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history.
Shepparton Art Museum and its collection can arguably 
trace its association with the Sidney Myer Fund back to 
1982, when four ceramics were acquired from Douglas 
Gough, Jan Senbergs, Tom Sanders/John Olsen, and 
Murray Walker, with the assistance of the Fund and Target 
Australia.

Moving forward a decade to 1991, and the Sidney Myer 
Fund Australia Day Ceramic Award was born at SAG (now 
SAM). Since then the Shepparton Art Museum has acquired 
approximately 177 ceramics through the Sidney Myer Fund 
Ceramic Award in its various guises. Some of these works 
were through the artists’ winning prizes. Other pieces 
were acquired from the Award with the assistance of the 
Sir Andrew and Lady Fairley Bequest, the Friends of SAG 
or through the participating artists’ gifting of work. In the 
mid 1990s up until 2008, SAM held the Sidney Myer Fund 
International Ceramic Awards in association with La Trobe 
University. This also led to La Trobe University and SAM 
jointly acquiring several pieces.

During the early to mid-1990s SAM’s records do not 
individually credit the winners of various prizes, however 
the names of several well-known ceramicists are listed as 
being acquired as a result of their participation. Notable 
names during these early years include Heja Chong, Bern 
Emmerichs, Deborah Halpern, Gwyn Hansson-Piggott, 
Stephen Benwell, and Greg Daly. 

2015 Sidney Myer Fund Ceramic Award Winner
 
Ramesh Mario Nithiyendran
Archipelago 2015
Mixed media, dimensions variable. 
courtesy the artist and Gallery 9, Sydney. 
Photo by Christian Capurro



The Sidney Myer Fund Australian Ceramic Award (SMFACA) 
is Shepparton Art Museum’s flagship biennial exhibition, 
creating opportunities for five shortlisted Australian artists 
to produce five discrete solo projects. As a $50,000 
acquisitive Award, the SMFACA cements its place as 
Australia’s premier prize in the medium of ceramics. The 
2017 finalists featured in this exhibition are Glenn Barkley, 
Karen Black, Laith McGregor, Jenny Orchard and Yasmin 
Smith. Each artist has produced an exciting new body of 
work.

As an expression of interest process, artists responded the 
call out to apply to exhibit in the SMFACA. 2017 saw a 
great increase in applications, rising from 91 in 2015 to 219 
for this exhibiting round. Judges select 5 artists that work 
closely with and financially support the development of a 
body of work especially for this exhibition. A component of 
the winning artists work is acquired for the SAM collection. 

The finalists in this exhibition expand on the ceramic 
medium, pushing it beyond the bounds of its materiality 
and utility. These artists re-think historic approaches 
and imagine new possibilities, exploring the forms and 
methodologies of pottery traditions. The functional 
and decorative value of surface ornament and glaze is 
employed to reveal and examine global political narratives 
and broader artistic dialogues. Themes include concerns 
around genetic modification; the global refugee crisis; 

literary references; the unconscious; and representations 
of place and Country. The artists often take an installation 
based, or spatial approach that is at times site-referential, 
and always site responsive or immersive. They adopt 
sculptural techniques and integrate unconventional 
materials, extending the possibilities of clay and glaze into 
a contemporary context, in tempo with a post-medium art 
world. 

The 2017 Award was judged by Jacqueline Doughty, 
Curatorial Manager, The Ian Potter Museum of Art, The 
University of Melbourne; Jason Smith, Director, Geelong Art 
Gallery; and Dr Rebecca Coates, Director, Shepparton Art 
Museum.
 
Coordinating Curator: Anna Briers.

present.



glenn barkley.
Born 1972 Bankstown, NSW
Lives and works in Sydney and Berry, NSW 

Glenn Barkley is an artist, curator, writer and gardener. He is 
Co-founder and Co-Director of The Curators Department, 
Sydney and of kil.n.it experimental ceramics studio in Glebe, 
Sydney. He was previously Senior Curator at the Museum 
of Contemporary Art Australia (2008–14) and curator of the 
University of Wollongong Art Collection (1996–2007). Recent 
solo exhibitions include itsalright, Utopia Art Sydney (2016). 
Group exhibitions include Glazed and Confused: Ceramics 
in Contemporary Art Practice at Hazelhurst Regional Gallery 
(2014); Adelaide Biennial of Australian Art: Magic Object, 
curated by Lisa Slade (2016); The Garden of Earthly Delights, 
Westspace, Melbourne (with Angela Brennan) (2016); and 
Watching Clouds Pass the Moon, Lake Macquarie City Art 
Gallery, curated by Ineke Dane (2016). 

Barkley’s work is held in public collections such as the Art 
Gallery of South Australia, Adelaide; Artbank, Sydney, 
Melbourne, Perth; Queensland University of Technology, 
Brisbane; and Wollongong City Art Gallery, NSW. It is also 
held in private collections in Australia, New Zealand and USA. 
He is represented by Utopia Art, Sydney; Niagara Galleries, 
Melbourne; and Heiser Gallery, Brisbane.
 

Glenn Barkley in his studio, 2016
Image courtesy and © the artist



Glenn Barkley is known for his exuberant aesthetic that 
references horticulture, popular culture, literary sources and 
art history. 

Garden Garniture (2017) is a site-referential work that 
connects with Shepparton’s Australian Botanic Gardens 
and SAM’s Ceramics Collection. In this installation, Barkley 
mines the histories of the ceramic form and its traditions 
of museological display. Two formal arrangements of pots 
and vases rest on plinths in a linear fashion. Barkley co-opts 
17th – 19th century display conventions of the garniture: 
an assembly of similar decorative objects intended to be 
displayed together, that might be found in either a museum 
vitrine or on a domestic mantelpiece. A monumental circular 
wall work comprised of a dense matrix of ceramic text and 
small circular tokens is installed on a neon yellow wall. 
Opposite, a series of framed collages read as preliminary 
sketches that have informed his ideas. 

Barkley is an artistic bowerbird who entangles ceramic 
histories with personal narratives. Conflating time and place, 
this body of work displays a distinctive mash-up of influences. 
The collages reveal scrawled lyrics from 90s grunge outfit 
Pearl Jam, juxtaposed with vessels and busts from classical 
antiquity. His pots and tokens include stamped heart shaped 
indentations from a ceremonial wedding pot made by the 
artist’s mother-in-law; chrysanthemum patterns have been 
borrowed from Korean slipware; and rope designs from the 
ancient Japanese traditions of Jomon Pottery. 

key words.
garniture: a set of decorative objects. 
Embellishments. 

co-opts: to make use of something for 
one’s own purpose. Adopting from, and 
taking over from its original purpose. 

juxtaposed: placement of objects for 
comparison, contrast and, or referential 
meaning. 

horror vacui: a fear of empty space. 

utopian: an imagined community or 
society that possesses perfect qualities 
for its citizens. ‘A perfect society’.

ephemerality: temporary in its current 
state, form and existence.  
 
museological: relating to the museum

Glenn Barkley
Garden Garniture (detail), 2017
earthenware, glaze and collage
dimensions variable, courtesy and 
© the artist and Niagara Galleries, 
Melbourne. Photo by Christian 
Capurro.



Seashell motifs recall wood-firing techniques and mid-
century modern Lustreware by commercial potteries such as 
Darbyshire in Sydney, examples of which are held in SAM’s 
Ceramics Collection. Barkley cannibalises these traditions, 
harnessing them for their conceptual and expressive 
potential. His self-consciously naive art style embraces 
irregularity, imperfection and the emotive qualities this can 
infer. 

Barkley has a maximalist aesthetic with a healthy dose of 
horror vacui. These effervescent works reveal intensely 
patterned surfaces through applied text and jewel-like 
tokens rendered in coloured glazes. Botanical motifs such 
as seedpods, cacti and Victorian hedging, are produced 
through indentations from fingers and tools. Barkley also 
employs coiling, slab building and pinch pot methods. His 
works explore the possibilities and limitations of language, 
sometimes citing pop song lyrics, or literary quotations. 
Spelt out in hand rolled clay letters on the wall, Barkley has 
reworked a protest slogan from the Situationist International, 
a revolutionary movement that reached its pinnacle in May 
1968 in Paris, France; ‘Under the cobble stones – the beach,’ 
becomes ‘Under the dump a garden’. This phrase can be 
read as a re-thinking of the historic statement that points 
back to Shepparton’s Australian Botanic Gardens, a recently 
developed site established on a previous land-fill. Barkley’s 
use of text hints at utopian ideas as well as the ephemerality 
of the natural world - Garden Garniture suggests fertile 
possibilities for renewal, nurtured from urban wastelands and 
social disorder. 

Glenn Barkley
Garden Garniture (detail), 2017
earthenware, glaze and collage
dimensions variable, courtesy and 
© the artist and Niagara Galleries, 
Melbourne. Photo by Christian 
Capurro.



karen black.
Born 1961 Brisbane, QLD
Lives and works in Sydney, NSW

Karen Black holds a Bachelor of Fine Art from Griffith 
University, QLD (2011) and is currently an Adjunct Lecturer 
at The University of NSW. She is a recipient of an Artspace 
One Year Studio Residency, Sydney (2017). Recent solo 
exhibitions include Crown Legs Arms, Sutton Gallery, 
Melbourne (2016); Dust over Aleppo, Sullivan+Strumpf, 
Sydney (2014). Recent group exhibitions include Shut 
up and Paint, NGV International, Melbourne (2016-17); 
Borders, Barriers, Walls, Monash University Museum of Art 
(2016); and Painting, More Painting, Australian Centre for 
Contemporary Art, Melbourne (2016). In 2016 Black was 
a finalist in The Gold Award at Rockhampton Regional 
Gallery and in 2014 was awarded the Belle Arti Prize and 
was the Art and Australia/Credit Suisse Private Banking 
Contemporary Art Award recipient in 2013. In 2011 Black 
was named as a Global Spotlight Artist at Art Taipei. 
Black’s work has been exhibited at Art Basel HK, Art Stage 
Singapore, Art Taipei, and Tokyo Art Fair. 

Her works are held in numerous public collections including 
Monash University Museum of Art, Melbourne; National 
Gallery of Victoria, Melbourne; Australian War Memorial, 
Canberra; Griffith University Art Gallery, Queensland; 
Artbank, Sydney, Melbourne, Perth; Macquarie Bank 
Collection, Sydney; and in the Salsali Private Museum, 
Dubai; in addition to various private collections both in 
Australia and overseas. She is represented by Sutton 
Gallery, Melbourne; and Sullivan + Strumpf, Sydney.

Karen Black in her studio, 2017
Portrait by Aaron Tait.



Karen Black is known for her gestural approach to surface 
across painting and ceramics. Her works explore politically-
charged themes around war and female driven narratives 
across time and place. Temporary Arrangements (2017) has 
been conceived as an exploration of materiality and form, 
while functioning as a symbol of resilience and endurance. 

These ceramic vessels have been mathematically up-
scaled from third and fourth century perfume bottles seen 
by the artist in an archaeological museum in Istanbul. 
Their reproduction reflects the ongoing reiteration and 
reinterpretation of glass and ceramic vessels across the 
continuum of history. Some of these forms are just as likely 
to be found in department stores such as Myer, as they are 
in a museum context. Black considers these as enduring 
forms that are inherently political, having survived centuries 
of conflict.

For Black, the surface of the clay body is equivalent to 
the canvas ground in her paintings. Hand-coloured slip is 
applied in gestural brushstrokes, and daubs of paint are 
allowed to weep and cascade downwards. However, these 
layered surfaces are not decorative. They express narratives 
about female experience and feminist critique around the 
control and exchange of woman’s bodies as a chattel. 

key words. 

gestural: movements 
suggested through thoughts 
and emotions.

chattel: a personal possession, 
akin to a wallet or a purse.   

olfactory: relating to the sense 
of smell. 

Karen Black
Temporary Arrangements (detail), 
2017 
earthenware, glaze, human hair, 
cotton embroidery thread, copper 
rod and velvet ribbon, dimensions 
variable, courtesy and © the artist 
and Sutton Gallery, Melbourne.
Photo by Christian Capurro.



. A large-scale, predominantly yellow vessel with a fluted top 
conveys the graphic scene of a female refugee giving birth 
in a warzone. The ancient form of the Persian tear catcher (a 
device used to gauge a wife’s commitment to her husband 
by measuring the volume of tears she had shed) is realised 
in monumental proportions. Forms and details also suggest 
adornments and womens’ bodies more overtly – with hips, 
busts and pregnant bellies featuring prominently. An olfactory 
element also permeates the space as Black has infused these 
works with scented oils from Egypt such as rose, musk and 
oud, as well as Australian sandalwood. Each has been chosen 
for their symbolic associations. 

In this installation, the gallery architecture combined with 
the sculptural qualities of the ceramic forms and their plinths 
produce an immersive quality that spatialises Black’s painterly 
concerns into a three dimensional context. Temporary 
Arrangements reflects the precarious placement of the 
ceramic forms, as well as the social displacement experienced 
by millions of women within the ongoing global refugee crisis. 

Karen Black
Temporary Arrangements (detail), 
2017 
earthenware, glaze, human hair, 
cotton embroidery thread, copper 
rod and velvet ribbon, dimensions 
variable, courtesy and © the artist 
and Sutton Gallery, Melbourne. 
Photo by Christian Capurro.



laith mcgregor.
McGregor has exhibited widely throughout Australia 
and overseas. Recent solo exhibitions include Swallow 
the Sun, Starkwhite, Auckland, New Zealand (2016); 
NOONISMIDNIGHT, Station, Melbourne, (2016). Recent 
group exhibitions include Art Los Angeles Contemporary 
with Starkwhite, Auckland, New Zealand (2017); The Red 
Queen, Museum of Old and New Art, Hobart, Tasmania 
(2013); Melbourne Now, National Gallery of Victoria, 
Melbourne (2013); Physical Video, Gallery of Modern 
Art, Queensland (2011); and Freehand: Recent Australian 
Drawing, Heide Museum of Art, Melbourne (2010). 

His work is included in public collections including 
Artbank, Sydney, Melbourne, Perth; Monash University 
Museum of Art, Melbourne; The National Gallery of 
Australia, Canberra; The Museum of Contemporary Art, 
Sydney; Queensland Art Gallery, Gallery of Modern Art, 
Queensland; The Art Gallery of South Australian, Adelaide; 
as well as in private collections in Australia and overseas.  
 
McGregor has been the recipient of a number of significant 
residencies and prizes, most recently the HIAP Helsinki 
residency through the Australian Arts Council; the National 
Work on Paper Prize, Mornington Peninsula Regional 
Gallery; and the Collie Print Trust Printmaking fellowship, 
Australian Print Workshop. He is represented by STATION, 
Melbourne; and Starkwhite, Auckland, NZ.

Laith McGregor studio portrait
Portrait by Amanda Austin.

Born 1977 QLD
Lives and works in Byron Bay, Australia and Bali, Indonesia 

Laith McGregor holds a Bachelor of Fine Art (Honours), from the 
Victorian College of the Arts, University of Melbourne, Melbourne 
(2007); and a Bachelor of Fine Art (majoring in Painting) from the 
Victorian College of the Arts, University of Melbourne, Melbourne, 
(2006). 



Laith McGregor has a multidisciplinary practise that spans 
painting, drawing, sculpture, ceramics and video. His 
figurative works often explore reoccurring themes of self-
representation and portraiture, and their progression 
from ancient cultures through to the present. McGregor 
is particularly known for his biro pen illustrations, which 
merge photo-realistic portraits with excerpts of text, pop 
cultural cues and mythology. This visual and conceptual 
layering of material results in an oscillating depiction of 
the self or personality, one that is comprised of multiple 
fragments and possibly inhabits manifold worlds.

The illusionary quality of McGregor’s biro drawings is 
evoked in this site-specific installation that is comprised of 
myriad elements. In Pipe Dream (2017) a series of whimsical 
clay masks and stacked totems inhabit the walls, while a 
magician’s hat dwells opposite. A life-sized figure rests on a 
Persian carpet that appears to be levitating above the floor, 
while the suggestion of a portal to another realm has been 
applied in green chalkboard paint on the gallery wall.

Along with the signs and symbols of magic, these masks 
and figurative forms reflect personal narratives and 
childhood nostalgia. Central to this work is the memory 
of an imaginary friend called Waterface, whose apparition 
has been the impetus for this recent branch of McGregor’s 
practice. Whether this spectre is a ghost, protective 
guardian, or visitor from some distant past or future is 
uncertain. 

key words.
apparition: a ghost like image of a 
person.  

primordial: existing at or from the 
beginning of time. 

doppelganger: a double of a living 
person. 

shaman: a person who is believed to 
be able to connected and influence the 
spiritual world. 

Laith McGregor
Pipe Dream (detail) 2017
Ceramic, clay, enamel, chalk board 
paint, found pipe, wood, brass, 
wire, found ceramic sculpture, wool, 
peacock feather, cue ball, fibre-glass, 
clothing, accessories and glass. 
Dimensions variable, courtesy and 
© the artist and STATION Gallery, 
Melbourne. 
Photo by Christian Capurro.



Other components of the work relate to McGregor’s two 
grandfathers, one a pipe-smoker and the other a magician 
with a charismatic penchant for telling tall tales. These 
anecdotal details play out in the forms of pipes carved from 
corn, the inclusion of magician’s wands and a large scale 
wall drawing painted in clay slip derived from the remnants 
of his production process. The life-sized figure on the 
carpet is clothed in McGregor’s garments akin to a strange 
doppelganger, self-portrait or effigy. Adorned in Rudraksha 
prayer beads, his face is concealed with a silver clay mask. 

Created in the ethereal tones of silver and white combined 
with green and black, the clay masks have been pinched, 
pummelled and formed through the gestural imprints of 
the artist’s hand. Finger indentations produce facial features 
that have a shifting, morphing quality akin to moving 
water. Clay has been extracted to create holes for eyes - 
remaining as negative spaces or voids of possibility that 
might transport the wearer who looks through them.

While this naïve art style seems contrary to McGregor’s 
scrupulous drawings, his approach and choice of clay has 
an inherent logic: the raw materiality lends itself - like no 
other medium - to the manifestation of three-dimensional 
matter. Channelled through the intent of the artist, ‘thought 
forms’ are willed into being, and use of the primordial 
medium becomes an invocation, a ‘psychic medium’ in 
another sense of the word. This production process recalls 
the role of the artist in many ancient cultures as shaman or 
conjuror, one that is able to unlock doors to parallel worlds. 

Laith McGregor
Pipe Dream (detail) 2017
Ceramic, clay, enamel, chalk board 
paint, found pipe, wood, brass, 
wire, found ceramic sculpture, wool, 
peacock feather, cue ball, fibre-glass, 
clothing, accessories and glass. 
Dimensions variable, courtesy and 
© the artist and STATION Gallery, 
Melbourne. Photo by Christian 
Capurro.



jenny orchard.
Born 1951, Ankara Turkey 
Lives and works in Sydney, NSW 

Jenny Orchard is currently completing a PhD in practice led research 
at Sydney College of the Arts. For over four decades she has 
exhibited widely in Australia and internationally in Japan, Germany, 
Italy and the USA. Recent solo exhibitions include Living in the 
Clouds, Beaver Galleries, Canberra (2016); My Journey Through the 
Hidden Suburbs of Reconstruction, Maunsell Wickes Gallery, Sydney 
(2014). Selected group exhibitions include The 2nd Jakarta Ceramics 
Biennale, Indonesia (2012-13); Art from Australia, Gail Art Museum, 
Gyeonggi-do, South Korea (2015); Uncertain Paradise, Gallery 
Imazoo, Seoul, South Korea (2015); Ceramic Art from Australia, Tao 
Gallery, Tokyo; Sculpture by the Sea, Sydney (2009, 2010 and 2011); 
OVERUNDERSIDEWAYSDOWN, Manly Art Gallery and Museum 
(2016) curated by Glenn Barkley.

Orchard’s work is represented in the collections of the National 
Gallery of Australia, Canberra; Art Gallery of South Australia, 
Adelaide; Art Gallery of Western Australia, Perth; Museum & Art 
Gallery of the Northern Territory, Darwin; National Gallery of Victoria, 
Melbourne; Queensland Art Gallery, Brisbane; Tasmanian Museum 
and Art Gallery, Hobart; Powerhouse Museum, Sydney. She is 
represented by Beaver Galleries, Canberra; Maunsell Wickes, Sydney; 
and Despard Gallery, Hobart.



Jenny Orchard’s ceramic totems and creatures are 
characterised by eccentric forms and complex surfaces. 
This is apparent in her high frequency colours and patterns, 
experimental glazes and hybrid assemblages. Drawing from 
the natural world, mythology and imagined narratives, her 
repertoire is underpinned by ecological and ethical concerns.

The Imagined Possibility of Unity (2017) furthers the 
thematic investigations that have driven Orchard’s practice 
for four decades. A strange cast of zoological and animal 
forms populate the gallery space. The creatures resemble 
genetic amalgams or medieval bestiaries that might have 
escaped from Dr Moreau’s laboratory. The artist’s deep 
concerns around genetic modification and industrial farming 
techniques are central to the work’s narrative. With beaks, 
tusks and grinning teeth, some have lips on lumpen thighs, 
while others are scaled and claw-footed, with tentacles 
and cyclopean eyes. Much like plants that self-pollinate, 
her Zookiniis or Interbeings are conceived as hybrid sexual 
entities. While some have pregnant bellies, others sprout 
uncanny botanical forms or protuberances from displaced 
orifices. Orchard’s intention is to generate an empathetic 
response to their joyous otherly forms. 
build entirely new forms. 

Much like the fluid and composite nature of her creatures’ 
identities, Orchard’s clay forms are often constructed as 
modular units. Built in sections and stacked around an internal 
spoke or armature, they allow flexibility and transformation 
where ceramic components from previous decades of 
sculptural practice can be re-employed and resurrected to 
build entirely new forms.

key words.
assemblages: art that is made 
from assembling a range of 
objects, often everyday items that 
the artists has collected for the 
purpose of building an art object. 

protuberances: a thing or bulge 
that protrudes from something 
else. 

armature: a hidden framework 
which supports the structure of a 
sculptural work. 

slip-casting: a method of pouring 
slip (liquefied clay) into a plaster 
mold to create multiple decorative 
ceramic pieces. 

Jenny Orchard
The Imagined Possibility of Unity 
(detail), 2017
Ceramic, metal stand, rubber, plastic 
polymer pipe, raffia, synthetic fibre, 
bubble wrap, plastic chandelier 
parts, tin necklace, car tyre inner 
tube. Dimensions variable, courtesy 
and © the artist and Despard 
Gallery, Tasmania. Photo by Christian 
Capurro.



For this major installation, Orchard has re-introduced found 
materials that include crystal chandeliers, plastic raffia tassels 
and a red duster that has been reincarnated as a feathered 
plume for the head of a bird. These inclusions allow her to 
expand on the possibilities offered by the ceramic medium, 
entering into a dialogue with other materials and their 
inherited associations.

Orchard’s surfaces are highly ornamental with painterly 
gestures and stylised mark marking. While the work appears 
to relate to decorative pottery processes, the artist employs 
a variety of techniques belonging to both sculptural and 
ceramic traditions. Fine details from plants such as durians 
and chokos have been captured through plaster mould 
making and slip-casting methods. Using earthenware and 
midrange clay, her hand-built forms have undergone multiple 
glazings and firings. Embracing chance and happy accidents, 
she experiments constantly with combinations of iron, copper, 
manganese and cobalt. 

This cobalt pigment has been subsequently translated into 
the backdrop of the installation and paired with a black and 
white checked linoleum floor chosen for its optical quality. A 
unique effect that borrows from one of Orchard’s enduring 
influences: The Memphis Group (1981-87), an Italian design 
movement known for their fusion of unconventional forms 
with the wild geometry of Art Deco, popular culture and 
the candy-coloured palette of the 1980s. As an artist who 
commenced her practice in this decade, these are the 
influences that continue to inform her work.

Jenny Orchard
The Imagined Possibility of Unity 
(detail), 2017
Ceramic, metal stand, rubber, plastic 
polymer pipe, raffia, synthetic fibre, 
bubble wrap, plastic chandelier 
parts, tin necklace, car tyre inner 
tube. Dimensions variable, courtesy 
and © the artist and Despard 
Gallery, Tasmania. Photo by Christian 
Capurro.



yasmin smith.
In 2016, Smith was invited to develop a project for the 
inaugural, outdoor Sculpture at Barangaroo, Sydney. The 
outcome was Contours of our heart, in which Sydney Sandstone 
dust was sourced from massive on site landscaping excavations 
to make clay and glazes for a two-week outdoor public 
engagement project. Smith built a kiln outdoors as part of this 
process-based work.

In 2014, Smith spent a month at Hermannsburg in Central 
Australia assisting the local community of potters on the Old 
Church Project. The project’s aim was to create a ceramic 
replica of the old Lutheran mission church, an installation with 
soundscape, exploring the material culture of the mission 
period. 

As a result of her time at Hermannsburg, Smith developed 
Ntaria Fence for a solo exhibition at The Commercial in 2015. 
Ntaria Fence was an archeological ceramics installation in which 
River Red Gum branches were collected on site and cast in a 
mid-fire slip and glazed with Hermannsburg wood ash glaze 
(River Red Gum, Mulga, Palm Tree) gathered from cooking fire 
pits from the same area. Branches were exhibited as part of a 
fence, replicating an actual fence in Ntaria around domestic 
dwellings. 

Smith completed her Master of Visual Arts (Ceramics) at Sydney 
College of the Arts, the University of Sydney in 2010.

Yasmin Smith (b. 1984, Sydney) has an archeological approach 
to ceramics, producing site-specific, research-based projects that 
often result in an installation of cast ceramic objects glazed with 
remnants of the original object or other locally-sourced materials. 
She also produces monumentally-scaled, figurative sculpture and 
installations in ceramics, reproducing industrial, often degraded 
objects in fired terracotta and other earthenware using glazes and 
patinas as a representational palette. For Smith, the investigation 
of glazes and how they relate to the larger world is an end in 
itself that incorporates social histories, geography, ecology and 
geology. 



Yasmin Smith works primarily in ceramics. She is known 
for her large-scale site referential installations that often 
involve laborious production processes and locally sourced 
materials. Her research-based approach centres on scientific 
experiments with clay and glaze. Through these methods, she 
uncovers both the physical and chemical compositions of her 
materials to examine the social histories of place.

This major new installation Open Vase Central Leader 
Widow Maker (2017) consists of 169 slip cast ceramic tree 
branches that emulate the forms of three species sourced 
from Shepparton. Forming an apex suggestive of a humpy 
or domestic lean-to, the branches fit within the oscillating 
grooves of the corrugated iron-clad walls. In the centre of 
the room, an additional heap of gnarled branches rests on a 
crumpled canvas tarpaulin.

Smith gathered and transported over a tonne of tree 
branches from Shepparton to her studio in regional NSW. 
This haul included two species of commercial fruit trees - 
Sundowner apple and Beurré Bosc pear gifted from local 
orchards, plus the native River Red Gum sourced from beside 
the Goulburn River, where the artist camped for a time. The 
title of this work Open Vase Central Leader Widow Maker 
denotes pruning techniques used by local orchardists, and 
the often unexpected natural shedding of branches by the 
native eucalypt. The project involved extensive research as 
well as community and indigenous consultation.

key words.

installation: a genre of art that 
can be varied in media. Often 
referring directly to the site and or 
environment in which it inhabits. 
Artists juxtapose objects within 
an installation to further embody 
meaning within the artwork. 

triaxial blend: A method used to 
develop new recipes for glazing 
effects. 

utilitarian: designed for practical 
use, rather than attractiveness. 

Yasmin Smith
Open Vase Central Leader Widow 
Maker (detail)  2017
169 slip cast ceramic objects 
with 3 types of wood ash glaze, 
corrugated iron and canvas tarpaulin. 
Dimensions variable, courtesy and 
© the artist and The Commercial 
Gallery, Sydney. Photo by Christian 
Capurro.



Smith’s practice-led research revolves around unveiling social 
histories through the chemical makeup of place. Through 
scientific experimentation using a triaxial blend, each of 
these branches are glazed with wood ash derived from the 
same trees. The resulting glazes reveal the unique chemical 
makeup of each tree, a product of its own environmental 
system. Chemical soil composition, irrigation or flooding, 
pruning techniques, exposure to sunlight and the age of the 
tree are all vital factors that result in different glazes. Glaze 
in ceramic traditions is usually employed for functional or 
decorative purposes. In Open Vase Central Leader Widow 
Maker Smith subverts this approach, and glaze is harnessed 
for investigative means that evidence the biochemical traces 
of the natural world and the residue of human cultivation of 
the land. 

Smith’s installation is directly connected to Shepparton and its 
identity as the ‘fruit bowl’ of Victoria. Known for its plentiful 
orchards and rich, well-irrigated soil, Shepparton is a diverse 
multicultural community of First Nations people, early settlers, 
migrants and itinerant fruit pickers. Stories of displacement 
and resettlement are central to the histories of the region, 
and are inexorably bound up in a relationship with the land. 
Smith’s provisional arrangement seems to imply some future 
utilitarian function as wood, ceramics, corrugated iron and 
canvas are all materials that might be employed to construct 
a home or temporary shelter.

Yasmin Smith
Open Vase Central Leader Widow 
Maker (detail)  2017
169 slip cast ceramic objects 
with 3 types of wood ash glaze, 
corrugated iron and canvas tarpaulin. 
Dimensions variable, courtesy and 
© the artist and The Commercial 
Gallery, Sydney. Photo by Christian 
Capurro.



studio arts.
Unit 4 - Art Industry Contexts

Creating an exhibition 

A lot of planning and preparation goes into making an exhibition such as 
the Sidney Myer Fund Australian Ceramic Award (SMFACA). As an award 
exhibition collaborating closely with the selected artists is a key element to 
making the show a success. To begin the curatorial project, expressions of 
interest are managed by the Marketing and Communications team who 
call out for applications online, two months prior to applications opening on 
October 27, 2016. 

ArtsHub, the online Australian arts industry portal, were an important network 
to promote the call out for applications. SAM’s social media platforms 
such as Facebook and Instagram were also key to communicating to artists 
and encouraging them to apply. More than 100 artists applied for 2017’s 
SMFACA, five of who were shortlisted by a panel of judges. They have 
worked closely with Senior Curator, Anna Briers to develop their exhibitions 
since being announced as shortlisted artists. 

Marketing and Communications have played a major role in promoting the 
event throughout. They work closely with the Director and Curator to create 
a strategy for communicating to the broader public about the event. They 
write and distribute media releases and liaise with newspapers, magazines, 
arts writers and journalists. They also design posters, programs and manage 
SAM’s social media feeds, which highlight the exhibition and its associated 
programming. 

Artshub call out on Facebook for social media campaign.



Branding & Style 

SAM has an existing design style that has been developed purposely to establish its 
brand. For the Sidney Myer Fund Australian Ceramic Award, SAM’s signature style can 
be recognised, through the use of the bold lowercase font. The two signature colours, 
deep blue and light pink, are not regularly used to identify SAM, but were developed 
and chosen by SAM’s Curatorial team and Marketing and Communications team, 
Senior Curator, Anna Briers, would lead and oversee the overall look and feel of the 
exhibition. 

As the artists have each created a body of work for this award, for marketing purposes 
they provided images of themselves working in their studios, along with images of their 
past work. These images have been used in the marketing collateral produced for the 
exhibition.  

As the SMFACA is an award, it was integral that all 5 artists work was equally profiled in 
the marketing and publicity for the exhibition. This was important in the overall design 
considerations for marketing.

Email signature for all SAM staff which links to the SAM website.  

Instagram series for social media campaign



Transportation and Installation

Our museum Registrar, Lillian Yong worked closely with 
the artists and specialist courier companies to arrange the 
careful packing and transportation of the artists work. As 
the ceramic art form is naturally delicate, each ceramic 
piece was carefully wrapped and supported within its 
protective crates.

An intensive two week installation period involved artists 
working with the museum technicians, registrar and 
curatorial staff to get the exhibition ready for both judging 
and to reveal to the public. A range of methods have been 
used to maintain and secure the artworks into place for the 
duration of the exhibition, for example, specialist Museum 
Wax ( an archival quality material that removes without 
residue) has been use to secure Yasmin Smith’s ceramic 
branches.  





describing 3D art works. 
Glossary of descriptive terms

Materials: natural, synthetic, found objects, repurposed, clay, stoneware, earthenware, 
terracotta, glaze, mirror, plastic, porcelain, cardboard, paper, stone, wood, foam, 
ivory, shell, bone, plasticine, wax, metal (bronze, aluminium, lead, silver, gold), 
marble, glass, ice, fabric/textile, sand, resin, plaster, and rubber.

Techniques: hand-built, thrown,  cast, woven, constructed, fabricated, assembled, 
refined, unfinished, pinched, coiled, slab, incised, raku fired, mosaic, extruded, 
glazed, chainsaw carved, relief (high or low), whittled, sewn, 3D printed, laser-
cut, out-sourced, armature, articulated, kinetic, maquette, representational, serial, 
installation, stylisation, and tessellation.

Art elements

Colour: dominant, natural, vibrant, clashing, realistic, harmonious, complementary, 
unrealistic, neutral, bright, subdued, pearl, iridescent, cool, warm, primary, secondary, 
tertiary, tint, earthy, contrasting, sepia, monochromatic, polychromatic, analogous, 
impressionistic, expressionistic, traditional, hue, value, saturation, translucent, and 
intensity.

Tone: contrasting, graduated, subtle, muted, dramatic, harsh, chiaroscuro (strong 
light on the subject with dark background), mid-tones, shadow, highlights, silhouette, 
and shading.

Line: dribbled, dripped, narrow, accurate, hand drawn, inscribed, scratched, scored, 
stencilled, rough, text/type, painted, carved, etched, repeated, precise, engraved, 
flowing, delicate, simple, bold, thick, jagged, toothed, serrated, thin, straight, 
contour, curvilinear, uneven, implied, explicit, calligraphic, erratic, gestural, vertical, 
diagonal, horizontal, rhythmic, and autographic.

Texture: dominant, literal or implied, simulated or actual, impasto, rough, smooth, 
glassy, perforated, pocked, cracked, dimpled, rippled, embossed, jagged, 
contrasting, sharp, wrinkled, dented, stamped, matte, fine, coarse, uneven, natural, 
irregular, scratched, polished, gritty, wrinkled, woven, and furry. 

Shape: regular, irregular, geometric, abstract, free-form, controlled, ordered, 
natural, symmetrical, symbolic, asymmetrical, organic, curvaceous, dominant, 
angular, elongated, silhouette, non-objective, distorted, concave, convex, void, 
representational, amorphous and anthropomorphic.

Form: figurative, modular, planar, radial, functional, decorative, maquette, sculptural, 
bold, large, small, petite, delicate, bulbous, tall, slender, cylindrical, bust, vase, 
jug, cup, bowl, plate, figurine, tile, plaque, series, collection, organic, geometric 
(cube, spherical, pyramid, ovoid), polyhedral (tetrahedron, cube, octahedron, 
dodecahedron, icosahedron), curvaceous, angular, elongated, distorted, in or out of 
proportion, replica, miniature, monumental, segmented, stacked, layered, simplified, 
and anthropomorphic (human like).

Light: emphasises shape and texture, creates tone and shadow, physical part of the 
sculpture, bright, glowing, highlight, reflection, shiny, ambient, atmospheric, sparkle, 
localised, illuminating, refracted and diffused.

Art principles - emphasis (focal point), movement, rhythm, unity, variety, repetition 
(pattern), scale, balance, contrast, proportion, space, scale



describing 3D art works.

think. describe. question.

Presentation

Consider the way the work is presented in the space (the plinth 
including the material/s, size, height, etc., lighting, juxtaposition, 
curatorial context, etc.)

How is the work viewed by the audience?

Form

Consider the form, what it is made from (materials) and how it was 
made (techniques) 

 What ideas are expressed? 

What meaning is conveyed?

Surface

Consider the surface qualities, decoration, and finishing achieved 
through application of art elements, art principles, materials and 
techniques

What ideas are expressed? 

What meaning is conveyed?
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2017 
sidney 
myer 
fund 
australian 
ceramic 
award.
Glenn Barkley
Karen Black
Laith McGregor
Jenny Orchard
Yasmin Smith
SATURDAY 17 JUNE  
TO SUNDAY 13 AUGUST

FREE ENTRY

@SAM_Shepparton #SMFACA

Images, clockwise from top left: Laith McGregor, Jenny 
Orchard, Glenn Barkley, Yasmin Smith and Karen Black.
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