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“The collaboration 

inherent in a 
partnership is 

more than a mere 
exchange—it is the 

creation of something 
new, of value, 

together.”1  

Who are the partners in this 
Partnershipping Project? They 
include the artists, the regional 
gallery directors and their staff, 
the touring agency (Contemporary 
Art Tasmania) representatives, 
the curators, the designers, the 
marketers, the funders (the Australia 
Council and Visions Australia), the 
schools and organisations associated 
with the local audiences, the 
communities and families the artists 
worked with and, importantly, 
you, the reader of this catalogue. 

As the project grows, more and 
more partnerships will be established; 
the ‘specified goal’ we all share is to 
think a little more carefully about these 
places we live in, and the communities 
we are part of, and to consider the 
extent to which those of us who are 
lucky enough to live in regional areas 
might share values and experiences.

The Partnershipping Project also 
asks us to think about how very special 
each of these communities and places 
might be. As The Partnershipping 
Project progresses, it will change—
the artwork and the artists and the 
audiences will all change, and all of 
these changes and responses to them 
will be gathered together in the online 
catalogue—a compendium of images 
and ideas and conversations that are at 
the heart of the project. 

Each iteration of The 
Partnershipping Project shares a little 
fleet of eight hand-made wooden boats 
as constants throughout its journey. 
Themes associated with boats and 
shipping exchanges have provided 
foundations for the word: the very 
origin of the term ‘partnershipping’ 
comes from the fifteenth century, when 
shipping companies associated with a 
group of countries sharing the northern 
coastline of Europe decided to form a 
partnership called the Hanseatic League. 
By ‘partnershipping’, they shared 

economic gains while strengthening 
ties between the countries involved. The 
long-lasting success of the agreement 
was based on their willingness to join 
forces in a spirit of reciprocal trust.

The little boats that carry the artworks 
in The Partnershipping Project have 
been salvaged from across Tasmania. 
As an island-below-an-island, Tasmania 
is known for its wooden boat building. 
Craftsmen who make these boats have 
contributed a great deal to Tasmania’s 
sense of its culture. The boat-builders 
are cultural producers, just as artists 
are cultural producers. This flotilla 
of little salvaged boats is a carrier for 
the artwork of artists from across four 
regional destinations in four states. 
Each artist brings aspects of their own 
story, and their own community, to the 
work they produce. In a sense, each of 
these eight little boats that carry cargo 
from somewhere else carry a ‘message 
in a bottle’—they have been launched 
on to the next destination to tell other 
artists and audiences a little bit about 
what it feels like to live and work where 
they come from.

1 Kanter, 1994, in World Health 
Organisation (WHO), 2009, Building a 
Working Definition of Partnership African 
Partnerships for Patient Safety (APPS) 
(ht tp:/ /www.who.int /patientsafety/
implementation/apps/resources/defining_
partnerships-apps.pdf )
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This project evolved many years 
ago, while Rosemary Miller held the 
position as CEO and Artistic Director 
of Salamanca Art Centre (SAC), a 
position she held for seventeen years 
until her retirement from the role 
in December 2016. Like most of the 
Australian art world, I’d been well 
aware of the energy and cutting-
edge vitality associated with that 
organisation under her leadership. I 
was exhibiting as an artist in a SAC 
commissioned exhibition, Giving 
Voice, when Rosemary approached 
me about the possibility of creating a 
completely new model for a regional 
touring exhibition. The proposition 
was interesting for three reasons: 1. 
many of Australia’s most innovative, 
critically engaged and prolific 
artists were choosing to live in 
regional Australia; 2. in the face of 
globalisation, discussions about ‘the 
regions’ were changing in interesting 
ways; and 3. I knew that Rosemary’s 
experience and expertise would 
assure a challenging new touring 
project the best chance of success.

The central idea for The 
Partnershipping Project formed 
around the question about whether a 
connection to ‘place’ still matters in 
a world increasingly transfixed and 
transformed by online connectedness. 
Terms like ‘trans-national’, trans-
cultural’, ‘global’ and ‘international’ 
go hand-in-hand with the emphasis to 
keep in touch with, to keep abreast of 
and to keep informed about matters that 
happen elsewhere. Such directives to 
remain ever-vigilant about maintaining 
global-consciousness [or globally 
conscious?], inevitably exact pressures 
on how we re-engage with regional and 
local affiliations.

Other ideas rolled out around that 
central question—questions about 
the extent to which the work artists 
produce is influenced by where they 
live and where they’ve lived. And out 
from that again, like a wider ripple, 
come considerations about how people 
plus place, produce all kinds of other 
cultural productions—ones that grow 
from local environmental resources, 
local produce and local demands, as 

a way of communicating, trading, 
sharing with each other within the local 
community, and as a way of flagging 
what’s special about that particular 
place to the world beyond.

Tasmania was an obvious place to 
start: with a total population of only 
five hundred thousand, the diversity of 
its ecosystems and micro-climates is 
matched by a corresponding cultural 
diversity. Visual artists contribute to 
this. So do other cultural producers—
the local artisans and farmers and 
communities who devote time to 
pursuits that are often quite focused 
and bespoke. Perhaps that’s one of the 
reasons the island-state’s popularity 
is on such a steep incline. And while 
MONA is so often hailed as the 
tide-turner that moved national and 
international cultural attention on [onto 
or to?] Tasmania, locals would argue 
that MONA’s success would not have 
been possible without the bedrock of 
local artistic production that existed 
well before the doors of David Walsh’s 
impressive, imposing culture bunker 
were opened to the public.

The aims of The Partnershipping 
Project [TPP] entail more than simply 
selecting a sample of the work of 
some of Tasmania’s ‘best’ artists to 
travel to other regions of Australia. 
The exhibiting model is conceived 
as a framework for interaction that 
challenges the more static traditional 
model of touring exhibitions. Instead of 
a model where the original exhibition 
stays the same throughout the touring 
program, TPP engages local artists and 
audiences, and morphs and grows and 
changes as it goes along.

For this reason the Directors 
at Burnie Regional Art Gallery in 
Tasmania (BRAG); Umbrella Studio 
Contemporary Arts in Townsville, 
Queensland; Lismore Regional Gallery 
in New South Wales and Riddoch 
Art Gallery in Mt. Gambier, South 
Australia, and their team of supporters 
at each venue, are crucial to the 
project’s success. And central to this is 
the role played by Contemporary Art 
Tasmania the organisation dedicated to 
TPP’s touring schedule.
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As has been mentioned, the 
‘display furniture’ for the artists’ 
installations have been created 
through re-purposing eight little 
hand-made wooden tenders from 
Tasmania. This little fleet will 
carrychanging ‘cargo’ in the form 
of artwork to/for each of its venues.

At each venue, the work of more 
artists is added to ‘the fleet’.

The work of eight Tasmanian 
artists will fill the boats for the first 
iteration of the project at Burnie 
Regional Art Gallery (BRAG). But 

when the exhibition moves forward, 
only two boats filled with the work of 
Tasmanian artists will continue to the 
next destination in Townsville. Here 
the work of six Townsville artists will 
fill the six empty boats, so that the 
exhibition at Umbrella Studios will 
include six boats bearing artworks from 
locally based artists, and two boats 
carrying work from Tasmanian artists. 

When the exhibition travels on from 
Townsville to Lismore, two boats filled 
with works from Townsville artists 
will join those two filled boats with 
Tasmanian works to arrive in Lismore. 

Four artists from Lismore will 
exhibit at the Lismore Regional Gallery 
along with the work of artist from 
Townsville and Tasmania, but only 
two boats carrying work from Lismore 
will move on (with two boats with 
Townsville work and two boats filled 
with Tasmanian work) to Mt. Gambier. 
At Riddoch Art Gallery two artists have 
two boats to fill, to be exhibited with 
the work from Tasmania, Townsville 
and Lismore. So when the exhibition 
leaves Riddoch Art Gallery to return 
‘home’ to BRAG, the fleet of eight will 
be comprised of four lots of two boats 
representing each of the four regions.

All the way along the journey, 
documentation of each exhibition 
will be recorded, so that the final 
exhibition in BRAG will feature a 
video documentary of the project’s 
various iterations at all destinations. 
Alongside this, a comprehensive online 
catalogue and website will document 
individual artist’s developments and 
contributions. The final project is 
conceived of much more than a chain 
of exhibitions—it entails a process of 
ongoing assessments, amendments and 
adjustments arrived at through processes 
that include interaction, intervention, 
collaboration and consultation. 

David 
mangenner 

Gough
www.utas.edu.au/community/naidoc/

community-bio-david-gough
Profile image: theadvocate.com.au

David mangenner Gough is a proud 
trawlwoolway man who descends from 
bungana (chief) manalargenna’s oldest 
daughter, woretemoeteyemer of north-
east Tasmania. Dave has spent many 
years passionately sharing his cultural 
knowledge with educators and students 
across the state. He is the cultural 
advisor for University of Tasmania, 
Co-Chair of the QVMAG Aboriginal 
Advisory Council, board member of 
the Aboriginal Advisory Council of 
TMAG, Co-Ordinator of Tiagarra 
Tasmanian Aboriginal Cultural Centre, 
Devonport and Chair of Six Rivers 
Aboriginal Corporation, Devonport. 
Dave has b een heavily involved in 
protection of Aboriginal heritage sites 
across the state; he currently has works 
in permanent display at Queen Victoria 
Museum and Art Gallery, Launceston 
and was a commissioned artist in 10 
Days on the Island 2017. His work 
received a Highly Commended in the 
Bay of Fires Art Prize 2018.

Greg Lehman
www.robertasykesfoundation.com/greg-

lehman.html 

Greg Lehman is a nationally 
recognized Aboriginal (Trewulway) 
writer, researcher and curator, whose 
PhD examined the representation 
of Tasmanian Aborigines in 18th-
19th century colonial art. He has 
written,“…watercraft weren’t 
introduced to Tasmania by Europeans, 
but were preceded by a distinctive 
maritime technology developed by 
my Aboriginal ancestors involving 
canoe/ catamarans made from reeds 
and paperbark”. His project will offer 
an opportunity to reconsider traditional 
accounts of Tasmanian history through 
references to historical imagery and 
material evidence that are an indication 
of the strong continuing traditions of 
Aboriginal cultural production.

Tasmanian Migration of Oriental Carp 
uses a ‘pest’ species in Australian 
waterways to refer to Australia’s 
rejection of people from non-Anglo-
Saxon countries. Greg writes, “My 
boat in Partnershipping is the boat that 
symbolically brings new peoples here. 
My installation can be read simply as a 
ghost ship, referencing the many paper 
effigies of worldly goods the Chinese 
living burn during ghost festivals and so 
keep their relatives in the nether world 
in comfort and well-heeled. To the 
Chinese the carp (or koi) is a symbol of 
love, courage and wealth. However my 
carp skeletons, wrapped in joss paper 
(gold and silver for the dead) tell a 
sadder story of migration and the search 
for asylum, and perhaps the references 
are to pitiless governments, drownings 
at sea and off shore incarceration.”

Carp frames and installation method designed 
and completed by Mark Hoban, David 
Hamilton, Terry Ryan and the artist.

Jamin
www.jamin.com.au/about/ 

Jamin is a ‘local legend’ who 
works across a range of media 
including sound-mixing, graffiti and 
style-mixing, working with MONA’s 
festivals, running youth workshops 
and exhibiting as an artist in traditional 
gallery spaces. His installation 
for The Partnershipping Project, 
offers a reflection on perception 
and understanding. He draws from 
the notion of umwelt (reality as 
experienced by a specific organism) to 
suggest that there are many layers to 
a single experience, and that our own 
ideas, values and knowledge differ 
from person to person and community 
to community.

Joan Kelly
http://www.dpac.tas.gov.au/divisions/

csr/programs-and-services/tasmanian_
honour_roll_of_women/inductees/2008/

kelly,_joan_phyllis 

Since 2004, Joan Kelly has held the 
remarkable position of President for 
the World Federation of Miniaturists 
from her hometown of Burnie. Joan’s 
miniature paintings and etchings trace 
the tiny details of her local surroundings. 
For The Partnershipping Project, Joan 
plans to extend these works jewel-
like miniatures into installation. She 
is documenting in black and white 
etched drawings the northern Tasmania 
coastline that welcomed her and her 
family to Tasmania in December, 
1968.  Joan writes that the practice of 
“partnershipping” with locals provided 
the basis for building a strong sense of 
community in northern Tasmania.

Lisa Garland
www.despard-gallery.com.au/

artistprofiles/lisa-garland/ 

A highly acclaimed photographer, 
Lisa is from a long line of fisher-folk 
from Tasmania’s northern coastlines; 
her keen, candid eye and her familiarity 
with her subject matter grants her 
work poetic intimacy through the 
small details of ordinary lives. For 
Partnershipping Lisa aims to focus on 
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Greg Leong
www.abc.net.au/local/

stories/2013/01/02/3663236.htm

Greg Leong often uses cross-
cultural symbolism to investigate 
the complexities of his identity as a 
Chinese Australian working in forms 
that traverse installation, sculpture 
and performance. His installation The 



This decision, one that was not 
made in full consciousness of the 
outcomes, was the second of my 
great life-changing moments made 
as a result of my response to matters 
of the heart.
I only made the decision to begin 
an arts practice about five and a half 
years ago. My very first project was 
a series of portraits based on my 
mother and her sisters and brothers 
who were born on the mission.
I was in a city where I had no family, 
and in which my world that had been 
ballet had disappeared overnight. 
I ended up failing high school and 
realised that I wanted more than 
anything to be an artist.
I don’t remember much about my 
primary school years, but I have 
a fond memory of working as the 
caretaker of the school community 
garden during the summer holidays.
The family settled in the Northwest 
coast of Tasmania where they 
purchased an old small timber cottage 
that had once been used as the local 
coach station and post-office. The 
neighbor’s father and grandfather 
had actually built it. Dad is always 
very resourceful – he taught himself 
the skills of carpentry from books 
at the local library and began the 
repairs to fully and carefully restore 
the old building. 
My brothers and I did not see much 
of our father during the early years of 
our childhood as he was gone before 
we were awake and arrived home 
after we had gone to bed. As a result 
my older brother and I were kept 
busy as jobs had to be completed 

before our father arrived home. Like 
many men on the land at the time, 
my father milked a small herd of 
cows, grew carrots for the cannery 
- the Second World War had begun 
- dug potatoes on surrounding farms 
and worked shifts at a local Butter 
Factory.
I returned to Cebu after my 
grandfather died – I was nine at the 
time. I can still remember this event 
vividly: the person whom I had 
always believed to be my mother 
led me to a house I’d never entered 
before. After the military took my 
father in 1965 the family were split 
up because of financial difficulties. 
My aunty took me to Bandung in 
West Java, but between the age of 
eight and nine and nine I didn’t go to 
school: I wasn’t allowed to.

Nevertheless, much of my 
childhood continued to be spent 
outdoors. The move had meant there 
was extra family support – both my 
grandmother and aunty lived there, 
and they lived opposite the beach. 
We’d been going up there every 
holiday so I think of my childhood 
as spent in two kinds of water – the 
creek and the beach. I can remember 
thinking that there was another kind 
of terrain that I hadn’t ‘mastered’ – 
the ski-fields, so I spent one whole 
summer training hard on my cousin’s 
roller blades in an effort to prepare for 
my next imagined venture as a ski-er. 
Dad bought me an SLR camera, and 
I’d spend a lot of time taking black 
and white and time lapse photos.

By this time I was 19, and I’d finished 
school. When I wasn’t involved i
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a crucial turning point for Tasmanian 
aquaculture. “Now we see the arrival of 
fish farming from Southern Fish farms 
and the relocation of seals, wild fishing 
is on the decline on the North West 
coast. My family now fish for Southern 
Calamari (squid), that’s sent to the 
fish markets in Sydney.  This is what 
remains: it is sustainable and it enables 
my family to continue life on the ocean 
(for now).” Lisa’s imagery is a paean to 
the fragile, powerful and haunting land, 
sea-scapes and denizens of Tasmania’s 
North West coast.

Ritchie
Ares Doña

www.theadvocate.com.au/story/3981666/
artist-chips-away-at-new-major-project/

Born in Cebu in the Philippines, 
Ritchie draws from traditional 
basket-weaving and fabric-wrapping 
to transform discarded industrial 
materials, often working with large 
community teams. He writes, “Material 
discarded from factories around the 
North West of Tasmania are shipped 
from other shorelines but are discarded 
in this land. I aim to collect these 
materials, make them into art by using 
traditional techniques, construct them 
into an artwork, and then ship them back 
offshore again”. The careful, elegant 
attention to detail Ritchie brings to his 
work serves to sanctify the discarded, 
bringing community together in 
processes of shared conversation and 
care.

Selena 
de Carvalho

www.selenadecarvalho.com/

Is an inter-disciplinary artist based 
in Longley, Tasmania. She describes 
her artwork as “respond(ing) to human 
interaction with the environment, often 
relating to the perceived consumption 
of wilderness and lived experiences of 
wildness, focusing on the core paradox 
of how we yearn for the untamed, while 

consciously or unconsciously seeking 
to control it.” Selena’s success with 
interactive, immersive practice aims 
to be “experiential in the best possible 
sense, drawing viewers into its poetic 
sense of mystery and magic.” For 
Partnershipping Selena will address 
disturbance in Tasmania’s environment 
in ways that are up-close and personal.

TOWNS 

VILLE 
QUEENSLAND

Anne Lord
www.visualartist.info/annelord 

Anne Lord’s life experiences in 
north west Queensland growing up on a 
sheep and cattle property and returning 
to help during teaching holidays have 
contributed to her unique approach to 
interpreting the environment. As an 
established and highly respected artist 
who has worked in a range of media 
for over three decades, Anne reflects 
on the land’s deep past. Tracing back to 
the pre-human existence of organisms 
emerging from primal matter of the 
prehistoric inland sea, she invites 
viewing audiences to re-think the 
necessity of collaborative custodianship 
of this ancient land as the planet moves 
towards a precarious ecological future.

Gail Mabo
www.eyelinepublishing.com/eyeline-82/

review/gail-mabo-mabo-kara-art

Daughter of Eddie Mabo, Gail 
is aware of the ongoing vigilance 
and energy that is necessary to raise 
consciousness about Indigenous Land 
Rights. A high-profile public figure 
and a highly commended artist, Gail 
welcomed participation in the project 
as a means to extend her practice into 
installation. Gail aims to collaborate 
with other artists and members 
of community, responding to the 
project’s core question ‘Does Place 
Matter?’—a question that has been 
pivotal to her family’s focus for several 
generations. 

that are cutting edge and aesthetically 
powerful. Robinson harnesses his 
childhood memories where traditional 
cosmologies of the Torres Strait 
merged with his fascination with 
comic-book super-heroes. Robinson 
uses the apparent conundrums of these 
clashing world-views to invent new 
ecosystems—imagery that offers new 
possibilities for seeking out connections 
with place, with cosmology and with 
each other. In response to the ‘water 
travel’ aspect of The Partnershipping 
Project, Robinson proposes to produce 
a “cartographic system as a means of 
producing and preserving knowledge 
of the traditional tenure and place of his 
people.”

Brian 
Robinson

www.artistprofile.com.au/brian-robinson/ 

Brian Robinson is an internationally 
acclaimed artist who harnesses his deep 
knowledge of his Torres Strait Island 
heritage to approaches and materials 

Vanghoua 
Anthony Vue

www.vanghoua-anthonyvue.com 
Photo: Chue Zeng Yang

Vanghoua Anthony Vue is already 
gaining international attention for 
his work exploring the peripatetic 
journeys undertaken by members of his 
Hmong community across the globe. 
Vue explores Hmong writing systems, 
together with Hmong textiles that’s so 
often been misinterpreted as simple 
patterns, and reinterprets these as 
monumental graphics for ersatz graffiti 
markings. For this project Vue will 
work with the Hmong community in 
Cairns to develop new work exploring 
Hmong journeys across various bodies 
of water and land, and the ‘shipping’ 
and translation of home from South 
East Asia to Far North Queensland.   

Rob Douma
www.facebook.com/PinnaclesTCC/

posts/1142087755804854

As an emerging artist whose 
everyday drawing practice extends 
from preparing work for a tertiary 
course in fine art to preparing images 
for his day-job as a well-known 
Townsville-based tattoo artist, Rob 
draws from his interaction with the 
local tattoo community to examine how 
Townsville’s role as an army garrison 
has influenced its tattoo culture. After 
leaving his home town in Burnie, 
Tasmania, Rob was involved in a range 
of military experiences in a range 
of international destinations. These 
experiences form the basis for his 
growing conviction that art provides a 
unique means of expression, a language 
capable of traversing cultural and social 
boundaries. For The Partnershipping 
Project, Rob’s work will select images, 
icons and symbols many use to define 
their sense of self to re-present them in 
new contexts in order to expose new 
relationships and meaning. 

Obery Sambo
www.australianartnetwork.com.au/

category/indigenous-artists/obery-sambo/

Obery Sambo is a performance and 
visual artist who draws from his roots 
in Murray Island, Eastern Torres Strait. 
His inventive masks (Krar) capture the 
spirit and energy of animals, spirits 
and people of the region. Obery is 
keen to collaborate with an artist from 
the Northern Territory, exploring the 
difference between their cultures. “I’ve 
never eaten goanna! And they’ve never 
tasted dugong!” he says, “This project 
is going to give me a chance to do this 
kind of comparison!”

MT GAMBIER

SOUTH
AUSTRALIA

Aris Prabawa 
https://arisprabawa.wordpress.com/

Prior to moving Australia 
seventeen years ago Aris was well 
known as a key member of Taring 
Padi, a cultural activist group of artists 
who have fought to foster community 
voice against oppression in Indonesia. 
He is also acclaimed as the leader of 
Black Boots, the longest running punk 
band in Indonesia. He now lives in 
Lismore where he continues to make 
art and music, and travels regularly 
between Lismore and Jogjakarta. In 
2019 he returned on the invitation of 
the Director of the Yogya National 
Museum, Yogyakarta to celebrate a 
solo exhibition of his work, and has 
maintained a career of exhibiting as an 
artist in Australia and Indonesia. 

Hiromi Tango
www.hiromitango.com/

Japanese/Australian Hiromi 
Tango’s installation/performance 
projects are well known for their playful 
interactive qualities; qualities that often 
involve both adults and children in 
immersive worlds where they are able 
to experiment with a range of ways 
of working with each other that might 
not otherwise be possible. However, 
the playful aspect of these works 
belie the artists’ serious commitment 
to making changes in the ways we 
relate to each other, to ourselves and 
to the environments we share. For The 
Partnershipping Project, Hiromi has 
chosen to experiment with those edges 
where the more private and public 
aspects of living as an artist rub against 
each other. 

Karla Dickens
www.karladickens.com.au  

Karla Dickens is represented by Andrew 
Baker Gallery: www.andrew-baker.com 

Photo: Mick Richards

A proud Wiradjuri woman, Karla’s 
powerful imagery is gaining increasing 
and much-deserved acclaim. She draws 
from her personal experience and 
her responses to some of the critical 
and crucial issues of our time, to 
produce works that are compelling and 
challenging. For The Partnershipping 
Project Karla has designed a small brave 
boat, one capable of sailing endless 
galaxies. With its hull painted by local 
artist Leigh Arnold, the work addresses 
the attempted world take-over of the 
British Empire. This work will extend 
Karla’s concerns evident in earlier 
work such as Unwelcome—where 
she floats direct issues concerning the 
colonization of Australia’s Aboriginal 
peoples. 

Penny Evans
www.pennyevansart.com 

Kamileroi/Gomeroi artist Penny 
Evans works with a range of media 
including ceramics, printmaking and 
collage. She uses work as a means 
of exploring her own identity and 
connections to country. From this 
central axis, the work has gradually 
come to focus on ecological issues that 
include the threat to the river systems of 
north-western New South Wales. She is 
a cultural gleaner, who spends time on 
country to search for remaining pockets 
of cultural knowledge that can be 
sutured together to give us glimpses of 
what could be. The works she produces 
as a result, throw light on some of the 
most critical problems in our country 
today. For The Partnershipping Project, 
Penny will reconsider a selection of 
those issues, re-presenting them in a 
small boat that performs the role of a 
fragile ark.

Damien Shen
www.artistprofile.com.au/damien-shen-2/  

Photo: Brent Leideritz

Damien Shen draws from his 
Ngarrindjeri and Chinese heritage 
making powerful images that reflect 
the complexities of race and identity 
in Australia. He’s “interested in the 
Coorong region, work that relates to 
the stories my family has about their 
early memories of growing up on the 
Raukkan mission in the early 50s”. An 
accomplished story-teller, he will work 
with Mt Gambier artists, producing 
tintypes through a travelling interactive 
project involving local communities.

Sera Waters
www.serawaters.com.au

Sera is currently working from 
Adelaide after having spent her 
childhood in Mt. Gambier. Since being 
awarded a Ruth Tuck Scholarship 
in 2006 to study hand embroidery 
at the Royal School of Needlework 
(UK), Waters’ art practice has been 
characterised by a darkly stitched 
meticulousness. Her embroideries 
and hand-crafted sculptures examine 
settler colonial home-making patterns 
and practices, and intertwine these 
gaps in history with references to her 
own genealogical ghostscapes. In 2017 
she was the recipient of the inaugural 
ACE Open South Australian artist 
commission, where she staged her solo 
exhibition Domestic Arts. Her works 
are held by the Cruthers collection of 
Women’s art, Ararat Gallery TAMA, 
the Art Gallery of South Australia and 
private collections nationwide. Waters 
is a studio member of The Incinerator, 
Thebarton, lecturer at Adelaide Central 
School of Art, and is represented by 
Hugo Michell Gallery.
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Pat Hoffie
We live in an increasingly globalized world. We are all expected to be 

‘global citizens’. But to what extent is it still important to be part of ‘local 
communities’? Does the emphasis on being in touch with what’s global affect the 
way we are able to recognise the little idiosyncratic differences of what’s right-
in-front-of-us in our everyday lives? Where do our relationships to ‘place’; to 
the local, to the here-and-now of community, stand in relation to these changes? 
Or are these everyday details of our local lives made to seem too small, too 
local, too trivial to matter? The enormity of global environmental and social 
problems is presented in the media as beyond the scope of local concerns. But 
we also know that everything is inter-connected. We understand that the tiny, 
the specific, the local, the immediate all have implications for what happens 
elsewhere. To what extent might it be possible to be both global and local?

The topic ‘global/local’ immediately suggests a raft of questions about the 
impact of homogenization (i.e. the concerns about ‘everything’) on diversity 
(i.e. on the details of the immediate). While the term ‘global’ suggests inclusive 
and homogeneous tendencies, the term ‘local’ is associated with ideas about the 
specificity of places (with their precise conditions and contexts) and the specificity 
of times (with an understanding that the concept of time is not necessarily universal). 
A simultaneous apprehension of both these experiences is an important starting 
place from which to work towards understanding that the world is composed of a 
conglomerate of inter-linked, diverse, contextually-specific and locally cared-for 
locales or regions.

Between the concepts of ‘global’ and ‘local’, the epithet of ‘nation’ hovers like 
a ghost from the past. As globalization advanced, nation-hood was beginning to 
seem like an out-moded, out-paced way of claiming unified control, communities 
and culture. However more recently, ideas about the benefits of nation-hood are 
being revisited:

In his 2011 book The Globalization Paradox, Rodrik concluded that 
“we cannot simultaneously pursue democracy, national determination, 

and economic globalisation.” The results of the 2016 elections and 
referendums provide ample testimony of the justness of the thesis, 

with millions voting to push back, for better or for worse, against the 
campaigns and institutions that promised more globalisation.1  

Recent climates of fostered fear have contributed to the emergence of some 
conservative, controlling iterations of nationhood driven by populist impulses 
that include “public opposition to mass immigration, cultural liberalization, 
and the perceived surrender of national sovereignty to distant and unresponsive 
international bodies.”2 These surges in popularity of authoritarian leaders now 
threaten the sustainability of the culturally diverse, sustainable and inter-active 
local and regional communities3 that were once part of these nations.

regional diversity and the  
changing iterations of the nation-state

Political scientist and historian Benedict Anderson defined a nation as an 
“imagined community”—a group composed of peoples from a range of cultural, 
social and ethnic groups who could see past their differences through their embrace 
of common visual and written languages.4 Inclusive frameworks of belonging are 
part of what binds social, economic and cultural diversities into the binding entity 
of ‘nationhood’. 

Many of the world’s current nation-states emerged as a result of the European 
colonial period that extended, roughly speaking, from the sixteenth century to 
the mid-twentieth century5 when colonies were established in Asia, Africa, the 

Americas and the Pacific. The British invasion of Australia was part of that process. 
The colonies were bound by trade and the administration of public matters to the 
colonizing country. The first phase of the creation of national identities through 
colonial power has been described as follows:

“Colonialism is a relationship between an indigenous (or forcibly 
imported) majority and a minority of foreign invaders. The fundamental 

decisions affecting the lives of the colonized people are made and 
implemented by the colonial rulers in pursuit of interests that are often 
defined in a distant metropolis. Rejecting cultural compromises with 
the colonized population, the colonizers are convinced of their own 

superiority and their ordained mandate to rule.”6 
But all hubris has its use-by date; and as the second World War moved the focus 

of colonial powers to issues of self-preservation ‘closer to home’, the countries and 
territories they’d claimed as their colonies seized the opportunity to embark upon 
the processes of de-colonization. As part of independence, nations embraced self-
directed policies that affirmed, enshrined and celebrated their differences instead 
of having them recognized as second-rate or hybrid or pidgin or creole emulations 
of their former colonisers. 

However, there were still value-systems that ranked the diverse cultural 
groups included within these new parameters. Recognition and acceptance of 
intra-national cultural diversity varied from nation to nation; while some nations 
mandated cohesiveness through restricting recognition of plural identities and 
expressions; others established tiers of governmental directives that encouraged 
and protected diversity.7  

post(?)nationalism,  
trans-localism and belonging

In the decades following the second world war, the power of nations to control 
their own destiny, their own boundaries and their own trade legislations was faced 
with another world order. As inter-dependent trans-national corporations gradually 
emerged as global controllers of capital, nation-states again were challenged with 
the need to readjust the parameters of their identity. The move towards trans-
global trading softened the rules binding nationally controlled trades and tariffs, 
weakening the policy-making hold of nations while increasing the power of the 
trans-national corporations:

Many corporations are richer and more powerful than the states that seek 
to regulate them. Through mergers and acquisitions corporations have 

been growing very rapidly and some of the largest TNCs now have annual 
profits exceeding the GDPs of many low and medium income countries.8

Increasingly, we all experience living our lives in a trans-national world, no 
matter where we live. Whether we are refugees, immigrants or were ‘grown 
here’, we’re aware of living in at least two places at once: whether in the ‘here’ 
of community and the ‘there’ of the places we have left behind; or the ‘here’ 
of the present and the ‘there’ of our past; or the ‘this’ and ‘that’ of our cultural 
origins. With the emergence of such bifurcated, hyphenated, provisional identities, 
with the need to build ideas of ourselves that must, of necessity, suture together 
scraps of experience, memory and belonging, to what extent is it possible to 
build new connections to place? Because surely, in an era that faces all kinds of 
global ecological crises, our local connections to place will play pivotal roles in 
re-thinking ideas about our communal custodianship of land and our relationship 
with those with whom we share that land. In the short life each of us is given, we 
have limited time to devote to limited issues; confronted with the tsunami of facts 
and figures and news stories about the crises of the planet, perhaps for most of 
the planet, the best way to begin to respond is through a trans-local awareness—a 
mindfulness that the ‘here’ we inhabit is given to us by the ‘there’ of somewhere 
else—by someone else, sometime else. As temporary custodians each of us is 
delivered the small but do-able job of making sure we pass somet small plot of 
local-ness on to someone else after we move on.

instruments of change
The economic trans-nationalism that has been described as the stage of 

capitalism that fosters the flows of money and goods and people across national 
boundaries, has resulted in changes in work patterns and workforces, globalized 
money flow, global information flow and global research cooperation. Two major 
‘inventions’ made all this movement possible: the internet and the shipping 
container. Internet communication made the offsite organization of the various 
sequences of this production possible; and containerization for international 
freight transport significantly reduced the global costs of transportation. While 
the internet’s role in securing global communication is well recognized, there’s 
been less awareness of the pivotal role containerization has played in breaking old 
cycles of supply and demand.

Shipping containers can be loaded and unloaded, stacked and transported 
efficiently over long distances, and transferred from one mode of transport to 
another. Their standardized dimensions mean that they can be transported on 
specialized container ships, rail carts and semi-trailers, and thus have reduced the 
number of employees needed for the process. Containerization did away with the 
spaces needed for the manual sorting of most shipments and reduced the need 
for warehousing. The use of containers has displaced many thousands of dock 
workers who formerly handled cargo. Containerization affects our everyday lives 
in all sorts of ways, including the fact that manufacturing itself has evolved to take 
advantage of containers: the sizes of some of the objects with which and in which 
we live are now designed and produced to precisely align with the dimensions of 
shipping containers.

Globalization’s trans-national market penetration through the internet and 
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containerization of goods has brought systematic structural changes to the work 
forces across the planet as new economic, cultural, and ideological links between 
industrialized and developing countries produce bridges for international migration. 
Today migration accounts for three fifths of population growth in western countries 
as a whole. The development of many of the nations that are inextricably linked 
into these processes of exchange is dependent upon the economic activities of their 
respective diasporas. Diasporas by their very nature are founded on experiences 
of ‘here’ and ‘there’—of ‘before’ and ‘now’. They are communities-in-transition. 
They are communities who live within the awareness of contingency—that what 
happens in one locale directly affects others someplace else.

And it’s not all ‘bad news’—as travel and communication become more 
affordable, members of diasporas can better afford to keep more closely in touch 
with their home countries. These immigrants create new ‘social fields’ that link 
their original country with their new country or countries of residence; they create 
new diasporic regions with interconnected economic, socio-political and cultural 
activities, and transnational socio-cultural activities and transactions through 
which ideas and meanings are exchanged. The global sharing of values, rules and 
traditions is exemplified in international sporting competitions like the Olympics, 
while global celebrations of cultural concerns are epitomized in the biennales, 
triennales and art fairs. 

The global movement of people is much, much larger than the imagined threat 
of ‘refugees from another country’. While the fastest growing tide of international 
immigration is from the global South to the global North by professionals seeking 
work, this contributes to forty percent of global migration, while thirty-seven 
percent migrate within the global South. The impact of these global flows of 
culture and trans-local, trans-national cultural activities is re-forming the way we 
see the world.9

art and making place in a globalized world
So how have these changes in our relationship to place, communities and 

notions of belonging affected the way art is produced? The “imagined communities” 
described by Benedict Anderson are dependent on the imaginary images and words 
that bind people to people, and people to place, that are formed by artists. Yes, they 
are also formed by legislation—by rules and templates and boundary lines—but 
the emotional glue that binds those principles to individuals, and then across to 
others who respond to, and then share those principles, is provided through the 
communicative power of art and culture.

Artists—and other cultural workers—create the visual, verbal, auditory 
and performative templates through which communities can engage in shared 
discussions about new possibilities of engaging with each other and with the changing 
world order we live in. But the selection of what knowledge and information gets 
disbursed is increasingly controlled by global oligarchs collectivized under the 
appropriately alarming acronym of FAANG (Facebook, Apple, Amazon, Netflix 
and Google). As global entertainment steadily shapes the way we dream and the 
way we can ‘imagination’ ourselves into being, to what extent will locally specific 
and responsive cultural models be able to survive into the future? Some critics, like 
Professor Julianne Schulz, argue that the juggernaut-flattening of cultural diversity 
by trans-national cultural conglomerates makes the need to support and generate 
local and specific cultural even more pressing. She writes, 

In the Age of Fang, we need to find persuasive and creative ways to 
answer those who argue that the national and local are now irrelevant. 
In the Age of Fang, we’re all global citizens, which threatens to make 

national cultural institutions both more vulnerable, but also more 
important than ever.10

And sometimes the drive to produce culture from, by and for local and specific 
communities is capable of enfolding the global and re-presenting it in new ways: 
back in 1993, the Queensland Art Gallery took the cultural bull of globalization 
by the horns from the improbable position of a relatively small, regionally-based 
state art gallery. The audacious punt to host the first Asia-Pacific Triennial of 
Contemporary Art was based on the hunch that somewhere out there in ‘the region’ 
made up of countries of the Asia-Pacific—an area we Australians knew very little 
about at the time—thriving pockets of contemporary art might very possibly 
exist, fueled by the passion of artists engaged in responses to the ‘elsewhere’ of 
globalization while wrestling with the changing traditions of their own cultures.

The hunch proved to be a good one, and the first Asia Pacific Triennial of 
Contemporary Art launched to the world an exhibition that bore witness to the fact 
that not all modernisms were equal; that tradition was not the antithesis of change; 
that the cultural diversity of the region was exciting; that Australia could (might) 
play a part in it; and that artists working a long way away from the spotlights 
of global metropolitan centres were as informed and sophisticated and critically 
responsive as artists can be anywhere, any time.

The members of the curatorium of that first Triennial were acutely aware of 
three things: Brisbane’s relationship to Australia; Australia’s relationship to the 
Asia-Pacific region; and the region’s cultural relationship—at the time—to the 
rest of the world. The first lay in the fact that, in terms of the Sydney/Melbourne 
cultural axis of metropolitan Australia, Brisbane was regarded as a regional 
outpost: the state collection was relatively insubstantial, and the decades of 
conservative Queensland politics had made sure cultural issues were regarded as 
of relative insignificance. Secondly, Australia’s long-distance cultural focus on the 
United Kingdom and the United States had blindsided (with the exception of a 
few visionary artists) the country to the possibility that the region in which it was 
geographically situated might offer lively contemporary cultural counterpoints. 
And while some northern hemisphere cultural institutions had given attention to 
cultural production in the region, it had been represented, on the whole, as either 
ethnographic or exotic in nature.11 The Director of the Queensland Art Gallery at 
the time, Doug Hall, was well aware of the importance of recognizing the energy 
of regionally based cultural production in Australia; prior to his role at QAG, 

he’d worked as the Director of Bendigo Art Gallery between 1980 and 1987. Hall 
shared, with his curatorium, a conviction that the regionally-produced art of the 
Asia-Pacific region would also generate the kind of energy, vitality and critical 
responsiveness to the images and issues propagated by the ‘international art world’ 
he’d witnessed in regionally based Australian art production. In the first APT 
catalogue he wrote,

If the regional debate fails to be image-or practice-driven, it can only 
force or exacerbate the now numbing argument of the centre and the 

periphery, a self-perpetuating argument destined to reinforce isolation 
and separation. If art produced in particular areas is regionally specific, 
relevant to the community in which it exists and is held in high regard by 

it, it is of no lesser intrinsic value because an urban-based intelligentsia is 
largely unaware of it.12

The first three Triennials were cultural explorations attuned to the specifics of 
context. More than subsequent Triennials, those first three projects were driven by 
curiosity about how the artists they included related to their communities, to their 
place and to the traditions that bound them. The work was, even beyond what had 
been anticipated, explosively vital and critically challenging, and the popularity of 
the exhibition was evident both within Australia and beyond. Since those years, 
many of the artists who had travelled for the first time beyond their own shorelines 
to make work at the first three Triennials are now international household names 
in the trans-global art world. Many of them now travel from one international 
exhibition to the next, as if the trans-national, trans-cultural sites of globalised 
cultural practice have become their new home.

partnershipping: making place
The parameters of The Partnershipping Project share two of the pillars on 

which globalization relies—digital communication and the shipping container. 
The success of its proposal was reliant on harnessing funding from national 
cultural agencies into trans-local, trans-regional directions. Unlike products fitted 
to the demands of exchange efficiencies and smooth transactions, the project is 
tailored to the idea that each stop, each iteration of the exhibition, each node of 
the project will add something more. It shares the conviction of the first Asia-
Pacific Triennial of Contemporary Art that regionally specific, locally-conscious 
art production is vital to developing models of engagement that go beyond tired 
concepts of metropolitan versus regional or that separate global concerns from 
those of the local.

The artists participating in The Partnershipping Project are each regionally 
based; but the issues addressed in their work reflect the changing global order. Many 
of them have come from elsewhere to settle in the regions, others are Indigenous 
to the region, and others have families who have lived in the region for many 
generations. And the concerns of the communities they reflect and are part of must 
be addressed locally as well as globally. Issues to do with the environment; issues 
related to traditional knowledge and custodianship of the land; issues of gender; 
issues of immigration and diasporas and the need to keep memories and stories 
alive for us and for generations to come; issues of mental health and community 
connectedness; issues related to the necessity of feeling valued, included and 
capable of making a contribution to local, national and global issues all fill the 
cargos of the eight ‘tenders’—the little wooden boats that carry the artists’ work.

Associations with maritime trading provided the historical origins of the term 
‘partnershipping’. The partnerships developed during medieval Europe provided 
the framework from which the Commercial Revolution of the European economy 
evolved in the thirteenth century. From then and right through until the middle 
of the fifteenth century, the partner-shipping of the Hanseatic League referred 
literally to the ships that traversed the coastlines of those countries that agreed to 
share cargos with other members of the League. The association was built on the 
need to save time and money, but just as importantly, on the recognition that new 
connections were going to be essential for new futures.13

Times pass and global orders change, and as the Age of Discovery brought trade 
from new, far-flung shorelines into European connections, the partnershipping of 
the Hanseatic League disintegrated into irrelevance. By the end of the sixteenth 
century it was moribund.

Each era experiences changing patterns of trade alignments and movements 
of peoples and ideas, and each needs new ways of re-establishing connections 
between people and place. This particular iteration of ‘partnershipping’ was set 
afloat in the belief that connections to place—and to each other—remain as issues 
of vital importance in a world absorbed by global problems that include human 
rights, multiculturalism and trans-culturalism, environmental sustainability, world 
peace concerns, world famine concerns, global medicine and health concerns. 
Artists can perform the role of visionaries who suggest new visual languages 
through which we can simultaneously comprehend the world we now live in as 
one unified, interconnected system, the future of which relies on transformational 
approaches that are acutely aware of the trans-local interdependence of our places 
and communities.

1 Saval, Nikil, (14 July 2017) Globalisation: the rise and fall of an idea that swept the 
world, (https://www.theguardian.com/world/2017/jul/14/globalisation-the-rise-and-fall-
of-an-idea-that-swept-the-world_
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3 Shuster, Simon, The Populists, “It is a world where the international agreements of the 
past are up for renegotiation and the interests of the nation-state are not bound by an 
established global order.”  http://time.com/time-person-of-the-year-populism/)
4 Anderson, Benedict, (2016, revised) Imagined Communities; Reflections on the Origin 
and Spread of Nationalism (Bloomsbury, London) 
5 Although at this stage of the twenty-first century there are sixty-one countries in the 
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The crossing between ‘the 
Mainland’ and Tasmania is a stretch 
of water named Bass’s Strait. And 
‘the Mainland’ is what Tasmanians 
call the rest of Australia. There, in 
two short sentences, are the nuts and 
bolts of what people call these days 
‘the islandness’ of my home. We exist, 
according to this definition, in a sort 
of subservience to another place. The 
Mainland is big; unimaginably big. 
So big that members of your family 
will go there and never return. Or if 
they do, they would be different. On 
return they would be somehow taller, 
or richer. They would be equipped 
with a habit of speaking more quickly 
and with a confidence that made no 
sense of who they were before they left. 

Where I grew up, in Ulverstone on 
the north west coast of Tasmania, we 
had another name for the mainland. 
Actually it was a bit more complicated 
than that. The name required a person 
and an action. Without these two 
components, the phrase would not be 
uttered. It was a way of explaining 
absence. ‘Away over the other side’ is 
where your cousins lived now. It was 
where your older sister was going next 
week to get a job. It was why your uncle 

world currently maintained by eight countries.
6 Osterhammer, Jurgen, trans. Shelly Frisch, (2005) Colonialism: A Theoretical Overview, 
Markus Weiner Publishers, p.16.
7 Stewart, Devin T. 2008, The Myth of the Nation State, https://www.globalpolicy.org/
nations/state/2008/0902mythstate.htm “The nation-state myth conflates two ideas, one 
that is concrete, the state, and one that is fuzzy, the nation. The utility of the state is clear. 
It is a necessary organizing principle that allows people to pool their resources for the 
common good and mobilize against common threats, whether they are floods or invading 
armies. The state is also the final arbiter of law. State power is even on the rise, partly as 
a backlash to globalization and as a result of growing wealth from energy markets. But 
the nation-state as a basis for statecraft obscures the nature of humanity’s greatest threats. 
Pollution, terrorism, pandemics, and climate change are global phenomena. They do not 
respect national sovereignty, and, therefore, they necessitate global cooperation.” 
8 Global Policy Forum. Transnational Corporations https://www.globalpolicy.org/
globalization/globalization-of-the-economy-2-1/transnational-corporations-2-6.html
9 UNESCO, MIGRATION AS A DEVELOPMENT CHALLENGE ANALYSIS OF ROOT 
CAUSES AND POLICY IMPLICATIONS January 2017, (http://unesdoc.unesco.org/
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10 Schultz, Professor Julianne, May 2, 2016. (an edited version of the Brian Johns lecture, 
the Centre for Media History at Macquarie University and the Copyright Agency.https://
theconversation.com/australia-must-act-now-to-preserve-its-culture-in-the-face-of-
global-tech-giants-58724
11 Magiciens de la Terre, (1989), curated by Jean Hubert Martin, at the Centre Georges 
Pompidou and the Grande Halle at the Parc de la Villette in Paris, was an attempt to 
challenge the international contemporary art world’s representation of non-European 
art as ‘primitive’. However, the exhibition ultimately attracted a great deal of negative 
criticism for its failure to move sufficiently far away from the exoticization of non-
Western artists in the exhibition.
12 Hall, Doug, 1993, Tradition and Change, Asia-Pacific Triennial of Contemporary Art 
catalogue, Queensland Art Gallery, p.130.  
13 Hibbert, Arthur Boyd, Hanseatic League, German Trading Organisation https://www.
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was now uncommonly sad—because 
that’s where he was when your aunty 
died. These were the consequences 
of travelling to the other side of that 
stretch of water. 

It was on the coastline of Bass’s Strait 
that I grew up. My most cherished years 
were spent exploring the rock pools for 
anemones the colour of clotted blood, 
transparent shrimps that darted faster 
than your eye could follow, and blue 
ringed octopus that flashed silent fear 
as your fingers brushed by their weedy 
lair. Standing atop a rocky point and 
gazing northwards across the water, the 
edge of our world was geometrically 
pure. There were no distant mountains 
to break the impossible curving line 
of horizon, just the odd ship returning 
from its voyage away. 

Anything that came from beyond 
that line brought with it stories of 
change. Change, you see, comes from 
somewhere else. At home, we lived in 
the embrace of a reassuring present. 
Out beyond the horizon is where the 
past could be found if you travelled far 
enough. And it was from that place of 
unbounded vastness that our futures 
would arrive. In the Tasmania of my 
childhood, there was no past or future. 

The past was not spoken of. A clumsy 
or naïve question would be met with 
furtive glances and a quick shifting 
from whatever was being discussed; 
onto a more mundane and comfortable 
subject. The past, I was soon to learn, 
was populated by Germans, convicts 
and Aborigines. None of these things 
could be discussed. No-one knew how 
or, it seemed, even wanted to know. At 
night I would dream of a more distant 
past, in which gigantic waves pounded 
the shore; breaching the dunes to flood 
the land and carry away all that was 
known. The future was much simpler. 
There was no point in raising it. The 
response was predictable; a shrug of 
the shoulders and an inevitable “well, 
I dunno… .”

+++++
To be a Tasmanian Aborigine today 

is a complicated affair. Yet, after all these 
years, as I approach old age, I still find 
myself standing on that rocky shoreline 
of my childhood, gazing out at the 
unknowable horizon; half-remembered 
dreams swirling in the anxious pit of my 
stomach. It was from over that horizon 
that the convict ship Caledonia brought 
my convict mother’s great grandfather, 
Richard Chugg in 1820. There was no 
pick-pocketed handkerchief, poached 
pheasant or stolen sheep behind 
his transportation to Van Diemen’s 
Land. Chugg, a native of Devon, 
was sentenced to life for murder. My 
father’s grandfather also arrived from 
afar. Via Liverpool, from the Rhineland 
vineyards of Lehrensteinsfeld in 
Bavaria, Jacob Lehman fled with his 
young wife, Catharina Geiger, on the 
immigrant ship Montmorency. They 
were economic refugees from a failed 
German revolution. 

Another of my ancestors once stood 
on a shore like this, watching a whale 
boat heave to past the breakers on a 
beach where his own children had been 
born, along with babies for a thousand 
generations before. This was a beach 
further to the east of where I grew up. 
From atop the dunes of Tebrekunna 

Bay, the horizon was different. Instead 
of the blank line of horizon, a short 
climb to the top of the sand dunes 
made it possible to see the Furneaux 
Islands that lay to the north between 
Tasmanian and the Mainland. It was 
the abundance of seals on these islands 
that first attracted European seafarers 
to Bass’s Strait in the late 1790s. Seals 
and woman. Like all colonial frontiers, 
there was always labour to be carried 
out that was more suited to the work of 
slaves. In Van Diemen’s Land the first 
slaves were Aboriginal women, and 
the rugged bunch of sealers landing 
in Tebrekunna were there to trade—
with the persuasive currency of force 
if needed. Before the establishment 
of the first official British beachhead 
of the colony at Risdon Cove, it was 
sealers who first brought the violence 
of European trade to this island. It is 
not known how many were killed in 
resisting these raids, but the numbers 
were significant. George Augustus 
Robinson wrote in his journal in 1832, 
‘there is not a boat harbour along 
the whole line of the coast, but what 
number as of the unfortunate native 
have been shot: the bones are to be seen 
strewed on the ground.’2 

In one of these whale boats was 
George Briggs. Barely twenty years 
of age, Briggs had somehow taken the 
young women Woretemoeteryener as 
one of his tyrelore, or ‘island wives’. 
Either by ‘blackbirding’ (kidnapping 
of local Indigenous people for labour 
or sale), or through a more amicable 
arrangement of allegiance with her 
father, Briggs and his like removed at 
least seventy Tasmanian Aboriginal 
women to the Furneaux islands. On the 
many Outer Islands their expertise in 
the hunting of seals could be exploited. 

The man standing on the shore 
watching the whale boat heave to was 
Manalargena. His daughter’s name was 
Woretemoeteryener. He and his brother 
were chiefs, or Bungana, of this region. 
Amidst the murderous raids, Bungana 
like Manalargena had commenced trade 
with the new arrivals. Dogs, tobacco, 

Only an Italian, I thought, would be 
immediately familiar with what came 
first. Especially a man from Sicily, a 
Mediterranean (Centre of Earth) island 
colonised by Greece long before the 
ancient Roman empire had conquered 
the Western world, and spread the 
Christian religion.

I am now retired and living with 
rocks and trees near my birthplace in 
Tasmania. Colonised by Britain two 
centuries ago and more than twice the 
size of Sicily, it’s a very island-minded 
place, and pre-settler-minded. My 
particular site gazes out from sheoak 
groves of Allocasuarina littoralis on 
rocky dolerite headlands that frame a 
view of beach and ocean. Here I have 
become more confidently ‘pagan’. 

Of course one doesn’t abandon 
the Christian philosophy of human 
kindness and forgiving. However, on 
my secluded shore I can’t help observe 
that the other parts of nature—plants, 
animals, earth, water, air and fire—are 
all behaving differently, and at times 
dangerously, under unkind management 
by thoughtless humans. Over the years 
since childhood, the sandhill coast 
of the family farm has been eroded 
to expose pre-colonial Indigenous 
peoples’ middens. Storms no longer 

flour and sugar were valued by the chiefs, and were accepted in exchange for seal, 
kangaroo and swan meat, or the loan of women for seal-catching. But the terms 
of trade were hardly free. The sealers were armed and, while party’s like Briggs’ 
seemed to have a preference for peaceful transactions, the chiefs were aware of 
the effect of their muskets—and actively sought them for their own purposes. In 
the meantime, many sealers converted women in their service to chattels, trading 
them with other sealers. The original labour agreements, with their promise of 
a return for the women’s clansfolk, became broken and redundant. The tyrelore 
were marooned on a remote frontier of global trade. A few married their captors, 
but many were tortured or killed. Most bore children to their masters; too often 
resorting to infanticide, rather than extending their future into a world so cruel and 
outside of their control. 

It was on this horizon of fractured hope that a new generation of Aborigines 
was born. In just a few decades the Bungana and Tyrelore were gone. The seals, 
whose fur was traded in China for tea, porcelain, or shipped to Europe for use as 
material for coats, hats and boots were almost wiped out too. Global trade made 
short work of all it encountered. Generations of children like me were left, like 
flotsam, on distant shores that were soon forgotten in the cities of Asia and Europe 
that grew rich on the plunder of our world. Not just lives and culture, but time itself 
was ruptured with a trauma that has lasted for generations—haunting our dreams 
and lurking just beyond every blue horizon.

+++++

Violence is man re-creating himself.3

When William Dampier became the first Englishman to arrive on the Australian 
continent, he wrote that the natives stood around ‘like statues’ and ‘grinn’d like so 
many monkeys’ at his unsuccessful attempt to gain their labour in carrying barrels 
of water to his boats. Dampier greeted this affable gesture of ridicule by writing 
in his New Voyage Around the World (1697) that, ‘the Inhabitants of this Country 
are the miserablest People in the World… setting aside their Humane Shape, they 
differ but little from Brutes.’ This condemnation was widely read, influencing the 
prejudices of almost every European navigator to visit Australia over the next two 
centuries. Amongst them was Marion Du Fresne who, on arrival in Van Diemen’s 
Land in 1772, was invited by the Pydairrerme who met them on the shore, to accept 
a flaming torch and set fire to a pile of wood assembled for the occasion. As soon as 
he did, he was attacked. The Pydairrerme then refused to allow him to land again. 
Determined to take on water and timber, he fired on them. Tasmanian Aborigines 
had been isolated from the rest of the world for ten thousand years since the rising 
seas at the end of the last Ice Age. Now, their island refuge had been breached. 

Five years later, James Cook arrived on the same shores. He presented the 
Neunone men he met at Adventure Bay with medals and pigs, and was assisted by 
them to cut timber for his ships. The ship’s artist, John Webber, recorded the scene 
and made the first known portrait of one of these men. There is nothing miserable 
or brutish to be seen in his sketch. 

Captain Nicholas Baudin, arriving in 1802, had also read Dampier’s description. 
But on the first morning of the French expedition’s arrival, his zoologist stumbled 
upon examples of Tasmanian maritime technology. Francois Péron described a 
canoe made of three rolls of bark, tied together with string. Without realising, 
he had probably already met a canoe-maker a few hours before. He wrote in his 
journal,

‘He was a young man of from twenty-two to twenty-four years of age, of 
a strong general appearance, having no other defect than the looseness 

of the joints of his arms and legs, characteristic of his nation, and of 
which we shall take occasion to speak in the conclusion of our work. 

His physiognomy had nothing fierce or austere, his eyes were lively and 
expressive, and his manner displayed at once both pleasure and surprize. 
Moreover, our chaloupe (ships boat) seemed to attract his attention still 
more than our persons, and after examining us some minutes, he jumped 
into the boat: there, without troubling himself with, or even noticing the 
seamen who were in her, he seemed quite absorbed in his new subject. 
The thickness of the ribs and planks, the strength of the construction, 
the rudder, the oars, the masts, the sails, he observed in silence, and 
with great attention, and with the most unequivocal signs of interest 

and reflection …he made several attempts to push off the chaloupe, but 
the small hawser which fastened it, made his efforts of no avail, he was 

therefore obliged to give up the attempt and to return to us, after giving us 
the most striking demonstrations of attention and reflection.’ 4

This was a moment of great potential. The fascination with the small French 
boat that was displayed by the young man could have marked the beginning of 
a creative exchange across the gulf of millennia. Elsewhere across the globe, 
wherever seafaring nations came into contact, diverse technological approaches 
to the task of traversing waterways would inspire and influence adaptation and 
change. But in Tasmania the moment was lost. 

I can’t help but wonder what that young man might have absorbed of what he 
saw of French boat-building; how he might have experimented with these new 
ideas on his next construction—even collaborated with the French sailors on the 
task. The Baudin voyage was one focussed on scientific discovery, and the French 
made no immediate plans to return or to establish a more permanent presence. 
The British however, upon hearing of the French visit, hastened to send a colonial 
expedition and had set up a military beachhead at Risdon Cove by September of 
the following year. Within months, they had opened fire on an Aboriginal hunting 
party of men, women and children. The scene was set for an escalating conflict that, 
within a generation, had resulted in the First Nations of Tasmania being reduced 
from a population of over 5000 to fewer than 500.

+++++
As I stand on that same Bass Strait shore today, half a century distant from the 

child who pondered with excitement and fear what the world might be like ‘over 
the other side’, I still feel the same familiar ache in the pit of my stomach. But I 
know now that it is much more than a naïve fear of the unknown. It is the imprint of 
a deeper past. A feint, irrepressible murmur of warning, driven deep into my genes 
through multiple traumas of ancestral lives. Each one has something in common. 
The source of fracture lay beyond the horizon. It was brought to my ancestral 
island home across seas from more distant shores. The ships arriving at our ports 
today, laden with cars, televisions, and other exotic treasures, distract from the pain 
of our history, but they do not heal. Our Elders warn us that such material wealth 
can do no good—only draw us further away from our connections to our country 
and our past. My lingering dreams of hungry, rising waves affirm their wisdom. 

I have questions that my tyrelore, convict and immigrant ancestors cannot 
answer. My child-self still stares anxiously out to sea from amongst the rock pools 
of my birthplace. I must, instead, speak with a young man who, like me is neither 
fierce nor austere. I will gaze into his lively eyes and inquire of his surprize. I will 
ask him what he sees in thickness of the ribs and planks, the strength of the mast, 
the spread of the sails. I will ask him what he will make, and where he will go.

1 Alex Miller, ‘Truth in Fiction and History’, (Melbourne: Victorian Writer’s Centre, 
2006).
2 Brian Plomley (ed.), Friendly Mission : The Tasmanian Journals and Papers, 1829-
1834 (Launceston: Tasmanian Historical Research Association, 1966). p. 111.
3 Frantz Fanon, The Wretched of the Earth (London: Penguin, 1965).
4 François Péron, Voyage of Discovery to the Southern Hemisphere (London: Richard 
Phillips, 1809). p. 174.
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Daniel Thomas
In barbershops, intimacies grow. One day in North Adelaide 

I surprised myself with a response, not quite serious, to a delicate 
enquiry about religion: “I’m a pagan”. The Italian–Australian didn’t 
miss a beat: “Oh, they’re the ones who worship rocks and trees”. 

heap seaweed kelp onto the sands and 
instead I clean away a tideline fringe of 
waste plastics. Fire, never previously 
known to race along the dune-grasses, 
in 2002 threatened to climb a gully and 
attack my newly built house.

Micro-regional management of the 
earth is best, informed by knowledge 
of very small places: “Think global, act 
local”. Geography rules; it determines 
cultures. And coastlines are our most 
important geographical feature. 

At Hamelin Pool, Shark Bay, 
Western Australia, I once visited ‘living-
fossil’ stromatolites that had evolved 
3.5 billion years ago. They constitute 
the world’s largest remaining group of 
survivors from our first ancestral life-
forms. Stromatolites are cyanobacteria 
that look like water’s-edge rocks. 

There I remembered that eighty 
years ago, a small child at my ancestral 
place, I had embarked with adults on 
a Field Naturalists Society excursion 
upstream on Port Sorell to fossil cliffs 
where we pondered deep time and the 
total extinction of trilobites. They were 
crab-like creatures that for a quarter of 
a million years were among the world’s 
most successful animals. The encounter 
with living rocks at Hamelin Pool also 

Greg Lehman
Without memory, without the past, there are no stories and no novels, no 
theatre, no poetry. Memory is the source of all our arts. Without memory, 

without the past, we have no interior life.1 

John Webber, A native of Van Diemen’s Land, New Holland, 1777, drawing, Allport Library and 
Museum of Fine Arts, State Library of Tasmania.
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reminded me that thirty years earlier in 
New York’s East Village I had entered a 
participatory sculpture, or ‘happening’, 
by Yoko Ono, in which I sensed how 
it might feel to be a rock. She issued 
body-sized ‘Eye Bags’ of cloth fine 
enough to see out from but not into from 
outside, and then instructed us to spend 
time inside the big bags. On a raised 
polished floor, doing whatever we 
wished, humans thereby became rocks 
looking out at fellow rock-creatures, 
mostly meditating, but sometimes 
standing, dancing or rolling. 

Art history teaches that Surrealism, 
notably Salvador Dalí’s, emphasised 
the creativity of evolution on littoral 
edges. The particular history of 
Tasmania includes Australia’s greatest 
early-colonial artist, John Glover; a 
century earlier than Dalí he recognised 
that not only nature’s elemental edges 
but also cultural pressures create our 
spirit of place.

A native of the English Midlands, 
Glover emigrated late in life to join 
farmer sons who had preceded him 
to Hobart. In a southern-hemisphere 
summer, his first sight of his new 
home was from a ship sailing along 
my northern Tasmanian Riviera and 
on 17 February 1831, a day before his 
64th birthday, he inscribed a sketch as 
“Eastward of Round Hill point”. Round 
Hill encloses Emu Bay at present-day 
Burnie; in the inland background he 
clearly depicts Mount Roland, which 
is visible from my sheoak groves near 
Port Sorell, and in Glover’s foreground, 

protecting a grassy coastal plain, are 
my own sandhills.

A century later, Tom Roberts, another 
great Australian artist, in his final years 
took to Tasmanian coastal sheoaks and 
also painted a portrait of Mount Roland, 
a too-picturesque conglomerate rock 
rising above the small town of Sheffield. 
Glover in the 1830s had promptly gone 
for more iconically Tasmanian rocks, 
the stately dolerite mountains above 
the cities of Hobart, where he lived 
first, and Launceston, near where he 
finally settled. It’s an uncommon rock 
in most of the world, but for geologists 
Tasmania is “dolerite heaven”. 

We will return to Glover, and to a 
modern artist, Bea Maddock, whose 
work has further reinforced my sense of 
place. Now let’s consider the childhood 
place itself. The North Down Beach 
that Glover sailed past in 1831 was 
where my great-great-great-uncle 
Bartholomew Thomas had started a 
sheepwalk in 1828, and after three years 
was killed, along with his overseer, 
by Aborigines—the last deaths in 
Tasmania’s so-called Black War.

In my 1930s childhood I knew 
of Uncle Bartholomew’s death but 
thought of it as a natural part of life in 
the past. Aged seven, to escape the great 
‘infantile paralysis’ epidemic, I and a 
twin brother spent a winter in Central 
Australia where we met the famous 
Aboriginal artist Albert Namatjira at 
Hermannsburg and duly admired his 
skill. Of Tasmania’s Black War, we 

knew chiefly that the Aborigines were 
clever: the Black Line that swept across 
the settled areas to net Indigenous 
populations caught only two small 
boys. We were also aware of the painted 
boards hung on trees with a picture-story 
asking black and white Tasmanians to 
live peaceably together. (Eighty years 
later, attending Handel’s opera Orlando 
in a season of Hobart Baroque in the 
1830s Theatre Royal, I wondered if 
the Black War idea of peace-messages 
hung on trees had come from the stage, 
where love messages frequently appear 
on trees. Orlando brought to mind the 
best-known example: Shakespeare’s As 
You Like It.) Farmers inevitably gain 
intimate knowledge of their land, and I 
remember my father solemnly showing 
us Aboriginal rock engravings on the 
Mersey Bluff at Devonport, the far end 
of the North Down plain.

However, more than associated 
stories and people and excursions, it 
was the childhood place, its micro-
characteristics, that created wonder. 
All visitors arriving at North Down 
exclaimed about the sudden revelation 
of a beautiful view. It comprised 
sea and distant rocky headlands and 
islets, dunes and wetlands, foreground 
farmland, black and red soils, mature 
trees—mostly English elms—and 
an unusual hill, the Sugarloaf, that 
sheltered an unusual open crater, the 
Punchbowl. Later I realised there were 
many ‘Sugarloaf’ hills and ‘Punchbowl’ 
craters throughout the world, and 
realised the words signified human 
conviviality and light-headedness, but 
the geology and botany were enough 
to lift a child’s mind out of self-
centredness.

The calm warmth inside the 
northeast-facing Punchbowl was a 
pleasant mystery when prevailing 
north-westerlies raged. That explained 
why sheep had created the strange rib-
like horizontal paths for grazing on 
the steep Sugarloaf slope. It explained 
Uncle Bartholomew’s choice of a house 
site, close above a capacious spring, 
and with a view as beautiful though less 
sweeping than that from his nephew 
Sam Thomas’s more elevated site 
where I was born. Bartholomew’s first 
North Down House was abandoned 
after fifty years but its soft-brick ruins, 
and a bravely surviving mulberry tree, 
were still there for a child to explore. 
Years later I learned that the immigrant 
Thomas family had brought with them 
Uvedale Price’s 1790s handbooks 
for landed gentry, his Essays On the 
Picturesque, as compared with the 
Sublime and the Beautiful and, On 
The Use of Studying Pictures, for the 
purpose of improving Real Landscape. 
Bartholomew wrote of the beauty of 
the place as reason enough for living in 
what was then extreme solitude.

Most of my childhood trees, 
the mature elms, were gathered in 
hedgerows and clumps. There were 

huge pre-settler eucalypts looking 
down into the Punchbowl. Close to the 
homestead I was taught to recognise 
sycamore and ash trees, and a pair of 
Norfolk Island pines planted for our 
father’s birth. Most wondrous was “The 
oak tree”, at the edge of the garden, 
already a hundred years old and with 
strange long, low, horizontal branches 
that welcomed the presence of small 
children.

Towards the end of his life in 
Tasmania, Glover returned to a mid-
1790s sketch captioned Swilker Oak, 
Needwood Forest; it was a particular 
tree then celebrated as over 600 years 
old, and in 1840 he produced a large 
canvas. (The painting now hangs in 
Tasmania’s most beautiful historic 
house, Clarendon Homestead, close 
to Glover’s final home.) Google tells 
that “swilker” occurs only in the Black 
Country dialect of Staffordshire near 
Needwood Forest and Lichfield, where 
Glover first worked as an artist, and 
the word means to spill or splash. So 
the name emphasised the outgoing 
generosity and ease of oaks. 

Glover found spiritual sustenance 
in his micro-regional memories, just as 
I remember reclining airborne on the 
low-slung arms of a great oak, which in 
2018 still grows in the garden at North 
Down. 

Lichfield was a hotbed of 
eighteenth-century scientific and 
literary life, centred around scientist-
activist Erasmus Darwin and farmer 
poet Sir Brooke Boothby. Boothby 
befriended Jean-Jacques Rousseau 
during the French philosopher’s fifteen 
months in Staffordshire, he published 
Rousseau’s Confessions in Lichfield in 
1780, and in 1781 commissioned from 
Joseph Wright of Derby the bizarre 
two-metre-wide portrait of himself 
reclining full-length in fashionable but 
loosened London dress in a woodland 
glade, holding a book by Rousseau. The 
picture, of a sophisticated gentleman 
absorbed into earth and trees, illustrates 
Rousseau’s idea that humankind’s 
troubles and unhappiness are caused by 
self-removal from the world of nature. 

Glover’s only Australian canvas 
to display Classical learning focuses 
upon rocks. The Bath of Diana, Van 
Diemen’s Land, 1837 (the colony 
was not yet named Tasmania) depicts 
Aboriginal women in their designated 
bathing pool, where they are surprised 
by a huntsman; he will be punished for 
the impropriety by metamorphosis into 
a stag, as in the ancient Roman myth 
of Diana and Actæon. The pool and its 
interesting rocks were encountered and 
sketched by Glover when riding out 
from Hobart to a farm he had bought 
near one of his sons’ properties; it was 
permanent water on an intermittent 
stream across a plain, a good place. It 
was also on an Aboriginal trackway and 
Glover doubtless knew that the chaste 

goddess Diana was in charge not only 
of hunting and woodlands but also of 
travellers and crossways. 

A farmer’s son, Glover did not need 
to make a Rousseauesque return to 
nature; he never left it. His art and life 
demonstrate a tactile love of animals, 
minerals and plants as well as humans. 
As for Australian trees, although 
he did not neglect eucalypts, which 
feature in his small oil A Corrobery 
of natives near Mills Plains, 1832, 
in his sketchbooks he was equally 
in love with sheoaks. And the most 
philosophically ambitious of his largest 
colonial canvases, Mount Wellington 
and Hobart Town from Kangaroo Point, 
1834, is centred upon an extremely 
graceful sheoak—the most spiritual of 
trees, I once learned, for the Kaurna 
people of Adelaide and maybe, too, for 
the Palawa of Tasmania. In both these 
paintings, Glover accompanied the 
trees with Aborigines dancing joyously. 

Mount Wellington and Hobart Town 
from Kangaroo Point was preceded 
by a companion same-size reciprocal 
view, titled Hobart Town, taken from 
the Garden where I lived. The pair 
constitutes an optimistic proposition 
of future bi-cultural happiness for the 
island colony. The highly populated 
Aboriginal Kangaroo Point gazes 
across the harbour to a seaport city 
where worldwide voyagers meet. The 
unpleasantly unsettled Black War 
had concluded at the time of Glover’s 
arrival to settle on their land, but in 
this pair of metre-and-a-half canvases 
he declares his deep respect for the 
First Tasmanians, and his hope for a 
continuing accommodation between 
the nations.

He took an interest in the specificity of 
Aboriginal names of places and people. 
In 1831 on his first reconnaissance of 
northern pastoral country, Glover noted 
“Tudema Tura, the Native name for Ben 
Lomond”, the mountain above the farm 
at Mills Plains where he finally settled. 
It would please him that in 2013, under 
a new dual-naming policy, Hobart’s 
great dolerite rock officially became 
“kunanyi Mount Wellington”. 

Tasmania’s artists and historians all 
know about my ancestral connection 
to the Black War. Indigenous artist 
Julie Gough teases me that her people 

once killed one of mine. In 2003, art 
historian David Hansen was preparing 
his splendid exhibition and book John 
Glover and the Colonial Picturesque 
and startled me with the information 
that Glover had happened to be in 
Launceston in September 1831, had 
observed the coronial enquiry into 
the death of Captain Thomas and 
his overseer James Parker, and there 
sketched eight Aboriginal portraits 
including the three men held for the 
murder—and provided their names: 
Colammanea, Maccame, Warwee. 

Art historian Mary Eagle further 
proposed that the two women unnamed 
by Glover are Nonganeepitta, the chief 
witness at the inquest, and Timbruna, 
who had helped find the bodies near Port 
Sorell on the way to North Down Beach. 
The other three, a child and two men, 
are probably the remaining members 
of the tribe brought in from Port Sorell 
but not accused. The coroner’s finding 
was murder “assisted by the residue of 
the tribe of Aborigines to which they 
belong, known by the name of the Big 
River tribe”. The Attorney General 
declined to prosecute, the three men 
were shipped to the Bass Strait islands. 
Along with many others, it was an exile 
equivalent to a death sentence.

My great-great-grandfather Jocelyn 
Thomas arranged the burial of his 
brother and the overseer in the Cypress 
Street cemetery in Launceston, and 
composed a political inscription for 
their gravestone: “BART. B. THOMAS 
/ ARMIGERI [soldier] / Late a Captn in 
HIS MAGESTY’S SERVICE / Who 
lost his life in an / Attempt to Conciliate 
/ The black Natives of this / ISLAND 
/ together with a faithfull / FRIEND 
….”. In the 1950s, when the cemetery 
was closed down and converted into a 
sports ground, my father transported 
the gravestone from Launceston and re-
erected it in a cemetery where the first 
North Down church once stood, close 
to the original North Down House; his 
grandchildren care for the stone today.

The colonial idea of ‘Conciliation’ 
is part of my spirit-of-place. Knowing 
the faces and melodious names of 
the three black natives who killed 
two white settlers, with blows from a 
waddy, a snatched rifle, and tea-tree 
spears, enriches the fact of inter-racial 

stress. It enables a thought of somehow 
making a personal apology for taking 
land away.

Bea Maddock, Tasmania’s great 
twentieth-century Australian artist, 
became in later life a maker of strange 
panoramic landscapes, as if seen from 
small ships circling an unknown land. 
Her multiple-panel paintings conceal 
secret stone objects, small tools that 
remain scattered on the onetime 
Aboriginal trackway along my coast 
and elsewhere around the island. 
Her portfolio of stencil prints, titled 
TERRA SPIRITUS—with a darker 
shade of pale, 1995–97, emphasises 
the materiality of red earth, mined 
from the artist’s personal ochre pit 
in Launceston, and depicts, in 52 
sheets, profiles of the entire coastline 
of Tasmania. All Maddock’s late 
landscapes are filled with Aboriginal 
words, mostly place names, a retrieval 
of Aboriginal presence. 

Sheet no.30 from TERRA SPIRITUS 
includes, in inconspicuous typeset 
lettering, the settler names Northdown 
Beach, Handsome Sugarloaf, and The 
Water Rat, which is a rodent-shaped 
rocky islet below Eagles Lookout. The 

last is a headland rock that I gaze at 
from the house I named Loeyunnila, 
the Port Sorell tribe’s word for “high 
wind”; wedgetail eagles still soar. In the 
TERRA SPIRITUS sky, floating high 
above the obscure settler-bestowed 
place names at the edge of the sea, 
are great clouds of Aboriginal names, 
in curling script, of significant interior 
places.

Place names are powerful. On 
the opposite shore of Port Sorell, the 
Asbestos Range National Park in 2000 
became Narawntapu. We already have 
“kunanyi Mount Wellington”. The 
whole island could become “lutruwita 
Tasmania”.

Thirty years ago, for Creating 
Australia: 200 years of art 1788–
1988, the catalogue of an Australian 
Bicentennial Authority exhibition, I 
wrote, with the approval of specialist 
curators from the South Australian 
Museum, that “The Aboriginal 
people are re-conquering the minds 
of their invaders, just as the Greeks 
re-conquered the ancient Romans”. 
The statement was provocative, and 
generated some mirth. Today I think it 
is a truth universally accepted.

John Glover, Swilker Oak, 1840, oil on canvas 76 x 114.5 cm, painted at Patterdale, Mills Plains, 
Deddington, Tasmania. Collection Clarendon House, National Trust of Australia, Tasmania, near 

Evandale Tasmania. After pen & ink and ink wash drawing, Needwood Forest,  
Staffordshire, mid-1790s.

John Glover, The Bath of Diana, Van Diemen’s Land, 1837, oil on canvas 76 x 114 cm. Collection 
National Gallery of Australia, Canberra.

John Glover, Hobart Town, taken from the Garden where I lived, 1832, oil on canvas 74 x 150 cm. 
Collection Dixson Galleries, State Library of NSW, Sydney. 

John Glover, Mount Wellington and Hobart Town from Kangaroo Point, 1834, oil on canvas 76 x 152 cm. Collection Tasmanian Museum & Art Gallery, Hobart, and  
National Gallery of Australia, Canberra.

Sketchbook no.43, page 40. Top left Aborigines Colammanea, Maccame, and Warwee and others 
at coronial hearing, Launceston, September 1831, pen & ink, ink wash, pencil. sheet 18.5 x 23 cm. 

Dixson Galleries, State Library of NSW, Sydney.
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2. UMBRELLA STUDIO CONTEMPORARY ARTS | 17 May to 23 June 2019, TOWNSVILLE, QUEENSLAND 4810

3. LISMORE REGIONAL GALLERY | 7 December 2019 to 2 February 2020, LISMORE, NEW SOUTH WALES 2480
4. RIDDOCH ART GALLERY | 6 March to 24 May 2020, MT GAMBIER, SOUTH AUSTRALIA 5290

5. BURNIE REGIONAL ART GALLERY | 30 October to 13 December 2020, BURNIE, TASMANIA  7320
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The Partnershipping Project is a Burnie Regional Art Gallery exhibition toured by Contemporary Art Tasmania. Contemporary Art Tasmania is supported by the Australian 
Government through the Australia Council, its principal arts funding body, by the Visual Arts and Craft Strategy and is assisted through Arts Tasmania by the Minister for the Arts.

Burnie Regional Art Gallery is supported by the Burnie City Council and is assisted through Arts Tasmania through the Minister for the Arts. 
This project has been assisted by the Australian Government’s Visions of Australia program, the Australia Council, its arts funding and advisory body and by the Contemporary 

Art Tasmania Exhibition Development Fund.


