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FOREWORD
Wollongong Art Gallery’s art collection includes a substantial number of abstract 
artworks and among those a significant number of Non-Objective works by some of 
Australia’s most important and influential artists. 

It was during the Gallery’s exhibition Square One in 2012 when many of these works 
were on show that artist/curator Andrew Christofides was first inspired to develop an 
exhibition that focused specifically on artists working within the Non-Objective art visual 
mode. The idea grew and evolved over time until it became fully formed as the exhibition 
Visions of Utopia.

Non-Objective art is one of the great pillars of modern art. Its intent is to take nothing 
from reality but rather for artists to utilise the elements and principles of art to conceive 
structures that create visually aesthetic and stimulating work. It is art for art’s sake 
unburdened or shackled by many of the concerns of other visual art modes. 

It defines a type of abstract art that reduces ideas and elements to their barest, to their 
most minimal, to convey a sense of simplicity and purity. Its exactness and struggle for 
perfection often lends it an air of cerebral and intellectual soberness, however by tapping 
the visual language of abstract forms and colours it has the capacity to transcend 
cultural and physical boundaries, to express the inner need of the artist and create an 
aesthetic experience which conveys universal human emotions and ideas.

Visions of Utopia is an evocatively titled exhibition that conjures images of an aspirational 
attainment of perfection, a notion closely aligned to artists working within the Non-
Objective art frame and thus an eminently appropriate showcase for the artists whose 
work is presented in this exhibition. 

Wollongong Art Gallery would like to thank all the participating artists for sharing their 
work and visions with us in this visually and aesthetically engaging exhibition.

We would like to particularly thank Visiting Curator Andrew Christofides for his 
unwavering passion, focus and commitment to this project.

We hope you enjoy the show.

John Monteleone, Program Director

Ralph Balson, Construction, Transparent Planes, 1942, oil on board, 68.4 x 90cm. Collection Penrith Regional 
Gallery and The Lewers Bequest.
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INTRODUCTION
This exhibition looks at work by Australian artists who have pursued the idea of an art 
based on a visual language that derives from the formal elements of painting – these 
being colour, line, shape, plane, surface and space. More importantly it explores the 
ongoing interest in what is commonly termed the ‘Non-Objective’ in painting.

The essential idea driving the Non-Objective is that the logic and solution of a work 
of art lies within the work itself and is not to be found in the received appearances of 
the external world. Since the invention of abstraction at the beginning of the Twentieth 
Century, artists have endeavored to free themselves of the burden of the visualised 
objective world, with some seeking to express their experience of the world through a 
visual language based on the interrelationships of these formal elements. Originating 
in Europe in 1913 with Malevich’s ‘Suprematism’, the Non-Objective has continued to 
evolve and expand, with each new generation of artists extending its potential for a 
more ‘pure’ pictorial expression.

At the core of the notion of ‘utopia’, and the broader tradition of the Non-Objective, 
has been a belief that art and life could be connected, that art had a direct impact 
upon life and could therefore make a difference. More importantly, artists of the 
early utopian movements sought an increasing relationship between art, design and, 
particularly, architecture. During the Twentieth Century painting abandoned the frame 
and, therefore, the internal perspectival space that the context of the frame provided. 
Once this occurred the flat picture plane became more an extension of the wall, 
thereby affirming the continuity of the architectural plane and space. The relationship 
of the viewer to the work went from being one of engaging with the work through 
‘understanding’, by entering the perspectival space and the narrative it presented, to 
one of engaging with the work through its intrinsic properties first hand in the viewer’s 
own spatial reality. This relationship went from a cerebral act to a sensory one, thereby 
completing a three-way relationship between the plane of the work, the architectural 
space and the viewer.

While the notion of ‘utopia’ is one that probably has little or no currency today, I have 
used it in the title because I believe aspects of it to be embedded in the tradition of the 
Non-Objective. Within both the idea of ‘utopia’ and the Non-Objective there has been 
a constant quest to make art relevant through its own visual language and not via a 
narrative external to itself. A problem that arises when one gives title to an exhibition 
such as this, is that the tradition itself and the ideas of those artists within it often differ 
or disagree with each other. Over time, individual artists give breadth to a tradition 
to the extent that any common ground that initially existed becomes diminished 
and the core, common to all, becomes increasingly difficult to identify. Within the 
broader tradition of the Non-Objective terms such as ‘pure abstraction’, ‘concrete 
art’, minimal art, ‘reductive art’, ‘geometric abstraction’, ‘constructive art’, etc, have 
relevance – though no one of these can adequately represent the tradition as a whole. 
Consequently, the title of an exhibition such as this can never be sufficient to embrace 
the breadth, subtleties and differences of artists and their individual practice.

Andrew Christofides, August 2016 

Frank Hinder, Construction, 1943, egg tempera, watercolour and gouache on cardboard, 40.6 x 48.2cm. 
Collection Penrith Regional Gallery and The Lewers Bequest.
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HIDDEN HARMONIES 
Paul McGillick

“Poetry is not a turning loose of emotion, but an escape from emotion; it is not the 
expression of personality, but an escape from personality.”
T.S. Eliot

Opening Remarks
When an exhibition is given the title, ‘Visions of Utopia’, it more or less demands that we 
address the word ‘utopia’ before we look at the work of the thirty artists included. This is 
just as well, as the work of these artists is anything but didactic. Indeed, this is an exhibition 
of work by Australian painters whose work is rigorously non-referential. There are no 
coded social sermons in here, no explicit statements about the meaning of life or wilful 
self-expression. These paintings honour what the Czech Structuralist, Jan Mukařovský, 
termed the aesthetic function in art – as distinct from the pragmatic function. In other 
words, that which makes art art and not something else. Colour, line, shape and plane. This 
is an autonomous art of immediate experience, whose language is beyond translation, and 
whose meaning comes from within itself, not from outside. This is an art which serves no 
purpose other than to be art.

The notion of art as being ‘useless’ – having no utility – goes back to German Romantic 
philosophy, but was deliciously summed up much later by Oscar Wilde:

“We can forgive a man for making a useful thing as long as he does not admire it. The only 
excuse for making a useless thing is that one admires it intensely. All art is quite useless.”

As with their linguistics, Prague School aesthetics had their origins with the Russian 
Formalists, a mainly literary movement launched in 1916 and eventually crushed by the 
Communists in 1930. Indeed, the term ‘Formalist’ was actually devised by the communist 
state and was intended to be derogatory, since the preoccupation with formal devices in 
literature ran directly counter to the official policy of social realism. But, while the Formalists 
were mainly concerned with literature (broader application to the visual arts, the theatre 
and the cinema came later through figures such as Mukařovský and Russian expatriate, 
Roman Jakobson), their interest in how formal properties generated meaning in literary art 
reflected a broader preoccupation among Russian artists, especially in the visual arts and 
the theatre, which emerged from about 1920.

So, let’s look briefly at what happened in Russian art during the 1920s – because it provides 
some insight into the work in this exhibition and why this apparently ‘subjectless’ art does 
indeed have a vision and does indeed generate meaning.

Utopia - A Story
Utopia, of course, derives from Thomas More’s book and the term itself from the Greek 
‘ou-‘ (meaning ‘not’) and ‘topos’ (meaning ‘place’). Put together the name suggests a place 
which is imaginary and unattainable. More’s utopia remains ambiguous, since we cannot 
be sure whether he was proposing an ideal society or whether he had a satirical intent. 
Either way, it was very similar to the idealistic Communist vision of a new society based on 
equality and shared wealth.

The Russian Revolution was an accidental revolution which – as more recent political 
upheavals around the world grimly remind us – created a political vacuum quickly filled by 
a small but highly organised and ruthless cabal, namely the Communist Party (CP). That 
the CP was able to become so quickly dominant was due to its ability to exploit a genuinely 
utopian hunger, a craving to start all over again with a new society underpinned by the 
French Revolutionary principles of liberté, egalité, fraternité. But Russian revolutionary 
utopianism was an exotic mixture ranging from mystic revivalism to radical social 
change. The new world order would have not just a new social structure, but also a new 
consciousness – and artists would be the alchemists triggering this change.

The new consciousness would result from perceptual renewal. For the Formalists, literary art 
used ‘de-familiarising’ devices to provoke the reader into seeing the world with fresh eyes. 
Visual artists employed similar tactics but with greater emphasis on the new:

“The artist constructs a new symbol with his brush. This symbol is not a recognisable form 
of anything that is already finished, already made, or already existent in the world – it is a 
symbol of a new world, which is being built upon and which exists by way of the people.” – 
El Lissitsky, 1919

Lissitsky’s comment suggests a duality between formal experiment and the generation 
of new meanings. On the one hand, the Russian avant-garde embraced the formal and 
epistemological notions of progressive European art: the multiple perspectives and 
spatial ambiguity of Cubism and the Non-Objective abstraction of people such as Wassily 
Kandinsky, László Moholy-Nagy, Theo van Doesburg and Piet Mondrian. On the other hand, 
the values of the recently established Bauhaus (1919-33) became influential, especially the 
ambition to abolish the distinction between high art and applied art. Central to all of this 
was the notion of the artist as an agent of change.

This idea remained key even when, in 1921, the Russian avant-garde split into two 
(somewhat overlapping) groups – the anti-utilitarian, anti-materialist Suprematists and the 
utilitarian Constructivists who saw art as serving the needs of society. For the Suprematists, 
the Russian mystical tradition was a potent driver. Helena Blavatsky, George Gurdjieff and 
P.D. Ouspensky represented an esoteric movement which was on a transcendental quest to 
go beyond the physical world to discover a hidden spiritual reality, famously articulated in 
Kandinsky’s book, Concerning the Spiritual in Art (1912-13).

Hence, the artists who were influenced by the Russian occult and by Blavatsky’s theosophy 
aspired to a non-material art, an art which offered a higher order of experience and a 
window on to ultimate reality. Theirs was a ‘non-objective’ art which did not refer to the 
phenomenal world and used a self-referential, autonomous language which spoke of that 
which could not be spoken. As Austrian philosopher, Ludwig Wittgenstein, would later 
put it: “Wovon man nicht sprechen kann, muss man schweigen.” (Of that which we cannot 
speak, we must remain silent).

That new visual language would use as its building blocks the basic forms of circles, 
squares, lines and rectangles, using non-referential, pure colours. It would, said Kazimir 
Malevich, use a “suprematist grammar” based on fundamental geometric forms. It was 
Malevich who first used the term known in English as ‘Non-Objective’, meaning ‘without 
objects’ or ‘objectless’ to describe an art which used purely pictorial elements rather than 
representing objects from the phenomenal world.
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Non-Objective Art’s Journey to Australia
Cubism, of course, remained essentially materialist. But its basic propositions of 
abstracted forms and simultaneous multiple points of view implied a reality which was not 
perceptible to the senses. While the Cubists showed no interest in esoteric matters, they 
did see art as a means of triggering heightened perception – a pictorial representation 
of a multi-dimensional world. But Piet Mondrian, a co-founder of De Stijl with Theo van 
Doesburg, took those basic principles of Cubism and married them to his own spiritual 
preoccupations. Influenced by Blavatsky’s theosophy and Rudolf Steiner’s anthroposophy, 
a revisionist form of theosophy (Steiner himself applied his spiritual convictions as a 
practising architect and sculptor), Mondrian pursued a transformative art which would 
embody a vision of hidden reality, what the theosophists referred to as “astral harmony”. 
This would go beyond the object and elicit the music (or harmony) of the spheres, a 
universe of pure mathematical relationships, patterns of proportion and primordial shapes. 
In turn, this connected with the emerging scientific concepts of Relativity and Uncertainty. 
According to Mondrian’s theory of Neoplasticism, abstract art was driven by fixed, but 
intangible laws of plastic composition, enabling it to generate a transcendental experience 
of an ultimate reality beyond the everyday, phenomenal world:

“…art shows us that reality, at first incomprehensible, gradually reveals itself, by the mutual 
relations that are inherent in things. Pure science and pure art, disinterested and free, can 
lead the advance in the recognition of the laws which are based in these relationships”.

Which brings us to Ralph Balson and Grace Crowley, the pioneers of non-objective 
(abstract) painting in Australia. The only precursor was arguably Roy de Maistre with his 
‘colour-music’ paintings. These were exhibited in 1919 as part of the ‘Colour in Art’ exhibition 
featuring work by de Maistre and Roland Wakelin, by which time de Maistre had already 
returned to figurative painting. Nonetheless, in terms of the ‘utopian’ presence in Australian 
art, it was almost certainly informed by theosophical ideas about accessing a higher reality 
through transcendental harmonies.i  

In so far as it was entertained at all, abstract art was never properly understood in 
Australia until Balson and Crowleyii and they were largely ignored and ultimately swept 
aside in the 1950s by a form of abstract expressionism which never really separated from 
its figurative origins.

Exhibition 1 at the David Jones Gallery in Sydney in 1939 heralded the new non-objective 
abstraction, even though the work of the participants – Balson, Crowley, Frank and Margel 
Hinder, Frank Medworth, Gerald Lewers and Eleonore Lange – was not yet truly Non-
Objective (although Frank Hinder had certainly already painted several Non-Objective 
paintings). Reflecting the prevailing failure to understand ‘modern’ art in Australia, the 
exhibition was dismissed. One newspaper review stated:

“Their sterility is apparent in the conventionalism of all colour, design and form, a quality 
which would excuse some under the heading of applied art.”iii 

The exhibition had been instigated by the German-born sculptor and theorist, Eleonore 
Lange, who wrote in the catalogue essay: “Painting today is abandoning the representation 
of objects in order to establish a new realm of visual experience.” But, as Bruce Adams 
commented in his essay to the 1989 Balson retrospective:

“The attempt to construct a cohesive collective base for abstract art in Sydney never 
survived Exhibition 1, and the move into complete non-figuration became an independent 
concern for Balson and Crowley, working quietly together in the 1940s.”

This private investigation led to Balson’s second exhibition at Anthony Hordern’s Gallery in 
1941 of 21 Constructive Paintings – Non-Objective, abstract paintings using circles, squares, 
rectangles and diagonal bars employing transparency and carefully calibrated tonal 
relationships. Soon the circles were dispensed with to generate a flatter surface and a more 
tensioned ‘push-pull’ dynamic of overlapping rectilinear colour forms. This was ‘all-over’ 
painting, pushing to all four sides of the picture plane – a kind of compressed universe 
made up of the dynamically inter-related, overlapping forms.

Apart from his early interest in Cubism, it is not immediately evident that Balson had been 
inspired by any other artist as far as the pictorial character of his work was concerned. 
Balson’s influences were more substantially intellectual and philosophical. He was very clear 
about the importance of Mondrian to him – through Mondrian’s writings, to which he had 
access from the early 1930s. Balson had adopted Mondrian’s neo-theosophical position 
which saw an evolutionary de-materialisation of the individual ego into the universal as 
humanity slowly began to see beyond quotidian reality and perceive the ultimate reality. Art 
was an agent in this process and every individual work of art a window on to this mystery. 
This slotted in to Balson’s post-War fascination with the Theory of Relativity and the 
indeterminacy of quantum physics. It helped refine his artistic epistemology and he began, 
says Adams, “to appreciate a more complex and plausible model of science, where finite 
form gave way to the variability of an entropic, unbounded universe”.

While Crowley and Hinder may not have shared the same intense interest in Balson’s 
‘utopian’ vision, the artistic principles were shared: a Non-Objective art with its own 
autonomous language offering a transformative experience. As Balson put it in 1956: “As 
one grows older one contemplates more and more, and maybe the ultimate goal of all the 
arts is the ineffable.”

Utopia as Quest
When we use the word ‘painting’ to denote a physical object, we are using it is as a noun. 
But ‘painting’ is also a gerund, combining the function of noun and verb. In other words, it 
conveys an active, progressive sense. It denotes action. With Balson, Hinder and Crowley 
we see the emergence in Australia of a new avocational ethos for painting: painting as an 
active exploration of the nature of perception and how it generates meaning.

Hector Gilliland flew under the radar during his lifetime (although esteemed by those who 
knew his work), notwithstanding the fact that he was one of the key painters (along with 
William Rose, John Passmore, Godfrey Miller and Elwyn Lynn) exploring the potential of 
abstraction in the period up to the arrival of post-painterly abstraction in the mid-1960s. 
Gilliland explored the autonomy of painting and, even in his early figurative urban and rural 
landscapes, he responded to the abstract or formal properties of what he was observing, so 
that his work was not about abstracting from something observed, but (as he himself put 
it) “seeing abstract possibilities”.
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Music was important to Gilliland – as it is with artists in this exhibition, such as William 
Rose, Leonard Crawford and John Aslinidis. And, like Elwyn Lynn, the philosophy of 
Susanne Langer (primarily through her 1942 book, Philosophy in a New Key), also 
became a powerful influence on Gilliland. Langer, a German-American, extended the 
earlier work of Ernst Cassirer and Henri Bergson (whose notion of the “interpenetrability 
of memory and perception” is acknowledged by Debra Dawes as an important source), 
and argued that human beings have a need to generate meaning and to ‘symbolise’ and 
that one of the primary ways of doing this was through seeing. The implication was that 
painting was not a craft, but an act of creation. Through this ‘utopian’ quest, painting 
generated meaning and, as a corollary, required the viewer to actively engage and 
participate in the generation of that meaning. This reflected Langer’s distinction between 
‘discursive symbolisation’ and ‘presentation symbolisation’: the former implied an act of 
translation as the viewer de-coded the ‘morphemic’ elements of the painting, while the 
latter offered an untranslatable, immediate experience. As Gilliland put it: “the artist’s 
function is to discover by the act of imagining”.

Gilliland’s move towards Non-Objective painting began in the early 1960s, with the esoteric 
‘Saqqâra’ series epitomising the “timelessness and stillness” of his work, evoking (in the 
words of Bruce James) an “insistent spirituality”. It was to resonate with Robert Hunter’s 
ineffable canvases and with David Aspden’s work from the 1960s and his later large-
scale all-over pattern paintings which, like Lesley Dumbrell’s all-over optical conundrums, 
drew the spectator into the experience of the picture, with a strongly implied sense of 
the sublime. David Serisier, from a somewhat later generation, can be seen as sustaining 
this strand in Australian Non-Objective painting, using scale and subtle tonal gradation to 
trigger in the viewer an experience which transcends the everyday phenomenal world.

Meanwhile, the ‘tradition’ of non-objective painting is sustained and acknowledged, 
sometimes quite explicitly as with Lynne Eastaway and Stephen Wickham who quietly 
celebrate Malevich and Mondrian – and, in Wickham’s case, also Balson.

Given that the artists in this exhibition have all consciously chosen a limited tool-kit, what 
is remarkable is the individuality of the work. Painters like Dumbrell, Melinda Harper, Col 
Jordan and Sydney Ball, for example, use very limited formal devices, preferring to allow 
colour – including the subtleties achieved through over-painting – to be the primary 
perceptual driver and, in the words of Virginia Coventry, to “make a space for reverie”. If 
painting is to be non-referential and focused on the use of line, colour, tone, shape and 
scale, then where does this individuality of vision derive from? What, in other words, is the 
subject of painting?

While representation may purport to be a true picture of the observed world, it is actually 
just a projection of our own mental construction of that world. Anyway, what if the 
observed world is merely an illusion, a veil which, when pulled aside, simply reveals another 
veil followed by yet more veils? What if ‘reality’ – that space which we inhabit – is not 
something seen, but something experienced? What if it resides not in the ‘thing in itself’, 
but in the relationships between things? In this case, if art is to do its job and engender a 
heightened awareness of what it is to be human and to inhabit the unknowable, then art has 
to be autonomous and its subject matter not the phenomenal world, but the relationships 
between the elements which generate our perception of that world.

Conceptual art clearly throws the baby out with the bathwater when it dismisses the 
medium (the art object) in favour of the message. But its premise is correct – namely, that 
the art object serves to trigger an experience. But we are human beings – material beings 
in a material world – and the material object is an essential medium through which we can 
explore the non-material.

In 1985, I curated an exhibition at the Art Gallery of NSW titled The Subject of Painting. In 
an artist’s statement in the catalogue, Tony McGillick comments that the subject of painting 
is “a phenomenon which is experienced rather than represented”. Hence, the pictorial 
elements which make up the painting are simply the raw materials, not the actual subject: 
McGillick uses modules, Hilarie Mais uses grids, Andrew Christofides uses abstract forms 
organised and scaled according to a numerical system, just as John Aslanidis uses the 
mathematical intervals of music.

Lurking in the background is that ‘utopian’ vision of the music of the spheres, a celestial 
harmony, perhaps best exemplified in this exhibition by Sandra Curry’s emblematic 
fragment of an “archetypal world”. But this, it seems to me, is really true for all the artists 
in this show. Each in their own way depicts a moment of pure tension when all the 
constituent elements align to offer us an apprehension of the hidden harmony of the world 
we inhabit. This moment is nowhere better expressed than in Shakespeare’s Merchant of 
Venice when Lorenzo has Jessica look up at the “floor of heaven…thick inlaid with patines 
of bright gold” and says:

There’s not the smallest orb which thou behold’st
But in his motion like an angel sings,
Still quiring to the young-eyed cherubins;
Such harmony is in immortal souls;
But, whilst this muddy vesture of decay
Doth grossly close it in, we cannot hear it.

In fact, this has always been the mission of art – to see past the muddy vesture of decay. 
But what is represented can too easily get in the way of how it is represented. Abstraction is 
at the heart of all painting. Non-Objective painting merely simplifies matters by identifying 
the underlying abstract elements and dispensing with the illusion of the phenomenal world 
– that muddy vesture of decay – in order to reveal the real world beyond.

Echoing the words of Eliot quoted at the beginning of this essay, the work of all the 
artists in this show has an authenticity to it. Beyond their seemingly controlled, even 
calculated, world is a liberation of the ego-driven self – an implied mystical union with 
an infinitely bigger reality. This authenticity is a protection from the formulaic and the 
decorative. And the rhythms of their formal relationships resonate with the hidden music 
of the spheres, just as the contrapuntal music of J.S. Bach was intended as an analogy of 
the workings of God’s universe.

But the last word should surely go to Oscar Wilde:

“No great artist ever sees things as they really are. If he did, he would cease to be an artist.” 
– The Decay of Lying

Paul McGillick is a Sydney-based writer on architecture, art and design.

i For a discussion of the theosophical context of de Maistre’s 1919 paintings, see Dr Jenny McFarlane’s essay 
in Symposium Papers: Colour in Art – Revisiting 1919 & R-Balson-/41 Anthony Hordern’s Fine Art Galleries, 
accompanying the exhibition at Ivan Dougherty Gallery, COFA, Sydney, August 22 – September 27, 2008.
ii Often overlooked, however, is Ludwig Hirschfeld Mack, the Bauhaus artist who arrived in Australia in 1940 as 
an internee. He was very active as an educator and artist until his death in 1965. His work shows an affinity with 
Paul Klee and Wassily Kandinsky. See Nicholas Draffin’s catalogue essay for Two Masters of the Bauhaus: Lyonel 
Feininger & Ludwig Hirschfeld Mack at the Art Gallery of NSW July 4 – August 19, 1974.
iii Cited in Bruce Adams’ authoritative essay for the catalogue to Ralph Balson: A Retrospective at the Heide 
Park and Art Gallery, August 15 – September 24, 1989.
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Ralph Balson, Construction Painting Orange, 1948, oil on composition board, 61.5 x 50.5cm.  
Collection Wollongong Art Gallery. Gift of Patrick White, 1980.

Frank Hinder, Construction, 1943, tempera on paper, 37.7 x 50.3cm. Collection Newcastle Art Gallery.  
Gift of Dr Roland Pope, 1945. 
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Grace Crowley, Geometric Abstract, c. 1950, oil paint on cardboard, 58.6 x 70.9cm. Collection Art Gallery of 
Ballarat. Gift of Jerry Van Beek, 1968.

Hector Gilliland, Urban sketch, 1958, oil on cardboard, 31.3 x 27.2cm, Gift of Virginia Edwards, 1993. Collection Art 
Gallery New South Wales.
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William Rose, Rhapsody in blue, 1959, oil on hardboard, 122 x 80.7cm. Collection Newcastle 
Art Gallery. Gift of the Art Gallery and Conservatorium Committee, 1963.

Leonard Crawford, Solemn & Harmonic, 1960, enamel on board, 91 x 122cm. Private Collection, Melbourne, 
courtesy Charles Nodrum Gallery.
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Col Jordon, Stimulus Response, 1963, synthetic polymer on linen canvas, 122 x 183.3cm.  
Collection Wollongong Art Gallery. Purchased by Wollongong City Council, Greater Wollongong Art 
Competition, 1965.

William Rose, Small drawing, 1966, inks on paper. 48 x 45.5cm. Newcastle Art Gallery Collection. Purchased 1966.
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David Aspden, Blue, 1967, synthetic polymer paint on canvas, 178.3 x 152.2cm. Collection Wollongong Art 
Gallery. Gift of Mr Michael Hobbs, 1987.

Sydney Ball, Temple, 1968, enamel on glider plywood , 81.5 x 234.5 x 2.5cm. Collection Penrith Regional Gallery and 
The Lewers Bequest.
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Tony McGillick, Acid Rock, 1969, acrylic on shaped canvas, 221 x 203cm. Private Collection, 
Melbourne, courtesy Charles Nodrum Gallery. Photography Gavin Hansford.

John Vickery, Red Fury, 1970, acrylic on board, 153 x 81.5cm. Private Collection, 
Melbourne, courtesy Charles Nodrum Gallery. Photography Gavin Hansford.
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Robert Hunter, Untitled, 1976, synthetic polymer paint, coloured cotton on canvas, 184 x 275cm. Collection 
Wollongong Art Gallery. Gift of the Visual Arts Board of the Australia Council, 1984. Lesley Dumbrell, Study for Spangle, 1977, synthetic polymer paint on canvas, 149 x 210cm. Collection Art 

Gallery New South Wales. Purchased 1979.
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Hilarie Mais, The Grid, 1987, wood, synthetic polymer paint, 190 x 190 x 6cm. Collection Wollongong 
Art Gallery. Purchased 1987.
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Hector Gilliland, Saqqara XXVIII, 1991, charcoal and pastel on paper, paper size 54 x 73.5cm. Private Collection, Sydney. 
Photography Christopher Snee.



George Johnson, Painting with yellow centre, 1992, acrylic on canvas, 152 x 122cm. Private Collection, 
Melbourne, courtesy Charles Nodrum Gallery. Photography Gavin Hansford.
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Andrew Christofides, Relief No 21, 1993, synthetic polymer paint on card on board, 33 x 33 x 2.5cm. 
Collection Wollongong Art Gallery. Gift of the artist, 2003.



Jon Plapp, Least all turns almost now, 1993, acrylic on canvas, 101 x 101cm. Private collection, Melbourne, 
courtesy Charles Nodrum Gallery, Melbourne. Photography Gavin Hansford.
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Debra Dawes, Glare #8, 2001, oil on canvas, 120 x 100cm. Private Collection Lisa Byleveld.  
Photography Paul Green.



Chris Firmstone, Rotation, 2002, acrylic on aluminium, 57.7 x 230cm. Courtesy Yuill/Crowley Gallery, Sydney. 
Photography doqment.
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Stephen Wickham, Dark Mantra #1, 2007, oil paint on linen, 90 x 120cm. Collection Mr and Mrs Peter & Nan 
Nagle. Photography Michael Brand.



Sandra Curry, Archtype IV, 2008, acrylic on 
MDF board, 180 x 60cm. Collection, the artist. 
Photography Michel Brouet.
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Lynne Eastaway, RED YELLOW BLACK constructed painting, 2011, acrylic gouache on laminated linen 
and cotton duck, 50 x 63cm. Collection the artist. Photography Suzie Idiens.



Virginia Coventry, Two Yellows, 2011, vinyl, acrylic on Belgian linen, 65 x 80cm. 
Courtesy Liverpool Street Gallery, Sydney and Charles Nodrum Gallery, Melbourne. 
Photography Gavin Hansford.

Virginia Coventry, White Grey, 2011-2012, vinyl, acrylic on Belgian linen, 65 x 80cm. 
Courtesy Liverpool Street Gallery, Sydney. Photography Jenni Carter.
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low res

Melinda Harper, Untitled, 2011, oil paint on canvas, 153 x 182cm. Private Collection, Melbourne. Courtesy, NKN 
Gallery, Melbourne. Photography Simon Strong.
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David Serisier, Untitled yellow and yellow fluorescent light painting no.2, 2012, oil, wax, pumice and marble dust on 
linen, 214 x 214cm. Courtesy Liverpool Street Gallery, Sydney. Photography Jenni Carter.



Justin Andrews, Abstract Painting Construction (02.2012), 2012, mixed media with sculptural elements 
on plywood panel, 55 x 40 x 4.5cm. Courtesy NKN Gallery, Melbourne and Nancy Sever Gallery, 
Canberra. Photography Justin Andrews.
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Louise Blyton, Sugarland, 2012, pigment on linen, each panel, 58 x 30 x 5cm, overall dimensions 58 x 67 x 5cm. 
Collection, the artist. Photography Tim Gresham.



Suzie Idiens, Pink Red, 2012, polyurethane on MDF board, 31 x 73 x 7cm. Courtesy Gallery 9, Sydney. 
Photography Suzie Idiens.
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Susan Andrews, Reverse, 2013, vinyl on plywood, 44 x 91 x 3cm. Collection the artist. Photography Sue Blackburn.



John Aslanidis, Sonic no.49, 2015, oil and acrylic on canvas, 137 x 167cm. Courtesy Gallery 9, Sydney. 
Photography Simon Strong. 
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Curator’s Note
An exhibition such as this requires the input, contribution and cooperation of many 
people and institutions.

I would like to thank Robyn Martin weber and Charles Nodrum who have supported 
and encouraged this project from the outset, and Dr. Paul McGillick for his scholarly 
catalogue essay, his enthusiasm and the conversations we have had.

I would like to thank the private collectors as well as the following institutions for kindly 
lending important and valuable works from their collections: Art Gallery of Ballarat, Art 
Gallery of New South Wales, Newcastle Art Gallery, Penrith Regional Gallery and The 
Lewers Bequest and Wollongong Art Gallery.

Wollongong Art Gallery has been particularly supportive of this project and I have been 
fortunate to work with the staff there who have made this exhibition and its subsequent 
tour to Penrith Regional Gallery and The Lewers bequest possible.

I thank Sheila and Eleanor for their endless proofreading and, finally, I am grateful to the 
artists for the work that they have lent for this exhibition and, more importantly, for their 
dedication to their studio practice. Without this dedication, often over many decades, 
there would be no evolution or extension of this tradition.
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