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 FEATURED ARTIST 

PAT MICHELL OAM FRSASA 

In Pat Michell’s last term at the South Australian 

School of Art and Design (SASAD) in the Exhibition 

Building on North Terrace (“a freezing cold draughty 

place”), she was referred to the ethnographer 

Charles Mountford to do varied work preparing  

photos for printing, drawing Aboriginal artefacts such 

as message sticks and Pukemani burial poles, and 

other illustrations for his book The Tiwi: Their Art, 

Myth and Ceremony. 

She was paid ten pounds a week, 

and jokes “that was my first and last  

paying job”. 

Pat had briefly been to art school  

in Cambridge, England, studying 

Object Drawing, Oil Painting and 

Life Drawing before migrating to 

Australia in 1952, but to her  

disappointment was not allowed  

to study Life Drawing at SASAD 

until she was 18, and had to do 

Antique Drawing instead.  

She studied Craft and Design with 

Helen Macintosh, Life Drawing with 

Tom Thomson and Oil Painting and 

Clay Modelling with Miss Num, as 

well as Lettering and Design. 

Later studies in crafts at North  

Adelaide School of Art with Meg 

Douglas from 1965 to 1970  

included Pottery, Enamelling,  

Puppet Making, Weaving,  

Embroidery and Sculpture.  

She is very experimental in her  

approach, always keen to try 

something different.  

Pat’s studies in Design equipped her to lead groups  

of eager friends or members of the many groups she 

belongs to. She loves the process of making decisions 

about design and colour, and always enjoys helping 

others to do their best work.  

With members of the South Australian branch  

of the Australian Lace Guild she made Medusa’s 

Ghost, which won First Prize in the Group Projects 

section of the English Lace Guild’s annual  

competition in 2000. 

 

 

This comprised a clay model of a head which was cast 

with slumped acrylic sheet, onto which the lace snakes, 

representing hair, were mounted through drilled holes. 

The same group produced Seven United as One  

Carousel Lamp, winning a Highly Commended 

award in the English Lace Guild competition in 2007. 

It is a revolving lampshade made of seven different  

lace techniques for which Pat did the drawings,  

illustrating the floral  

emblems of the seven states  

of Australia united by the  

Australian floral emblem, the 

Golden Wattle. It is mounted 

on a timber base which was 

made by John Beswick. 

A personal work for the  

Embroiders’ Guild 2020  

Exhibition was Venetia: The 

Mask With a Mask, (front 

cover, needle lace and bronze 

mesh, 30 x 28 x 12 cm). 

Pat won the Net Based  

Lace section of the  

Australian Lace Guild’s  

Triennial Award in 2018,  

and led the group which won 

the Group Lace Award for 

Footsize Footsteps. 

She won second prize in the 

Lace Exhibition at the Museum 

of Applied Arts and Sciences     

in Sydney in 2001, with a lace 

body suit based on famous 

nudes from painting history, 

called Body Body Leotard. 

Pat’s creativity and sense of playfulness show in  

an entry in an English Crafts Council competition  

for which she worked a miniature tapestry of an  

addressed envelope for her entry (page 3, bottom).  

There were 1400 entries and only 40 selected for the 

exhibition; Pat’s was in the Salon de Refusées. 

The largest work Pat has done is the Australian Coat  

of Arms Tapestry for the Sir Samuel Way Building in 

Victoria Square. It is over a metre square and took  

two years to work.  
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Gilded Lily 

(miniature tapestry, 14 x 7 cm, 2014 



 3 

She did drawings of different stitches for the  

book Fibre Basketry, produced by the Fibre Basket 

Weavers of South Australia, showing different 

techniques of weaving. This book is now in its  

tenth reprint.  

Pat has taught classes and workshops in a variety  

of different techniques for the Woolgatherers group, 

which she began in 1976 with friends Sue Daugherty 

and Thyra Chester. The group did hand spinning and 

weaving, and dyeing using natural materials.  

Her greatest source of inspiration is nature; she 

loves insects, leaves and flowers, and loves 

“experimenting with design and colour”. 

She likes to draw up her ideas in pencil then refine 

them with ink before colouring with watercolour,  

as cartoons for tapestry weaving. She says “I’m no 

good at watercolour but I love it”. 

Pat works in many different techniques, including  

miniature and full-size tapestries, Kumihimo  

braiding, needle lace and weaving.  

She “can’t bear to just do samples”, she has to make 

them into something useful, 

whether scarves, bags,  

pincushions, table runners,  

or in one case an evening 

skirt!  

Pat is active in many  

organisations and  

societies. 

She is the Patron of the  

South Australian branch  

of the Lace Guild, and a 

Founding Member and Life 

Member of Basketry SA. 

Pat is a longstanding 

member of the Hand 

Spinners and Weavers 

Guild of South Australia, 

and a member of the 

Embroiderers Guild of 

South Australia.  

She was on the  

committee of the  

Crafts Association of 

South Australia, now 

Guildhouse, in the  

original Jam Factory 

premises on Payenham 

Road.  

She was proposed as  

a Fellow of RSASA by  

then President Harry 

Marchant FRSASA in  

the late 1970s, despite 

not being a member. 

In the 1970s Pat 

was on the RSASA  

Selection Committee as 

the crafts representative,  

has curated and hung  

a craft exhibition at the 

RSASA Gallery, and has 

enjoyed sitting at the 

desk during exhibitions.  

In 2017 Pat was awarded an OAM for service to  

creative arts, and was presented with a 45 years’ 

membership certificate of RSASA at the 2021 AGM. 

At present she is working on loom-woven table  

runners and scarves, and is preparing her next entry 

for the Australian Tapestry 

Group’s challenge.  

Pat says “I don’t like  

sitting around without  

something in my hands  

to work on”.  

A dedicated and  

Inspirational craftsperson, 

Pat continues to enjoy a 

long and rewarding career. 

Words and photos:  

Jenny Gregson  

Golden Gingko in the Wind 

(miniature tapestry, 12 x 19 cm, 2020) 

Murray Mud Map - From  

the Mountains to the Sea 

(miniature tapestry,  

20 x 7 cm, 2013) 

Air Mail Envelope (detail) 

(miniature tapestry, 14 x 14 cm, 1980) 
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PRESIDENT’S 
LETTER 
AUGUST 2022 
I hope this finds 

you well and  

optimistic about 

your personal 

journey through 

the COVID  

situation. Maybe you have found beauty and 

solace in your backyard, local park, walking trail 

or a caring neighbour or friend and this has  

inspired your art. 

Following on from the Big and Bright exhibition 

and art market, we are presenting the work of 

two students from UniSA Creative Contemporary 

Art Degree. Emily Anderson and Cameron 

Longshaw were the recipients of M & M Carbins 

grants to develop their artistic expression of 

place and/or people surrounding RSASA through 

time. The outcome is an exciting development on 

the theme “You Are Here” which encourages 

public participation and observation. This is the 

first of a 3-year relationship between UniSA  

Creative, M & M Carbins Trust and RSASA.  

Next will be the members’ Fringe exhibition,  

Free Fall, to be followed by the much-anticipated 

Malcolm Carbins exhibition. 

The office has been graced by a piece from  

the State Library collection – a cabinet from  

the office of the CEO of GMH in Elizabeth.  

A very attractive storage cupboard, it is part  

of the long-term tidy-up project to maintain a 

functional office, to know where everything is 

stored and maintain a member lending-library. 

About two years ago a RSASA councillor asked  

if we could have Life Drawing in the gallery.  

This was organised by Sandra Earle-Russo, who 

currently co-ordinates the Life Drawing group at 

Hubbe Court, Burnside. The tutor was David 

Kennett, and it successfully ran for four Saturday 

mornings in January.  

David Baker FRSASA     Photo Sandra Earle-Russo 

RSASA COUNCIL MEMBERS 
President: David Baker (F) 

Gallery Director: Bev Bills OAM JP (F) 

Vice President: Tsering Hannaford (F) 

Treasurer: David Milne (Friend) 

Chair of Principal Selection Committee:  

    Philip David (F) 

Chair of Peer Review: David Braun (F)  

Pip Fletcher (F) 

Jeff Mincham (F) 

Public Officer: Liz Steveson (F) 

Peter Westerhoff (F) 

Robyn Elmslie (A)  

Secretary: Brenda Appleton (Friend) 

Guy Matthews (Vice-patron) 

Chester Osborn (Vice-patron) 

Kalori Editor: Jenny Gregson (M) 

  

 

KEY: (F) = Fellow, (A) = Associate Member,  
        (M) = Member, (S) = Student Member 
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NOTICES 
The Rising Sun Inn 

Works by Fellows Roe Gartelmann,  

Elizabeth Gartner-Bail, Quoc Nguyen and  

Glenda Parker are on display until 18 April. 

 Exhibitions change every two months. 

Free Fall 

RSASA Members’ Autumn Fringe exhibition,  

11 February to 12 March. 

Vale Gary Lee Gaston OAM FRSASA  

(6/5/1938 - 26/12/2021) A dedicated RSASA 

member, he is remembered for his portrait  

drawing demonstrations, as well as his  

involvement with the John Martins Christmas  

Pageant, creating over 250 floats.  



 5 

The information given and the opinions expressed and any advice given in the articles in this publication are exclusively the 

responsibility of those contributing the articles. Neither the Royal South Australian Society of Arts Inc. nor its officers assume 

liability for information or advice contained in the articles. Unless marked © or restrictions are otherwise stated, portions of 

this publication may be republished if attribution is clearly given to Royal South Australian Society of Arts, Inc. 

CONTENTS  

Featured Artist, Pat Michell, by Jenny Gregson ........  2 

President’s Letter.....................................................  4 

Work in Focus, Freda Willing, by Adam Dutkiewicz 
  FRSASA  ...............................................................  6 

Meet Our Members, Liz Steveson,  
  by Jenny Gregson.................................................  7 

Leslie Wilkie Portrait by Adam Dutkiewicz  ...............  8 

Book Review, Mary Cassat, by Jenny Gregson .........  9 

Book Review Colour Pencil Drawing,  
  by Jenny Gregson................................................. 10 

 
 
Prussian Blue, by Suzie Fewell ................................. 11 

Faces and Caricatures, by Suzie Fewell ................... 12 

Volunteer News, Victoria Yurkova ........................... 13 

Journaling Workshop, by Jenny Gregson  ............... 14 

Where do Colours Come From, by Allan Gaekwad . 15 

Is Mona Lisa Really Smiling, by Suzie Fewell ............ 16 

RSASA Events ......................................................... 17 

Member News ........................................................ 23 

Thankyou to Our Sponsors ..................................... 24 

NEXT KALORI CLOSES 1 APRIL 2022 

RSASA MISSION STATEMENT 

Our mission is to provide a context for understanding and appreciation of the visual arts; by linking the past to  

the present and exhibiting work derived from traditional approaches alongside work of artists who challenge  

conventional thinking, and through art, encourage a peaceful, inclusive and accepting society. 

RSASA VISION STATEMENT 

With cooperation and enthusiasm, we will build, embrace and celebrate an exciting and sustainable art presence 

that links our deep artistic multicultural heritage to the diverse endeavours of today’s practising artists. 

SALES 

Congratulations to the following members who made sales over the last three months:  

Bev Bills, Peter Farrelly, Cleonie Hoyle, Terry McDermott, Thea Popoff and Victoria Yurkova. 

The Royal SA Society of Arts is an incorporated not-for-profit organisation and is registered to  

receive tax-deductible donations though our Special Purpose Fund. Please consider donating to 

support RSASA to promote the advancement of art and artists in South Australia. From time to time 

the RSASA Council will identify specific projects to achieve this objective. For further information 

about making a tax-deductible donation please contact the RSASA office on 8232 0450 or 

sasarts@bigpond.net.au. 
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WORK IN FOCUS 
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Freda Willing Onions Without Tears 2/20 (aquatint, 30 x 25 cm) 

ONIONS WITHOUT TEARS — FREDA WILLING FRSASA 

Freda Willing (1897 - 1995) attended the SA School of Art in 1960, and joined RSASA and the  

Contemporary Art Society. Her work in a wide range of media — oil, pastel, linocut, woodcut, ceramic  

and etching — was much admired by her contemporaries and the critics of her time.  

In a list of RSASA’s collection published on pages 9 to 11 of Kalori, September 1993, Onions Without Tears  

is listed as exhibited in the Print & Drawing Exhibition of December 1980, and was purchased by the Society  

for $69 during Elizabeth Manley's presidency. It was framed in aluminium under glass, but not mounted.  

This intaglio print dates from 1960, which places it at the same time the artist was attending art school as a  

mature student, possibly under the mentorship of Karen Schepers and Udo Sellbach, who established the graphic 

studio at SASA, as well as Jacqueline Hick, with whom Willing travelled into the north of the state in the mid-60s. 

The control of the technical issues in executing this intaglio print is admirable. The expressive drawing of the  

still-life composition reflects the artist's lively personality and style. The timing and control of applications of texture 

through use of acid-resist rosin and acid etch (aquatint) is extremely well considered. Then the control of inking 

the plate and of blocking out, in developing the subtle colour tones throughout all stages of etching the plate, 

also required good timing and planning, and a good eye.  

There's a lot more here beneath its surface. It involved a complicated and exacting process, and was executed 

superbly into the final print whose title speaks to it as a representation, but also suggests a hint of irony. 

Adam Dutkiewicz 
References: RSASA artist files; Kalori 1993 pg 3. 

See photo of artist Kalori vol.24, no. 1, Feb.1986, p.1 



 7 

MEET OUR MEMBERS 

LIZ STEVESON FRSASA 

The technique which Liz Steveson is enjoying at the 

moment is Broderie Perse, or Persian Embroidery,  

a style developed in the 17th century in which  

elements from printed fabric are cut out and  

appliqued to make a larger overall design. 

Liz has developed this into a style of her own, working 

with her large collection of plain and floral textiles to 

create gorgeous colour-themed works. Grounded  

in Purple (right), a piece that received a Highly  

Commended award in the Members Fringe  

exhibition Last Fling in 2021, is an example of  

this technique.  

Liz learned embroidery and  

weaving at primary school but 

was not allowed to do art; she 

says “Art was only for the dumb 

kids, and I was made very  

unwelcome in the craft room”.  

Learning the basics of knitting, 

crochet and use of a sewing  

machine, there was no holding 

back Liz’s interest in textile 

crafts, and she made her own 

clothes from the age of thirteen.  

After leaving school Liz did  

a degree in geography, and  

migrating from the UK in 1968, 

was employed as a research  

assistant at the University of  

Adelaide in 1971.  

This involved accessing archives  

in the Institute Building where she would later come  

to spend so much time with RSASA. 

She has been interested in the health system since 

the birth of her children, and re-joined the workforce 

full time in the early 1980s as a Coordinator of  

Volunteers with the then Mothers and Babies’ Health 

Association.  

In the 1990s she set up a community care program 

and was involved in the implementation of National 

Service Standards in the Community Care sector.  

She had the opportunity, while working, to complete  

a Masters Degree in Primary Health Care (Flinders  

University) which she really appreciated. 

Retiring in 2006, Liz was “interested in art but had no 

understanding or practical abilities”, so enrolled part- 
 

 

 

 

time in the Textile Art and Contemporary Craft  

Certificate at Marden Senior College, ... “a wonderful 

experience … I always wanted to do it but never had 

the skills”.  

Liz was an inaugural student, with the course being 

developed by Suzanne Gummow, and she learned 

fabric dyeing and printing, applique, and practical 

skills such as planning a workspace, copyright  

considerations, putting on an exhibition, industry  

connections and describing the artistic process.  

Liz attended her first Australian Forum for Textile Arts  

in Mittagong, NSW in 2003  

– a wonderful week of  

intensive exposure to textile  

art and artists. 

Liz likes working for  

exhibitions, enjoying a  

strong theme and a deadline, 

and exhibiting in a group.  

She does her critical thinking 

with the written word, filling 

pages of her art journal with 

verbal exploration of her  

subject and progressing to  

the final concept with just  

a few sketches.  

Then she looks out materials 

and does a lot of try-outs, 

working to a specific colour 

scheme. When she is happy 

with the design she machine-  

                                   stitches the final piece. 

Liz’s employment background positioned her  

perfectly to assist with the huge job of re-drafting  

the RSASA bylaws and the re-writing of the  

constitution last year. 

Liz gained RSASA fellowship in 2018, and exhibits  

prolifically. She is a member of the Hand Spinners’  

and Weavers’ Guild, Wild Fibre Artists and Fibre Artists’ 

Network, as well as being a member of the Out of Line 

Textile Group from 2007 to 2021. 

She is interested in the current discussion about how 

textile arts are perceived in relation to the fine arts, and 

says she would like in the future to meet the challenge 

of a solo exhibition of her work. 

Jenny Gregson                            Photo: Bev Bills 

Grounded in Purple 

(Broderie Perse, 56 x 44 cm) 
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RESTORATION 

Leslie Wilkie Portrait of a Woman (oil, 61 x 51 cm), before (left) and after Adam’s restoration. 
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LESLIE WILKIE FRSASA PORTRAIT 

Leslie Wilkie was born and raised in Victoria,  

matriculating at Melbourne University, where he  

intended to study for a degree, but turned to art  

instead.  

He studied at the National Art Gallery, Melbourne,  

under Mr Bernard Hall, and later went to England  

and the Continent.  

Wilkie was one of the foundation members of the  

Australian Art Association and was its secretary for three 

years. Before coming to Adelaide he exhibited several 

paintings in Melbourne and Sydney. 

Examples of his work hang in the Australian War  

Museum and the Federal Parliament House.  

His best known work is A Lady in Black, which was  

exhibited at Burlington House, London, and at the 

Wembley Exhibition. He was President of RSASA  

from 1932 to 1934, having been Vice-President for  

two years previously, and held the position of Curator 

of the Art Gallery in Adelaide from September 1926 

until his death. He was also a teacher of painting from 

life at the School of Arts and Crafts.  

This unframed portrait painting was restored by  

Adam Dutkiewicz FRSASA in October 2021.  

While he was working on the painting two visitors  

independently identified the subject as Nora Heysen, 

but Adam is not sure, thinking it might be Wilkie’s wife.  

 

The surface of the painting had cracking and some  

areas of loss from flaking paint.  

Adam cleaned the work with oil colour picture  

cleaner, secured the damaged areas with PVA glue 

and retouched the damaged areas on the figure using 

water-based oil colours. He lightly filled in areas at the 

base of the painting and along the edges, hiding  

damage from an old frame, and one other area of  

concern. He then varnished the surface with one coat  

of Paraloid gloss varnish.  

He recycled a suitable frame of the correct vintage, 

which also required a few light repairs, from his  

studio. The work is now protected by the frame and 

ready to display. 

This is the third work from the RSASA collection Adam 

has restored. He also repaired a tear in May Grigg's 

Portrait of James Ashton, and repaired damage in 

transit to Jessamine Buxton's Howie's Daughter, an  

unfixed pastel on paper.  

He has since cleaned and restored Rose Lowcay's  

Peach Blossoms so it could be shown in an exhibition 

presented by the Gawler Heritage Collection. 

He is intending to present these and other works  

in the exhibition Re Collection: Works by Significant  

Artists in the RSASA Collection, which will be held at  

the RSASA gallery during History Month in May 2022. 

Words and photos: Adam Dutkiewicz 
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MARY CASSATT  

BY GRISELDA POLLOCK 

Griselda Pollock states that Mary Cassatt was  

‘the only American painter of her generation who 

wholeheartedly embraced the style and practice of 

the Impressionists”. 

Pollock says “Cassatt suffers a double disability;  

generally as a woman painter her significance is  

underplayed, and particularly as an American in  

Paris she represents an anomaly to art historians  

working within strict national  

categories”. She “came to 

work in Europe specifically 

because she felt that it was a 

more favourable climate for  

women’s creative activity than 

her native country”. 

Born in 1844, Cassatt  

was the daughter of a  

respectable stockbroker  

father and a “powerfully  

intelligent, executive and 

masterful” mother … “yet 

with that sense of duty and 

tender sympathy that she had 

transmitted to her daughter”, 

according to Louisine  

Havemeyer, a family friend, 

art collector and suffragist.  

Cassatt famously painted  

a portrait of her mother wearing spectacles and 

reading Le Figaro, the Parisian daily newspaper.  

Pollock says “Mrs Cassatt is shown seriously engaged in 

an intellectual pursuit that invites comparison not with 

the traditional iconography of women or mothers, but 

rather with portraits of intellectuals”. 

Yet most of Cassatt’s works depict women in the  

role of mothers, and Cassatt herself said “After all  

a woman’s vocation in life is to bear children”,  

which Pollock describes as a “typical expression of 

late-nineteenth-century ideas about women which 

Cassatt herself seems to have accepted, while  

contradicting them by her activity as a professional, 

dedicated and independent artist”. 

 

 

 

 

 

She lived with her family in America and France before 

enrolling at the Pennsylvania Academy of Fine Arts,  

then returned to settle in Paris with her mother, also 

making trips to Italy and Spain. 

She originally exhibited under the pseudonym Mary 

Stevenson, exhibiting a Spanish-themed work, During 

the Carnival, in the Salon in Paris in 1872. 

Cassatt exhibited in nearly  

all of the Impressionist  

exhibitions, and was noticed 

favourably by Degas, with 

whom she became friendly. 

She had several large  

one-woman exhibitions  

in France and the US, and 

also exhibited in England. 

She became more and more 

involved in radical politics 

during her lifetime, and was 

a staunch supporter  

of women’s rights. 

She was “a woman painter 

and a painter of women”. 

The book is well-illustrated 

with reproductions not only  

                                       of Cassatt’s work but also 

relevant examples of historical and contemporary works 

related to the text. 

I found the layout of the book confusing, with Figure 

numbers in the first part of the book and Plate numbers 

in the second, divided by a chronology, which I thought 

would have been better placed near the end.  

While the book is copiously illustrated and well printed, 

some of the reproductions are in black and white, 

which is disappointing, but overall it is a handsome 

book with plenty of information on and discussion of an 

artist who is not as well-known as she could be. 

Chaucer Press, 2005. 

Words and photo: Jenny Gregson 

BOOK REVIEW 
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COLOUR PENCIL DRAWING:  

TECHNIQUES AND TUTORIALS  

FOR THE COMPLETE BEGINNER  

Kendra Ferreira writes in her introduction “There are 

many possibilities for using coloured pencil: …  

a preliminary sketching tool for colour studies, for  

beautiful illustrations or portraits; and it can be mixed 

with other art mediums for some interesting effects”. 

She begins with a discussion of materials, explaining 

that most coloured pencils are composed of pigment  

in a wax base, but some contain a larger percentage 

of oil so are considered oil-based.  

I found the sub-heading of the book “…for the  

Complete Beginner” inappropriate as the Materials sec-

tion goes on to advise choosing “archival-quality paper 

that won’t turn yellow or fade over time”, which is surely 

not relevant for an artist who may be months or years 

away from producing exhibition-quality work. However 

the Materials section is thorough and contains handy 

tips such as using an erasing shield and  

embossing. 

This is followed by a section on colour theory, tonal val-

ue, key and mood, then a short section on basic tech-

niques, which contains a process I had not  

encountered before.  

As well as painting with water to dissolve  

watercolour pencils, you can paint with a solvent over 

normal coloured pencils to achieve washes.  

The author says “Solvent fuses colour into the paper and 

the layers of pencil become thick and opaque”. She also 

discusses using a stiff bristle paintbrush to burnish col-

ours to remove the texture of the paper. 

The Sketching and Composition section recommends 

doing preparatory sketches to work out composition and 

tonal values, including a hint to print a black and white 

photo of your subject to understand the tonal range. 

This is followed by a short discussion on basic perspec-

tive. 

There is a useful section called Dynamic Skies, which 

contains an excellent discussion about including  

colours from the landscape in clouds to unify a  

drawing, among other hints.  

There is also a section on Colourful Greys which  

discusses the use of neutrals produced either by using 

contrasting colours or using a grey pencil layered over 

with a colour. 

 

 

 

The rest of the book comprises step-by-step projects.  

These are well-illustrated and each step is explained  

in clear detail, although once again I think they are  

too advanced for the “complete beginner” and would 

be intimidating or too difficult for someone with little 

experience of the medium.  

These projects include a portrait of a cat where  

the reader is shown how to produce realistic-looking  

fur, and a portrait of a child, detailing the use of  

naturalistic skin tones. 

The last of these projects is an amazing drawing  

of toffee apples where the artist has used the solvent 

method to produce a brilliant red gloss on the apples. 

There is a basic glossary and an index, and the book  

is well-illustrated throughout.  

This is an excellent book for the more experienced  

coloured pencil user, or an accomplished artist  

wanting to understand this fascinating medium. 

Guild of Master Craftsman Publications, 2019. 

Words and photo: Jenny Gregson 
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ART MATTERS 

PRUSSIAN BLUE 

Prussian Blue was the first pigment to be made  

synthetically. Its name comes from the fact that  

it was the colour of the Prussian infantry’s coats.  

It is also known as Berlin Blue, Antwerp Blue, Parisian 

or Paris Blue, Midnight Blue and Winsor Blue,  

depending upon the manufacturer. Some brands  

are less lightfast than others, that is they have a slight 

tendency to fade and become greyish with time,  

especially if mixed with colours containing white lead 

such as Flake White. Prussian Blue comes in acrylic,  

oil and watercolour.  

The chroma or intensity of the colour varies between 

brands, but it is a very strong colour with a high  

chroma and a very strong tinting strength (to be used 

sparingly especially in mixes – it can easily ruin  

a pre-prepared mix).  

It is a stainer in watercolour and does not lift off the 

paper easily. These days you may find Prussian Blue  

in red or green hues. 

Prussian Blue became a staple of the palettes of  

artists such as Sir Joshua Reynolds, Turner, Delacroix, 

Vincent van Gogh (The Starry Night), Hokusai (Thirty 

Six Views of Mount Fuji) and Hiroshige (Full Moon  

at Tsukuda). 

Despite its strong colour, Prussian Blue creates  

wonderful colours in mixes. 

 

 

As it is a cool colour, when combined with cool  

yellows it produces vivid bright greens and some forest 

shades, mixed with warmer yellows it produces mossy 

greens and natural hues, and mixed with greens and 

sometimes other colours it can make a deep teal.  

Mixed with earth tones it makes anything from earthy 

greens to steel blues, with Burnt Umber it makes dark, 

sonorous greens and moody blues, with Alizarin  

Crimson it creates purple with a hint of grey, with white 

it makes a soft powder blue through to slate grey, and 

mixed with Ultramarine it makes a deep ocean blue.  

One of the first lessons I learnt in painting was that, 

although it is fine in mixtures, nothing dulls a work 

more than black straight out of a tube.  

As Prussian Blue is a very deep and sonorous colour,  

it is excellent for making dark colours, including lively 

blacks to match the colour temperature of a painting. 

Try mixing Prussian Blue with Burnt Umber and  

perhaps a touch of Alizarin Crimson.  

Given its transparency, it is fabulous for glazes.  

Artists such as Sir Thomas Lawrence would underpaint 

in grey and then apply a glaze of Prussian Blue, such 

as in his Portrait of John Julius Angerstein, aged about 

55 (see https://commons.wikimedia.org/wiki/

File:John_Julius_Angerstein_1790.jpg)  

Suzie Fewell FRSASA  

Prussian blue with Zinc Yellow, more yellow and white. 

Prussian Blue with Cadmium yellow, more yellow and white. Prussian Blue with Alizarin crimson, white and more white. 

Prussian Blue with Ultramarine, white and more white. 
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FACES AND CARICATURES 

Since facial recognition is critical for humans,  

it is not surprising that we develop a special region 

of the brain just for recognising this particular object 

class. 

Grouping of clusters of nerve cells enables them to be 

processed together and allows for fine discrimination. 

The first clues for a special brain region just for facial 

recognition came from people who had lesions from 

strokes or gunshot wounds that affected these regions 

but not any others. This object recognition is quite  

sophisticated; for example we recognise faces even 

when viewed from a different angle, such as in profile. 

Artists are interested in facial recognition as portraits 

often form a major part of their work. 

Thousands of years ago  

artists discovered that they 

could create an image of 

someone that is more  

recognisable than the  

Individual themselves. 

How are these super-

recognisable drawings, or  

caricatures, constructed? 

Artists discovered that they 

simply needed to observe 

how much their subject 

differed from the norm.  

In a caricature, these  

differences are exaggerated. Amazingly, this appears 

to be the way that the human visual processing system 

works as well. 

Using functional Magnetic Resonance Imaging 

(fMRI), neuroscientists found that specific areas of 

the brain responded to faces and face cartoons. 

These days neuroscientists can record the firings  

of individual nerve cells. They systematically varied  

facial features to see how the face neurons code these  

individual faces. Changes were noted such as in eye 

size, eyebrow angle, inter-eye distance, changes in the 

mouth, nose, shape of the face, view angle and so on. 

Interestingly the face neurons seemed to be optimized 

to code the extremes, not the norm, that is, they fired 

more when the features were far from the typical face, 

and less for the typical face. This suggests that these  

 

 

neurons code information about how any individual 

face differs from a typical face; it concentrates on  

distinctive features just as artists do in caricatures. 

Some artists such as van Gogh and Picasso  

exaggerate features, producing strong and  

interesting works. 

Others extend this system to their rendering of objects 

other than faces. For example, Matisse said “I do not 

paint things, I paint the differences between things”.  

A consequence of having a specialized area is that 

while it is good at discriminating fine differences  

between faces, the system breaks down if the faces  

are not recognised as such by this automatic visual 

processing system.  

This occurs, for  

example, if the face  

is upside down. 

As Margaret  

Livingstone in “Vision 

and Art, The Biology  

of Seeing” explains, 

objects that are  

recognised as faces are 

processed well, but 

objects that are not 

recognised as  

faces are processed 

less well, using a less specialised part of the visual  

processing system that deals with general objects. 

Look at the two faces above and then turn them  

the right way up, or turn your head to achieve this. 

This is known as the face inversion effect and  

happens as our brain makes autonomous decisions 

about what the images are; in the first case not  

faces (even if our conscious brain recognises them 

as such) and in the second, definitely faces. 

Livingstone thinks that some artists may have figured 

out that we see things differently when they are  

presented to us in a way that makes us use different 

parts of the brain. She suggests that this may well work 

for representations much smaller than average size, 

such as dioramas, and the super-large hyper-real  

figures of sculptors such as Ron Mueck. 

Suzie Fewell FRSASA 

Catharina van Hemessen Self Portrait  

(1548, Wikimedia Commons). Modified by Suzie Fewell 
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VOLUNTEER NEWS 

VICTORIA YURKOVA 

Victoria Yurkova likes to quote from her favourite  

writer, Max Frei: “You never know when you'll luck 

out”.  

A casual conversation with a friend led to Victoria's 

family moving from snow-covered Moscow to hot and 

sunny Adelaide, and an offer from another friend to 

have fun at an evening art class led to several years of 

art study and the following career change. Then a visit 

to the RSASA gallery on the advice of a friend ended 

not only with a membership in the society but, also  

active participation within it. 

Victoria joined our community less than a year  

ago, but has provided a significant contribution  

via her volunteer work. Initially offering help with 

photography of the exhibits, she later took under 

her wing social media coverage of the society,  

actively promoting it on Facebook and Instagram.  

“I respect volunteering as an integral part of Australian 

life. Each person has their own reasons for this.  

For me, volunteering in art groups is not only an  

opportunity to communicate with like-minded people 

but also a chance to improve my existing professional 

skills and gain knowledge in new areas,” says Victoria. 

She does not accept a formal attitude to work, either 

for money or volunteering purposes.  

She is always searching for creative problem solving 

and is ready to accept the challenge.  

In order to appropriately represent RSASA in  

social media Victoria mastered new techniques in  

photography, began to engage in videography, studies 

the principles of promotion in social networks, and 

constantly experiments with different content. 

"I am happy that our pages in social media have  

become more and more visible for people all over 

the world. They actively visit them, write comments, 

leave "likes" under the posts, and share images in 

their news feeds and stories", says Victoria. 

Victoria believes that creative people experience a lack 

of coverage of their activities. Magnificent exhibitions, 

concerts and performances are often not seen simply 

due to a lack of awareness. In addition many ordinary 

people are hesitant to enter a gallery, simply because 

they are not experienced in this type of entertainment. 

 

“When I invited some people to visit an exhibition, they 

asked “what should I wear?” or said “we have a very 

limited budget, we cannot afford a ticket"”. 

Victoria wants to use the almost unlimited possibilities 

of social media to make information about the cultural 

life of South Australia as accessible as possible.  

She dreams about a time when for ordinary people, 

attending cultural events will become a natural form 

of entertainment, like visiting sports games, pubs or 

spending time at the beach, and she is working on  

a new social media project dedicated to this idea. 

Working in this direction is time consuming, but is not 

the only thing Victoria likes to devote her time to. She 

constantly works on her personal art projects, recently 

focusing on creating unique textile-based jewellery.  

She participates in several art groups, exhibiting up to 

10 times a year in SA galleries. Victoria also assists her 

husband with his photographic work, writes a  

contemporary fairy-tale novel, volunteers as a  

photographer in school sports clubs for their children, 

and takes care of her large wonderful family.  

She only regrets that she is limited to a mere 24 

hours in a day and 365 days a year.  

 

Photo: Noor Alhussain 
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JOURNALING WORKSHOP 

As it is quite a while since I have done any watercolour 

sketching I was keen to do this four-hour workshop with 

Karan Hudson, who is incidentally President of Pastel  

Artists of South Australia, on Tuesday 18 January.  

It was held at the Athelstone Uniting Church and there 

were eleven participants. 

Karan first showed us her  

own travel watercolour kit,  

a tiny Windsor and Newton 

set, as well as describing 

some cheaper options for  

beginners.  

She had a huge range of 

journals, ranging from  

cartridge to watercolour  

and hand-made papers,  

all in small portable formats. 

We were able to look at  

copies of pages from her  

own journal; they were travel 

diaries, personal reflections, 

and field recordings of birds 

and flowers, incorporating hand-written text as well as 

watercolour illustrations, backgrounds or embellishments. 

As there were some people new to watercolour  

Karan started with exercises to familiarize us with  

the materials, showing us wet on dry, wet on wet  

and blending. All this was done quickly within an  

A4 format. 

She demonstrated what happens if you put down colour 

then spray it with water from a spray bottle, something I 

had never tried before. It results in a beautiful marbling  

 

 

 

and blending of colours, and I enjoyed this technique so 

much that I used it on nearly all my subsequent exercises.  

Karan next demonstrated sketching over the watercolour 

with a .4 water-soluble pen, using loose, expressive  

linework to achieve a fresh, informal result suitable for 

travel, bushwalking or jotting down personal images or 

reflections. This can also  

be sprayed with water to  

give a broken, informal feel 

to the linework.  

She also showed us a 

range of other materials 

including watercolour  

pencils and crayons,  

watercolour brush ink 

markers and a water-

soluble chalk marker, 

handy for white highlights.  

After doing some work from 

photographs supplied by  

    Karan we sat in the gardens  

    and sketched our own choice 

of subject in a small journal which had been provided for 

us to keep, along with a brush and marker pen. 

As a trained art teacher Karan was a wonderful  

instructor, always clear in her directions and giving  

participants plenty of flexibility when required.  

Everyone enjoyed the workshop and came away  

with plenty of ideas and techniques to go on with. 

There will be another workshop in April, so if you are 

 interested contact admin@cmla.org.au. 

Jenny Gregson 

Karan Hudson Demonstration piece  

(watercolour and pen) 

ART MATTERS 

The aim of art is to represent not the outward appearance of things, but their inward significance.  

 Aristotle 
 

He who works with his hands is a labourer. He who works with his hands and his head is a craftsman. He 

who works with his hands and his head and his heart is an artist.  

 Saint Francis of Assisi 
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WHERE DO COLOURS COME FROM?  

To perceive colour we need five things: illumination, 

surface, angle of reflection, eyes and the brain.  

Artists can influence and modify all five.  

Illumination is crucial, with our primary source being 

sunlight. Light produces the different colours, so much 

so that it is referred to as the paint-box of nature. But 

what is light? We can’t see it unless it enters our eyes. 

When the sun and the moon are both visible in the 

evening sky, we don’t see the sun’s rays illuminating 

the moon because those rays are not directed towards 

our eyes. 

There is still much to learn about light. The Danish  

astronomer Ole Roemer measured the speed of light  

at roughly 300,000 kilometres per second. In 1802 

Thomas Young demonstrated that if light passes 

through two slits onto a screen, the image shows that 

light has wavelike properties. Newton had earlier used 

prisms to demonstrate that different colours have  

different wavelengths, although he proposed that light 

is a stream of particles.  

We now know that both are true: light sometimes  

behaves like a stream of particles - photons - and 

sometimes like waves.  

In 1886 Michelson and Morley discovered that the 

speed of light is the same whether the earth is moving 

towards the sun or away from the sun in its orbit, and 

even if the light is at right angles to the motion of the 

earth. This is different from the behaviour of any other 

speed and may have led Einstein to his theory of  

relativity. 

What else can we learn from the sun?  

At sunset, the sun becomes first yellow and then red 

before disappearing below the horizon. The flames of 

fire show similar colours. Molten lava or steel also look 

yellow and then red. In 1901 Max Planck derived the 

mathematical relationship between temperature and 

wavelength and hence colour.  

We hear artists talk about warm and cool colours.  

This is not related to temperature, as for hot objects 

red is a lower temperature than blue, but to how it 

makes us feel.  

In a colour spectrum yellow is at the centre. Why from 

bright white do we suddenly go to the centre of the 

colour spectrum and follow one side of it? What are 

the differences between rainbow colours, which are 

due to the refraction of the sun’s rays, and sunset or  

 

 

sunrise colours which are due to dispersion through the 

atmosphere?  

The atmosphere acts like a filter or prism, and this  

alters the wavelength composition of the light. This 

means that at sunrise or sunset the light entering your 

eye has a higher proportion of red than during the 

middle of the day. This means that we see hues of red 

and pink on the clouds. If you observe carefully you 

will see a narrow band of green, then orange and red 

before the blue sky (see picture above).  

You may like to try a small experiment: look at a bright 

object or colour for a few seconds and then close your 

eyes. Apply slight pressure with your thumb and fingers 

on both closed eyes, then wait and see.  

Initially you may see a dark patch, but it disappears 

and you will see a kaleidoscope of various designs, 

figures and colours from pale blue, purple to red 

and green in various shapes, from dots to patches.  

Sometimes you see small objects lost in space,  

sometimes you are in a different world altogether with 

amazing bright and vibrant colours! If you don’t apply 

pressure on your eyes, to stimulate the cones in your 

retina, then you only see the negative image. For  

example, if you are in front of the computer screen 

then after closing your eyes you see a dark square.  

Try it yourself and see this colourful world with images 

better than any abstract painting, all with your eyes 

closed!  

Allan Gaekwad FRSASA  

Reference: Einstein by Carlos Calle, PhD; senior research scientist at NASA and author of 

Superstrings.  

Sunset 

Allan Gaekwad 
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IS MONA LISA REALLY SMILING? 

Until recently the blurring around the mouth of  

Mona Lisa was thought to be responsible for  

her mysterious, ambiguous and sometimes  

disappearing smile.  

Leonardo used sfumato, a painting technique which 

softens or blends the transition between colours and 

tones. It involves applying a subtle gradation so that 

the blended mixes melt into each other resulting in soft, 

hazy, blurred edges or ones that 

evaporate like smoke.  

This was in stark contrast to the 

Florentine School where subjects 

were heavily outlined, or to  

the broken colour of the  

impressionists. It was a very  

popular technique in the  

Renaissance and is used  

particularly for highly realistic 

flesh tones.  

In the Mona Lisa the skin was  

created by applying thin layers of 

transparent glazes of pure colour 

and/or mixes of a lead white,  

vermillion and an earth colour, 

and the shadows made using an 

opaque paint with dark pigments. 

However the neuroscientist Margaret Livingstone in 

her book “Vision and Art, The Biology of Seeing” 

advances another entirely different hypothesis for 

this ambiguity, based on our current understanding 

of the human visual processing system.  

 

 

 

Look at Mona Lisa’s mouth, then the background and 

then back at her mouth again, and then at her eyes.  

You may observe that she seems to smile when you 

look far away from her mouth and not when you 

look directly at it; in fact, according to Livingstone, 

her smile “must be differentially apparent in the  

different ranges of the image detail characteristic  

of different distances from the centre of the gaze”.  

While we have very fine 

visual acuity in the very 

centre of our visual 

field, our peripheral 

vision is low resolution; 

it gives us the sense of 

being better than it is as 

our eyes are constantly 

on the move.  

Livingstone found that 

the smile was more  

apparent in the coarse 

information component 

of the image coming 

mainly from peripheral 

vison. This could  

account for the fact that 

Mona Lisa mysteriously stops smiling when you look 

directly at her mouth.  

This gives her that special coy quality, as she seems to 

stop smiling when we look directly at her. 

Suzie Fewell FRSASA 

ART MATTERS 
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Leonardo da Vinci Mona Lisa  

(Wikimedia Commons) 

EŞREF ARMAĞAN  

Eşref Armağan (born 1953) is a blind painter of Turkish origin.  

Born without sight to an impoverished family, he taught himself to write and print. Using a braille stylus to etch 

the outline of his drawing, Armağan applies oil paint with his fingers and leaves it to dry fully before a new colour 

is applied, so that colours do not smudge.  

He was the subject of a study of human perception, which proved that a person who is blind from birth  

can develop absolutely normally without visual contact with the outside world. Another study showed that unlike 

other blind people whose visual cortex is used for verbal recall, his visual cortex is used for drawing tasks and not 

very much for verbal recall, just like sighted people.  

Wikipedia 
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TARGET $10K FUNDRAISER 

WE NEED YOUR HELP. 

RSASA invites members to be involved in raising funds 

to build back some revenue lost over the past two years 

by supporting scheduled exhibitions and other fund-

raising activities promoted by RSASA. 

The aim is to raise $10,000 by 30 June 2022.  

A big ask, so we need your help! 

We have commenced with the recent raffle, which 

raised $330, and the selling of books during the  

Summer Exhibition, which raised a further $248.  

See the results of the raffle below. 

RSASA is a flagship art society with a commitment  

to elevating art and artists in South Australia, with  

a focus on its members.  

You can assist us with a non-tax deductible donation 

sent to the gallery or paid directly to our bank  

 

 

account RSASA BSB 015-010, a/c 6058 61014  

BSB 915 010, or by placing cash in the donation box 

as you enter the gallery. Any monetary contribution 

will be greatly appreciated. 

RSASA owns a number of works by Malcolm Carbins, 

some of which will be offered for sale during the  

Malcolm Carbins (1921-2002) exhibition, to be held 

from 18 March to 2 April. Proceeds will go to the  

Target $10K fundraiser. 

In addition, money raised will assist with the  

payment of prizes in exhibitions which enrich the 

overall status of the Society, defray some of the  

day to day running costs and enable continued  

improvements to the Gallery space. 

Thank you in advance for your assistance. 

Finance Team 

RSASA EVENTS 

Congratulations to Roswitha Christin who won the Malcolm Carbins painting Beach Shacks (above),  

valued at $500, in the raffle which was drawn on Thursday 13 January. 

Second prize was a shawl woven by Bev Bills to the value of $165, which was won by Marcel Grguric. 

Stephen Stock won a $50 bottle of wine donated by Liz Steveson FRSASA for third prize,  

and fourth prize, an art book worth $40 and donated by Adam Dutkiewicz FRSASA, was won by Janet Sweeney. 

Congratulations to all the winners and thankyou to everyone who donated prizes and bought tickets. 

Malcolm Carbins Beach Shacks  

(oil, 38 x 48 cm, 1962, photo Doris Unger) 

RAFFLE RESULTS  
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ARTISTS’ VOICE 

The Artists’ Voice exhibition was held from  

29 October to 20 November. 

The group comprised RSASA Fellows Betty Anderson, 

Bob Landt, David Braun, Kon Heyer and Philip David, 

RSASA Member Terry MacDermot, and artists Barbara 

Chalk, Kit Neave, Peter Surguy and Ron Orchard.  

The People’s Choice Award was won jointly by David 

Braun for Guarding the Boundary and Barbara Chalk 

for Collared. 

Photos pages 18 to 22: Victoria Yurkova 

Bob Landt Storm (mixed media, 69 x 84 cm) 

David Braun When are the Angels 

Nearest (pen, 104 x 75 cm) 

KALORI | February 2022 

Betty Anderson Patience (oil, 40 x 50 cm) 

Philip David Dan Withey #2  

(acrylic on board, 90 x 60) 

Kon Heyer Devastation  

(stains on foil 110 x 78 cm) 

Terry MacDermot Towards the Flinders Ranges 

 (mixed media, 65 x 85 cm) 
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David Sinclair Carved and Cast Form From 

Nature (redgum and bronze, 207 x 70 cm) 

BIG AND BRIGHT 

The summer exhibition Big and Bright was held  

from 10 December 2021 to 15 January 2022. 

Highly Commended Awards were won by Ying Chen, 

David Sinclair and Peter Westerhoff FRSASA. 

Commended Awards were won by Bente Andermahr, 

Kim Long Dang FRSASA, Adam Dutkiewicz FRSASA,  

Graham Dunstan, Philip David FRSASA, Marilyn  

Jacobs FRSASA and Heather Lorenzon FRSASA. 

Merit Awards went to Josh Baldwin, Mirella Bordignon

(x2), Hamish Fleming, Makram Iskander FRSASA,  

Zenon Karolczuk, Kim Long Dang FRSASA and  

Thea Popoff. 

Kim Long Dang Melbourne Spring (lacquer, 61 x 81 cm) 

Ying Chen Catch  

(watercolour, 52 x 42 cm) 

Peter Wesrerhoff Iddi (oil, 61 x 45 cm) 
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Adam Dutkiewicz Mid Winter  

(oil, 102 x 85 cm) 

BIG AND BRIGHT (CONTINUED) 

 

Bente Andermahr 14 M  

(digital photograph, 40 x 60 cm) 

Philip David Bob (oil, 98 x 98 cm) 

Heather Lorenzon Desert Magic  

(acrylic on board, 45 x 55 cm) 

Graham Dunstan Conductor (oil, 60 x 45 cm) 
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Hamish Fleming Stagnant Body (mixed media, 60 x 100 cm) 
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Mirella Bordignon Get the Ball, Get the Ball  

(charcoal and pastel, 62 x 82 cm) 

Marilyn Jacobs White Ibis 

(watercolour 54 x 34cm) 

Josh Baldwin The Gardener (oil, 50 x 45 cm) 

Josh Baldwin Courtney’s Locket (oil, 50 x 60 cm) 

Mirella Bordignon You Can Run But You Can’t Hide  

(charcoal and pastel, 62 x 82 cm) 

Zenon Karolczuk Peony in Bloom (oil, 120 x 150 cm) 
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Thea Popoff Malaniea (pastel, 40 x 78 cm) 

GATHER 

Works by historical Fellows of RSASA Dorrit Black,  

Dora Chapman, David Dridan, Lidia Groblicka, Mary 

P Harris, Hans Heysen, Alexander Kerr, Max Ragless 

and Freda Willing were shown at the Burra Gallery 

from 4 November to 19 December 2021. 

RSASA stepped in to fill a gap left by a cancellation  

in the gallery’s timetable, and curated works from  

the collection, as well as works from the collection  

of Bob Landt FRSASA. 

The exhibition was opened by Bob Landt on an evening 

marked by thunderstorms, torrential rain, flooding and 

power blackouts, however the opening went ahead 

and was a great success. 

Hans Heysen Rolling Hills of the Flinders  

(pencil, 13 x 20 cm) 

Above right: Kim Long Dang North Terrace  

(watercolour, 65 x 90 cm) 

Right; Makram Iskander Abstract Vision  

(terracotta, 34 x 31 x 35cm) 
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BIG AND BRIGHT (CONTINUED) 
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Cameron Longshaw 177 (multimedia installation) 

UNI SA CREATIVE - CONTEMPORARY 

ARTS PROGRAM 

Uni SA students Emily Anderson and Cameron 

Longshaw exhibited work between 21 January 2021 

and 5 February 2022 through the M & M Carbins 

Trust. 

Emily is an artist, teacher and architect. She works with 
pre-school children and finds inspiration in the way 
children see and explore the world around them 

Her art practice indulges her passion for storytelling 
and creating by documenting her observations of the 
world through printmaking, photography, collage and 
sculpture. 

 

 

 

Emily’s work is a personal narrative informed by her 
architectural background, teaching young children, 
and everyday life experiences. Linking art, natural  
science and an interest in collections, she strives to 
make artworks that appeal to both adults and children.  

The work You are Here addresses concepts of place 
and time, reflecting on the past, present and future  
by inviting viewers to undertake a journey through the  
Institute Building and interact with the space. 

Are you here? Acknowledge your presence and 

leave your mark. 

Cameron is a professional photographer with 

an interest in working with light. 

Drawing on skills developed as a photographer, 
he is developing a vocabulary working with  
multimedia installations. 

His work 177 is based on a historical incident.  
In 1836 one hundred and seventy-seven books 
were shipped in a metal box from England to 
the new colony of South Australia. The box  
was unfortunately dropped in the harbour upon  
unloading and then retrieved. They were the 
seed of Western knowledge in this Kaurna land. 

177 contemplates the progression of history 
through the prism of light technologies and art 
colour palettes that this gallery has witnessed 
over the decades. 

Photos: Jenny Gregson 

Emily Anderson You Are Here (tulle, linoprints) 
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EXHIBITIONS 

Allan Gaekwad Adelaide Artist - John Dowie  

(watercolour) 
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RISING SUN INN

A group of RSASA Fellows showed work at The Rising 

Sun Inn between November 2021 and February 

2022. 

They were Colleen Duffy, Allan Gaekwad, Jennifer 

Hockey, Marilyn Jacobs and John Panteladis. 

The artists who were present at the opening spoke 

about their backgrounds, and what inspired them to  

get involved with art. 

 

ART PRIZE SPONSORS PROJECT PARTNERS  

CORPORATE  
SPONSOR 

THANK YOU TO OUR SPONSORS


