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  FOREWORD

Blacktown Arts Centre is proud to present an exhibition of 
contemporary ceramics and drawing entitled, Drawn to Form: 
The Matter in Hand by Australia’s leading practitioners, an 
international artist and projects involving local communities.  
We invited the Head of Ceramics at the National Art School, 
Merran Esson, and Abdullah M.I. Syed, local artist and curator, 
to devise an exhibition which would bring ceramics to Blacktown 
Arts Centre for the first time, and would also engage our local 
communities and explore the current trends in ceramics as 
contemporary art practice.
 Merran and Abdullah rose to the challenge and have created an 
exhibition which demonstrates new techniques and principles 
in one of the oldest art forms on the planet, and how the medium 
both challenges and creates new types of contemporary art 
practice. This has been achieved through making visible the 
links between drawing and ceramics in all of the selected artists’ 
work, and through a vigorous dialogue between the guest 
curators.
 We are very pleased that Kei Takemura was able to be 
international artist-in-residence to develop her new work for 
the exhibition through community-based workshops. For this 
I’d like to thank our neighbouring arts organisation, Parramatta 
Artists Studios, and the Nomura and Pola Foundations in Japan, 
who have supported Kei’s residency and project.
 I would also like to thank all the artists in the exhibition for 
creating works that challenge and delight in equal measure, 
and the guest curators for their selection of artists, artworks 
and thoughtful insights into today’s current practice combining 
drawing and ceramics into experimental forms. I wish to thank 
the National Art School for supporting the making of artworks 
featured in the exhibition and to Blacktown Arts Centre staff 
and installers for realising the exhibition and public program. 
Finally, thanks go to Michael Fitzgerald, Editor, Art Monthly 
Australia, for opening the exhibition.

 Paul Howard
 Curator Visual Arts
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Kei Takemura, Renovated 
Pitcher, 2003, Japanese silk 
thread, Italian synthetic 
fabric and broken German 
picher (used by J.R.). Image 
courtesy the artist and  
Paul Green.



  INTRODUCTION 

What a glorious challenge we set ourselves when we embarked 
on an exhibition to explore a relationship between ceramics and 
drawing practices. Our primary idea was to bring together work 
that is not often presented together in this way. Organising such 
an exhibition is like setting up a table for a dinner with good 
company. Planning the right mix of characters, ensuring good 
conversation. The invited artists all showed up on time and the 
table is now set for your enjoyment. These artists are diverse, 
and the works we have chosen are dissimilar, taking you into 
the sometimes private and intimate world of the artists and 
their studio practice. 
 Art is a trace of our own journey, the artist often exploring 
the uncertainty of one’s own existence, and the viewer drawing 
their own conclusions from seeing another’s creative work. 
Drawing is often the way that we can experiment in looking, and 
clay offers us the opportunity to experiment in ways of making. 
Clay is such a willing material where the artist can leave the 
trace of a tool or a finger, the matter in hand, a memory of our 
own existence through to the mark of one’s own fingerprint. 
The ultimate challenge for us as curators has been to present 
different approaches to both areas of art making. 
 Not all the selected ten artists work with clay, but the ceramic 
object in most cases informs their practice. These artists have 
used film, performance, paint, drawing, clay, glazed bones, fine 
porcelain, silk, thread, ferrite magnets, charcoal, graphite, nails 
and wire. 
 When my co-curator Abdullah M.I. Syed and I began this 
conversation we had no idea where this would lead us. In 
visiting artist’s studios it has been such a privilege, revealing 
intimate and personal stories. It is a pleasure to bring together 
this collection of artists and their work. We also discovered a 
poem by Todd Turner, titled Stilled after the still life paintings 
of Jude Rae. Although written earlier this year in response to 
Jude’s paintings, it was a pleasure to hear Todd read this poem 
in the gallery and I thank him for his beautiful words.
 I would like to thank Abdullah for sharing this curatorial 
challenge with me. Our viewpoints are often quite different 
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and we held some lengthy discussions on the balance between 
drawing and ceramics in each selection. I want to acknowledge 
and thank the staff and students in the Ceramics Department 
at the National Art School for assistance with Kei Takemura, 
Abdullah M.I. Syed and Toni Warburton’s projects. Thank you 
to Sophia Kouyoumdjian, coordinator at Parramatta Artists 
Studio for making an international residency possible for Kei 
Takemura. Thank you to Jenny Bisset and Paul Howard at the 
Blacktown Arts Centre and to Blacktown Council for supporting 
projects such as this. 
  Finally, to the exhibiting artists, Suzanne Archer, Walter 
Auer, Emma Fielden, Janet Fieldhouse, Juz Kitson, Jude Rae, 
Tania Rollond, Abdullah M.I. Syed, Kei Takemura and Toni 
Warburton; thank you for kindly loaning the works to us for this 
exhibition, and for trusting us to present your work to a new 
audience. 

 Merran Esson 
 Artist, curator, Head of Ceramics, National Art School. 
 August 2015

Suzanne Archer, Hood, 
2011, bisque-fired clay with 
acrylic paint, 18 x 23 x 13 cm. 
Courtesy the artist and Janet 
Clayton Gallery.



76  DRAWN TO FORM: THE BEAUTIFUL RUINS

 ‘Fortress Ceramica’ – our symbolic but highly effective walled  
 city… a self-contained society from which we can safely 
 bemoan our marginalization … But in 1980 this … was changing
 and becoming more of a regressive academy that favoured 
 the traditional over the avant-garde and the academic over the 
 experimental … our cry for integration, perversely, grew  
 louder. (1) 

When critiquing postmodern ceramics at the 11th Australian 
National Ceramics Conference in Brisbane in 2006, American 
historian Garth Clark presented this vision of Fortress  
Ceramica as a ‘beautiful ruin’ – an institution where a com-
placent ceramics practice fixates on principles of beauty and  
craft tradition. Primarily focused on American art while  
holding a mirror to Australian art, Clark argues that ceram-
icists tend to resist opportunities that lie in the world 
beyond the closed walls of this fortress. This critique 
resonates with another area of the visual arts: drawing.  
However, drawing has since managed to assert itself as a 
satisfying medium of self-expression and storytelling, opening 
its once narrow viewpoint and integrating itself into the  
wider realm of artistic experiment (2). Drawn to Form: The  
Matter in Hand explores the relationship between ceramics 
and drawing, speculating an aesthetic synergy between their 
processes, materials, subject matter and forms.
 Ceramics and drawing, or more specifically clay and mark-
making, were first united through clay tablets dating back to  
ca. 10,000 BC (3). Together they brought about a harmonious 
method for preserving knowledge and culture through language 
and objects. Bringing this discussion into the present, Nicolas 
Bourriaud’s ‘relational aesthetics’ shifted the focus from object 
creation to relationships: relationships between line and form, 
object-makers and mark-makers, artists and viewers. The ten 
established and emerging artists in Drawn to Form make such 
connections while creating fluid communities with hybrid 
discussions. Their works celebrate and assert the plasticity  

and relational connections of ceramics and drawing in contem-
porary art. The exhibition addresses Bourriaud’s extension of 
art’s theoretical horizon into “the realm of human interactions 
and its social context, rather than the assertion of an independent 
and private symbolic space” (4).  The absence of traditional clay 
pots, and the use of drawing as both performance and record, 
consolidates this thinking and perhaps justifies the title Drawn 
to Form – a form that is both sculptural and cultural. 

 Despite clay being the main focus of this exhibition, only a 
handful of the ten artists have worked primarily in the medium. 
Their non-ceramics training reminds us of Pablo Picasso’s 
experimentations with clay during the 1950s. Picasso drew, 
tore, cut, threw, broke and rejoined clay, and he painted unfired  
pots that were prepared for him by skilled throwers. By doing  
so he not only demonstrated the true potential of ceramics, 
but also released clay from its association with craft tradition, 
bringing it into the realm of sculpture. 
 Jude Rae, Toni Warburton, Suzanne Archer and Walter Auer, 
along with Merran Esson, are Australian ‘avant-garde’ artists  
who clearly understand what ceramics offers in terms of 
freedom. They have dismantled Clark’s fortress and unlocked 
ceramics’ potential as an impulsive tool, pushing Australian 
ceramics and drawing to teetering monumentality, humble 

(1) Karen Wiess, 2006, “Review, 
Answered Prayers: Gatth Clark 
and Mark Del Vecchio at Verge”, 
The Journal of Australian 
Ceramics, 45 (3) < http://
www.australianceramics.
com/NOV06/answered.html>  
[Accessed, May 29, 2014].

(2) Exhibitions such as Drawing 
Now (MOMA 2002), On Line 
(MOMA 2011) and I Walk the 
Line (MCA 2009) are prime 
examples of how drawing 
has come to the core of 
contemporary fine arts.

(3) These are the inscribed clay 
tablets of ancient Harappa 
and Indus Valley (Pakistan), 
Akkadian, Mesopotamia and 
Egyptian civilizations, which 
mark the beginning of the quest 
to preserve knowledge.

(4) Nicolas Bourriaud, 2002, 
Relational Aesthetics. Paris,  
Les Presses du Reel, 14.

Toni Warburton, Pendulum 
Actions (arc3/2015), performance 
Risk archive installations. 
Installed in the gardens  
of Blacktown Arts Centre.  
Photo: Sharon Hickey.
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elegance and individualism. Their improvised monumentality 
and distinct aesthetic has clearly seeped through as emerging 
radicalism in younger Australian artist practices such as Juz 
Kitson, Emma Fielden, Janet Fieldhouse and Tania Rollond, 
whose approach to art making in terms of concept, material 
and scale is personal, evocative and universal, an approach 
which is shared by international artists like Abdullah M.I. Syed 
and Kei Takemura. Such diversity is on view in the exhibition: 
personal and cultural identity, figure and abstraction, nature 
and architecture, surface and decoration, illustrating how such 
concerns are differently interpreted by each generation and 
how artists have been using them as creative threads tying the 
two mediums together. 

 Jude Rae interacts with clay through stillness. For the first  
time in her illustrious career this stillness is defined through 
camera movement in her video work SLV1 in which Rae’s hall-
mark expressionist style of painting is evident. The camera acts 
as a brush or a pencil, panning, zooming and focusing upon  
each ceramic object, evoking her approach to drawing and 
painting. Similarly expressionistic, Toni Warburton’s work 
titled Lookout: mound is a two-foot tall hollow clay mound, 
permanently rooted on a rusted metal plinth, perhaps an 
invisible landscape. It stands tall, takes the beating of nature 
slowly etching its surface with scars, wounds and marks for us 
to decipher. Or perhaps it is a lingam (5), perpetually adored  
and bathed in a ritual of looking by its admirers. The restlessness 
of Warburton’s clay objects, drawing marks and performative 
acts, suggest that the work simultaneously wants to be a vessel 
and a drawing, an expression and a form. This profound trait 
and restless energy is also evident in Walter Auer’s installation 
of suspended clay bears and Suzanne Archer’s clay figurines, 
which are raw and challenging, imbued with a grotesquely 
haunting beauty. Their figurative sculptures are evolved through 
a constant interplay of additive and subtractive processes, 
embedding them with a tactile sense of iron nails, threads and 
lace. Both Auer and Archer take notions of (de)construction and 
fragility to another level, subjecting their materials to rough- 
and-ready treatment and resulting surfaces for drawing and 
painting (in Auer’s case painted by Bankstown Koori Elders 
Group) as a way of extending the possibilities of combining 
personal and communal expression. 
 For mid-career and emerging artists in this exhibition, 
ceramics and drawing practices are part of a broader trend 
that has seeped into every conceivable medium, technique 
and gestures, inviting the viewer to be a part of the work. Kei 
Takemura’s Renovated X series is a prime example, where 
the local communities are asked to donate accidently broken 
ceramic objects and share the object’s story. Takemura then 
mends the object with silk thread embroidery. This is an 
improvised method of Kintsukuroi, the age old Japanese art of 
repairing pottery with gold lacquer, with an understating that 
the mended piece has its own inherent beauty. This broken 
aesthetic takes its full affect in Emma Fielden’s hand crushed 

(5) Nicolas Bourriaud, 2002, 
Relational Aesthetics. Paris, 
Les Presses du Reel, 14.

Toni Warburton: Lookout: 
mound (seen from Merlin’s 
Lookout) Hill End, 2004, 
46 x 60 x 54 cm, rusted steel 
plinth (50 x 50 x 10 cm). 
Image courtesy the artist.



1110   STILLED
  after the still life paintings of Jude Rae 

Substance takes form 
in the guise of cups, 
jugs, bowls and bottles,
taller half-hidden dark modes

that tremble blue, green. 
At a distance, a glance,
the room feels hit upon, 
unanticipated, as if by chance,

like standing in the doorway
of an attic, where on entry 
you move with a stark 
sense of quiet and isolation.

Perhaps it is nothing more
than a sudden awareness,
the minds gift of lining its walls
with a blank yet brittle silence.

Here a jar, the containers, 
even the grain of a table’s edge 
seem to reverberate in the mute 
dustfall of light and shade. 

And there, not far, in a blur 
of the out of reach: a slow 
claim, the brushed brightness.
Sheer blaze of inaudible air.

 Todd Turner

ferrite line, Axis-Mundi, meticulously suspended in the space 
by tiny magnets and reflected in a mirror, connecting heaven 
and earth and beyond. For these artists, clay (or in Fielden’s 
case, ceramic ferrite magnets) allows them to capture their 
own experience of making, recording their every touch, and 
drawing the viewer into the process by which the work was 
created. These artists don’t believe that intellectual practice 
alone is enough, engaging in highly charged hands-on studio 
and art practices. Rollond’s DIY Bunning’s catalogue inspired 
project Some Products Require Assembly, demonstrates this 
combined ceramics and drawing studio practice where  
objects are remarkably at ease with themselves, allowing their 
surfaces to be drawn and marked. This marking is further 
illuminated in Janet Fieldhouse’s striking light boxes that are 
simultaneously personal and culturally collective. Similarly, 
Juz Kitson’s grotesquely exquisite works are awe-inspiring. 
Kitson, Fielden, Rollond and Fieldhouse choose to follow a 
course toward the difficult and obsessive, creating monu-
mental constructed drawings and sculptures that formally 
materialised dot by dot, grain by grain and bone by bone. The 
ceramic and drawing works by these artists are collisions of 
substance and surface, melding of destruction and creation. 
Furthermore, the metaphorical bleeding of spiritual nuances 
in this destruction and creation is clearly evident in Fielden’s 
Axis Mundi, Takemura’s Renovated XXX, and Syed’s Kundan 
installation. 
 Drawn to Form demonstrates a fresh and playful, yet care-
fully considered experimentation with marks, forms, surfaces, 
colour and pattern. The ten exhibiting artists have taken 
full advantage of clay’s unlimited potential, registering their 
immediate impulses through drawn marks and sculptural 
forms, and by doing so they invite us all to share in the beauty 
and joy of ceramics and drawing.

 Abdullah M.I. Syed, PhD
 August 2015, Sydney

 

Left: Kei Takemura, Renovated 
Blue Cup, 2015, Japanese silk 
thread, Italian synthetic fiber 
and broken ceramic blue teacup.

Right: Jude Rae, Blue Cup – For 
Merran, 2015, acrylic on board.
Photo: Sharon Hickey.



  JANET FIELDHOUSE

My work is an expression of my Torres Strait Islander heritage: 
the material culture, rituals of social and religious life, and 
artefacts which are created to fulfil the functional and spiritual 
needs of the people of the Torres Strait. The traditional practice 
of scarification (tattooing) on the head, body and limbs was 
considered beautiful, and was central to rituals that young girls 
went through upon reaching puberty and marriage; a symbol of 
mourning found only on young women and a ritual for magic.  
 Scarification (tattooing) is no longer practiced today and the 
history of marking skin was unseen and not heard of in my 
generation. Instead, current generations use ink tattooing as a 
means of expressing their heritage. The lightboxes help to bring 
back what was unseen marking, so that the next generation will 
know that scarification was once a strong part of our heritage. 
The lightbox shapes reference the pearl shell hair combs, worn 
by women to decorate themselves, while the porcelain faces are 
carved with the scarification markings affirming connections 
to clan. Viewing the porcelain through the light itself references 
the flawlessness of skin. These works sit at the intersection 
between contemporary ceramic practice in Australia, and the 
tradition of art of the Torres Straits and serve as a tribute to  
the women and the life of the Torres Straits.

Comb Series IV, 2014, 
porcelain, wood, light box,  
each 30 x 20 x 8 cm each. 
Courtesy the artist and Vivien 
Anderson Gallery, Simon 
Anderson Photography
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Great Grandmother Totem, 
2014, porcelain, wood, 
light box, 30 x 30 x 8 cm. 
Courtesy the artist and Vivian 
Anderson Gallery, Simon 
Anderson Photography.



Some Products Require 
Assembly (detail), 2015, 
porcelain with ceramic 
pencil, acrylic on wire and 
pencil on wooden plinth, 
dimensions variable. Image 
courtesy the artist. 

  TANIA ROLLOND

Intrigued by the possibility of one, or several, things becoming 
another, and images or objects on the border between legibility 
and abstraction, I make visual puzzles. I’m interested in ‘things’, 
un-nameable objects or ambiguous images that lie outside 
the mediation of language and culture. They offer a direct 
experience where meaning is open, and create a momentary 
pause in this fast-paced world of visual overload. This series of 
works emerges from a matrix, formed by the outlines of products 
traced randomly from Bunnings Warehouse catalogues. I paint 
over these with ink, filling positive or negative spaces with tone, 
or I build it up with clay, coiling line into form. This process 
starts intuitively, but as the work progresses, images or objects 
begin to emerge. In this puzzle-like journey you never know 
what you will find. Hints of a landscape, an interior, or a still life 
can be partly teased out.
 Later, I make drawings on the ceramic forms, or attach wire, 
to create assemblages suggesting other possible spaces and 
alternate readings. Through this process, the familiar becomes 
unfamiliar. I love the idea that the viewer’s interpretation cannot 
be right or wrong. What you see depends on what you’re looking 
for, or even who you are. The resulting drawings and ceramic 
forms are about visual perception. My aim is to capture or even 
create a feeling of uncertainty, or a situation that is irresolvable.
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Outdoor entertaining, 2015,  
ink and pencil on paper,  
20 x 20 cm. Image courtesy the 
artist and Abdullah M.I. Syed.



Left: Reduction to the Absurd 
(detail), 2010, pen and ink on 
paper 105 x 90 com. Courtesy 
the artist. In the collection of 
Abdullah M.I. Syed.

Right: Untitled (detail), 2011, 
glazed bones embedded 
in paraffin wax in a boxed 
frame, 110 x 98 x 20 cm.  
Image courtesy the artist  
and Abdullah M.I. Syed.

  JUZ KITSON

I work predominantly with large wall based and suspended 
porcelain and mixed media elements to construct works 
that not only challenge the viewer’s perception of ceramics 
as a medium but they also heighten their capacity for awe. 
Despite this sculptural fascination, drawing has remained a 
fundamental element, a backbone of my art practice. I see my 
drawings made from fine linear and dot markings, painstakingly 
and meticulously executed as a process of meditation. The 
drawn objects become specimens of nature; constructed and 
catalogued. They are visual dissections of our internal and 
external worlds – arranged for our aesthetic contemplation and 
interpretation. 
 I draw and build from my fascination and preoccupation of the 
ritual act of amassing strange and exquisite objects from nature; 
I venture into the landscape to collect animal bones, husks and 
organic material scattered throughout the rugged terrain of the 
Australian landscape; skulls and vertebrae’s bleached by the 
sun and decayed by weather. They are an invaluable source of 
inspiration that feed into the final installations. Bones connote 
lost life and refer us to the swift passing of time, memento-mori, 
a reminder of our mortality. The early works that are presented 
here are examples of my fascination with aesthetic judgment 
and taste where one can find beauty and contemplation in  
this world. 
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  JUDE RAE

 Thou still unravished bride of quietness,
 Thou foster-child of silence and slow time
  – from ‘Ode on a Grecian Urn’, John Keats 1820

SLV1 is a video experiment in the painterly genre of still-life. 
A genre of contemplation, still-life turns the attention to the 
overlooked and to aspects of perception that are just below the 
level of conscious attention in everyday life: ordinary objects, 
light conditions, incidental geometries. Ceramic objects have 
been our daily companions for millennia and have traditionally 
featured in still life paintings. There is an intimacy implied 
by the scale of ordinary ceramics – their mute interactions 
implying domestic activities; their forms gathering the ghosts 
of absent hands. 
 While I am primarily a painter, I have long been interested 
in one of the aspects of video work that distinguishes it from 
cinema, often referred to as ‘duration’. In stretching the 
temporal dimension of the moving image by slowing down or 
static framing, the video sequence resists narrative and thus 
creates a space of reflection for the viewer. In my work the more 
ubiquitous, ordinary or unfashionably dated these objects 
are the better. Their anonymity allows the attention to settle 
instead on the conditions of delivery, whether paint or pixels. 
This is not to say that their form is unimportant but that there 
is a beauty in them which must be found, suggesting that beauty 
can depend on circumstances (light, aspect, scale or proximity) 
and interpretation: beauty created anew each time in the eye of 
the beholder.

Still Life 1 (SLV1), 2013,  
HD video, 8 min. 27 sec.  
Image courtesy the artist.
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  WALTER AUER

My installation is a return to repetition, something that has 
interested me for the last 30 years. Working on the same theme 
without a clear idea of how the final work will shape up has 
excited me for a long time. Turning my soft toys inside out has 
given me interesting seam lines that have become an important 
element in my latest works. The use of metal nails as points 
of reference, in combination with fine cotton string, acts as 
extensions of the drawn line.
 Asking the Bankstown Koori Elders Group to collaborate 
on this project and draw their stories on one of my sculptural 
pieces is another way for me to push the boundaries of drawing 
in a traditional sense. The final installation of the suspended 
forms creates their own drawing. The different sizes and shapes 
in arrangement with the vertical lines and light create an image 
in constant change. I want the viewers to become part of the ‘big 
picture’ of the installation and explore finer details of lines and 
dots, light and dark, by drawing them closer to the individual 
works.

Walter Auer with  
Bankstown Koori Elders 
Group, In Transition, 2015, 
found clay, terra sigillata, 
nails, silk string, fishing line, 
dimensions variable.  
Image courtesy the artist  
and Blacktown Arts Centre.
Photo: Sharon Hickey.

21



  SUZANNE ARCHER

Drawing is integral to my practice; be it in sketchbook 
drawings where I pre-empt the work, post-construction where 
I document the outcome and draw out ideas for variations or 
use the sculptural piece as a model for inclusion in some of my 
larger drawings or paintings. My use of clay is instinctive; often 
spontaneous and the imagery, although likely to continue in 
the theme of the series, grows and develops through ‘play’. The 
sculpture grows from the clay’s manipulation with the hands, 
pulling and stretching, building and removing – it is an exciting 
medium which often helps me to surprise myself and express 
better what I feel as well as what I think consciously. 
  I often paint and add other materials and fabrics to the 
clay after bisque-firing, a process that is evident in sculptures 
presented in this exhibition. I always paint the sculptures 
with acrylic paint as it naturally provides continuity between 
my painting and drawing practice, with the sculptures also 
constructing a ‘launching pad’ for my large drawings which 
often transform them as subject matter.

Medusa, 2011, bisque-fired 
clay with acrylic paint,  
21 x 19 x 18 cm. Courtesy  
the artist and Janet Clayton 
Gallery. Image courtesy  
Jagath Dheerasekara.
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  EMMA FIELDEN

The series Axis Mundi explores a line that joins the celestial poles 
of Earth, the axis upon which the planet spins. It is a universal 
idea that crosses religious, secular and cultural contexts. It links 
north and south, and is considered to be a connection between 
celestial and earthly realms. The line is drawn through space 
by linking fragile, magnetic ceramic shards into long sustained 
lines. I made the shards by smashing strong industrial ceramic 
magnets with a mortar and pestle. This is a somewhat alchemic, 
transformative process that is similar to the traditional method 
of crushing earth and stones to make pigment for painting and 
drawing. The rigid magnets are destroyed and the resulting 
ceramic shards form a granular material with a diminished 
magnetic force. This fragility steered the development of the 
work and its making becomes a meditation requiring stillness, 
breath and concentrated precision.
 The obsessive act of drawing this line stems from my ongoing 
preoccupation with infinity and the notion that any line drawn 
is a mere portion of its infinite potential. These are ideas that 
are central to my drawing practice. To me, the grey magnetic 
shards of ceramic ferrite allude not only to the graphic but also 
to its mirror image of fine white porcelain. In this I see a poetic 
opposition: industrial and decorative, opaque and translucent, 
dark and light. Furthermore, mirrored by its own reflection, the 
line is sustained, and it tapers to a single shard. This single point 
is a symbol for the geometric origin of line, a mineral particle in 
clay, the beginning and the end of a form.

Axis Mundi: The The Point – I, II and 
III, 2015, crushed ferrite ceramic 
magnets, neodymium magnets, 
hand-etched glass mirror. Installation 
dimensions variable. Image courtesy  
the artist. Photo: Sharon Hickey.
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Alvarez of La Paloma Pottery, Hill End. To make this sculpture, 
I choreographed quick body actions to throw found wooden 
objects at the clay mound form. I wanted to see how the impact 
would change the form and its surface when chance, timing, and 
invention were involved. The plasticity of the clay membrane and 
internal air pressure enable applied forces to shift a hollow clay 
form without radically collapsing the material into formlessness. 
The form was bisque fired, then painted with ceramic engobes, 
pigments and glazes and fired again.
 Through the terrain of drawing, my work responds to site 
and to place. My observations and experiences as walker or 
passenger become compressed sensations: line, idea, trace, 
impact, scratch... 
 The pendulum actions evolved in response to my discussions 
with the curators of Drawn to Form that presented a possibility 
of revisiting the volume altering actions of the sculpture in 
Gallery 1 with my interest in suspension (arc1&2, at Articulate in 
2011) as more of a ‘live body action’ to create new work. Retracing 
the process, Joe Purtle made wheel-thrown forms to my 
specifications at the National Art School, where I experimented 
with various suspended clay volume impacts, finally arriving at a 
single clay volume-making impact with another clay volume. For 
Blacktown Arts Centre, my body actions unite with a pendulum 
action to explore impact and duality. The results from the 
pendulum actions have been fired and exhibited as part of the 
Risk archive.

  TONI WARBURTON 

Through my sculptures, installations and actions, I seek to enlist 
creative reflection and critical dialogue about cultural attitudes 
and environmental processes that underlie the appearances 
of landscapes. Also pertinent are the surrealist notions of 
‘encounter’ and phenomenological insights about perception 
and movements of the human body in space. My ceramics and 
drawings exhibited here demonstrate such evolving concerns 
and explore the body, actions, forms, and marks. Spanning a 
decade of exploration (2004–2015), these works are presented 
in three parts, and settings where each work is autonomous yet 
links to the others historically and conceptually.
 In the Lookout series, I altered the volumes and surfaces of 
wheel-thrown clay forms made to my specifications by Lino 
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Risk: Pendulum Actions (arc 
3/2015), 2015, performance 
archive installation, various 
altered clay ‘volume’ forms. 
Image courtesy the artist.

maze/climb/path, white  
gesso on brown craft 
paper, 102 x 76 cm. 
Image courtesy the artist. 
Photo: Sharon Hickey.



  KEI TAKEMURA

My artworks are densely personal and emotive, evoking 
universal memories of viewers, brought to light through my 
personal reminiscence. As a means of recalling memories, I 
combine silk embroidery with layers of tapestry and synthetic 
transparent fabric in my drawings and installations.
 Threads have been a part of my practice since the beginning. 
The idea of using silk thread took root when I visited Chūgū-ji, a 
temple in Nara Prefecture, Japan, in 1997. I saw the Tenjukoku-
Shucho Mandala, an embroidery by Princess Tachibana-no-
Oiratsume in 622, to remember and honour her consort Shōtoku 
Taishi. The embroidery is a national treasure and is thought 
to be one of the oldest that uses silk thread and gauze. The 
embroidery has been partially destroyed by fire and it survives 
as fragments. It has been restored and replicated many times. 
This ongoing act of remembrance and healing, through the 
simple act of stitching, caught my imagination and continued to 
inspire me when I moved to Berlin in 2000. This materialised as 
my on-going Renovated XXX series.
 The new Renovated artworks are mostly made using donated 
broken ceramic objects from the local communities of Western 
Sydney. I engaged with their stories and circumstances; carefully 
observed, listened and learned about their objects’ historical, 
cultural and personal significance. I then repaired the objects 
while reconstructing the memories, embodying the stories of 
each donated object. This is a moving experience that becomes 
part of my daily life. I attempt to communicate memory by 
creatively transforming my feelings of intimacy through object 
intervention; an act of ‘renovation’.

Kei Takemura has produced new works from the ongoing series Renovated 
XXX, commissioned by Blacktown Arts Centre and through a residency 
partnership with Parramatta Artists Studios. Her residency is supported by 
the National Art School (Ceramics Department) and sponsored by Nomura 
Foundation and Pola Art Foundation, Japan.
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Above: The Things to Renovate II in P. City (Western 
Sydney), 2015, paper, drawing with permanent pen, 
Italian coloured synthetic cloth, Japanese silk  
thread, 80 x 91 cm. Image courtesy the artist.  
Photo: Sharon Hickey.

Right: Renovated Manus Water Pot, 2015, Japanese 
silk-thread, synthetic fabric and broken water pot 
(made in Papua New Guinea and in the collection  
of the National Art School). Image courtesy the artist. 
Photo: Sharon Hickey.



  ABDULLAH M.I. SYED
 

The heart of my installation lies in the Islamic belief that Allah 
(God) created the human body (Adam) from clay and water 
and infused with divine light. Like a clay vessel, the human 
body also received a mirror-polished heart and the will to etch 
it. Those who open their hearts to draw from divine light can 
transmute into Kundan, a refined gold, metaphorically a pure 
human being. 
 Filmed through the spyhole of a ceramics kiln, a single 
porcelain rose is the mystic centre of a believer’s heart, a tenet 
of the spiritual Persian alchemy. The use of porcelain clay in 
the video and sculpture takes its lead from the lost wax process 
used in the Subcontinental art of Kundan making. However, 
here the base metal of this process is substituted with an 
artificial silk and plastic flower, devoid of life and fragrance. 
When the artificial flower is repeatedly dipped, trailed, brushed 
with porcelain slurry and fired, the fabric and plastic burns 
out leaving a pure porcelain flower. The resulting clay shell is 
like a blank paper or the human body bathing in the glowing 
light. This process of purification, when shared through the 
immersive gaze of the audience, reveals one’s essence of love, in 
which an old identity is relinquished for that of a higher identity 
that exists within oneself. In this sense, the transmuted pearly 
white and smoked black porcelain roses suggest the tangible 
and intangible dualities of a balanced identity.

Abdullah M.I. Syed has developed Kundan as a visiting artist and scholar 
at the National Art School (Ceramics Department) whilst in-residence at 
Parramatta Artists Studios.

Kundan, 2015, HD video  
projection (4 min.), pearl  
white and smoked black  
porcelain roses and gota. 
Image courtesy the artist.
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  BIOGRAPHIES

Suzanne Archer (b. 1945, Guildford, England) 
is currently living and working in Wedderburn, 
NSW. Archer’s practice spans over four decades 
shifting between painting, sculpture and 
installation. Her work is represented in many 
regional galleries throughout Australia and 
she has exhibited in commercial and regional 
galleries nationally and internationally. Recent 
solo exhibitions include The Glass Depository, 
Coffs Harbour Regional Gallery (2014), Pillow 
Talk (2014) and Anthology of Absurdity (2013), 
Janet Clayton Gallery, Sydney, Conversations 
with the Devil Woman, Campbelltown Arts 
Centre (2013), and Afterlife at Maitland Regional 
Art Gallery, a MRAG touring show, (2010-2011). 
Selected group exhibitions include Across the 
Water: China-Australia Modern Masters of 
Watercolour, Juniper Hall, Paddington, Sydney 
(2015), Transforming at Meijiang Gallery, 
Tianjin, China (2014), Stitched, Janet Clayton 
Gallery (2014), Unbound, Macquarie University 
Art Gallery (2013), From Paper, Beijing Art 
Space, Beijing (2012). She has won numerous 
art awards including the Wynne Prize for 
Landscape Painting in 1994 and the Dobell 
Prize for Drawing in 2010. In 1993 Archer was 
awarded a Fellowship from the Visual Arts and 
Crafts Board of the Australia Council. In 2014 
she spent a month in Beijing on a Red Gate 
Residency. Suzanne is represented by Janet 
Clayton Gallery, Sydney and Nicholas Thompson 
Gallery, Melbourne.

Walter Auer (b. 1957, Campo Tures, Italy) 
studied ceramics at the State Institute of 
Arts in Faenza. After graduating with an 
Advanced Diploma, Auer worked with Chin 
Jukan in Miyama, Japan, for one year as well 
as studying traditional wheel-forming with 
Ahmed Berktash, in Avanos, Turkey. He spent 
over two years in Asmara, Eritrea, to organize 
two ceramic training centres in leper hospitals. 
In 1997 he settled in Sydney, where he began 
collaborating with indigenous artists and 
Aboriginal communities in Australia. He has 
been teaching ceramics at TAFE since 2002 and 

collections, including the National Gallery of 
Australia, the Art Gallery of South Australia, 
Museum for Kunsthhandwerk und Gewerbe, 
Hamburg, Institut fuer Kuenstlerische Keramik 
und Glas, Germany, Perc Tucker Museum, Gold 
Coast City Art Gallery, Manly Museum and Art 
Gallery, Western Australian Art Gallery, Queen 
Victoria Museum and Art Gallery, Bathurst 
Regional Art Gallery, Geelong Art Gallery, 
Queensland University of Technology, National 
Art School, Art and Design, University of New 
South Wales, The Australia Council, and Qantas. 
Merran Esson is represented by Stella Downer 
Fine Art, Sydney and Gaffer Gallery, Hong Kong. 
www.merranesson.com

Emma Fielden (b. 1977, Auckland, New 
Zealand) moved to Australia in 1980. She lives 
and works in Parramatta, Sydney. Trained as 
an engraver and a gold and silversmith, her 
current art practice crosses the disciplines of 
drawing, contemporary jewellery, sculpture and 
installation, utilising materials such as paper, 
ink and graphite, whitened silver, blackened gold 
metal, glass, and most recently, ferrite magnets. 
Obsessive, laborious and mediative in nature, 
Fielden’s art practice is largely concerned with 
repetitively built-up lines, marks, grid like 
forms, be they small intimate hand-drawn and 
engraved metal objects intended to be worn 
upon the body, architectural interventions, or 
works on paper. She received her art diploma 
from the TAFE NSW Sydney Institute Design 
Centre (2006) and since then her work has 
been regularly shown in four solo exhibitions 
and many group exhibitions. She has been a 
recipient of the 2014 National Contemporary 
Jewellery Acquisitive Award for her work 
titled Grid. In 2013, Fielden also received a New 
Work Grant from the Australia Council for the 
Arts to create a body of work presented as solo 
exhibition Infinity, Sydney (2015). Emma Fielden 
is represented by Gallery Funaki, Melbourne.  
www.emmafielden.com

Janet Fieldhouse (b. 1971, Cairns, Queensland) 
uses ceramic media to explore her Torres Strait 
Island heritage and culture and its relationship 
to a broader Australia. Janet studied at Cairns 

is a part-time teacher at Northern Beaches and 
Gymea TAFEs. Auer has shown in many solo and 
group exhibitions nationally and internationally, 
most notably, Hyperclay, a touring exhibition 
organized by Object, the Australian Centre for 
Craft and Design. Other exhibitions include The 
Great Leap: A Ceramic Revolution, Kerrie Lowe 
Gallery (2013), Continuum, Manly Art Gallery 
& Museum, Manly (2012), In Clay, Hazlehurst 
Regional Gallery & Arts Centre, Australia (2011), 
Earth to From, Tin Sheds Gallery, Sydney (2009), 
Sculpture by the Sea, Bondi (2005), Biennale 
of Small Ceramics, Zagreb (1995), Sand Art 
Open Air Sculpture Show, Campo Tures (1991) 
and Zugluft Open Air Sculpture Show, Campo 
Tures (1990). Auer has also participated in many 
international competitions and workshops 
such as Woollahra Small Sculpture Prize (2005), 
29th International Ceramic Competition, 
Gualdo Tadino (1982), International Snow 
Sculpture Competition, Quebec City (1994) 
and International Ceramic Workshop, Warsaw 
(1998) and Gaya Ceramic Arts Centre, Bali (2015). 
www.walterauer.com.au

Merran Esson (b.1950, Australia) is an 
artist, curator, educator and presently the 
Head of Ceramics at the National Art School 
in Sydney. She holds an MA (2004) from 
Monash University. Merran was the Chair of 
the organising committee of the Australian 
Ceramics Triennale in 2009 and has exhibited 
extensively in solo and group exhibitions. 
Esson has been a visiting artist in China, Korea, 
Scotland, Japan, Pakistan, Sweden and Taiwan. 
Her curating credits include The Hollow and the 
Whole (2004), Common Ground - Contemporary 
Ceramics (2005), Delmar Gallery, Sydney, Chilli-
Winter exhibition (2005), Cudgegong Gallery 
Gulgong, Link: Ceramics from Kongju & Sydney 
(2009), NAS Gallery. Esson has won many awards 
notably the Poyntzpass Pioneers Award of Merit 
(2008) at the Shepparton Ceramic Award; a 
residency award at The National Art School’s 
Paris Studio, at the Cite Des Internationale 
(2006); the 24th Gold Coast International 
Ceramic Award (2005) and Highly Commended 
at the Woollahra Small Sculpture Prize (2014). 
Her work is represented in public and private 

TAFE before moving to Canberra where she 
graduated with a Master of Philosophy (Visual 
Arts) from the Australian National University 
School of Art in 2010. Today she lives and works 
in Cairns. Janet was awarded the inaugural 
Indigenous Ceramic Art Award (2007) from 
Shepparton Art Gallery (now Shepparton 
Art Museum), and was also announced the 
winner of the Award in 2012. She held her first 
solo exhibition at Vivien Anderson Gallery, 
Melbourne in 2009, and her artworks are 
held in the collections of the National Gallery 
of Australia, Canberra, the National Gallery 
of Victoria, Melbourne; the Queensland Art 
Gallery, Brisbane, the Art Gallery of Western 
Australia, Perth, and the Australian Parliament 
House Collection, Canberra amongst others. 
Janet Fieldhouse is represented by Vivien 
Anderson Gallery, Melbourne.

Juz Kitson (b. 1987, Sydney, Australia) currently 
lives in NSW and has a studio in Jingdezhen, 
China. Her work deals with abject subjects and 
themes of budding life, death and brutality in 
nature through meticulously formed drawings, 
objects and installations. Kitson studied 
ceramics at the National Art School, Sydney, and 
graduated with BFA Honours in 2009. She has 
exhibited nationally and internationally since 
2005 in solo and group exhibitions. Most notably, 
solo shows at Greenaway Art Gallery, Adelaide, 
ArtStage Singapore, Nellie Castan Gallery, 
Melbourne, London Art Fair project space, 
Zero Art Centre in 798 Art District, Beijing and 
Bathurst Regional Art Gallery. Group exhibitions 
include Primavera, Museum of Contemporary 
Art, Sydney (2013), Today Art Museum Beijing 
and Dubai Art Fair. She has participated in 
several residencies including Bundanon Arthur 
Boyd Trust (2010), Bathurst Regional Art Gallery 
Hill End Residency and the NAS Residency for 
Emerging Artists from NSW, supported by Arts 
NSW at the Tshingua University Academy of 
the Arts, Beijing. Numerous articles have been 
published about her practice in Australian Art 
Collector Magazine, Australian Art Review, The 
Journal of Australian Ceramics, China Ceramic 
Artist magazine and Vogue Living. Juz Kitson’s 
work is held in the permanent collection of the 
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Museum of Old and New Art (MONA), Hobart, 
Tasmania, RMIT University collection and 
ArtBank, and in private collections in Australia, 
China, France, Dubai, Singapore, Germany and 
the United Kingdom. Juz Kitson is represented 
by Greenaway Art Gallery, Adelaide, and Nellie 
Castan Gallery, Melbourne 

Jude Rae (b. 1956, Sydney, Australia) is best 
known for her paintings of objects, people and 
architectural interiors. Her unremarkable, non-
narrative imagery directs the attention towards 
the formal and material aspects of painting, 
encouraging a more reflective approach to 
visual perception. Graduated in Fine Art 
(History) from the Sydney University, Rae was a 
founding member of the Ultimo Project, Sydney 
(1987), an inner Sydney artists’ housing co-
operative. In 1990, she moved to New Zealand 
where she worked as Director of South Island 
Art Projects, Christchurch. Rae has taught at 
universities in Australia and New Zealand and 
presently working as a sessional lecturer at the 
National Art School, Sydney. Her work has been 
exhibited in Australia, New Zealand, Germany 
and USA. She has been awarded various 
international artist residencies including the 
AGNSW Denise Hickey residency in late 2016, 
was twice awarded the Portia Geach Memorial 
Prize and was an Archibald Prize finalist in 
2014. Rae was commissioned to paint Professor 
Frank Fenner by the National Portrait Gallery 
of Australia in 2014. Jude Rae is represented by 
Jensen Gallery in Australia and Fox Jensen in 
New Zealand. www.juderae.com

Tania Rollond (b. 1973, Esperance, Western 
Australia) is a Sydney-based artist who makes 
ceramics and drawings, often combining the 
two. Working in-between representation and 
abstraction, she makes drawings on (and about) 
objects to test the outer limits of recognition and 
meaning. Rollond completed a Master of Fine 
Art (Research) at UNSW Art and Design in 2011, 
and also holds a Bachelor of Arts (Design) from 
Curtin University (1993). She studied ceramics 
at the National Art School in Sydney (1997- 2000) 
where she has been a part-time lecturer since 
2010, having previously held sessional teaching 

Kei Takemura (b. 1975, Tokyo, Japan) recently 
moved to Gunma, Japan after living and 
working in Berlin since 2000. She received a 
BFA (2004) from the Berlin Art Academy (DAAD 
Scholarship; Prof. Lothar Baumgarten) and 
holds an MA (2002) and a BFA in Painting (1998) 
from Tokyo University of Fine Art and Music, 
Tokyo. Her solo exhibitions include Hana no 
Iro, Dominik Mersch Gallery, Sydney (2015); 
Garakuta-Love, Galerie Patrick Ebensperger, 
Wien; Dearest Unknown You, Taka Ishi 
Gallery, Tokyo (2012); In that moment: where 
as she? Rahn Contemporary, Zürich; You 
are Welcome!, Künstlerverein Malkasten, 
Düsseldorf (2009); When I Meet You Here, 
Tomorrow, and Yesterday: Kunstverein am 
Markt Schwaebisch Hall, Germany (2010). Her 
selected group exhibitions include Zones of 
Contact, Sydney Biennale, Sydney (2006); Cycle 
and Recycle, Aichi Art Centre, Aichi (2007); 
von dem was dann noch bleibt, Nassauischer 
Kunstverein Wiesbaden (2008); Fragile, Musée 
d’Art Moderne/St. Etienne, France (2009), and 
Architect Seiichi Shirai, Mind and Space: the 
Museum of Modern Art, Gunma, Japan. In 
2009 Takemura won the VOCA Incentive Prize 
at the Ueno Royal Museum. Kei Takemura is 
represented by Galerie Patrick Ebensperger, 
Wien/Berlin, Taka Ishi Gallery, Tokyo, Wooson 
Gallery, Daegu, and Dominik Mersch, Sydney. 
www.takemurakei.com

Toni Warburton (b.1951, Sydney, Australia) is 
an artist, educator, writer and curator whose 
primary discipline is ceramics and installation 
amplified by drawing and body actions. She 
holds an MA in glass, University of Sydney (2000) 
and taught ceramics history and contemporary 
theory at the National Art School, Sydney 
College of the Arts, UNSW Art and Design and at 
TAFEs. Represented by Mori Gallery from 1979-
2009, Warburton has held many solo and group 
exhibitions, most recently Turn Turn Turn, 
Contemporary Clay and Daughters Mothers, 
Future Feminist Archive in 2015. She works 
collaboratively with the Williams River Artists 
Project: Instruments of democracy, Cementa, 
Kandos (2015), Leave it in the Ground (2013), 
and Cry me a River (2009). Warburton curated 

positions at NAS, UNSW and TAFE. Rollond has 
been exhibiting since 2001, with her most recent 
solo exhibition in the ‘Showcase’ at Shepparton 
Art Museum (2014). Other solo exhibitions 
include Skepsi Gallery, Melbourne (2009) and 
Sabbia Gallery, Sydney (2007). She has been a 
finalist in the Vitrify Alcorso Ceramic Award 
(2012), and was awarded a NAVA Marketing 
Grant in 2007. Her work is held in the collections 
of the Bendigo Regional Gallery, Shepparton Art 
Museum, FLICAM Museum in Fuping, China, 
and private collections in Australia and overseas.  
www.taniarollond.com.au

Abdullah M.I. Syed (b.1974, Karachi, Pakistan) 
is an artist, designer and curator, living and 
working between Sydney, Karachi and New York. 
His art practice weaves between the narratives 
of east and west, bringing together art historical 
references and concerns from each. Syed has a 
PhD in Art, Design and Media (2015) and an MFA 
(2009) from the University of New South Wales. 
He also holds a BA in Design (1999) and M.Ed. 
(2001) from the University of Central Oklahoma, 
USA. Syed’s works have been featured in eight 
solo and several local and international group 
exhibitions and art fairs such as Dubai Art 
Fair, India Art Fair, and ArtStage Singapore. 
He has been artist-in-residence at Cicada 
Press (2009 and 2013), Blacktown Arts Centre 
(2011), and currently at Parramatta Artists’ 
Studios in Sydney. Syed’s notable curating and 
co-curating credits include Arrival | Revival 
(2014), Semblance of Order (2013), Remarking 
| Remaking (2012) in Sydney, Michael Esson: 
Drawing Survey (2010), Michael Kempson: Print 
Survey (2010), Aboriginal Dreams (2010), Let’s 
Draw the Line (2008), and 6/6: The Labyrinth 
(2006) all in Karachi. His awards include 
the Blacktown Art Prize (2010), the UNSW 
Postgraduate Research Scholarship (2009) and 
the IAO Installation Award (2003). Syed was 
highly commended in the Woollahra Small 
Sculpture Prize (2014) and was a finalist in the 
Hazlehurst Art Prize (2015), Moran Photography 
Prize (2014) and the Blake Prize (2013). Abdullah 
M.I. Syed is represented by Aicon gallery, New 
York. www.abdullahmisyed.com

Replacements other drawing: reveries of the 
everyday, co-curated Where we know with 
Peter Cooley and installed Lookout ceramics 
and assemblages in Making it New curated 
by Glen Barkley, Museum of Contemporary 
Art, Sydney (2009). She created sculptures for 
FLICAM Australasian Museum of Ceramics, 
Fuping, China and her work was exhibited 
in The Clemenger Contemporary Art Award, 
Ian Potter Centre, National Gallery of Victoria 
(2005). Transformations, the Language of Craft 
at the National Gallery of Australia (2005). She 
has done residencies in Brisbane, India, Japan, 
China, and in NSW at Hill End, Gulgong, and 
Sturt at Mittagong. Warburton’s work is held 
in national, state and private collections. As 
a recipient of a Commonwealth Fellowship 
Warburton studied Indian terracotta traditions 
and installed Configuration at MS University 
Baroda and Art Heritage Gallery, New Delhi 
(1988). www.toniwarburton.com.au
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