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How would you describe 
your work to the uninitiated & 
what motives have driven your 
practice, to get you where you 

are today?

Nicholls: I work across a number 
of mediums, most importantly 
drawing, but also ceramics and, 
increasingly in recent years, 
photography. I’m primarily inter-
ested in power, and how power 
has been played out through 
aesthetics historically, so I like 
to reference styles that haven’t 
been treated in especially high 
regard by the ‘powers that be’ in 
the art world for much of the past 
few centuries of Western culture 
- the decorative, illustration, the 
domestic…and also I suppose, 
the opposite of that, properly 
‘high art’ in the historical sense, 
by which I mean imperial and 
religious patronage – the two ex-
tremes of aesthetics, historically, 
I guess. I’m interested in aes-
thetics that are maybe taken for 
granted now, or have lost the sig-
nificance that they once had, and 
in trying to make explicit some of 
the power-play that underpinned 
them, visual material that we 
might be inclined to think of as 
benign, but that historically sat 
at the nexus of really unpleasant 
and significant historical events, 
and reflected different attitudes 
of marginalisation based on class, 
gender, race, and so on. I then 
employ camp as a strategy to deal 
with this marginalisation. I ‘camp 
on’ various historical tropes as 
a way of re-empowering myself, 
and – hopefully - on behalf of 
other maginalised people who 
have tended to be excluded from 
history. 

But I guess for me it’s not quite as 
clear-cut as that sounds. I grew 
up in a relatively poor household, 
but I was always in this weird, 
aspirational space, because we 
were lower-working-class, but my 
mother was a very strict Catholic, 
so she insisted we go to Catholic 
school; so I was kind of the poor-
est kid at my private school, you 
know? And I was gay – but I was 
also a white male, so I was in this 
weird space of being marginal-
ised, but not that marginalised in 
the larger scheme of things. So I 
suppose I felt all of the humili-

ation of marginalisation, with-
out the street cred that goes 
with being properly ‘othered’. 
That ambiguity really fuels 
my practice, a mix of humili-
ation and rage that I can only 
really negotiate through camp, 
because at the heart of a camp 
sensibility is the acceptance 
of, indeed the celebration of, 
failure. I sort of failed at being 
properly marginalised, in the 
same way I’ve failed to be part of 
the mainstream.

As an established curator, how 
does curating projects such as 

A Gentle Misinterpretation 
reflect your identity as an 

artist?

I guess around 50% of my 
practice is my own solo work, 
and then 50% is curatorial work; 
but the two cross over a lot 
and cross-polinate each other. 
A Gentle Misinterpretation is a 
good example in that it looks 
at Chinoiserie, which was an 
aesthetic movement from the 
18th and 19th centuries, when 
Asia was just starting to open 
up to the west, but it was still 
very difficult and dangerous for 
people from Europe to actually 
go there…so there was a lot of 
mystique around ‘the orient’ 
and ‘the far east’, and it was 
very fashionable. So Chinoiserie 
emerged through European arti-
sans creating Asian-style work

interest in Asian culture, so it 
was kind of cosmopolitan as well, 
so the project is very much an 
extension of the type of power 
relationship I explore through my 
solo work.

The exhibition title came from 
a quote by one of the Copelands 
about the Willow Pattern, which 
was invented by the English 
– probably by one of his own 
ancestors! - and marketed as an 
authentic Chinese design. He 
described it – very recently! - as 
‘a gentle misinterpretation’ of 
Chinese iconography, which I 
thought was pretty outrageous 
given that it was aggressively de-
signed and marketed to undercut 
the Chinese domination of the 
commercial ceramics industry. It 
was like aesthetic colonization, 
you know? …designed to rob hun-
dreds of Chinese families of what 
had been their major source of in-
come for centuries. So there was 
really nothing ‘gentle’ about it.

So A Gentle Misinterpretation is a 
project that I’ve been wanting 
to do for some time, and I guess 
it came from growing up in Aus-
tralia where there’s the contra-
diction that we’re a part of Asia 
in global terms, but our cultural 
lineage is so tied to England and 
Europe. And then at the same 
time, there’s a building – my 
favorite building in the world – 
the Brighton Pavilion, which was 
built by George IV in the 1800s in 
the Chinoiserie style, and I spent 
ten years, plotting to be able to 
create a project around this build-
ing. So I approached them in 2014 
and asked if I could bring a group 
of artists over there, and that 
formed the core of the project, 
eight artists from Australia trav-
elling to the UK last year to make 
work in a former Royal residence.

How would you explain the 
role of sexuality in your 

illustrations?

It’s sort of totally not important, 
and completely central to my 
work at the same time. Obviously 
my work can be quite homoerotic, 
but for me this is primarily just a 
strategy for engendering a par-
ticular response from my viewer. 
Like I said, I’m interested in 

and referencing Asian aesthet-
ics, but with no real understand-
ing of the cultures in question. 
It was an aristocratic fashion, so 
it was fueled by extraordinarily 
rich, privileged people, who 
would commission artists and 
designers to create faux-Asian 
works for their homes. So it was 
incredibly culturally insensitive, 
and appropriated and misin-
terpreted significant cultural 
iconography, and it mixed and 
confused Chinese, Japanese, 
Indian, south-east Asian and 
middle-eastern iconography at 
will, because people didn’t have 
the geographical knowledge, or 
weren’t really bothered enough

to know the difference.

…so to me it’s kind of a guilty 
pleasure, like a lot of the aesthet-
ics that I’m interested in, y’know, 
because Chinoiserie was so 
opulent and over-the-top, and re-
plete with exotic birds and drag-
ons and flowers, and it’s really 
deeply fabulous stuff, so there’s 
this real contradiction where I 
have this love and fascination 
for the material, and yet it came 
out of this really nasty history of 
imperialism and very privileged 
orientalism and a patronizing 
approach to ‘the other’, globally 
speaking. And yet at the same 
time it also reflected a genuine
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Andrew Nicholls Via Australiano Antica #1, archival ink pen on watercolour paper, 106 x 77 cm, 2015. 
Photograph by Bradley Hammond, c/o the Kedumba Collection of  Australian Drawings, 2015



power, and how it is reflected in 
aesthetics. When I first started 
exhibiting around fifteen years 
ago, I found my work only tended 
to get read in one particular way. 
So no matter what I was making 
work about - and it was really 
always about these decorative 
histories that I’m interested in - 
generally it always only got read 
through the lens of it being ‘funny 
gay work’ - which was totally not 
cool in contemporary art at that 
time. And I found that incredibly 
frustrating, because I was much 
more concerned with historical 
power relations than I was in 
‘outing’ myself. I mean, I’ve hon-
estly never really cared that much 
about what people know or think 
about my identity, but I was put-
ting a lot of work out there and 
people were always reading it as 
some kind of personal disclosure, 
and not reviewing it, or reviewing 
it in a really patronizing way, like 
I’d accidentally stumbled across 
something conceptually interest-
ing while I was being all gay and 
fabulous and self-indulgent, you 
know, in spite of myself.

…so my camp response to that 
was to then start making the gay-
est work I possibly could, making 
super-gay work, uber-gay work 
- like nine-foot tall portraits of
gay-for-pay porn stars wreathed
in roses, or self portraits with
naked fairies crawling over me -
as a way of kind of purposefully
cultivating that response from
the viewer, because clearly that
was how the work was going
to be read anyway, so I decided
to take control of that, and try
to really force the viewer into
writing it off as being not very
politically engaged, or humiliat-
ingly self-indulgent. That notion
of humiliation is very important
to me, I consider it to be a very
inspiring condition, creatively
speaking. The most inspiring,
really. And I purposefully try to
make bad work, I like to create
awkward compositions, and pick
the worst or most obvious idea
around a topic – like, the first
idea, that most artists would then
discard - and then try to make
that interesting.

So my own practice I suppose, 
from my perspective is quite

mean-spirited - not that I think 
that necessarily comes across 
in the work, because I’m also 
concerned with making sure the 
work is approachable and en-
gaging - but at its base, it’s quite 
sarcastic, and tries to force the 
viewer into a particular power 
position.

But at the same time my work 
takes a long time to make, so I 
do like to draw things that I’m 
happy to stare at for a long time, 
which generally boils down to 
naked men and flowers.

Obviously my work tends to be 
quite humorous as well – camp is 
essentially a humourous sensibi-

lity - and I think the male body 
is just kind of basically funny in a 
way that the female nude is not 
– penises are funny: the word is
funny, the organ itself is more
than a little ridiculous…indeed,
I’d go so far as to say that I can
think of very few situations – in
art or in life – that couldn’t be
made more enjoyable for every-
one involved by the insertion of
a penis.

And I also always say that I’m 
trying to address the gender im-
balance of nudity in art – I mean 
it’s depressing, that the art 
world is still so sexist –progress 
has been made but still, y’know 
the statistics that the Guerrilla

that a group of white, hetero-
sexual men missed out on the 
experience of being objectified, 
is gender politics’ equivalent of 
a first-world problem! But I do 
think that this vulnerability gives 
my drawings an energy and may-
be a hint of humanism that isn’t 
normally there, because gener-
ally speaking I try to create the 
flattest, coldest, most unemotive, 
unexpressive work that I can. 

How do you reconcile your role 
as an artist with being both a 

curator and a writer?

I guess for me they’re very 
strongly linked. I work in arts 
management as a curator for an 
arts organisation, and I really 
enjoy the work I do for them, but 
when I curate projects such as A 
Gentle Misinterpretation, they’re 
always freelance, because I like to 
be quite self-indulgent with those 
projects – I mean, I curate myself 
into them to begin with! And 
then I like to work with particu-
lar artists, often the same artists 
over and over, and I like to work 
with particular, quite distinctive 
historical subject matter that 
interests me, so I suppose I like 
to have the freedom to be as nep-
otistic as I want, because I think 
that the fact that they’re very 
self-indulgent projects is what 
makes them good.

I’ve tried to model myself on film 
makers who I really admire, like 
John Waters and Andy Warhol – 
people who kind of had a studio of 
‘regulars’ around them to draw on 
over a number of years. I have a 
core group of artists who I really 
enjoy working with, and we’re all 
driven by site-based and histor-
ically-inspired work, and I just 
like being in that space, where 
I can collaborate very directly 
with a small group of artists who I 
think do great work and don’t get 
anywhere near as much attention 
as they should. And one of these 
artists is David Charles Collins 
(davidcharlescollins.com), who 
is also my favourite model and 
muse, so he appears in much of 
my work, as well as exhibiting 
his beautiful photographs in my 
projects.

The writing is kind of a different 

ed - how that broad gender 
inequality around nudity has 
been negative for men as well as 
women. It’s amazing to me how 
many men are willing to model 
for me - only two men I’ve ever 
asked have said no - and it’s 
quite touching how flattered and 
genuinely amazed a lot of them 
are that I’d find them interesting 
or attractive subjects. It points 
to a fundamental level of humil-
iation and disgust in relation to 
their own bodies by heterosexu-
al men, that I feel is misanthrop-
ic, rather than homophobic. It’s 
really, genuinely, quite sad.

Now I’m well aware that the fact
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FEATURE ARTIST

Girls were pulling out in the ‘80s 
about how out of all of the works 
in the Met., something like five 
percent of the artworks were 
made by women, yet 85% of the 
nudes in the collection were 
female, well y’know I’m trying to 
do my bit to bring the male body 
back into the equation.

In the past couple of years I’ve 
also become increasingly 
interested in portraiture, and 
in drawing the men I know, and 
especially heterosexual male art-
ists, in various states of undress. 
That’s become really important 
to me, and I’ve really appreciat-
ed- much more than I anticipat-

thing because I have editors to 
answer to, so I need to be a bit 
more objective. I try to use the 
writing as a way of supporting 
Western Australian artists who 
may not otherwise get much 
attention interstate.

How’s the art scene down in 
Perth?

Um, it’s great for the most part; 
for such a comparatively small 
and isolated town, Perth is bless-
ed with just amazing, amazing 
artists, and that can be frustrat-
ing because it’s extraordinarily 
difficult to get any attention 
anywhere else in Australia from 
here. There are so few artists who 
have managed to do it without 
moving interstate. But at the 
same time I think there’s a huge 
amount of freedom that comes 
with that, and I don’t think people 
take advantage of it as much as 
they should – in a way the Perth 
art scene should be even more 
amazing than it is, because, really, 
there are no rules, you can sort of 
get away with anything because, 
literally, no-one cares outside of 
Western Australia.

But that said, there’s a group of 
really interesting young artists 
coming out of this town at the 
moment who I find really impres-
sive; people like Carla Adams (car-
laadams.net), Liam Colgan (erec-
tile-dys-function.tumblr.com), 
and Shaun Prior (shaunprior.com). 
Carla’s Google Search Histories 
series is just about my favourite 
artwork of 2016, and I just have a 
total art-crush on Shaun Prior at 
the moment, his video works are 
sublime. Also Pilbara-based 
emerging artist Doreen Chapman, 
who just held her first solo show 
in Perth, is my favourite painter 
in the world at the moment.

And for me personally, I guess 
if I’d established my career 
anywhere else in world, then I’d 
probably not have had the oppor-
tunities that I have. You know, I 
did the Brighton Pavilion residen-
cy last year and got to hang out in 
a palace for a month, and I got to 
work in Sigmund Freud’s house 
three years ago, and I spent half 
of last year in Italy doing a whole 
body of work that I haven’t

exhibited yet, and I think I learnt 
how to arrange those opportuni-
ties from my experiences grow-
ing up in a small town, away 
from a lot of other influences 
and having to set up stuff for 
myself out of sheer boredom.

You know, when I was in Brigh-
ton last year I was told that some 
of the work I’d begun making 
would never be approved for 
exhibition because it might of-
fend the Queen. That was really 
frustrating at the time, to spend 
so much time and money making 
work for the Museum to then 
veto, but it’s also kind of awe-
some. I’m not sure I’d be in the 
position of having to seek Royal

approval for my work if I hadn’t 
started my career hustling in a 
small town!

Do you have a favorite 
exhibition of yours?

Hmm, I don’t know, you always 
sort of like the most recent one. 
I’m really excited about work I 
haven’t exhibited yet, because 
I’ve got about three exhibitions 
worth of work from the past 
couple of years, and it’s almost 
ready to get out there. The Freud 
exhibition was really fantastic, 
and in terms of the residency – 
going over to London with the 
artists who I went there with, 
and spending time in Sigmund

having to worry about how to pay 
for it all. I want to get back to Na-
poli, which is my favourite city in 
the world, before Vesuvio erupts 
and wipes it out.

I’ve also become more engaged 
with the Western Australian 
regions in the past couple of years. 
I had the opportunity to travel 
to the Goldfields region at the 
beginning of this year and was just 
spellbound by the landscape – the 
colours are mid-boggling, almost 
fluorescent – so I’d like to get back 
there. I also got to go to China 
in April for three weeks to make 
ceramics, and that really wasn’t 
long enough.

Were there any pivotal 
moments in your journey as an 

artist?

I suppose a really important 
project for me was early on in my 
career, when I went to the Spode 
China factory in England. I grew 
up with this ceramic meat platter 
on the wall of our dining room, 
that my paternal aunts had given 
my parents as a wedding present, 
and it was a Spode platter, with a 
really iconic pattern called Blue 
Italian, that had grown out of the 
Grand Tour movement of the mid 
seventeen hundreds, and I was 
just fascinated by it as a kid, and 
I’d just sit and stare at it, because 
I just thought it was the most 
beautiful object – and in hindsight 
it was probably the nicest objects 
we owned, because my parents just 
didn’t have the income or incli-
nation to buy luxury homewares. 
And so when I went to art school, 
that object was already kind of 
firmly cemented in my psyche, and 
I started researching it and then 
that was really what triggered 
my whole art practice, which was 
looking at those aesthetic legacies, 
blue and white china having grown 
out of the British colonial project. 

So when I was in my mid-20s, I 
contacted the Spode factory, and 
ended up doing a residency with 
them, and that was amazing, be-
cause really I was still very much 
an emerging artist, and I’d done 
very little, and that was really my 
first international residency and 
it was an amazingly, amazingly 
exciting opportunity to be in this

Freud’s house with them, it was 
just the funnest thing ever, it was 
just a dream project, and the 
show that grew out of it was sort 
of weird and self-indulgent, and 
creepy and uncanny and hilari-
ous – so that was a pretty special 
project. But the Chinoiserie 
show will be amazing as well, 
it’s on a much bigger scale and 
involves not only my core group 
of artists but a number of senior 
Western Australian craft makers 
who’ve just got mad skills in var-
ious techniques, who are going 
to be making incredibly opulent 
objects for it, so yeah – that’s 
gonna be a good one.

What direction would you like 
to see your art move towards 

in the future?

I’m very project-driven, so 
there are basically just lots of 
projects I want to do in various 
parts of the world, there’s some 
work I want to do in the States 
next year that I’m really excited 
about – I just got awarded a res-
idency in Brooklyn, and I want 
to go to Tennessee and make an 
exhibition about Honky Tonk 
music, which I’m obsessed by - 
and there’s a project I’d really 
like to do in Germany, so I guess 
I would like to get to the stage 
where I can do that without 
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huge sprawling Victorian ceram-
ics factory and to have access 
to their two hundred and fifty 
year old pattern books, and their 
Victorian copper-plate presses – 
and that was really influential for 
me, in terms of my own interests 
in decorative histories and the 
histories of imperialism and colo-
nialism, but it was also a chance 
to really experience being in a 
historical location, and I suppose, 
it’s very much the work I like to 
do now. I’m much more interest-
ed in heritage and history, than 
I am in contemporary art, so the 
residencies that I organize tend 
to be in museums and historical 
locations rather than the type of 
residencies a lot of artists do, in 
art studios or more contempo-
rary cultural sites, that was really 
formative for me, doing the Spode 
project. 

More recently, in 2014, I went to 
Florence as part of the Grand Tour 
project I’m working on, and visit-
ed the Museo Nazionale del Barg-
ello for the first time. I remember 
vividly walking into the Donatello 
gallery and seeing his David across 
the room, which is a sculpture I’d 
seen many photographs of before 
and had not particularly liked 
- in fact I quite actively disliked 
it - but seeing it in the flesh, I was 
utterly, uttlerly floored by it. It’s a 
phenomenal object. Indeed, it im-
pressed me more than any object 
I’d seen before - and much more 
than Michaelangelo’s one. That 
was a very profound experience 
for me, and a year later I managed 
to organise permission from the 
museum to access the gallery 
after hours and be photographed 
with it, which is an experience I’ll 
treasure for the rest of my life.

How important do you believe 
travelling is to an artist’s craft?

For me, it’s extremely important, 
obviously, and it really fuels my 
work. All of my work is really 
concerned with Britain and Italy, 
and I live about as far away as you 
can be from those two countries, 
so it’s incredibly important for me 
to be able to go there, but maybe 
for other artists, less so. Certainly 
growing up in Perth - and partic-
ularly when I was establishing my 
career fifteen, twenty years ago 

– I mean, we were much more 
isolated than we are now, and 
I remember interstate flights – 
there were no budget airlines 
then – so even just going to 
Sydney or Melbourne was out 
of my price range as a student, 
and that was really oppressive…
it depends on what you’re inter-
ested in I suppose. But travel is 
good for the soul, no matter who 
you are.

Are there any current atti-
tudes towards art that you feel 

need addressing, challenging 
or celebrating?

As I said, I’m acutely aware of 
the fact that the art world is still

an incredibly sexist place, and is 
skewed very much toward men 
or benefiting men, and yet it’s 
kind of supported by a small to 
medium arts sector that is pri-
marily run by women, and that 
seems quite unfair to me. And 
personally speaking, the major-
ity of my favorite artist and ‘art 
heroes’ are women, so I kind of 
get frustrated at the fact that 
men are still overwhelmingly 
offered more and better oppor-
tunities. That’s changed a lot 
and it continues to change, and 
I actually work with more male 
artists than I used to these days, 
but still most of my curatorial 
projects largely engage women 
artists. So there’s that, 

--

I suppose I’m quite prejudiced 
against ‘professional curators’. It’s 
a broad generalization of course, 
but I’m always slightly mistrustful 
of curators whose work hasn’t 
grown out of an art practice of 
their own. I see a lot of shows that 
seem to be curated to further the 
career of the curator rather than 
to support really exciting art. I’ve 
seen a lot of that in Perth because 
people from interstate and over-
seas frequently take up jobs here 
as a stepping stone to something 
bigger and better elsewhere. I’m 
not saying they don’t necessarily 
achieve valuable things while 
they’re here, but I’ve seen way 
too many of them come through 
the town in the past fifteen years 
and to be honest the exhibitions 
they produced – some of which 
I’ve been in, I should state in the 
interests of full disclosure - all 
sort of blur into one in my mind. 
I like to think that when I invite 
an artist to work in one of my 
projects, they come out of it with 
a properly unique experience that 
will feed into their practice in a 
meaningful way for a long time, 
you know? Not just another show 
at a Perth gallery that they could 
have gotten on their own.

Do you feel the gallery has 
changed in the last couple of 
decades? Have you seen any 

shifts in attitudes?

I mean, it certainly has in Perth, 
because as you may or may not be 
aware – three to five years ago, al-
most every commercial gallery in 
the city closed down in the space 
of eighteen months, for various 
reasons. Everyone kind of blamed 
that on the global financial crisis, 
but I think that was more the 
final straw for a number of galler-
ists who were just exhausted for 
various reasons. The changes to 
the superannuation laws were a 
really big thing too, where all of a 
sudden rich people couldn’t write 
off their art purchases, which was 
hugely damaging and so point-
less, because that was just about 
the only way that some of that 
money managed to trickle down 
into artist’s pockets. So yeah, it’s 
been interesting in Perth because 
independent practices should

and I also know that traditional 
craft skills have suffered a lot 
in the last decade in particular, 
there doesn’t seem to be a lot of 
support for it and I think that’s 
a shame, we’re really losing 
a lot of skills in fine craft and 
analogue photography – those 
y’know, expensive skills that 
nobody seems to be supporting 
now – like universities certainly 
aren’t, and I think that’s a dan-
ger, that we’re at risk of losing 
really important knowledge that 
way – they would be the main 
things I suppose.

I also get really bored with a 
certain style, that very smug, 

posturing work that gets support-
ed in Australia and elsewhere, 
that’s often, but not entirely 
made by straight male artists – I 
won’t mention any names but I 
see the same work over and over 
again, and it just bores me.

Does it bore you aesthetically 
or conceptually?

Both. It’s the same in any in-
dustry I guess, in that there are 
people who are taking more risks 
who get overlooked in favor of 
those who are just-risky-enough 
to make curators look like they’re 
being edgy, when in fact they’re 
they’re just pandering to fashion.
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above: Andrew Nicholls, Attitude #5, the Cascade of Tivoli (Fauno Barberini), (detail), digital photograph, 2015
adjacent: Andrew Nicholls, Partial installation view of  An Internal Difficulty - Australian Artists at the Freud Museum London, 2015, 
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have really stepped up, and they kind of haven’t to the degree that 
they could have done. I dunno, it’s kind of an interesting time.

And I was really wary of the rise of social media, but y’know I’ve 
only been on Instagram for about a year (@andrewnichollsartist), 
and I’ve only been seriously pushing it for the last six months or 
so, but that’s been really kind of amazing for me in a way I didn’t 
expect. I was quite cynical about it initially, but it feels really quite 
genuinely democratic – it’s created an international community 
around me that I didn’t really have access to before, and I’ve re-
cently started drawing portraits of some of my IG followers, which 
has been really fun, to include people in my drawings from coun-
tries I’ve never been to. And it’s interesting that that seems to 
be – Instagram  in particular, much more than Facebook ever did 
– seems to be operating as a gallery in a way. There are pros and 
cons to that, in that I think there’s a lot of mediocre work getting 
much more attention than it should, but it’s interesting, watching 
commercial galleries try and catch up to Instagram, or try and 
figure out how to make it work for them. It seems to be opening 
up opportunities for artists that galleries aren’t capable of doing.  

In terms of Australia more broadly, it’s nice to see that Hobart 
and Brisbane and Adelaide have suddenly turned themselves into 
interesting gallery destinations, and that’s something Perth has 
yet to do sadly. But it’s nice not having to hear about just Sydney 
and Melbourne constantly, it feels like there’s a little bit more 
diversity now – and it would be nice to see that extended to rural 
Australia. 

What advice would you give to young artists,
 writers or curators?

Firstly to work hard. To work really, really hard, and to not give 
into fashion or try and look too cool. You know it’s really tough to 
try and establish your practice, and it can be very disheartening

– I sold practically nothing for the first ten years I was exhibiting, 
and got very little attention and was offered very few opportunities, 
but as a result I started organising my own opportunities, and estab-
lishing a freelance practice, and that absolutely wasn’t by choice – 
god knows if I’d been snapped up by a commercial gallery early on in 
my career, I wouldn’t have said ‘no’ - so I didn’t really have a choice, 
but in hindsight it really gave me a huge amount of confidence in 
my practice and it taught me the value of working hard and taking 
risks. And then when I finally did get approached by a gallery they 
– Turner Galleries (turnergalleries.com.au) - ended up being totally 
fantastic, and are now one of the only ones left standing in Perth…
so definitely working hard and making the work that you want to 
make, rather than trying to pander to a curator or a gallery, and 
trying to give them what you think they want, I think that’s the key 
to being successful in the broadest and most satisfying way.

That sounds kind of glib and new-agey, but it’s true, and as a result 
I tend not to lose sleep over my practice. I don’t feel that I’ve ‘sold 
out’ or compromised myself more than I absolutely needed to, if that 
makes sense? And that’s a nice place to be after fifteen to twenty odd 
years, that I’m still making the work that I want to make and feeling 
good about it – that’s valuable. 
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