letting go.

https://katevassallo.com

Daydreaming 2, 2025,  
coloured pencil on paper,  
56 x 38 cm
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David Wells David Wells

This painting emerges from my experience as a sounding board and informal 
safety check for close female friends navigating internet dating. From their 
perspective as straight women seeking long-term connection, the process 
was often marked by uncertainty, risk and disappointment. Set in a 1920s 
film noir world within a public, luxurious ‘safe’ space, the work highlights the 
normalised danger embedded in heteronormative courtship. The central man, 
seen from the woman’s point of view, appears standoffish, reserved and faintly 
threatening. Is he dangerous, emotionally unavailable, disinterested or simply 
socially awkward? The ambiguity is intentional. The painting critiques the toxic 
behaviours men often excuse in one another, and the burden placed on women 
to assess risk with limited clarity and high personal stakes. It also points to 
the broader consequence of male silence: a culture sustained by a failure of 
accountability, where everyone ultimately receives less of what they seek.

Risk Assessment, 2026,  
acrylic on canvas,  
50 x 100 cm
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Anna Weston Anna Weston

As a speech pathologist and artist, I am deeply curious about how we 
make connections with ourselves and each other. This lifelong interest 
led me to interview and paint a series of women about the topic. 
Featured is Ida, a dear friend and psychologist based in Sweden with 
a strong humanitarian ethos. Ida explained the micro to the macro of 
making connections – including to her inner self, sense of agency and 
body, through to how these factors support her connection with others 
and a sense of something ‘greater’.

www.annaweston.com.au

Ida. Karlstad, Sweden, 2025,  
oil on canvas,  
132.2 x 101.6 cm
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Cynthia White Cynthia White

This work captures a paused moment between my dog and me, watching 
sunlight fall across the Adelong hills. Returning from painting Sydney’s 
inner city to the Snowy Valleys in Wiradjuri Country, I have found a renewed 
connection to the rolling hills, expansive skies and shifting light of the 
deeply familiar landscape in which I grew up. Materially, the work maintains 
a direct connection to place. Dripped enamel paint rests on locally sourced 
pressed tin salvaged from collapsing structures, carrying traces of regional 
industry and time. Found tin ant caps, gathered from the sites depicted, 
further embed the work within the landscapes it represents.

Suns up on Adelong Hills, 2025,  
enamel paint on pressed tin,  
29.5 x 29.5 cm
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2014 Grace Cossington Smith art award winner Margaret Loy Pula

Margaret Loy Pula belongs to the Anmatyerre people of Utopia in Central Australia. She comes from a 
distinguished artistic family and she is the daughter of well-known Utopian artist Kathleen Petyarre. 

Loy Pula paints the ‘Anatye’ or Bush Potato dreaming using a series of fine, detailed dots that represent 
the growth pattern of the plant from an aerial view. The bush potato vine grows after the rains and the 
vines send out tendrils into the soil, and this is where the potato (or bush yam) begins to grow. The women 
go out to collect the potato and they are cooked in the hot coals of the fire. 

She says: This painting is about my culture, my family. That’s my father’s dreaming. This is from my 
father’s country, that country is called ‘Unjangola’. That is north of Utopia, not too far, but really desert 
country.

2014 judges and selectors: 

2014 judge: Rachel Kent, Chief Curator, Museum of Contemporary Art, Sydney

2014 selectors: artist Janet Laurence and curator Nicholas Tsoutas

Anatye Bush Potato 
acrylic on linen 
150 x 150 cm

Courtesy the artist and Mitchell Fine Art

2015 Grace Cossington Smith art award winner Jake Blaschka

Jake Blaschka’s work explores connections between art and advertising and questions the pervasive role 
advertising plays within our contemporary society. rebejas is a cropped image of large-scale collages 
placed in a steel frame resembling backlit bus stop advertisements, while Obelus 3 is a dense black 
surface with remnant traces of characters suggesting it could have once supported an advertisement.

His work preserves a link to the original source material; the finished size of the works is that of 
printed billposters, while the depth and material of the steel frames replicate those of the bus stop ad 
shells. However, he mediates the images of advertising by presenting only fragmented text or traces of 
characters on the surface of the aluminium.

Blaschka says: By emphasising this dysfunctional character, I intend to intervene with technology used in 
high-end advertising in the same way I exploit the didactic content within printed advertising imagery. 

2015 judges and selectors: 

2015 judges: Geoffrey Legge and Damien Minton from Watters Gallery in Sydney,

2015 selectors: Anneke Jaspers, Assistant Curator Contemporary Art, Art Gallery NSW and  
Dr Stephen Little, Head of Painting, National Art School

rebajas منافس, خصم (Drawing as object 3), 2015 
untreated steel, duratrans print, acrylic, 
fluorescent lights, timber 
156 x 104 cm

Obelus 3, 2015 
aluminium composite panel, 
timber, fluorescent light, acrylic paint, 
steel angles and paper 
150 x 100 cm

Courtesy the artist
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Mark Titmarsh investigates the mystery of light and colour and suggests it is found equally in nature and 
in our fluorescent post-industrial environment. 

He says: Science tries to explain light and creates a muddle of waves and particles. Believers take light 
to be the essence of the god head, a primordial state of grace that has no forbears, unbegotten, where 
the only thing that can create a god or light is god as light. For unbelievers, the essence of light is the 
wonder of the world, the source of all interest in things, the mood of the moment, the play of appearance 
and depth across an infinity of possibility. In this painting, colour is the tension and connection between 
various modes of light, between the geometric and biomorphic, the painterly and industrial, the flatness 
of the image and the fatness of an object, and so on.

2016 judges and selectors: 

Rhonda Davis, senior curator of Macquarie University Art Gallery

Dr Andrew Frost, researcher in science fiction, cinema and contemporary art, art critic for Guardian 
Australia and a lecturer in the Department of Media, Music, Communications and Cultural Studies at 
Macquarie University

2016 Grace Cossington Smith art award winner Mark Titmarsh

Light from Light, Part 1-3 
acrylic and automotive polish on aluminium 
110 x 90 cm each

Courtesy the artist

Catherine O’Donnell is known for her detailed renderings of streetscapes and urban dwellings.

She says: My drawings are an exploration of the architecture, culture and history in the everyday-ness 
of the urban environment. I see the suburbs as full of connection and disconnection, sameness and 
difference; in short, my drawings examine suburban living as a site of complexity.

O’Donnell graduated with a Master of Fine Arts from the National Art School in Sydney in 2014, and in 
the same year, she was awarded a residency at the British School of Rome. She exhibits widely and is 
represented in both public and private collections in Australia and internationally. She has won many 
awards and numerous commendations. O’Donnell is represented by DOMINIK MERSCH GALLERY

2018 Grace Cossington Smith art award winner Catherine O’Donnell

Yates Court
pencil on paper,  
46 x 65 cm

courtesy the artist and Dominik Mersch Gallery
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Nadia Hernández was born in Mérida, Venezuela. Her practice is informed specifically by the current 
political climate of her home country and her diasporic experience as a Venezuelan woman living abroad. 
Articulated through textiles, paper constructions, painting, music, installations, sculptures and murals, 
her identity allows her, or perhaps encourages her, to create work that negotiates complex political 
narratives through the personal, the institutional and their intersections. 

Hernández holds a Bachelor of Fine Arts from the Queensland University of Technology. She was a 
recipient of the Bundanon Trust Artist in Residence (2019), a Create NSW Visual Arts Emerging Fellow 
(2020) and commissioned to develop an immersive educational program and exhibition as Shepparton Art 
Museum’s EduLAB (2020). Her work has featured in a number of group and solo exhibitions.

Dulce de lechoza verde (procedimiento) [Green papaya sweet (procedure)], 2021 
cotton, linen, and corduroy on linen textile 
145 x 100 cm 
 
Courtesy the artist and STATION

2018 judges and selectors: 

Alison Clark, Team Leader Arts & Culture at North Sydney Council, responsible for overseeing a range of 
creative initiatives including the Council’s Artist Studio, Residency & Creative Spaces programs, Public 
Art program and the biennial North Sydney Art Prize

Dominik Mersch, owner and director of the Dominik Mersch Gallery in Rushcutters Bay representing 
artists at the forefront of contemporary art practice and focusing on exhibiting artists from Australia and 
Europe. The Dominik Mersch Award was developed in collaboration with the Sydney College of the Arts to 
give emerging artists and curators the rare opportunity to show in a commercial gallery space.

Stephen Hall has a varied practice, encompassing painting, mixed 
media on paper, drawing, artists’ books, sculpture, ceramics and 
printmaking. The concepts he explores contain the deeply personal 
and the universal, expanding on facts and fantasies relating to 
Australia, the world, man and the mind. His awards include The 
North Sydney Art Prize Drawing Award 2013, The Kedumba Drawing 
Award 2011, The UNSW Alumni Art Prize 2007 and UNSW Paris 
Residency 2003. In 2004, he was awarded an MFA from UNSW.  
His work is in many public and private collections.

  Emerging artist award WINNER Jane Théau
Jane Théau works in a variety of media, particularly textiles, with a 
focus on performance, music and art. She has a Master of Art from 
UNSW Art & Design, a Master of International Affairs from Columbia 
University and a Bachelor of Applied Science from UTS.

Asking Answers Revealing Questions Punctuating with Sighs (suite of 10 etchings) 
etching, aquatint 
37 x 30 cm each

Local art award WINNER Stephen Hall

In Touch (Screens 1) 
thread and tarlatan 
100 x 80 cm

2021 Grace Cossington Smith art award winner Nadia Hernández
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David Collins lives on Dangar Island in the Hawkesbury 
River. He frequently paints and draws en plein air and his 
view of the landscape, with his broad washes of oil paint 
and calligraphic line, ensures a personal and unique style. 
Collins studied fine arts at Hornsby Technical College and the 
Canberra School of Art. He has been the recipient of artist 
residencies in Australia and overseas and exhibits regularly. 

Local art award WINNER David Collins

  Emerging artist award WINNER Alice Wormald
Alice Wormald graduated in 2011 with a Bachelor of Fine Arts from 
Victorian College of the Arts in Melbourne. Wormald creates paintings 
that develop from a process of image collection and collage that she 
fragments and reinterprets. Her compositions are layered, combining 
a softness of brushmark and hard-edge linear patterns, creating an 
illusion and play on visual perspective.

Hot Burn, 2021 
oil on Canvas, 122 X 200 cm (diptych) 
 
Courtesy the artist and Defiance Gallery

Turning in Circles, 2020 
oil on linen 
140 x 110 cm 
 
Courtesy the artist and Daine Singer Melbourne

2021 judges and selectors: 

Katrina Cashman, Gallery Manager and Senior Curator at the National Art School Sydney. Formerly, 
Cashman was the Assistant Director/Senior Curator at the Mosman Regional Art Gallery and she has 
curated 45 major exhibitions across the gallery and museum sector in Australia and Indonesia. She has 
extensive networks within the Australian and International art industry.

Dr Oliver Watts, Senior Curator of Artbank Sydney. He holds an MFA in painting, and a PhD in art history 
and jurisprudence, from the University of Sydney. Watts was a lecturer at SCA, University of Sydney, 
between 2011-2017 and is a contemporary artist represented by Chalk Horse Gallery and This Is No 
Fantasy, Melbourne.

Dr Virginia Keft is a Murriwarri Woman, artist, performer and researcher. Her practice includes painting, 
drawing, weaving, sculpture and sound art. Her work celebrates connections to place, community and 
language. Weaving features in her practice, physically and symbolically and language is woven into the 
works – in letter, sound, symbol, line and pattern, reflecting its scattered but persisting presence. Keft 
brings her passion for making contemporary visual culture accessible to broad audiences together with 
her commitment to help drive change through innovative and culturally safe arts and culture programs for 
Aboriginal and Torres Strait Islander communities.

2024 Grace Cossington Smith art award winner Virginia Keft

matjam bagin tja (flying fox in the twilight), 2023
synthetic polymer and textiles on canvas
93 x 123 cm
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Shahroud Ghahani is an Iranian-Australian artist and her artworks bridge 
disparate cultures and her experiences of them. Her practice explores 
representations of the female body and themes of beauty, the grotesque 
and identity within Eastern and Western traditions. Ghahani’s art is 
inspired by explorations of metaphysical subjects. She interweaves 
dreamscapes, liminal and imaginary spaces, displaced objects and 
allegorical imagery. She holds a Master of Arts from the University of New 
South Wales and has had her work exhibited in galleries across Sydney

Local art award WINNER Shahroud Ghahani 

 Emerging artist award WINNER Nicola Mason 
Nicola Mason’s work is richly informed by her background in 
conservation and land management and influenced by her domestic 
life. In 2016, she focused on her art practice, graduating with a BFA 
in 2020 from the University of New South Wales Art & Design. Her 
practice has been propelled by a number of residencies in Australia, 
France and Indonesia, and bursaries and grants. Mason has held 
numerous group and solo exhibitions.

The Goddess of no names, 2023 
archival pigment on Hahnemühle paper (hand cut paper collage and ink on handmade paper) 
143 x 143 cm

The Yellow Studio 1: inside, 2022 
oil on acrylic on canvas 
100 x 100 cm

2024 judges and selectors:

Felicity Fenner, Chair, City of Sydney Public Art Advisory Panel and Associate Professor, Curating & Cultural 
Leadership, Faculty of Arts, Design & Architecture, UNSW Sydney. She is a writer, curator of contemporary 
art, and an advisor on public art projects to corporate organisations, local and state governments.

Dr Blair French is a curator, writer and arts leader. He has a distinguished career across the arts sector, 
and his most recent role was Chief Executive Officer of Carriageworks, Sydney. He has held Senior positions 
at the Museum of Contemporary Art Australia, Artspace Visual Arts Centre, Performance Space and the 
Australian Centre for Photography. He is Chief Executive Officer at Murray Art Museum Albury (MAMA).

Gallery hours Tuesday to Saturday 10 am-5 pm FREE ENTRY | Gate 7, 1666 Pacific Highway, Wahroonga
02 9473 7878 | gcsgallery@abbotsleigh.nsw.edu.au | gcsgallery.com.au | An Anglican Pre K-12 Day and Boarding School for girls

We invite you to engage with the arts at the Grace Cossington Smith Gallery

For the full program of exhibitions and events visit 
gcsgallery.com.au

Applications open annually from April to mid August for exhibition proposals.

Follow us 
Instagram instagram.com/gcsgallery  
and Facebook facebook.com/gcsgallery 
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