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Exploring the Monash Art, Design and Architecture community of creative thinkers, makers and professional practitioners.



Monash Art, Design and Architecture is a bold and  
future-focused community of thinkers, makers and 
innovators. We combine creativity with critical thinking  
to better understand our contemporary landscape and 
find tangible solutions to the global challenges of our age.

Our students are the next generation of artists,  
designers and architects. We connect them to world-
leading academics and industry practitioners, and  
equip them with the necessary skills and knowledge  
to break new ground and forge meaningful careers 
across diverse creative fields. 

From a life-saving portable brain scanner to socially  
and environmentally sustainable housing models  
to artworks that tackle the ecological emergency – 
our students, staff and alumni are making tomorrow 
possible. We are immensely proud to share some of  
their career journeys and achievements with you here  
in HORIZONS. I encourage you to read these stories  
and see for yourself the positive impact their work  
is having on a global scale – and the immeasurable  
value of creative thinking and practice.

Shane Murray
Professor and Dean 
Monash Art, Design and Architecture
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Kickstarting a career in the creative 
industries requires planning, 
preparation and a few pearls of wisdom. 
Here, we pair Monash Art, Design and 
Architecture graduates with leaders in 
the field for a series of conversations 
about how they found their feet, lessons 
learnt and the future of creative work.
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Walking 
Between 
Two Worlds

Place and personal experience are a rich source of 
design inspiration in architecture, and Palawa woman 
Sarah Lynn Rees, lead Indigenous advisor at Jackson 
Clements Burrows (JCB) and lecturer at Monash 
University, is an exemplar of utilising these principles. 

Sarah has a wealth of knowledge that comes from 
valuing the opportunity to listen to others and 
observing her surrounding environment. She shares 
this attention to community, culture and Country 
through her design work, as well as through special 
projects that enhance engagement between her  
two worlds, such as the BLAKitecture talk series  
she curated for MPavilion in 2022. 

As a recent Master of Architecture graduate from 
Monash Art, Design and Architecture, I was excited 
at the opportunity to listen to and learn from such 
a strong presence in the field. I’m fascinated by the 
diverse engagement Sarah has with people in and 
out of the industry, and the way these connections 
inform her design work. Her ability to project a voice 
enlightens my own thinking about architecture.

For me, speaking with Sarah amplified a simple truth: 
architecture thrives when we share our experiences 
with others. 

Sarah Lynn Rees 
Architect and Palawa woman

Interview: Declan Murphy

Image: Sarah Lynn Rees at the JCB Office. Photography: Amelia Stanwix.8
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I ended up working with the late Will 
Alsop in his practice aLL Design for two 
years. Design has never been so fun. 
Imagine team meetings with a couple of 
bottles of wine, some classical music, a 
paint wall and genuine equity of voice 
regardless of experience. Will was a 
teacher and he taught me that I didn’t 
have to fit the mould that had been 
impressed upon me.

Leaving was incredibly difficult, but I 
wanted to come home. Will handwrote me 
a reference letter, which in true Will form 
ended with the words, “Sarah is bellig-
erent, in a good way.” Upon returning to 
Australia I tried a few different things – 
architecture, teaching, research, consult-
ing, curating public talks – not quite 
 sure how I fit into the world anymore, 
but knowing that I wanted to find ways 
to Indigenise the built environment.

Ultimately, I’ve ended up back where 
I started, with the people who first gave 
me an opportunity way back in third year 
[of university], JCB. I am now an Asso-
ciate and run our Indigenous Advisory 
Architecture and Design team. Every-
thing I do is geared towards indigenis-
ing the built environment. This includes 

practice, lecturing and indigenising the 
curriculum at Monash, curating a talks 
series called BLAKitecture at MPavillion, 
and acting as co-chair alongside Profes-
sor Paul Memmott of the AIA (Austra-
lian Institute of Architects) First Nations 
Advisory Working Group and Cultural 
Reference Panel.

You are passionate about the  
indigenisation of the built environ-
ment – can you briefly explain this, 
and how your advocacy in this space 
plays out in your working life?

Well, firstly and fundamentally, it is not 
just my advocacy, it is the advocacy of 
generations of Indigenous peoples that 
fought to have a voice and stand up for 
their values in a world that was specif-
ically designed to silence and remove 
them. Their strength and perseverance 
have forged paths for the community 
of Indigenous built environment practi-
tioners today, who are working to make 
Country, culture and community real for 
our profession.

In terms of how this plays out in my 
working life, separating cultural respon-

sibilities, identity and values from one’s 
profession is something you can be 
conditioned to do, but it’s not sustain-
able. I know that I am very fortunate to 
live in this time, to work with people who 
listen and who support people like me 
to develop and articulate what bringing 
Indigenous and non-Indigenous worlds 
together means for the way we practice 
architecture.

It’s not uncommon to hear Indigenous 
people say they walk in two worlds. This 
is very true for me, but in some ways 
that’s what keeps me going, bringing 
these two worlds closer together, so that 
those who come after us don’t have to – 
as our ancestors did for us.

Tell me something you didn’t know 
about the industry before you  
worked in it.

Everything!

How do you approach the beginning 
of a new project?

By asking whose Country it resides within  
and seeking to understand the values  

Hi Sarah – let’s get straight into it! What 
did you study at university and why?

On the surface, you could say the reason 
I chose to study architecture is the clas-
sic cliché: my dad is a builder. However, 
I am far more interested in understand-
ing the fundamental reasons why we do 
what we do. Half of my childhood years 
were spent traveling around Australia 
in a four-wheel drive and caravan, the 
other half in a house that was being 
constructed around me – quite literally. 
Dad and I recently went through some 
old photographs, and he showed me 
how he built the new house around the 
old house before dismantling it.

The idea of creating built environ-
ments was a fascination for me from 
a very young age. I particularly loved 
watching the design thinking process, 
the imagining of 3D realities, drawn  
and redrawn on reams of paper. I enjoy 
the complexity of it, the drive to always 
find a better way, then the move from 
paper to the workshop and watching  
the lines come to life in real time.  
The first time I saw something I drew 
come to life as a built form was an 
incredibly affirming moment.

Years later, the fundamental remains:  
a beautifully complex problem to be both 
designed and solved. However, the driv-
ers are different. The reality that I now 
get to spend my days bringing together 
Country, culture and community with 
design was not even a conversation 
when I chose to study architecture.

What were your first moves  
after graduation?

The plan was to take a year out and 
work full-time before starting my 
master’s degree. If I’ve learnt anything 
it’s that whatever plan you make, it will 
change. Shortly before I started working, 
I received an email from student services 
suggesting I apply for the Charlie Perkins 
Scholarship to study at Cambridge or 
Oxford in the UK. If I’ve learnt anything 
else, it’s that there is no harm in trying 
and putting yourself out there when an 
opportunity comes along. I got in, and 
left for the UK.

The master’s degree is a little differ-
ent at Cambridge; it’s described as a 
sandwich. You propose a topic you are 
interested in studying and that becomes 
the project you work on for two years.  

The first third and the last third of your 
time are spent at university and the 
middle third is spent undertaking field-
work relevant to your topic. I chose to 
study government housing programs in 
remote Aboriginal communities and had 
the opportunity to spend six months 
living, working and studying in Yuen-
dumu, a Walpiri community about 300 
km northwest of Alice Springs.

My time there and the people I met 
taught me too many things to list, but 
perhaps the most important is that 
community is life, and that we must 
maintain our values no matter what life 
throws at us.

Upon the completion of my master’s 
degree, I had four months left on my 
UK student visa, which allowed me to 
work, so once again I said, “No harm in 
trying.” I remember sitting down to a list 
of 100 practices, opening every single 
website in its own tab and, by process 
of elimination, closing every practice 
that didn’t interest me or align with my 
values. I ended up with two tabs open. 
I sent emails to the directors of both, 
got a call the next day, an interview the 
day after that and a job on the spot. 

Images: N’arweet Carolyn Briggs AM and Sarah Lynn Rees, Gathering Space: Ngargee Djeembana, 2021, installation view, Who’s Afraid of Public Space?, 2021– 22,  
Australian Centre for Contemporary Art, Melbourne. Courtesy the artists. Photography: Andrew Curtis.Image: Declan Murphy and Sarah Lynn Rees at the JCB office. Photography: Amelia Stanwix.10 11
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and rights of that Country and how,  
at a minimum, we can do no more harm 
to her. Also, ideally, by asking when 
we can work with Traditional Custodi-
ans to respect, honour and celebrate  
their Country.

Sometimes we have the privilege 
to work in partnership with and learn 
directly from the Traditional Custodi-
ans; other times the realities of clients, 
budgets and timeframes don’t allow this. 
Regardless, every project for me starts 
with respecting the Country it will reside 
within, in as many ways as possible.

What strategies do you employ to 
communicate design ideas to people 
without a design background?

Remove your own ego. Unless you are  
designing your own home (and even then, 
you are still designing on someone’s 
Country which is most likely not your 
own), you aren’t designing for yourself.

We need to listen before we speak, 
observe before we draw and remember 
that the built environment is more than 
just designing for humans. We have a 
fundamental responsibility to all living 
things. Perhaps the biggest difference is 
what each of us consider to be alive.

Regardless, it is always important to 
act with integrity, remove ego, listen, find 
common ground and delete jargon from 
your vocabulary.

What about architecture keeps  
you curious?

Every day is different, every day brings a 
new challenge, every day there is some-
thing to learn about the world and your-
self, every day we have the opportunity 
to contribute to creating a better future. 
If you asked the eight year old in me… 
every day there is the possibility that a 
line that was drawn will one day soon 
become a reality.

Where do you find inspiration?

Country.

What’s the best piece of professional 
advice you’ve ever been given?

Question everything.

Do you have any kernels of wisdom 
for emerging graduates?

Take the time to understand who you are, 
what your values are, where you come 
from and your identity. Then question it. 
Make sure it’s really yours and not just 
something you learnt or inherited without 
understanding why. This process helps 
you to understand what your biases are 
(we all have them) so you can work to 
stop them preventing you from listening 
to someone whose reality is different to 
yours. It will make you a better designer 
and a better human

Declan Murphy is a Graduate Architect at  
MA Architects. He graduated with a Master  
of Architecture from Monash Art, Design  
and Architecture in 2020. 

Sarah Lynn Rees is Senior Associate and  
Lead Indigenous Advisor at Jackson Clements 
Burrows Architects, Program Consultant at 
MPavilion, Co-Chair of the Australian Institute  
of Architects First Nations Advisory Working  
Group and Cultural Reference Panel and  
Lecturer at Monash Art, Design and Architecture.

It’s not uncommon to hear  
Indigenous people say they 
walk in two worlds. This is 
very true for me, but in some 
ways that’s what keeps me 
going, bringing these two 
worlds closer together, so 
that those who come after 
us don’t have to – as our 
ancestors did for us.
– Sarah Lynn Rees

Image (above): BLAKitecture, MPavilion, 2022. Photography: William Hamilton-Coates.  Image (below): BLAKitecture, MPavilion, 2018. Photography: Alan Weedon.Image: Sarah Lynn Rees at BLAKitecture, MPavilion, 2019. Photography: Anthony Richardson.12 13
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Finding your 
Groove

I couldn’t believe my luck when Callum Morton  
agreed to supervise my PhD. With an international 
career spanning over 30 years, Callum is a renowned 
contemporary artist and a pioneer of the monumental 
form. He was Australia’s representative at the 52nd 
Venice Biennale in 2007, and his artwork is a part of  
over 15 collections around the world. I was thrilled and 
eager to commence a multi-year supervision journey 
with someone of his artistic and professional calibre.

As a first-year fine art student over a decade ago,  
I had walked past Callum’s 2010 galvanised steel 
installation, Silverscreen, every day of my studies at 
Monash University. I’d also driven past his remarkable 
2008 installation, Hotel, countless times on the EastLink. 
Each time I’d marvelled at these works, I wondered  
how Callum’s distinguished career had all begun.  
How someone could actually forge a sustainable  
career as an artist in Australia was a mystery to me  
– a mystery that now propels my doctoral studies.

While Callum may describe himself as ‘Mr Doom’,  
I walked away from our conversation with a sense  
of his courage and fierce determination to pursue  
a career as an artist.

Callum Morton 
Artist and professor 

Interview: Grace Slonim

Image: Callum and Grace beneath Silverscreen 2010,. Photography: Amelia Stanwix.14
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Tell us something you didn’t  
know about the industry before  
you worked in it.

I didn’t know how simple it was to start 
your own platform and make your own 
publics. I thought that you needed to 
wait for the knock on the door from 
someone with the power to offer it to 
you. I didn’t know how determined 
Australian artists are to connect with 
international communities, and how 
international communities perceive and 
interpret Australian art. I didn’t know that 
being an artist would be a challenging 
career path. I didn’t know that series four 
paints were so bloody expensive.

You’ve been making art and 
exhibiting since the ‘90s. How  
has the Australian art landscape 
changed over this time?

I think art is always in flux but of course 
the biggest change is the effect that 
online platforms have had. No one in 
the art world could see it back then and 
without question it has had an enormous 
effect on the subject and form of work 
being produced, where and how it is 
produced and the way it circulates.

This revolution has changed every-
thing, both good and bad. Previously 
marginalised voices are being heard 
loudly now and the access and inclusion 
enabled by social media is changing the 
audience and the institutions.

But while we are seeing a lot of great 
work, beautiful work, confronting work, 
work that makes us rethink what we do 
and how we should live now, there are 
piles of junk too. Our filters are being 
reshaped but we need a critical lens to 
sift through this. I still want to see work 
that operates on multiple levels, that 
negotiates complexity.

What’s been a career highlight  
for you?

Still waiting for it. It’s coming. The Venice 
Biennale was great.

What excites you the most about  
the work you do?

I’m not one to walk around all excited, 
I’m more the doubting Dr Doom type. 
However, I do like the possibility of 
whatever work I’m chasing at any given 
moment, even if it’s difficult. I like letting 
all the connections form around a work 

and allowing them to fester. And I really 
like finding a crystalline idea for a work in 
the midst of all this. It’s rare.

What’s the best piece of professional 
wisdom you’ve ever been given?

Howard Arkley told me once that you 
need to sort out the money first, other-
wise you’ll never get anything done for all 
the worry. That’s as true today as it was 
then, in the 90s. Trust the ideas that keep 
recurring in your mind over and over, no 
matter how dumb you think they are. 
They will form you. Keep your brushes 
clean. Read the contract closely. Build it 
slowly, there’s time.

What advice do you have for 
emerging graduates that you wish 
you’d known at that stage in your 
career?

I would suggest that it is important to go 
to the place your imagination wants to 
take you and don’t be persuaded other-
wise. Simply go there, don’t be timid.

Grace Slonim is a unit coordinator and PhD 
candidate at Monash Art, Design and Architecture, 
researching the landscape of Australian arts funding. 

Professor Callum Morton is a contemporary 
artist, Practice Professor in Fine Art at Monash Art, 
Design and Architecture, Director of Monash Art 
Projects (MAP) and Chair of Gertrude Contemporary.

What was the first artistic job you 
had after university?

Being an artist is a job. Every job I have 
ever had outside of making art has 
been to give me more time to sustain 
my practice, which has always been my 
main preoccupation. So, after art school,  
I got a studio apartment in a building in 
a laneway behind Chapel Street in Prah-
ran with other more established artists – 
including Kerrie Poliness, Melinda Harper  
and Gary Wilson – and started to make 
and exhibit work in a gallery they estab-
lished called Store 5. Being in the studio, 
whatever kind, was the job.

Have there been times in your  
career when you’ve had to support 
your creative practice with non-arts 
related work?

Most artists I know have had other jobs 
in the world to support their practice. 
The trick is to find a job that you enjoy, 
that allows you the most flexibility and 
pays you a decent wage.  

After art school I worked in the book 
trade for many years before teaching 
casually at university. In the book trade, 
I would work three to four days a week 
and then would devote evenings and 
weekends to my art practice. I was 
lucky to be around a group of artists at  
Store 5 who were all very enterpris-

ing, and most at a more mature stage 
of their careers than me. This included 
artists like Kathy Temin, Constanze 
Zikos, Tony Clark, John Nixon, Marco 
Fusinato, Stephen Bram, Angela Bren-
nan, Elizabeth Newman, Gail Hastings  
and many others.

This experience changed the way I  
thought about art production and exhi- 
bition – it taught me to trust the nagging 
rogue idea, to try out new things, that  
I could work quickly and that exhibiting 
was an important part of ongoing prac-
tice. It taught me the value of exper-
imenting. I’m not sure I believe all of  
it anymore because it didn’t teach  
me to slow down, but it was an import-
ant disruption.

Working around books was very stim-
ulating and reading has always fuelled 
my practice. It generates lots of ideas 
for work. Similarly, teaching is also stim-
ulating – discussing work with students 
invariably charges your own thinking and 
I love seeing students evolve their work.

When I took on the role of Head of 
Fine Art [at Monash] and embedded 
myself more deeply in the academy, it 
did change my practice. I kept working, 
doing shows and other projects of course, 
but became particularly interested  
in largescale public art projects and the 
potential of this at-times problematic 
space. I started a research lab in Fine Art 
called MAP (Monash Art Projects), with 

an ambition to work with the excellent 
community of artists, thinkers and cura-
tors at Monash to apply a critical lens to 
this field of practice. This has included 
working with artists like Emily Floyd, 
Daniel von Sturmer, Brian Martin, Manon 
van Kouswijk, Brook Andrew and Kathy 
Temin, among others, all of whom have 
or are in the process of realising major 
permanent public projects through MAP, 
including myself. 

It has also included working closely 
with MUMA (Monash Museum of Art), 
who have curated a very important suite 
of public art projects across the Clayton 
and Caulfield campuses and have been 
working in this space for over 60 years.

What challenges have you faced  
in pursing your artistic career?

Making work is a constant challenge. 
I feel like I’m often starting again with 
every work I make. It often feels fugitive 
and difficult to grasp and can be lost as 
quickly as it is found. Then sometimes it 
feels like the easiest thing in the world.

After I did the Venice Biennale I had 
a number of opportunities in Europe 
fall over because of the global financial 
crisis (GFC) and that was disappoint-
ing. Failing is a necessary discomfort, I 
guess, and I’ve had my fair share of fail-
ures to overcome.

Trust the ideas that 
keep recurring in your 
mind over and over, 
no matter how dumb 
you think they are. 
They will form you. 
– Callum Morton

Image: Kosloff Architecture and Monash Art Projects (MAP), external building skin and entry into Monash Building 17. Monash Public Art Commission 2018.  
Location: 18 Innovation Walk, Monash University, Clayton Campus. Photography: Andrew Curtis.

Image: Callum Morton, Silverscreen, 2010, galvanised steel, LED lights. The Marc and Eva Besen Commission, 2010. Location: Monash University Museum of Art,  
Buildings F & G, Caulfield Campus. Photography: John Brash.16 17
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Taking the 
Creative Path 
Less Travelled

Design can take us down so many paths, some 
conventional and some unexpected. Through design,  
we have the power to make real impact. That is what 
CEO of LGBTQIA+ youth organisation Minus18 and 
Monash University alum, Micah Scott, set out to achieve 
upon completing his undergraduate degree in design.

Throughout his career, Micah has led positive social 
change, particularly within the LGBTQIA+ community. 
Drawing upon his creative background, he creates 
tangible pieces of communication that encourage  
a sense of understanding and belonging.

As a recent graduate, I am now in a similar position 
Micah was in over 10 years ago – excited at the 
prospects of a future in design, but unsure as to  
how that might take shape. So I asked Micah how  
he found his place in the industry, and how he  
drives social change through his design work.

Micah Scott 
Graphic designer  
and not-for-profit CEO

Interview: Kieran Medici

Image: Micah and Kieran in the atrium of the Victorian Pride Centre. Photography: Amelia Stanwix.18
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Hi Micah! Your work is so 
multifaceted – is the work you’re 
doing today what you imagined  
you would be doing when you  
were younger?

For as long as I can remember I wanted 
to be a graphic designer. In high school, 
I would regularly create bits and pieces 
of design for fun: album covers for 
made-up bands, customised Myspace 
profiles for my friends, that sort of thing.

The process of design – taking an  
idea or concept and turning it into a 
tangible product that other people 
connect with – really ignited a passion 
within me. It never felt like work and I 
was filled with excitement whenever  
I dreamed of the possibility of turning 
that passion into a career.

Did you learn any valuable lessons  
in your first job out of university?

Growing up, my mum led the Sunday 
school at our church for over a decade. 
She did this entirely as a volunteer and 
would rope me into designing certifi-

cates and banners for the other kids. 
The value of volunteering your time and 
giving back to your community was 
instilled in me as part of this process.

I feel like this philosophy stuck with 
me through my studies and beyond, 
as I volunteered at university and for 
community organisations. None of these 
were explicitly graphic design related, 
but once I started I would see oppor-
tunities to offer my design experience –  
a sign, flyer, poster, anything really. 
Usually for free at first, before slowly 
working up my confidence to navigate 
paid work.

This process really taught me to beli- 
eve in myself and my work, which was  
fortunate. The risks were low, I was allow- 
ed to make mistakes and I was design-
ing for people I knew and understood.

How and why did you decide to 
work in the not-for-profit sector?

The main organisation I dedicated my 
time to was Minus18, a youth group 
holding underage events for queer teen-
agers. When I came to terms with my 

sexuality, Minus18 was the place I made 
my first queer friends – it truly changed 
my life, being surrounded by others who 
accepted me during a time when I found 
it difficult to accept myself.

Volunteering at Minus18 seemed like 
a no-brainer, and I soon became the 
lead volunteer while studying at Monash. 
In 2010, the final year of my degree, 
there was a lot of media attention on 
high schools in Australia not allowing 
students to take same gender partners 
to their school formal or debutante ball.

Feeling heartbroken and frustrated, 
I led Australia’s first Queer Formal – 
an event for over 200 of these young 
people, allowing them to have a high 
school formal experience without fear  
of judgement or discrimination. The 
event grew bigger than I ever antici-
pated, and we sent posters and flyers to 
schools reminding them of their require-
ment to protect their students from 
discrimination.

What’s the best piece of professional 
advice you’ve ever been given?

I remember sitting in class shortly after 
talking to Head of Design Gene Bawden 
about my plans after graduation. Up until 
that point, it had never fully occurred  
to me that my degree in design could 
translate across to the not-for-profit 
sector. That conversation really opened 
my eyes to the fact that I could turn it 
into my career.

I thought I may as well give it a go, 
right? I gave myself one year after grad-
uation to volunteer almost full time for 
Minus18, taking on freelance graphic 
design jobs to pay rent. Finally, at the end 
of 2011, I led the team that created the 
Minus18 Foundation – the first national 
charity specifically for LGBTQIA+ youth. 
We host events, inclusion training and 
awareness campaigns.

Your career right now is not a 
traditional path out of a design 
degree. How does your background 
in design help with the work you  
do today?

Minus18’s mission is to create an Austra-
lia where LGBTQIA+ young people 
belong, and the only way we can truly do 
this is by connecting to hearts and minds 
across the country – young people, 
schools and families alike. How we have 
these conversations in a way that is 
accessible to different audiences, makes 

Design is a powerful 
tool in building 
connection… we 
implement this in our 
work to help break 
down the stereotypes 
and biases we’ve 
developed.
– Micah Scott

the apathetic feel connected and breaks 
down stereotypes – that right there can 
be interpreted as a design and commu-
nication challenge. Design is a powerful 
tool in building connection to and valid-
ity in what you’re communicating – at 
Minus18 we implement this in our work 
to help break down the stereotypes and 
biases we’ve developed.

The same is even more true for 
communicating directly with LGBTQIA+ 
people. Think about the portrayals of 
LGBTQIA+ young people in the media 
over the past decade, especially trans 
and gender diverse people – there’s 
hardship, discrimination and sadness 
woven into almost every story. While 
many of us experience this, we are more 
than our adversities.

To show that being LGBTQIA+ can 
be a journey of self-acceptance, joy and 
connection – especially for young people 
growing up in regional or remote areas – 
is in itself an act of revolution.

What professional challenges or 
hurdles have you experienced and 
how did you overcome them?

In the lead up to the marriage equality 
survey in Australia, the vocal opposi-
tion to LGBTQIA+ inclusion became 
more mobilised and better funded – 
particularly against transgender youth. 
The success and visibility of Minus18’s 
teacher resources, posters and digital 

support around the country caused us to 
become the target of attacks from those 
who disagreed with us. As our message 
is so focused on positivity, community 
and creating a world where LGBTQIA+ 
young people know that they belong,  
I was naïvely shocked at how vicious 
and constant the attacks were.

Conservative politicians and lobby-
ists called us paedophiles (a tactic 
commonly used against our commu-
nity), they threatened to protest our 
youth events and people showed up at 
our work unannounced to harass me. 
But it was our community of allies – the 
teachers, workplaces and families – all 
over the country that got me and the 
team through it. They shared messages 
of support and even turned up at events 
to shield our young people from conser-
vative protesters (who, for the record, 
never had the courage to show up).

Do you have any advice for  
emerging graduates?

The scary thing about starting out is 
building confidence in your work and 
ideas. The catch 22 is that it’s difficult 
to build your confidence without trying 
– and trying means giving ideas a go 
that don’t work out, sometimes spectac-
ularly. Community work is such a great 
way to try something new and build that 
confidence or experience as you go. If 
there’s a cause that ignites your passion, 

put your hand up and give it a shot.  
You might just find your new career.

What excites you the most about  
the work you do?

There’s something incredibly special 
about working with a school or a work-
place and seeing a transformation 
unfold. A poster can lead to a conversa-
tion, which can lead to inclusion training, 
which can lead to a parent better under-
standing their LGBTQIA+ child.

Every moment of work has a real life 
impact and seeing this in action is just 
the best.

Kieran Medici is a Junior Graphic Designer at 
Heads and Tales Content Agency. She graduated 
from Monash Art, Design and Architecture with  
a Bachelor of Communication Design in 2021. 

Micah Scott is the founder and Chief Executive 
Officer of Minus18, Australia’s youth-driven charity 
for LGBTQIA+ young people. Micah completed  
a Bachelor of Visual Communication at Monash  
Art, Design and Architecture in 2010.

Image: Micah Scott welcoming guests to the Queer Formal, 2019. Photography: Minus18.Image: LGBTQIA+ young people at Minus18, hanging out in Collingwood. Photography: Minus18.20 21
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Pushing 
Against the 
Status Quo

Challenging the way people live, work and  
practise architecture seems to come as second 
nature for Timothy Moore – Senior Lecturer at 
Monash Art, Design and Architecture and director 
of Sibling Architecture. With polymathic experience 
across architecture, arts and commerce, Timothy 
demonstrates a refreshing, critical-thinking  
approach to making spaces more equitable. 

Sibling approaches each project as an opportunity-
finding exercise, enabling the emergence of a bold  
and compelling visual language. In their hands, 
architecture becomes a tool for transformation.

As a recent Master of Architecture graduate from 
Monash Art, Design and Architecture, now working  
in practice, I’m inspired by Sibling’s dynamic 
approach to considering new ways of engaging 
with architecture and society. No doubt many other 
students and young professionals will benefit from 
Timothy’s creative enthusiasm and insight into the 
complexities and joys of the field.

Timothy Moore 
Designer and curator

Interview: Haroula Karapanagiotidis

Image: Timothy Moore and Haroula Karapanagiotidis at Monash Art, Design and Architecture. Photography: Amelia Stanwix.22
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What did you study at university  
and why?

I’m a perpetual learner. I have stud-
ied degrees in architecture, arts and 
commerce, which culminated in comple-
ting a PhD in architecture in 2021.  
What drives me is an interest in how the 
world is constructed and how to inter-
vene to make things more socially and 
economically equitable.

Study in architecture provided me 
with multi-scalar and -temporal skills – 
thinking across time and space. These  
skills are translatable across many 
careers in the built environment, and 
perhaps many careers yet to be invented. 
In particular, building becomes a way  
to think through complex ideas that  
have tangible impacts in the world, from 
the scale of the building to the scale  
of the city.

What was the first job you had after 
university, and what valuable lessons 
did you learn there?

I began working in an architecture  
office in my third year of university, and 
since then I have worked in several 
offices – in Amsterdam, Berlin and 
Melbourne – before working as a direc-
tor at Sibling Architecture.

The most valuable lesson, and an 
obvious one, is to show self-initiative. 
Don’t wait to be asked. It’s also the same 

in practice. Don’t wait for the phone to 
ring. Don’t wait for government to catch 
up with policy. Architecture trains you to 
think through action – so get on with it.

What’s the best piece of professional 
advice you’ve ever been given?

Aim high for the position you want – even 
if you feel you are not qualified. Put your 
CV, and face, in front of people, even  
if you don’t want the job or feel like it is 
not the right timing. It may lead to oppor-
tunities down the track.

How did you build your  
professional networks?

I was a bit of an extracurricular fanatic 
at architecture school. I co-founded 
an architecture talk series at univer-
sity (which is still going), made my own 
publication, volunteered for professional 
bodies and enthusiastically went to  
a zillion talks and presentations. I met a 
phalanx of professionals at these events, 
but I also met a lot of peers who would 
be future colleagues in the industry.

How did you establish  
a professional style?

Sibling was founded by its directors 
while still studying at architecture school. 
We shared a studio at Mitchell House in 
Melbourne, so I think our style devel-

oped from spending countless hours 
(over years) teaching each other how to 
‘architect’.

Our style is a manner of thinking 
rather than an aesthetic style. We are 
interested in social opportunities in 
architecture, which is places and spaces 
where people come together, whether 
in civic or residential architecture. Each 
project has a fresh approach to this.

What key values underpin your work?

Sibling is interested in civic-ness – that 
is, the places, buildings and things we 
all share and the rituals and meaning 
that stem from them. With each project, 
we are keen to inject social moments 
because we believe that different 
people coming together for purposes  
larger than themselves strengthens soci-
ety by fostering mutual understanding 
and respect.

Do you have any kernels of wisdom 
for emerging graduates?

Are you looking for a pageant answer? 
[Laughs] Don’t accept the status quo  
in the industry. Challenge it.

What excites you the most about the 
work you do?

The challenges that are faced by archi-
tects and designers are immense: all 
of the complex problems that encircle 
us – such as climate justice and spatial 
inequity – play out in each project. This 
is exhilarating – thinking through urban 
design, spatial planning, building works, 
interior architecture and policy to trans-
form lives is invigorating. Every day has a 
new problem to solve. That’s the beauty 
of architecture – the role it plays as an 
intermediary in the issues that intersect 
our lives and its ability to solve these 
issues in order to transform how we live.

Haroula Karapanagiotidis is an architecture 
graduate working at Walter&Walter. In 2020,  
she received the Hayball Award for the Top 
Graduating Student in the Master of Architecture  
at Monash Art, Design and Architecture. 

Timothy Moore is Director of Research at Sibling 
Architecture, Senior Lecturer of Architecture at 
Monash Art, Design and Architecture and Curator 
of Contemporary Design and Architecture at the 
National Gallery of Victoria.

Don’t wait to be asked. 
Don’t wait for the phone 
to ring. Don’t wait for 
government to catch up 
with policy. Architecture 
trains you to think through 
action – so get on with it.
 
– Timothy Moore

Images: Glassbook House by Sibling Architecture. Photography: Katherine Lu.24 25
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A Day in 
the Life
Rise and shine! We spoke to an 
illustrator, a creative technologist  
and an architect for kids about  
their work, then followed them  
on a typical day in their respective  
posts of Los Angeles, Sydney  
and Marnay-sur-Seine.
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Jess Coldrey

Interview: the Frankie team
Photography: Fred Lahache

Hi Jess! Can you tell us a little bit 
about yourself and what you do? 

I’m a creative technologist and social 
scientist passionate about understand-
ing how people’s interactions with nature 
and technology shape the future. I spend 
half my time in the art world and half my 
time in the world of engineering. Imag-
ination plays a significant role in what I 
do, from researching recycled plastics 
use in roads to advising on creative 
strategy for major transport projects.

What does being a creative 
technologist mean to you? 

Technology opens a lot of possibilities 
for exploring the ideas of the future. 
In my art practice, being a creative 
technologist means using engineering 
processes to create tangible pieces, 
whether they’re born from algorithms, 
electronics or 3D printers. I like applying 
technology to explore social issues from 
different angles and spark conversa-
tions, rather than just to serve a utilitar-
ian purpose. It’s more about that cultural 
element, how we can use technology in 
a way that really moves people and how 
we interact with technology. 

What did you study and how did  
this path lead you to the work you  
do today? 

I always wanted to go to art school and 
be an artist, so ended up studying a 
Bachelor of Visual Arts and Bachelor of  
Arts double degree at Monash. There,  
I studied human geography and became 
really interested in how industry changes 
over time and how that affects nature 
and social demographics. I also became 
really interested in sustainability, which 
led to a curiosity about engineering and 
design solutions for real-world problems. 
I started to integrate technology and 
automation into my work, then explored 
it as an artwork theme while I worked in 
engineering at university.

What was one of your most important 
takeaways from your time studying at 
Monash, something that helped you 
develop your creative voice? 

I think the most important thing about 
Monash, and specifically the visual arts 
degree, was its very unique structure. At 
Monash, we had the freedom to pursue 
any method of art-making that helped us 
to explore our ideas across different art 
subjects. I thought of it as a way to build 
a diverse tool kit rather than becoming a 
technical master at one thing. I think that 
really shaped my career as an artist.

Studying across all the different  
faculties and gaining a wider tool kit 
helped me form a kaleidoscopic view of 
the world and bring that broad view of 
how different people navigate the world 
into my art practice. It also helped me 
dream big and imagine how my creative 
voice could be used in other fields. 

This helped me work towards the 2021 
John Monash Scholarship, enabling me 
to study for a master’s in humanitarian 
engineering in the UK. 

What are you currently working  
on in France? 

I’m an artist in residence at the Botan-
ical Gardens of Marnay-sur-Seine  
in France – a beautiful, flower-filled tradi-
tional village about an hour and a half 
from Paris by train. I’m working here on 
and off over the next few months on the 
Australia-France Endometriosis Pain 
Visualisation Project, which is funded 
by the Australian-French Association 
for Innovation and Research. My work 
is inspired by my endometriosis diag-
nosis a few months ago, along with 
the creative community workshops I’m 
running across Melbourne and Paris to 
communicate pelvic pain. I’m exploring 
how endometriosis can be understood 
and discussed more effectively using 
conceptual fashion designs in hospital 
gowns, robotics, drones and photogra-
phy. My hope is to help others get the 
support they need sooner. 

This article was first published by Frankie Magazine 
on 19 October 2021 as “A day in the life of creative 
technology artist Jess Coldrey.”

Jess Coldrey is a creative technologist working 
between Naarm/Melbourne and London. She 
undertook a double degree at Monash Art, Design 
and Architecture, graduating with a Bachelor of  
Arts (Human Geography) and Bachelor of Visual  
Arts in 2021.

 Morning
I love to start the day with a fresh chocolate croissant 
from the village.I’m a big planner and write a to-do list 
every morning – usually with a combo of creative projects, 
engineering work, writing and fun activities. I choose  
which things to do first using a random number generator  
to make it a game!

I like to set myself tasks – things like, “find three options 
for fabrics then pick one” or “create a spreadsheet of project 
contacts and email five” – to keep myself from swimming  
in decisions all day. I try to be effective in my art practice  
and have an engineer’s love for processes. 

 Evening
Today, after some frantic last-minute art installing, my 
exhibition was draped around the gardens and guests  
from local towns visited. We enjoyed the sunset over 
cocktails and ended the evening with an impromptu  
pasta and wine session with some visiting American artists.

 Afternoon
Today I did about 10 hours of sewing. Sequins, patches, 
ribbons and brooches – finishing off my designs for  
tonight’s exhibition was a big task.

Generally, I go for a walk in the afternoon. I have a  
plant scanning app on my phone and try to learn the name  
of a new plant every day. I found a plant that inspired the 
artificial bubble-gum flavour! 

Jess Coldrey uses design and engineering to connect 
people with technology in seriously innovative ways. 
At the moment, she’s exploring the complexities of 
endometriosis can be communicated and understood 
through conceptual fashion.

A typical day in  
Jess’s creative life  
in Marnay-sur-Seine
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Antra Švarcs

Interview: Kate Stanton
Photography: Brian Chorski 

Tell us about yourself! 

I’m an illustrator, and work as an art direc-
tor for LA-based Alltrue, a membership 
service for socially- and eco-conscious 
women (for example, they curate and 
send out packages of ethically-made 
homewares or cruelty-free accessories.) 
I want my work to inspire a positive 
connection between people and with 
nature, so I like working with people who 
have that focus, too. My work is bold 
and minimalistic; it looks simple, but it’s 
about communicating the essence of the 
subject in a compelling way. 

Tell us about studying communication 
design at Monash University. 

It was great for me because it was such 
a broad course. The briefs were open  
to whatever style or medium you were 
into. I threw myself into illustration and  
was really supported by my tutors. I did a  
lot of travel throughout my degree, 
including an exchange at the Glasgow 
School of Art. 

How did you make the transition  
from student to full-time creative? 

When I graduated in 2015, I knew 
everybody in the faculty really well and 
it was through those relationships that 
I got my first commissions. My tutors 
had connections in the industry who 

needed illustrators, and I had a mentor, 
Andy Murray, who helped me find work.  
It was quite daunting at first. For a while 
I worked part-time, catering towards 
paying the bills, but I was quite quickly 
able to shift towards illustration and 
teaching at Monash.  

You moved to Los Angeles for  
work in mid-2020, smack bang  
in the middle of the pandemic!  
What’s that been like? 

It was a crazy time to move to a new 
country, but it’s been super-exciting and 
I feel very lucky. I’ve spent a lot of time 
outdoors – hiking, biking and skiing – 
and in Lake Tahoe, so I’ve been really 
inspired and fulfilled. But it’s been chal-
lenging not to be able to come home  
to see my family and friends.

Has your style changed since  
the move? What have you learnt? 

I definitely have more cacti in my house! 
I’ve been lucky enough to do big hikes in 
national parks like Sequoia and Yosem-
ite, and the drama of those landscapes 
is definitely weaving its way into my 
work. I don’t know if it’s being in the US 
or just getting older, but I’m getting more 
confident in my own style. When I was 
younger, I felt like I was scrambling, but 
knowing what my voice is now is a very 
calming, peaceful feeling. 

What mediums do you like  
to work in? 

I work with a combination of handmade 
and digital techniques. I sketch things 
out on thin paper, tracing over and refin-
ing the image until it starts to become 
really strong. Then I work on a laptop 
and a Wacom tablet, which I’ve been 
using since I won it for an illustration 
award years ago at Monash! Recently, 
I’ve started working with paper collage, 
moving cut-out shapes to come up with 
my own compositions. Even with digi-
tal work, I’ll bring in different lines or 
textures I’ve done by hand, so the final 
product always has a human touch to it.

This article was first published by Frankie  
Magazine on 24 September 2021 as “A day  
in the life of illustrator Antra Švarcs.”

Antra Švarcs is an illustrator, artist and art  
director living and working in Los Angeles, 
California. From 2016 – 20, Antra was a  
teaching associate at Monash Art, Design  
and Architecture, where she completed a  
Bachelor of Communication Design (Honours)  
in 2015.

 6-7:30am 
I try to do something active first thing. I’ve actually started 
surfing! I might go up to Sunset Beach and drive past the 
palm trees. Then I get to be in the ocean. The feeling of being 
out in nature is becoming more and more important to me.

 8am
I journal while having my coffee. I do Morning Pages, an 
exercise from a book called The Artist’s Way. It’s from the 
‘90s, and it’s kind of cheesy, but it tells you to write three 
pages of stream-of-consciousness thoughts. It’s a brain 
dump to set your intentions for the day and clear your mind. 
I’ve always been a bit self-conscious about journaling, but  
I find this format really helpful.

 9am
It’s a six-minute walk from home to my studio at SPARC 
(Social and Public Art Resource Center). It’s the old Venice 
police station, and apparently the oldest Art Deco building 
on the west coast. My studio even overlooks a community 
garden. I was so lucky to find a space there, and I find it 
important to separate work from home.

 9-11am
I try to keep this time free to focus on personal work –  
little creative explorations that are just for me. It ends up 
being super-fruitful and informs the work I do for clients.  

 1-2pm 

I walk back home for lunch, and take an hour or two.  
The sacred, longer lunch culture is something I took from my 
travels in Europe. It helps refresh me for the afternoon of work.

 2-6:30pm
In the studio, I’ll switch back to whatever client stuff I’m  
working on. There might be a client meeting, but usually I  
like to lock into work, get into the flow of whatever project  
I’m working on, often while listening to podcasts or audiobooks. 

We chat to Melbourne-born, Los Angeles-
based Antra Švarcs about her bold, colourful 
illustrations and love for the great outdoors,  
then join her for a day in Venice Beach.

A typical day in  
Antra’s creative life  
in Los Angeles 

 6:30-7:30pm
In the evenings, my energy usually goes into social time. 
During the pandemic, that mostly meant keeping in touch 
with people from afar. I go for a neighbourhood walk after 
work and call loved ones back in Melbourne.

 7:30pm
I usually cook at home. I brought a bunch of cookbooks over 
from Melbourne, so it’s been great to keep that connection 
to what I’m used to eating. Although the Mexican food here 
has been a really welcome addition to my life!

30 31

A Day in the Life



Natalia Krysiak

Interview: Kate Stanton
Photography: Carine Thévenau 

Hi Natalia! Tell us about yourself  
and what you do. 

I’m a design architect at Sydney firm 
Hayball, where I specialise in designing 
play and learning environments for chil-
dren. I also run an organisation called 
Cities for Play, which advocates for more 
child-friendly cities.

What made you want to be an 
architect? 

My parents loved to travel, so I grew 
up in different cities around the world.  
I became fascinated by each new house 
or apartment we lived in and how the 
neighbourhood was arranged – the 
things I saw on the way to school, where 
I played or how easy it was to walk to the 
local shop that sold ice-cream. Those 
experiences helped form my fascination 
with cities and buildings. When I found 
out about architecture as a profession,  
I knew that’s what I wanted to do.

Tell us about studying at Monash 
University. 

Architecture can be such a siloed 
profession, but the way it was taught at 
Monash, embedded within the art and 
design departments, helped me broaden 
my understanding of what an architect 
could be – and that we have a collec-
tive responsibility to make the world  

a better place through design. I also got 
to be around a really nice community of 
designers – in everything from fine arts 
to graphics to industrial design – who 
shared that same vision.

Why did you start Cities for Play? 

When I started working as an architect,  
I noticed how rarely designers or plan-
ners talked about the needs of children in 
design meetings, or asked them for their 
opinions when it comes to city or build-
ing design. But they’re the real clients.  
How can we design a public school or 
playground without asking kids them-
selves what their ideal environment 
might look like? Cities for Play advocates 
for more playful city design through 
research, advocacy and community 
engagement, which a lot of the time 
means talking to children.

What makes a city more friendly  
for kids? 

It’s not just adding playgrounds; every 
space within a city can be a space for 
play. Traditionally, children played out in 
the streets, but more and more we’ve 
relegated them to fenced-in areas. We 
can start by moving away from design-
ing neighbourhoods for the convenience 
of cars – for example, closing down the 
streets around a school zone so kids can 
easily enter school. Or we can create 
spaces where groups of children can 
congregate and walk to school together.

From a design perspective, was there 
a city you loved living in the most? 

Columbia, Missouri, a university town in 
the middle of the US. We lived in family 
-friendly housing units, organised in 
clusters around a courtyard space. All 
the kids would meet there and it was just 
an amazing atmosphere. It shows how 
rarely we think about what a child wants 
– an adult might think it’s a luxury to 
have a private backyard, but what a child 
really wants is a space to play with their 
friends, where everyone can congregate.

What advice do you have for folks 
who want to study architecture? 

Broaden your understanding of what  
a typical architect or designer might  
do, because those professions are  
shifting so quickly. And find out what 
you’re really passionate about, other-
wise it can feel like a bit too much effort! 
If you love it, it becomes so much more 
than just a career.

This article was first published by Frankie  
Magazine on 15 November 2021 as “A day  
in the life of architect for kids Natalia Krysiak.”

Natalia Krysiak is an Associate Architect at Hayball, 
founder of Cities for Play and sessional instructor 
at University of Technology Sydney. She graduated 
from Monash Art, Design and Architecture with  
a Master of Architecture in 2014.

 1pm
I walk over to the nearby pool or gym and exercise  
for at least an hour. It refreshes me and sets me up  
for a productive afternoon.

 3pm 

My favourite days are when we work with kids, conducting 
workshops with them to help us prepare for a new school 
building or a play space. We’ll take the kids through various 
activities, trying to understand their favourite spaces in their 
school, which areas they love to play in and where they think 
that they learn best. 

 7pm
After dinner and some relaxation time, I work on Cities 
for Play. That could involve writing an article for an online 
publication, preparing a presentation for a local council  
or posting to the Cities for Play Instagram account.  
Tonight, I’m writing an article about why street design  
should prioritise children’s play. It’s busy, but my advocacy 
work really gives more meaning to my career as an architect.  
It’s why I do what I do!

 10am
I’ll switch off from emails to work on things that need  
focus, like drawing up construction details or revising 
drawings. I typically use an iPad for this, as it’s easy to  
draw details or do mark-ups then press send right away.  
I might be designing something very small-scale, like a  
piece of children’s furniture, or something much larger,  
like a school masterplan.

 8am 
I walk the 30 minutes from home to Hayball Studio in 
Surry Hills. It gives me enough time to wake up and  
feel refreshed by the time I sit at my desk.

 9am
At the moment I have a school project under construction, 
so I spend the morning scanning emails for fires that need  
to be put out. The builders have generally been on site for  
a couple of hours before my day starts, so my inbox is 
usually already full with tasks for the day!

Kids need architects, too! We chat with Natalia 
Krysiak about how she came to be an architect 
for little ones, then join her for a day in Sydney.

A typical day in Natalia’s 
creative life in Sydney
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RetroFit Kit is part of an ongoing 
research project led by Monash 
Art, Design and Architecture in 
collaboration with the Australian 
Human Rights Commission Disability 
Discrimination Commissioner,  
Dr Ben Gauntlett. The project  
aims to increase the volume and 
supply of dignified and inclusive 
homes for people with disability 
through design-enabled strategies.

In Australia there are 4.4 million people with disability, 96 per cent of 
whom live in ‘general’ housing that is not accessible and so unsuited to  
particular needs. Quality, accessible homes would also benefit older 
people, workers, intergenerational households and young families. Yet 
the availability of inclusive housing remains a significant challenge. The 
absence of structured solutions that address the complexities of work-
ing with the existing built fabric, coupled with a lack of access to design 
professionals, results in adaptations for accessibility that are typically 
one-off, clinical in appearance and devalue existing dwellings.

Working in research-led education units, the RetroFit Kit team took  
a typological approach to the problem by focusing on common building 
types found across Melbourne’s suburbs – 1950/60s detached houses, 
1960/70s walk-up flats, 1980s+ townhouses, 2000s+ row houses and 
2000s+ garage houses. They developed a series of flexible design princi-
ples and architectural strategies that combine to form a toolkit for acces-
sible conversions that can be applied at scale.

In March 2022, these strategies were tested as part of the exhibition 
RetroFit Kit: Design Tools for Making our Homes Accessible, presented 
at MADA Gallery on Monash University’s Caulfield Campus as part of 
Melbourne Design Week. The exhibition was curated by Monash Art, 
Design and Architecture’s Maryam Gusheh, Catherine Murphy and Nigel 
Bertram, with support from Warren Taylor and Tom Morgan.

Master of Architecture students collaborated on the exhibition, under-
taking research and fabrication as part of education units led by Monash 
Urban Lab. Students also gained valuable occupational insights by engag-
ing with Australian Human Rights Commission Disability Discrimination 
Commissioner Dr Ben Gauntlett, who acted as the client.

Conceived as a simulated house and installed at 1:1 scale, the exhibi-
tion functioned as a prototype for what seamless and dignified adaptable 
housing might look like. The domestic space was composed of areas both 
within and outside of the gallery – a drop off/pick up zone and gathering 
space; a flexible, converted garage; a safe, dual-key entry; a mudroom as 
a transitional space; a spacious, adjustable and modular kitchen; a gener-
ous, integrated bathroom; and an integrated ramp/terrace.

“RetroFit Kit exemplifies the practice-led education model at Monash 
Art, Design and Architecture, where academics, students and external 
partners work together to address social and environmental challenges 
through design,” says Associate Professor Maryam Gusheh. “It highlights 
the potential for architectural research and practice in creating more equi-
table and just cities.”

Designers and Project Team: 

External Collaborator: 
Dr Ben Gauntlett, Disability  
Discrimination Commissioner,  
Australian Human Rights Commission 

Project Lead (research design, 
exhibition design and curation): 
Nigel Bertram, Maryam Gusheh,  
Catherine Murphy

Graphic Design Lead  
(print and exhibition): 
Warren Taylor

Industrial Design Lead  
(rail and light elements): 
Tahl Swieca, Rowan Page

Urban Mapping Lead: 
Tom Morgan

Contributing Monash  
Architecture Students: 
Olivia Basile, Ashleigh Carp, Edward  
Chan, Chee-Song Chuah, Alexandria  
van Domburgh, Sylvanna Dong, Georgius 
Hindarko, Amanda Jap, Cheng Lee, Cyndy 
Li, Ca Kheng Lot, Annabelle Low, Georgia 
Rose, Scott Rowe, Taylar Stanton, John 
Tsitouridis, Lenore Whiteside

Contributing Monash Industrial  
Design Students: 
Kat Craine, Jules Kabore, Jo Hutchinson, 
Walt Liu, Qiuyi Peng

Urban Mapping: 
Mark Romei, Alexa Gower, Liam Ware

Australian Human Rights Commission:
Afton Fife, Clare Lawrence, Lisa Le Van

View the video tour here:

Image: RetroFit Kit: Design Tools for Making our Homes Accessible, installation view,  
MADA Gallery, 2022. Photography: Peter Bennetts.34 35
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Single, double and triple frontage detached houses on 
generous blocks have deep setbacks from the street with 
stepped front entries. Typically, they have a detached one-car 
garage at the rear accessed via a driveway that runs down the 
side of the house, with a shed at the back. They were devel-
oped in the suburbs of Melbourne in the 1950/60s in response 
to the fast-growing growing population and the desirability of 
the suburbs as a place to live. Original internal layouts have 
a stepped, narrow entry with a central hallway, bedrooms on 
one side, and living/dining rooms, a kitchen, one bathroom 
and a separate toilet on the other side. The house presents  
challenges for accessible adaptation including raised ground 
floor levels, narrow corridors and doorways, as well as small 
toilets and bathrooms that have showers above bath hobs 
or with raised bases. However, the material assembly of the 
houses, such as timber construction, lightweight cladding 
and timber subfloors, make alterations relatively feasible. The 
width of the house and the block provides opportunities for a  
variety of refigurations, including the activation of the side 
garden. The freestanding garage provides opportunities 
for accessible conversion and housing diversity. Despite 
their potential for retrofitting, detached houses are at risk of 
demolition due to the size of the block, which attracts dual  
occupancy developments.

The large detached house is distinguished from the smaller 
version by scale and formal diversity. Houses are sited on big 
blocks of land, with front and back gardens and off-street 
parking, and are typically one or two storeys with attached 
double garages. Common features include staggered facades, 
large windows made of wood or steel, high ceilings and timber 
floors, hipped and cantilever roofs, and stud frames with  
exterior walls clad in weatherboard, brick veneer or cement 
sheet. This building type includes architect-designed homes 
built as part of the 1950/60s wave of modernism, featuring 
light-filled flowing spaces, open-plan living areas and good 
prospect, as well as project homes scattered across the city. 
Challenges for accessible adaptation include lack of level 
access with buildings often sited on steep blocks to maximise 
views, raised and split floor levels in the two-storey arrange-
ments and bathroom configurations. However, the scale and 
general amenity of these dwellings is a significant asset for 
inclusive and diverse occupation. The large size of the house 
offers subdivision opportunities for cohousing, multi-genera-
tional families, working at home or discrete areas for carers 
and renters. The double garage offers a generous envelope for 
conversion and sizeable blocks makes these houses ideally 
suited for additional dwellings.

ACCESSIBILITY = 
SEAMLESSNESS 
PERFORMANCE 
GENEROSITY 
SOCIABILITY 
FLEXIBILITY 
DIVERSITY 
DIGNITY 
SAFETY

1950/60s DETACHED HOUSE 1960s LARGE DETACHED HOUSE

Social kitchen  
for interaction and gathering

Household diversity  
for multiple uses and dwellings within 
one building

Bathroom with a window  
to maximise light, air and prospect

Dual key entry  
and buffer zone for separate  
occupants

Household diversity  
for multiple uses and dwellings within 
one building

Mudroom 
at entry for pausing and preparing  
for arrival or departure

Active outside area  
for gathering and a range of uses

Landscape levelling 
for seamless movement and access

Image: RetroFit Kit: Design Tools for Making our Homes Accessible, installation view, MADA Gallery, 2022. Photography: Peter Bennetts.36 37
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Images to come March Melbroune Design Week

Image: RetroFit Kit: Design Tools for Making our Homes Accessible, installation view, MADA Gallery, 2022. Photography: Peter Bennetts.38 39
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Walk-up flats are multi-storey masonry apartment buildings 
that were dubbed the ‘six pack’, accommodating a minimum of 
six two-bedroom dwellings. Served by a parallel driveway with 
parking at the side and rear, the block’s shorter façade typi-
cally faces the street, consistent with the scale of the existing  
Victorian building frontages. Walk-up flats have a long, plan, 
single flat or hip roof form, and a variation of internal or external 
circulation. As a new infill type, they proliferated in suburbs in 
the 1960s and ‘70s, replacing large Victorian houses. Depend-
ing on their plot and siting, walk-up flats can suffer from poor 
orientation and a lack of privacy. Their multiple storeys with 
no lift, internal layouts and compact scale are a significant 
challenge for accessibility. Despite these challenges, walk-up 
flats offer multiple opportunities for an accessible retrofit.  
The rectilinear form allows for the integration of a lift to the 
external envelope. Their square plan and general amenity in 
terms of light and air enable efficient and high quality rear-
rangement. The shared driveway provides a generous and 
safe drop off and pick up area. As one of the most common 
apartment types in Australian cities with relative typological 
conformity, walk-up flats provide an ideal model for at-scale 
adaptation. There is renewed interest in this apartment type as 
a model for low-rise, multi-dwelling density.

1960/70s WALK UP FLATS 1980s TOWNHOUSE

Townhouses are sets of dwellings with at least one attached 
wall on subdivided blocks and include a variety of types such 
as double-storey and semi-detached houses. They are narrow 
and long, with private outdoor spaces at the front and back. 
Some have double access with a rear lane and garage, but 
commonly the garage is at the front next to a porch/portico that 
forms part of the entry. Two or three bedrooms are generally on 
the upper level with a living and powder room on the ground 
floor, and larger types include a bedroom and bathroom on 
the ground floor. Echoing Victorian terraces, townhouses were 
developed from the 1980s as a compact, infill house type to 
address the need for affordable, higher density housing that 
could accommodate the growing population in established 
suburbs. Upper level living and bedrooms, narrow corridors 
and compact bathrooms are the key challenges for accessible 
conversions. The long linear arrangement with shared party 
walls further limits options for spatial reconfiguration. However, 
level access from the garage to the street in this house type 
is a key advantage for retrofitting the ground floor as an inde-
pendent accessible dwelling, which, when coupled with dual 
entries, enables private and flexible occupation by a diversity 
of users. The linear plan allows for open-plan combined living 
and kitchen conceived as a social area.

Drop off and pick up zone 
with protected and practical access 
for vehicles

Ergonomic kitchen  
with adjustable bench heights  
and safe appliances

Lift with private balcony 
for added amenity

Complete ground floor
including bedroom, bathroom  
and living room

Social spaces  
to encourage interaction between 
residents

Garage conversion 
for multi-purpose room

Lift amenity 
to enable access and potential for
extra floor level to increase tenancy 
and capital value

Mudroom 
at entry for pausing and preparing  
forarrival or departure

Image: RetroFit Kit: Design Tools for Making our Homes Accessible, installation view, MADA Gallery, 2022. Photography: Peter Bennetts.40 41
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The row house is a contemporary townhouse with a compact 
footprint. It appears from the street as a row of attached 
dwellings with shared common walls or separate built-to-
boundary walls. They are up to three storeys in height, with 
two to three bedrooms, a ground level entry from the street, 
a courtyard and rear lane access. Living areas are generally 
upstairs, often with a balcony. Garages are either attached to 
the dwelling at the front or back, or are separate structures at 
the rear of the property. The row house has become part of the  
housing mix in recently developed outer suburbs and infill 
‘brownfields’ in response to policies for higher density devel-
opment that provides housing diversity and makes efficient use 
of land and infrastructure. Their compactness makes them an 
affordable housing option appealing to a broad demographic. 
Row houses share the limitation of townhouses, including 
long linear arrangements, upper level living and bedrooms, 
narrow corridors and inaccessible bathrooms. However, they 
share the advantages of the townhouse model, with the distin-
guishing feature of commonly having rear access lanes, which 
enable dual entry for more than one occupant. Given that 
these houses are currently being built on the city periphery,  
design-led retrofit principles can be applied to new builds.

One or two storey garage houses are volume-built, project 
homes where the standard-size, double-car garage domi-
nates the house frontage. Single or double fronted, the house  
is set back around six metres from the street, with direct hard 
surface driveway access. These three or four bedroom homes 
are commonly brick veneer with aluminium framed windows 
and tiled roofs. The layout includes a stepped entry that leads 
to a hallway with the garage on one side and a ‘formal’ living 
or master bedroom on the other side. Living/kitchen/dining 
rooms are often arranged as an open plan area and there is a 
dedicated laundry. Two-storey models have separated living 
areas and bedroom zones. Developed from the 2000s as the 
dominant housing type in ‘greenfields’ on the edge of the city, 
all homes have a prominent garage that is both a symbolic and 
practical reference to the domination of the car as the principal 
mode of transport. Despite being a reasonably contemporary 
housing type, they are not compliant with accessibility stan-
dards and suffer from the same challenges as older housing 
types, such as stepped circulation and compact bathrooms. 
While the houses have a flexible timber frame, internal load 
bearing walls and brick veneer facades make adaptations diffi-
cult. Their advantages include the standard 6 x 6 metre garage 
that can be converted for multiple uses, flat and smooth  
accessible driveways, and block sizes that allow for additions 
such as dual entries to serve more than one occupant.

2000s ROW HOUSE 2000s GARAGE HOUSE

Complete ground floor 
including bedroom, bathroom  
and living room

Garage conversion 
for multi-purpose room

Social kitchen 
for interaction and gathering

Integrated ramp, pathways
and landscape
for easy access

Half garage conversion 
allows room for multi-purpose area

Social kitchen
for interaction and gathering

Windows 
maximise light, air and prospect

Front entry and buffer zone
for separate occupants

Image: RetroFit Kit: Design Tools for Making our Homes Accessible, installation view, MADA Gallery, 2022. Photography: Peter Bennetts.42 43
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Alex Goad

Designing  
for the Deep
Written by  
Myfanwy Doughty 

Alex Goad developed 
the modular artificial reef 
structure (MARS) as a means 
of rehabilitating damaged 
coral reefs around the world. 
His work represents the shift 
towards problem-solving  
in the design industry.

For a long time, imagining what a career 
in design could look like might’ve 
involved conjuring up wealthy or exper-
imental clients, professional portfolios, 
well designed studio spaces and well-
dressed colleagues. It might’ve involved 
designing vehicles, furniture, electronics,  
software, graphics, experiences or interi-
ors. Regardless of the discipline, design 
careers have typically been imagined 
and oriented around identifying prob-
lems and using design to solve them. 
Design solves problems – or so they say. 

We are now living with the intensify-
ing environmental consequences of over 
200 years of industrial and economic 
expansion. Since the Industrial Revo-
lution (c. 1760) the concentration  
of Co2 in our atmosphere from burning 
fossil fuels has increased exponentially, 
causing the temperatures and acidity 
of our oceans to rise. These changes 
contribute to more frequent and more 
intense weather events – flooding, fires, 
storms, drought – which in turn contrib-
ute to more frequent and intense social, 
economic and health problems – climate 
refugees, disrupted supply chains, 
pandemics. Hotter and more acidic seas 
also threaten multi-species populations 

by triggering habitat changes at a pace 
that some lifeforms are unable to adapt 
to while others thrive. Add the impacts 
of industrial fishing, pollution and fertilis-
er-enriched soil runoff, and we see the 
ecological balance tipping around the 
world. Locally, it can be observed in 
booming sea urchin populations deci-
mating native kelp forests in Tasmania 
and Port Phillip Bay in Victoria, devastat-
ing fish kills in the Menindee Lakes and 
Darling River of New South Wales, and 
mass coral bleaching in the Great Barrier 
Reef off the coast of Queensland. 

So much of design problem solving 
has been geared toward supporting and 
benefiting from perpetual industrial and 
economic growth. Interrogating what 
and whose problems are foregrounded, 
and how they are being ‘solved’ by 
design, is growing more urgent every 
day. When we imagine what design can 
and should look like now and into the 
future, these questions become critical. 

For Alex Goad, an avid SCUBA diver, 
industrial designer and researcher, 
witnessing the devastation of underwater  
ecosystems firsthand galvanised his 
vision for what design can and should 
be. Combining his passion for diving with 

his industrial design studies at Monash, 
Goad conceived of the Modular Artificial 
Reef Structure (MARS) as his honours 
project. MARS is a specially designed 
substrate for coral to grow on, and 
forms part of an international effort to 
rehabilitate damaged coral reefs around 
the world. Coral reefs don’t only protect 
marine life, they also protect coastlines 
against erosion and storm damage and 
offer a source of income, medicine and 
food for local and global populations. 
Widespread damage to coral reefs has 
significant ecological, social and finan-
cial implications. MARS is a system 
of 3D-printed textured forms cast  
in ceramic, designed to encourage coral 
growth and provide habitat and protec-
tion for different species and coastlines. 

Underwater coral nurseries or farms 
contribute to reef restoration by trans-
planting cuttings from healthy corals  
to substrates in more hospitable waters. 
The cuttings are cared for and moni-
tored by divers until they reach a level 
of maturity that allows them to be 
transplanted back into damaged reef 
systems, where they can generate new 
colonies of healthy and potentially more 
hardy corals. Traditional substrates 
include concrete and steel, which are 
heavy and require industrial machinery 
and specialist staff to install, or light-
er-weight materials like rope and coral 
trees, which have a shorter lifespan and 
are susceptible to storm damage. For 
many island and coastal communities 
experiencing reef degradation, the cost, 
equipment and expertise required to 
install traditional heavy-duty substrates 
can be prohibitive. 

Recognising this functional and oper-
ational barrier, Goad set out to design  
a system that optimised material perfor-
mance, minimised carbon footprint and 
enabled community-led installation 
and management. The cast ceramic 
unit locks together like Lego bricks  
to create modular organic structures 
strong enough to endure underwa-
ter conditions and light enough to be 
installed by hand. The cellular structure 
Goad developed allows local divers to 
install the system and create different 
configurations to fit the unique condi-
tions and organisms of their site. MARS 
can also be manufactured locally using 
3D printing and ceramic casting tech-
niques, reducing freight and creat-
ing opportunities for locally led and 
managed restoration projects. 

Photography: Alex Goad Images): MARS units being loaded into a small boat at the beach and installation by free divers at the final location. Photography: Reef Design lab/ Summer Island Maldives.  
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After graduating, Goad pursued MARS 
professionally, founding the Reef Design 
Lab (RDL) as a multidisciplinary studio 
of designers, engineers, architects and 
fabricators based in Victoria. RDL takes 
a collaborative approach to research, 
design, production and community 
implementation. Forming research and 
industry partnerships make it possi-
ble for RDL to work with experts in 
marine ecology, fabrication and reef 
restoration from around the world. In 
2018, MARS was installed with a coral 
farm program on Summer Island in the 
Maldives, where RDL and the reef resto-
ration team are testing the effectiveness  
of the design against traditional methods. 
Goad experimented with many different 
forms, materials, surface textures and 
assembly methods to strike a balance 
between the sustainable, hospitable 
and functional. RDL continues to test,  
iterate and expand this responsive 
design approach in a range of under-
water systems tailored to different loca-
tions and conditions. In 2022, the Dell 
Eco Reef was installed along the Clifton 
Springs Foreshore in partnership with 
the City of Geelong. Individual forms are 
cast in a low carbon concrete mix with 
locally-sourced shell aggregate, which 
encourages the growth of local mussels 
and oysters. The shape and textures 
of the forms are designed to sit on the 
seafloor and provide wave attenuation, 
habitat enhancement and a new attrac-
tion for snorkelling. 

Goad is committed to sharing and 
testing his work in unexpected places. 
Above the waterline, MARS and other 
RDL projects have been exhibited 
and collected by major cultural insti-
tutions including MoMA in New York, 
the Design Museum in Helsinki and the 
National Gallery of Victoria in Melbourne. 
Presenting work in the cultural space 
offers a platform to engage with hearts 
and minds, raise awareness and hope-
fully inspire others to contemplate 
the positive impacts design can have  
on complex ecological issues.

The problems Goad orients his prac-
tice towards are simultaneously local 
and global, emotional and operational. 
Contributing to global reef restoration 
and improving the health and biodi-
versity of oceans and waterways also 
requires attention to mitigating the  
negative impacts of his own practice. It’s 
no good addressing one localised prob-
lem while compounding others, which 

is the bind that a lot of ‘problem solving’  
design finds itself in. Goad brings  
a holistic sensitivity to navigating this by 
paying attention to processes – the way 
the work is done – rather than simply 
focusing on outputs or performance. 
The implications of specified materials, 
manufacturing, freight, labour and instal-
lation methods are taken into careful 
consideration. 

The hustle remains, but it looks a 
bit different to more traditional design  
practices. The processes are collabo-
rative, iterative, critically reflexive and 
responsive to lived experiences and 
tangible research. Goad recognises 
his design is not about silver bullets 
or catch-all ‘solutions’ but contribu-
tions – the ongoing development and 
exchange of ideas, skills, insights, labour 
and energy, with global communities 
addressing global problems.

Alex Goad is an industrial designer and founder  
of Reef Design Lab. He graduated from Monash Art, 
Design and Architecture with a Bachelor of Industrial 
Design (Honours) in 2013. 

Myfanwy Doughty is an independent curator,  
writer and PhD candidate at Monash University’s 
Emerging Technologies Research Lab.

49Images: Dr Vozzo, centre, installing a living seawall tile on a Sydney Harbour seawall. Photography: SIMS. Courtesy Living Seawalls. Image: Early ideation sketches for the MARS system. Courtesy Alex Goad.
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Written by  
Naomi Stead 

Anthony Clark’s  
architecture practice  
is informed by an ethics  
of care, creating spaces  
that hold and support  
those with complex needs.

complex needs... I had no idea of my 
own emotional state or how to treat it like 
a different kind of project – which is what 
I’d do now.”

What he does now upends the conven-
tions of architectural delivery with longer 
timelines, more research, more collabo-
ration and much less emphasis on the 
finished product. These “might look like 
regular projects, but they’re really very 
different in terms of the process,” Clarke 
explains. “They’re not so much about the 
built outcome, or the outcome isn’t what 
drives the whole project.” The process 
itself becomes the point, and the project. 
In many cases, these projects may never 
be ‘complete’, requiring ongoing attune-
ment, sometimes over years.

One of Clarke’s early designs was 
for Brett Lockwood – a client who has, 
for the past 50-odd years, lived with  
a chronic sleep disorder as the after-ef-
fect of severe childhood trauma. Lock-
wood can comfortably rest in a room 
only with an absolute guarantee of total 
silence and total darkness. Clarke’s proj-
ect, as part of a larger extension to an 
existing house, was for a small, highly 
specialised sleeping and working space. 
The result, designed in close and intense 
collaboration – notionally completed 
in 2017 although with many ongoing 
tweaks – is a room that can be literally 
clamped shut. Pivoting sections of wall 
converge to cover a corner window and 
are cinched and strapped together until, 
when Brett wakes, he ritually opens the 
shutters to engage with the garden. With 
thickly insulated walls, multiple acoustic 
seals, internal airlock double doors and 
so on, the design creates a reliably dark 
and quiet room that, Lockwood says, has 
contributed to changing his life.

More recently, Clarke was engaged to 
design a house for a family whose son 
had been diagnosed with autism spec-
trum disorder. At the time, they were still 
coming to terms with the diagnosis and 
assessing how great a role it would play 
in the design brief. Eventually, consid-
erations such as their son’s need to 
seek out sensory experiences became 
central to the project. What transpired 
was a home that offers opportunities for 
sensory self-regulation and relief by stim-
ulating sight, touch and smell. It does this 
through a material palette that’s eclectic, 
to say the least: highly textured recy-
cled-brick walls, pressed-tin ceilings, 
timber, glass blocks, exposed plumbing 
and various landscape elements includ-
ing fragrant plants. Importantly, the 

project doesn’t frame sensory seeking 
behaviour from a deficit standpoint, as 
a disorder to be managed and accom-
modated, but rather as an opportunity, 
something to be embraced in architec-
tural as well as human terms.

Clarke’s approach is not just about 
practicalities. It’s also about supporting 
an occupant’s sense of independence, 
autonomy, privacy and self-esteem. 
An example still under development is 
a specialised dwelling for Taylor Ryan.  
A bright and independent young woman, 
Ryan’s life changed dramatically when 
she developed myalgic encephalomyeli-
tis, more commonly known as chronic 
fatigue syndrome, in her early 20s. She 
now lives with this complex, debilitating 
disease and is cared for full-time by her 
father and stepmother.

As part of the briefing process, Ryan 
completed a “routine and ritual mapping” 
exercise – essentially a detailed report 
of how she spends her days. I read this, 
with permission, and it’s a confronting 
account: 22–23 hours per day in bed 
with naps every two hours; half a day 
spent gathering the energy for the weekly 
shower; an endless cycle of heat packs, 
ice packs, medications; meals in bed and 
arduous journeys to the kitchen. Ryan 
describes the precise harbouring and 
allotment of energy, the management of 
essential tasks to minimise exhaustion 
and maximise small moments of plea-
sure. I am struck by how the world has 
shrunk for this young woman, how it 
exists, at present, almost entirely in one 

room. The scale of the design project 
accordingly draws in, becoming close 
and highly detailed. Clarke’s micro-level 
design of a window seat, for example – 
carefully located in relation to the bed 
and bathroom fixtures, made accessible 
with precisely placed grab bars, framing 
a particular view and aspect – will be 
a major feature, allowing Ryan to look 
outwards, to feel the sun on her skin.

It’s long been accepted that empathy 
is a defining element of design practice. 
It’s empathy that characterises design’s 
status as a ‘third culture’ alongside the 
sciences and the humanities – or so 
design theorist Nigel Cross famously 
argued. If the sciences value objectivity, 
rationality and ‘truth’, he muses, and the 
humanities value subjectivity, imagination 
and ‘justice’, then the values of design 
culture are “practicality, ingenuity, empa-
thy and a concern for ‘appropriateness’.”

In architectural education, various 
methods are used to instil empathy, to 
understand how the built environment 
disables some people even as it enables 
others. But architecture has also been 
guilty of naïvety and sentimentality, of the 
worst effects of good intentions. It has  
a long tradition of paternalism, of presum-
ing the right to make decisions on others’ 
behalf. A better way, in fact, is to talk to 
people: to understand lived experience 
as a true form of expertise.

Clarke says his ultimate aim is to work 
on these kinds of projects at a larger 
scale, something akin to his newest 
work, an almost-completed collabora-
tion with Kerstin Thompson Architects, 
in Melbourne’s north. A child and family 
health centre, it is a facility for children 
up to the age of 11 who have experi-
enced negative or traumatic events, 
enabling them to stay with their families 
and receive care in a therapeutic but 
non-hospital environment.

In projects embodying an ethic of care, 
the architect must redesign the design 
process itself – moving beyond design-
ing for to designing with. It’s not simple, 
of course: who pays for all this time, 
research and emotional labour? Who 
can afford to pay? Still, the possibilities 
of a more caring built environment seem 
myriad: to contain and maintain, to reme-
diate and repair, to hold space for those 
who need it.

This article was first published in the print edition  
of The Saturday Paper on 22 October 2022 as  
 “A room of one’s own”, and is reproduced here 
courtesy of Schwartz Media.

Consider the phrase ‘holding space’. 
It’s a curious socio-linguistic artefact – 
an escapee from the therapist’s suite 
now fallen in with the activist and well-
ness crowds and increasingly appear-
ing everywhere, especially online. It’s 
been used to mean a range of things:  
bearing witness, exercising non-judge-
mental compassion, practising deep 
listening without jumping to offer solu-
tions. But in essence, it’s the creation 
of a space that allows and supports 
emotional vulnerability, enabling difficult 
feelings to take place. 

Some commentators have dismissed 
such casual therapy speak as pseudo- 
psychological jargon, “the language of 
the privileged and well-moisturised.” But 
in fact the concept of ‘holding space’ has 
a legitimate history in the work of paedi-
atrician and psychoanalyst D. W. Winn-
icott. Writing in the mid-twentieth century, 
Winnicott advocated for the “holding 
environment” – a space of emotional 
nurturing in which the very young child 
is supported to develop a sense of self 
and the ability to engage with the world. 
The role of the contemporary therapist is  
to (re) produce this space in the present.

But isn’t this also one of the tasks 
of architecture – to contain and protect, 
to hold in a supportive embrace? Don’t 
architects also ‘hold space’? Why yes, 
sometimes they do.

Anthony Clarke specialises in working 
alongside people with complex needs, 
particularly those living with mental and 
neurological disorders. Since 2012, 
under the auspices of his Melbourne-
based practice BLOXAS, Clarke has 
been working on residential and other 
specialised projects with clients nego-
tiating neurodiversity, cognitive impair-
ment, sensory perception issues, chronic 
illness and trauma. Some have called 
his work ‘therapeutic architecture’, but 
Clarke is uncomfortable with this term 
because it implies something positive, 
pleasant, optional – an extra. For his 
clients, these design interventions are 
not luxuries; they’re crucial means to  
an improved quality of life.

Clarke himself describes his practice 
as working within an ethic of care. He is 
disarmingly open about the ambiguities 
surrounding such a practice, describ-
ing how in the beginning he was deeply 
uncertain of his role as an architect and 
position as an able-bodied outsider. 
Back then, he says, “I really had no idea. 
I was just finding it really interesting, 
thinking about how to design for such 

Anthony Clark

Holding  
Space

Image: Garden Pavilion by BLOXAS. Photography: Peter Bennetts.

Anthony Clarke is the principal of BLOXAS,  
a practice for empathic and experimental 
architecture. He is also a PhD candidate  
at Monash Art, Design and Architecture. 

Naomi Stead is a professor in the School of 
Architecture and Urban Design and Director  
of the Design and Creative Practice Enabling  
Impact Platform at RMIT.
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Images: Design drawing of House for Taylor by BLOXAS. 
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Dan McKenna

Home is Where 
the Heart is
Written by  
Chloe Gordon

In 2022, Monash alumnus Dan 
McKenna became the CEO of 
Nightingale Housing, a not-for-
profit organisation doing things 
differently by building homes  
that are socially, financially  
and environmentally sustainable. 

Image: Nightingale 1. Photography: Peter Clarke.
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Nightingale Anstey and an affordable 
housing project in Adelaide, Nightin-
gale Bowden. The landmark collabo-
rative project Nightingale Village was 
completed in Brunswick.

It’s a busy environment, but Dan says 
he loves his new role. “It’s fun and chal-
lenging – I really enjoy leading a talented, 
hardworking team and empowering our 
people to grow.” He also appreciates 
opportunities to speak to and collabo-
rate with like-minded people outside the 
company – residents, community housing  
providers, small business owners – and 
learn from their experiences.

When Dan isn’t working, he says 
his favourite thing to do is “not think 
about work. I’m at my best when I’m 
doing multiple things at a 7 out of 10, 
rather than one thing at a 12 out of 10, 
because otherwise I will burn out. I think 
most people are like that. We need to do 
different things outside of work hours, to 
regenerate.” Dan aims for a sustainable 
balance between the various parts of his 
life – which also includes spending time 
with his partner and their baby daugh-
ter, and playing piano. “I bought a piano 
during lockdown. It’s super challenging 
and all-consuming. When I’m there, I’m 
there, mentally pulling myself out of the 
chaos that can be my week.”

Looking ahead to the future of Night-
ingale Housing, Dan wants to continue 
to refine the organisation’s purpose so 
that as the housing market continues to 
change, Nightingale is responding to the 
people who need assistance the most. 
Following the success of Nightingale  
Bowden, he’d also like to see more 
projects interstate. Most importantly, 
he is focused on the long-term sustain-
ability of the organisation, ensuring that  
Nightingale can continue to provide 
quality homes for many years to come.

Dan McKenna is the CEO of Nightingale Housing. 
He holds a Bachelor of Architectural Design and 
a Master of Architecture, both from Monash Art, 
Design and Architecture. 

Chloe Gordon is a Naarm/Melbourne based  
writer and works on the communications team  
at Nightingale Housing.
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Dan has been with Nightingale since its 
earliest days. “I’ve seen the company 
emerge from an idea, driven by a tiny 
team working from an architecture firm 
in Brunswick, and then evolve through 
different stages to become what it is 
today,” he says. Nightingale Housing 
is now an independent organisation 
employing 18 staff. In response to an over-
whelming demand for quality medium 
-density housing, Nightingale has deliv-
ered a total 398 homes to date, with 
267 currently under construction and  
a further 500 in planning stages. 

Dan says he couldn’t have imag-
ined this was where his architecture  
studies at Monash would take him. 
Back in 2011, as a new graduate, he 
joined the award-winning architecture 
firm Breathe. It was during this time that 
Breathe co-founders Jeremy McLeod 
and Tamara Veltre were experimenting  
with a new approach, which would 
become Nightingale Housing: design- 
ing homes with the intention of bene-
fitting residents and communities, 
not creating profits for investors. Dan 
worked on the design team for Nightin-
gale 1, the very first Nightingale Hous-
ing project. He even took on a personal 
investment in the project when he and 
his partner purch-ased one of the Night-
ingale 1 homes. 

After five years with Breathe, Dan 
was ready to broaden his experience, 
and took a sideways step into a role as  
a 3D artist. Over the course of a year 
he created renders, 3D images and 
flythrough animations for marketing 
materials for high-end apartment build-
ings. The work built on his architectural 
skills and he thought it could lead into 
a career pathway in film or television, 
games or animation. “It was a fascinat-
ing insight into the world of largescale 
commercial property development,” he 
says. “I learnt a lot – and I also gained 
a newfound respect for the work that 
Nightingale was doing.”

When Nightingale advertised a new 
role, Relationships Manager, Dan saw 
the opportunity to use his expertise in 
a for-purpose context – he decided to 
apply. He was offered a permanent role 
and officially became the very first Night-
ingale staff member, working alongside 
two part-time contractors. 

The tiny team worked together to 
move Nightingale Housing out from 
under the auspices of Breathe, and 
in 2016 the organisation became an 
independent entity. Nightingale 1 was 
completed in 2017 and received wide 
acclaim and multiple design awards. 
Several other Nightingale projects were 
already in train. The site of Nightingale 

Village was acquired, and six leading 
architecture firms began a huge collab-
orative effort to create a precinct of 
six fossil fuel-free buildings in Duckett 
Street, Brunswick. 

Then, less than a year after he started, 
the two contractors working alongside 
Dan left their roles and suddenly he was 
the only person working at Nightingale. 
It was a busy and stressful time, but now 
Dan has the benefit of the kind of deep 
knowledge that only comes with experi-
encing the evolution of a new company. 
“I’ve had to write things. I’ve had to 
stand up on stage and present to future 
homeowners. I’ve had to sign contracts. 
Of course, I also understand the  
architects’ side of the process. I bring  
a lot of viewpoints.”

By 2019, a further two Nightin-
gale buildings had been completed in 
Melbourne. Planning was in train for a 
further development in Brunswick near 
Anstey Station, as well as the organisa-
tion’s first regional project in Ballarat.

Dan moved into the role of Head of 
Operations in 2020. His focus by this 
point was on building a team capa-
ble of continuing to scale Nightingale, 
and help reorient the housing market 
towards creating homes for owner- 
occupiers rather than investors. His early 
years working across all areas of the 
company had given him a keen sense of 
the value of each individual role in the 
organisation. “I love being across it all,” 
he explains. “I like to be involved, but  
I’m done with my time as a specialist. 
I’ve got really good people on the team 
and I can put them on a path and let 
them go for it – and be there when they 
need help.”

He has also learnt how to spot 
mistakes early in the project develop-
ment process. “In construction, you 
make a mistake now and you might 
not find out for three more years. It’s so 
important to build good processes and 
structures, and ensure that new people 
coming into the company understand 
how and why we do things, what’s 
important and what’s not – so that we 
can be on the front foot.”  

In 2021, Nightingale Housing 
obtained not-for-profit status, perma-
nently cementing its ethos of for- 
purpose work within the governance 
structure of the company. 

Dan became CEO of Nightingale 
Housing in 2022. The company also 
completed a series of projects the same 
year, including Nightingale Ballarat, 

Image: Portrait of Dan McKenna. Photography: Kate Longley. Image: Nightingale Village. Photography: Kate Longley.

In the Spotlight

56 57



Dan wants to continue to 
refine the organisation’s 
purpose so that as the housing 
market continues to change, 
Nightingale is responding 
to the people who need 
assistance the most.

For more  
information visit:

Image (above): Nightingale Anstey. Photography: Kate Longley.  Image (below): Nightingale Brunswick East. Photography: Kate Longley. Image (above): Nightingale Ballarat. Photography: Kate Longley.  Image (below): Nightingale Village. Photography: Kate Longley.  
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Hae-Won Shin

Beyond  
Four Walls
Written by  
Anna Winston

Meet Hae-Won Shin, the 
architect and educator behind 
Future School, a groundbreaking 
project that’s reimagining 
education through sustainable, 
community-driven design.

Image: Future School, the Korean Pavilion, 17th International Architecture Exhibition, La Biennale di Venezia, 2021. Photography: Ugo Carmeni.
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What do you call a school with no walls 
and no teachers, where the quality of 
your ideas and your ability to ask inter-
esting questions is more important than 
your exam results? Welcome to Future 
School, an exhibition-come-learning- 
experience created by Korean architect 
Hae-Won Shin. 

Conceived for her curation of the 
Korean Pavilion at the 17th Venice 
Architecture Biennale – the world’s 
most high-profile and largest architec-
ture exhibition – Future School rips up 
the rulebook. Viewing school as a place 
where people can gather to share ideas, 
to discuss openly, it positions architec-
ture as a discipline that doesn’t just build 
but also connects people from all walks 
of life, a nexus for experimentation and 
the generation of new ideas. 

Shin’s experience studying at 
London’s Architectural Association 
School of Architecture – known for its 
experimental and independent spirit – 
fundamentally affected her worldview, 
particularly her understanding of educa-
tion. Her experience of school in Korea 
– both as a child and young adult, and 
more recently as a parent – was not posi-
tive. Shin saw a system where children 
were pushed through a restrictive and 
prescriptive process, placing students 
under extreme pressure to meet specific 
standards, and in which failure or differ-
ence was not seen as acceptable.  
“Children don’t have a life – they are 
forced to be in school. I used to come 
home at two in the morning every day… 
their whole education is geared towards 
getting into university, which would lead 

to a successful job, then a career and so 
on,” says Shin. “But the way we educate 
is not going to prepare these children for 
the realities of our time.”

Sexism is still a major issue in Korea, 
where only 30 per cent of roles in 
academia go to women. Add to this the 
fact that, globally, women make up just 
one in five of all top positions at major 
architecture firms, and it’s easy to feel 
that the odds are stacked against female 
architects, especially those who want 
to challenge the status quo and ask  
critical questions about how architecture 
is approached as a subject. 

But Shin’s international experience 
had opened her eyes to other possi-
bilities. After working in architecture 
schools for a few years, she decided to 
try something “crazy”.

Shin self-funded a new, experimental 
school – a ‘social design school’ open to 
students who wanted to learn to design 
spaces without the exam grades and 
entrance requirements of a traditional 
architecture school. Instead of focusing 
on a final result, the school’s approach 
revolved around sharing processes and 
progress. It was light and playful; “we 
didn’t want it to become prestigious or 
institutionalised”. Although the funding 
quickly ran out, the experience planted 
the seeds for Future School. 

“The idea of unlearning and re- 
learning  became key for me,” explains  
Shin. “I wanted to create a space where it  
was possible to foster diverse ideas of  
education and of education in practice, in the  
face of current and future global chal-
lenges like the climate crisis and migration.”

Then, Shin was appointed to curate 
the Korean Pavilion for the 17th Venice 
Architecture Biennale in 2020, which was 
delayed due to Covid-19 and took place 
in 2021. Her germ of an idea rapidly 
evolved into something radical: a school 
unlike any other – a temporary, shifting 
meeting space both ‘real’ and virtual,  
in which everyone is learning and teach-
ing at the same time, drawing together  
a sprawling network of knowledge 
around the biggest issues confronting 
future generations. 

Instead of viewing architects solely 
as the creators of built structures and 
environments – a role that is increasingly 
under question as materials become 
scarce and other professions take over 
more and more of the building industry – 
Shin sees architects as people who are 
able to view the bigger picture and join 
the dots between theory, research and 
the reality of everyday life in our cities. 
This is reflected in the programme – or 
‘curriculum’ – she created for Future 
School. It began with a summer school, 
which took place before the Biennale 
was due to open. Exploring the infamous 
Korean Demilitarised Zone that divides 
North and South Korea, participants 
also created a Code of Conduct for the 
emerging school. 

Then Covid-19 hit. By this point, Shin 
had assembled a curriculum for the 
Biennale with more than 50 programs 
bringing together more than 300 people 
from all over the planet around the key 

themes of climate crisis, mass migra-
tion and the growth of the diaspora, and 
the accelerated speed of technologi-
cal change. They were due to deliver 
workshops, installations, performances 
and talks covering issues as diverse as 
urban heat islands (where temperatures 
in cities rocket up to astronomical levels 
due to lack of natural absorbers like 
plants), the status of Chinese migrants 
in Seoul, harvesting seaweed, the archi-
tecture of city parks, and the potential of 
architecture to improve the experiences 
of people living in refugee camps. Shin 
also commissioned new work from lead-
ing Korean choreographer Ahn Eun-me, 
which would be the school’s ‘official’ 
dance, as well as works by other Korean 
artists to furnish the Pavilion. 

The plan was to create two collab-
orative ‘campuses’. One would be in 
the Korean Pavilion in Venice, where a 
spatial concept developed with archi-
tects Christian Schweitzer and Ryul Song 
would incorporate domestic spaces 
and places of rest, welcoming all of the 
Biennale’s visitors. The other would be 
in Seoul. The two would be connected 
by an online architecture, a website that 

would function as a collaborative space 
known as Future School Online. But the 
delays and travel restrictions imposed 
by Covid-19 gave Future School Online 
new importance. Shin worked with  
E Roon Kang and Andrew LeClair, found-
ers of design studio 908A, to create an 
educational virtual space that enabled 
collaboration on a deeper level, as well 
as automatically creating PDF publica-
tions capturing the activity of the school. 
The end result was a digital platform that 
rivalled its major technology company 
counterparts.

Alongside all of this, Shin developed 
a hybrid schedule of talks, connecting 
different participants in Future School 
via Zoom. She also initiated the Curators 
Collective, a unique network comprising 
the curators of the other national pavil-
ions at the Biennale – something that 
had never been done before. 

Everything eventually came together 
at the 17th Venice Architecture Bien-
nale, which opened in May 2021 and 
ran until November that same year. But 
with Future School, there’s a sense of 
unfinished business, of ideas just begun. 
Only time will tell, but Shin’s enthusiasm 

for change and her critical approach to 
education means it is unlikely that she 
will be able to let it lie. 

Hae-Won Shin is now teaching in 
Melbourne at Monash University, and 
already there are discussions for more 
Future School summer schools. One 
thing that Shin is clear on, is that change 
is only possible through collaboration: 
“Whatever we do, creating a framework 
based on care, inclusivity and openness 
will be so important in creating space for 
things to generate, and for dialogue and 
conversation to happen.”

Hae-Won Shin is an architect, educator and  
curator. She is currently Senior Lecturer at  
Monash Art, Design and Architecture. 

Anna Winston is an architecture and design writer, 
editor and curator, based in Antwerp, Belgium.

Image: Future School, the Korean Pavilion, 17th International Architecture Exhibition, La Biennale di Venezia, 2021. Photography: Ugo Carmeni.
Image: (above) Portrait of Hae-Won Shin. Image courtesy Hae-Won Shin.   
Image (below): Future School, the Korean Pavilion, 17th International Architecture Exhibition, La Biennale di Venezia, 2021. Image courtesy Hae-Won Shin.
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Nicholas Mangan 

Core-Coralations

Written by  
Anneke Jaspers 

Nicholas Mangan is an artist and 
researcher known for his ambitious 
sculptural and film installations. His  
latest project uses material storytelling 
to link coral polyps with planetary 
extinction, weaving together micro  
and macro accounts of climate change.

Image: Coral Ossuary #1, 2022, coral, aragonite, mineral powder and acrylic resin, 52 x 40 x 60cm. Courtesy the artist and Sutton Gallery, Melbourne. Photography: Andrew Curtis.Image: Nicholas Mangan, Core-Coralations (still), 2023. Image couresty the artist and Sutton Gallery, Melbourne.
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Last year, following an instinct, artist 
Nicholas Mangan travelled to Townsville  
to see the world’s largest coll- 
ection of massive coral core samples. 
These long, narrow columns form an 
archive of mineral residues extracted 
from the bedrock of dead coral reefs. 
Like tree cores and ice cores, their 
striated layers are a physical regis-
ter of growth and changing environ-
mental conditions over time. In this 
particular collection – housed at the 
Australian Institute of Marine Science 
(AIMS) – the growth dates back more 
than 700 years, before both observa-
tional records and human interference 
in global weather systems began. As a 
consequence, the microscopic infor-
mation contained in the collection 
provides a crucial resource for scientists  
piecing together macro histories of 
climate change.

In addition to modelling climate histo-
ries, one of the key roles of AIMS is to 
monitor the health of the Great Barrier 
Reef. Perhaps it is fitting, then, that 
these coral cores are similar in form to 
the geological samples used in mining 
exploration to identify potentially high-
value sites. According to the CSIRO, 
about 90 per cent of global carbon 
emissions and most of Australia’s CO2 
outputs flow from the extractive indus-
tries, making them the primary driver  
of ocean warming. In turn, mining is 
inextricably linked to the mass coral 
bleaching events that have occurred on 
the Great Barrier Reef since the 1980s 
and are written into the coral cores.

Such material histories have long 
been a source of fascination for Dr Nich-
olas Mangan, an award-winning artist 
and graduate research supervisor at 
Monash Art, Design and Architecture.. 
In the past, he has looked to limestone 
monoliths, coconuts and ancient stone 
money to trace narratives in which 
colonisation, resource extraction and 
globalisation intersect. For Mangan’s 
latest project, the coral cores at AIMS 
provide the conduit for a work that 
links coral polyps with planetary extinc-
tion, bringing the issue of environmen-
tal crisis to the fore. As with his earlier  
works, Core-Coralations revolves around  
a tension between the small, self-con-
tained and immediately perceptible, and 
a concept of such magnitude that, like 
the Great Barrier Reef, it cannot be fully 
apprehended.

In Mangan’s practice, fieldwork is as 
vital as time in the studio. Along with his 

visit to AIMS in Townsville, Core-Cora-
lations has evolved out of a University  
of Queensland Art Museum Heron Island 
Artist Residency, which saw the artist 
spend time at the university’s embedded 
research station. Upon first encounter-
ing the reef during this trip, Mangan says 
he was struck by its “intense beauty 
and otherness”, which felt both “prehis-
toric and interstellar”. To his artistic eye, 
the amalgamation of so many different 
species was akin to a form of sculptural 
assemblage. But above all, it was the 
liveliness of the reef that absorbed his 
attention, its dynamic relationship to the 
ebb and flow of the tides, and its smell, 
which is always absent from the lush 
images of tourist marketing: “the smell 
of a living organism, salty, soggy, dank.”

The first major iteration of Core-Cora-
lations reflects the duality of these expe-
riences, one focused on living coral and 
the other on dead specimens. With its 
premiere at the National Gallery of Victo-
ria as part of Melbourne Now 2023, the 
installation is divided into two elements: 
a sculpture, Death Assemblage (2022), 
and a film, Core-Coralations (2022–23). 

The sculpture takes the form of  
a large vertical plane made from aggre-
gated coral rubble mounted on a metal 
support. In part, this is inspired by the 
operating logic of the Great Barrier 
Reef, which forms a literal protective 
impasse between the Pacific Ocean and 
the Queensland coast. It also riffs on 
Mangan’s time in Townsville in the wake 
of multiple Covid lockdowns – blank bill-
boards lined the roadsides, signalling 
the precarious state of a tourist econ-
omy that relies on the health of the reef.

To further animate these ideas, 
Mangan embedded bioluminescent 
pigment in the sculpture, which will 
be periodically activated in the gallery 
setting by ultraviolet light. When the light 
is on, the sculpture glows a bluish-pur-
ple, calling to mind the UV light used in 
coral laboratories to highlight growth 
lines in specimens affected by extreme 
climate events, such as coastal flooding. 
This lurid colour also conjures the fluo-
rescence emitted by living corals during 
bleaching events – a form of chemical 
sunscreen they use as a last-ditch effort 
to survive. The fluorescence is effec-
tively a heat stress signal for individual 
reefs, but since tropical and subtropi-
cal reefs are acutely vulnerable to rising 
sea temperatures, it can be read more 
broadly as an early distress beacon for 
planetary catastrophe.

In Core-Coralations, Mangan elaborates 
on this idea. Here, he flips the orientation 
with a floor-to-ceiling projection intended 
to elicit the affective, immersive experi-
ence of encountering the reef first-hand. 
The film draws on footage from his time 
at both AIMS and Heron Island, track-
ing through a series of chapters that 
highlight the rapid decline of the Great 
Barrier Reef since colonisation. At the 
outset, it invokes Captain Cook’s arrival 
as a recent but momentous rupture in the 
deep time of the reef’s evolution. Other 
sections touch on bleaching events and 
current scientific efforts to future-proof 
coral against anticipated climate risks. 
Strikingly, there is a reference to the 
use of modern portfolio theory (MTP) –  
a form of economic modelling – to iden-
tify reefs with the highest likely return on 
conservation investment. As Mangan 
notes, this is one of many “strange ways 
humans are trying to come to terms 
with the loss and damage.” If there is 
a paradox at the heart of the work, it is 
precisely this: the correlation between 
reef death and climate disaster points 
to a symbiotic breakdown. Human civil-
isation is effectively dependent on the 
health of coral colonies, which support 
an estimated 25 per cent of the world’s 
biodiversity. The great irony of much 
so-called ‘coral philanthropy’ geared 
towards reef survival is that it is funded, 
directly or indirectly, by the profits  
of high-emissions commerce.

Core-Coralations reflects on this 
state of affairs from a situated perspec-
tive. As always for Mangan, this involves 
telescoping outwards from the specific 
material and historical conditions of 
a site to bring aspects of national, 
regional and global politics into view. 
The mythic place of the Great Barrier 
Reef in Australia’s civic consciousness 
is key here, but also, as Mangan puts it, 
the “island-continent dilemma” in which 
distance and isolation distort a sense of 
collective responsibility towards issues 
that exceed sovereign borders. Ulti-
mately, Core-Coralations foregrounds 
this mental barrier – which separates the 
pride of a UNESCO World Heritage list-
ing from the pragmatic work required to 
safeguard the reef – as the fundamental 
obstacle to real and necessary progress.
Nicholas Mangan is an artist and graduate research 
supervisor at Monash Art, Design and Architecture, 
where he received his PhD in 2015. 

Anneke Jaspers is Senior Curator, Collections,  
at the Museum of Contemporary Art Australia.

Image (above): Nicholas Mangan, Coral Ossuary #3 (detail), 2022, coral, aragonite, mineral powder and acrylic resin, 56 x 47 x 34cm. Courtesy the artist and Sutton Gallery, Melbourne. 
Photography: Andrew Curtis.  Image (below): Nicholas Mangan, Sarcophagi, 2023, coral, aragonite, mineral powder, acrylic resin, FRP Grill, mild steel, and UV pigment, 86 x 86 x 212cm.  
Courtesy the artist and Sutton Gallery, Melbourne. Photography: Andrew Curtis.
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As with his earlier works, 
Core-Coralations revolves 
around a tension between  
the small, self-contained  
and immediately perceptible,  
and a concept of such 
magnitude that, like the 
Great Barrier Reef, it cannot 
be fully apprehended.

Image: Nicholas Mangan, Core-Coralations (Death Assemblages), 2022, installation view, Sutton Gallery, Melbourne. Photography: Andrew Curtis.
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Nyein Chan Aung

Seeing Things 
Through

Written by  
Larissa Dubecki 

Nyein Chan Aung is an industrial 
designer whose groundbreaking 
collaboration with X-ray 
technology company Micro-X 
is changing the game for stroke 
diagnosis and treatment.

Image: Portrait of Nyein Chan Aung. Courtesy Monash Life [monash.edu/monash-life]. Photography: Dan Mahon.
Image (above): Early concept design visualisation of the Lightweight CT Brain Scanner. Courtesy Monash Design Health Collab.  Image (below): Early concept design and layout of the Self-service 
Airport Security Checkpoint. Courtesy Monash Design Health Collab.70 71
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The idea of a vehicle-mounted mobile 
X-ray bringing medical imaging to the 
patient was first envisaged in the early 
twentieth century. But much like Leon-
ardo da Vinci’s illustrations of a flying 
machine, it has required the advances 
of technology to come to fruition. And 
thanks to a ground-breaking collab-
oration between Monash Art, Design 
and Architecture’s Dr Nyein Chan Aung 
and Adelaide-based company Micro-X, 
a new era of imaging in stroke care is 
about to become reality. 

Over the past few years, self-de-
scribed creator of “cool things” Dr Aung 
has been designing a CT brain scan-
ner small enough to be installed in a 
conventional ambulance or light aircraft. 
Scanning a patient’s brain in the crucial 
‘golden hour’ following a stroke, rather 
than waiting until they are transported 
to a hospital’s CT unit, has been proven 
to significantly improve outcomes and 
reduce the risk of death and disability. 

“Treating stroke is all about time,” 
says Dr Aung, Design Research 
Program Director of Imaging Technol-
ogies at Monash Design Health Collab. 
“The faster you can treat, the better 
the outcome for the patient. Ultimately, 
strokes come down to two profiles –  
is it a bleed or a clot? This scanner 
would allow us to determine the type 
of stroke the patient had suffered within 
minutes of the ambulance’s arrival and 
potentially (if appropriate) provide treat-
ment on site.”

The first company in the world to 
successfully commercialise carbon 
nanotube technology (CNT), Micro-X 
has been able to create small CNT X-ray 

heads that are robust, low in power 
demand and ultra-efficient. 

“In a current CT, the large X-ray head 
spins around the person, taking the 
image from every angle possible. It’s 
very effective but it’s topography depen-
dent, requiring flat ground. It needs time 
to warm up, and it needs a lot of shield-
ing and mechanisms,” explains Dr Aung. 
“With Micro-X, because the X-ray heads 
are so small, we can have 30 of them in 
a fixed arc array so nothing is spinning. 
Getting the machine ready and taking 
the scan is instant. It’s also topogra-
phy independent, so the vehicle doesn’t 
need to be stabilised. It’s an incredible 
project and I still feel giddy and excited 
every time I talk about it.”

Melbourne does have an existing 
mobile stroke unit (MSU) – Australia’s 
only one – which is essentially a modi-
fied container truck with a full CT scan-
ner inside. “Melbourne’s MSU is proving 
phenomenal in terms of outcomes for 
the patients it does see. But because a 
conventional MSU is such a specialised 
vehicle there are only a couple dozen in 
the world, and they only exist in fairly 
wealthy cities because they are so costly 
to maintain,” Dr Aung says. “So the idea 
came about that if on-site stroke treat-
ment was to become more prevalent, 
the technology had to be relatively easy 
to use, robust and stable. It had to be 
deployable from your standard air or 
road ambulance. This project is really all 
about increased access to technology.”

Collaboration has been key to the 
multi-year project. “It’s crucial to get  
the clinicians’ input, as design is all 
about the user workflow,” says Dr Aung. 

That has meant multiple trips to the 
Australian Stroke Alliance and many 
discussions with physicians, scientists 
and engineers as well as the people on 
the ground: the paramedics, radiologists 
and radiographers who can help the 
project team understand and examine 
all-important workflows. 

“Everyone sees a need for this tech-
nology, it just hasn’t been a possibility 
until very recently. So far, every physi-
cian and radiologist and paramedic 
we’ve talked to has really wanted to 
see this out there.” The development of 
the first portable stroke scanner proto-
type is underway – around the size  
of large travel luggage, it will be able to 
be secured to the ambulance. Dr Aung 
expects that ongoing tweaking of the 
design will continue for another few 
years, before clinical trials take place. 

Concurrently, Dr Aung is working on 
another project based on similar tech-
nology. Together with Micro-X and the 
US Department of Homeland Secu-
rity, he is designing an airport security 
scanner that will completely transform 
the airport check-in experience into an 
advanced self-service system in which 
both the person and their luggage are 
scanned at the same checkpoint. “We’re 
making an effort to prioritise the user’s 
dignity, so it’s taking into account things 
like gender sensitivity, medical implants 
and equipment.” 

This is not the first time Dr Aung’s 
research has taken him into the realm of 
air travel – his PhD at Monash University 

saw him explore ways to help passen-
gers sleep better in economy class airline 
cabins without having to modify the seats.

His interest in combining technology 
and design for a user-centred expe-
rience has also seen Dr Aung and his 
wife – geriatrician and endocrinologist  
Dr Thinn Thinn Khine, who Dr Aung 
credits with his interest in health, mobil-
ity and med-tech – working on a project 
that is extremely personal to them. After 
staying with Dr Khine’s elderly mother 
in a palliative care room at a Melbourne 
hospital, ill-equipped with the standard 
patient bed and a couch, Dr Aung was 
prompted to think about using design 
for better end-of-life care. The husband-
and-wife team’s concept involves a fold-
out bed and shelving unit that can easily 
convert a standard sub-acute hospital or 
aged care room into a palliative unit that 
enables a guest to sleep over. Addition-
ally, a digital ‘communications’ module 
will allow the patient and their loved 
ones to have virtual connectivity to the 
outside world. 

Born and raised in Myanmar, as was 
his wife, Dr Aung says he was not aware 
a design career existed until he went to 
high school in the US. “An ‘industrial 
designer’ was unheard of when I was 

growing up. Even graphic design was 
not a professional vocation like you 
would see here,” he says. “To be fair, 
the job I’m doing today didn’t really exist 
when I was a kid. There was no design 
researcher working on med-tech at that 
time. I knew I wanted to be creative, but 
it was only when I saw a documentary in 
art class that I realised the possibilities. 
From then on, industrial design has been 

the thing for me. I fell in love with it. I 
haven’t looked back or even to the side, 
to be honest.”

Nyein Chan Aung is an industrial designer and artist. 
He completed his PhD in industrial design at Monash 
Art, Design and Architecture, where he is currently a 
Design Research Program Director of Imaging Tech-
nologies at Monash Design Health Collab. 

Larissa Dubecki has been a journalist for 20 years, 
with a career spanning news writing and specialist 
food reviewing.

Image: Visualisation of the CT Brain Scanner integrated in a standard road ambulance. The ambulance interior has been redesigned in this image for improved usability.  
Courtesy Monash Design Health Collab.

Image (above): A full sized space mock-up of a self-service airport security checkpoint. Rough models like these enable design iterations to be built and tested rapidly. Photography:  
Joel Del Castillo.  Image (below): Early concept design and layout of the airport security checkpoint project shown in scale with passengers. Courtesy Monash Design Health Collab.

 “To be fair, the job I’m doing 
today didn’t really exist when  
I was a kid. There was no design 
researcher working on med-tech 
at that time. I knew I wanted to 
be creative, but it was only when 
I saw a documentary in art class 
that I realised the possibilities.”
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Paul Yore 

A Sea of Glitz

Written by  
Amelia Winata 

Amelia Winata explores 
Monash alum Paul Yore’s 
survey exhibition, WORD 
MADE FLESH, examining 
the maximalist logic and 
embodied methodologies 
that drive his work.

Image: Paul Yore with newly commissioned installation WORD MADE FLESH, presented as part of Paul Yore: WORD MADE FLESH, Australian Centre for Contemporary Art, Melbourne, 2022. 
Photography: Casey Horsfield.
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The aesthetic of Paul Yore’s WORD 
MADE FLESH might be crudely summed 
up as the love child of New York’s Times 
Square and a country op shop. In his 
works, Yore folds bold colours, adver-
tising imagery, mass produced objects 
and representations of celebrity icons 
into tapestries and needlepoints made 
by the artist himself. 

The tension between the fast-paced 
subject matters – representative, among 
other things, of the internet age and 
24-hour news cycle – with Yore’s very 
slow-paced, embodied making methods 
is what makes Yore’s practice so imme-
diately recognisable as his own. And 
what also makes it such a dense and 
tangled practice to decipher.

To quickly step back and give some 
context, WORD MADE FLESH (23 
September – 20 November 2022) was 
a survey exhibition of Yore’s practice 
from the past decade or so. At just 35 
years of age, he is a relatively young 
artist to mount a solo presentation at 
the Australian Centre for Contemporary 
Art (ACCA). Yet he has been a prolific 
maker since his early 20s, establishing 
himself as an artist to watch in 2011 
when he entered the prestigious studio 
program at Gertrude Contemporary. In 
recent years, he has been included in 
several high-profile group exhibitions, 
including Craftivism at the Shepparton 
Art Museum (2019) and Queer at the 
National Gallery of Victoria (2022). 

And Yore’s intense productivity was 
on full display in WORD MADE FLESH, 
with many works hung salon style – 

that is, with rows of works stacked on 
top of one another. This ‘more is more’ 
attitude was in many ways a metaphor 
for the post-internet age. In the first 
gallery, the viewer was greeted by a 
vast collection of relatively small, some 
would say domestically scaled, needle-
points – the content of which upended 
the domestic logic of the medium. Upon 
closer inspection (and the scale of the 
works did require up-close viewing), 
the viewer was confronted with slogans 
such as SHOVE IT UP YOUR ARSE 
(SHOVE IT UP YOUR ARSE, 2017) and 
SEE YOU IN HELL (SEE YOU IN HELL, 
2017) masquerading as almost child-
like graphics – a lure for the off-guard 
gallery visitor. Indeed, this first room set 
the tone for WORD MADE FLESH as a 
series of contradictions that, in many 
ways, encapsulates our present moment 
in a globalised, post-national world.

This maximalist logic only gained 
momentum as the viewer continued their 
journey through WORD MADE FLESH. 
In a smaller gallery, largescale appli-
que works – many a couple of metres 
in height – were hung on pink walls up 
to the ceiling, making it impossible for 
the viewer to apprehend everything on 
display. These works were in fact quilts 
and the title of the room, Embodiment, 
pointed to their corporeal logic. The 
quilt, after all, is a tool for protecting 
the body, for warming and comfort-
ing it. Despite this, and again here is 
the tension in Yore’s work, the imagery 
in the quilts was mostly anything but 
comforting. Representations of sexually 

explicit acts were married with garish 
Australiana, such as Blinky Bill with an 
erect ejaculating penis (WELCOME TO 
HELL, 2014), or derogatory representa-
tions of global political figures including 
Trump as Osama Bin Laden’s shitting 
anus (SPECTACULAR SPECTACULAR, 
2016). If in these works Yore explores a 
dialectic between comfort and discom-
fort, then he doubles down on the use of 
dialectics through his choice of medium. 
As Helen Hughes states in the exhibi-
tion’s catalogue, the quilt format, which 
has historically been associated with 
female labour, is queered by Yore – not 
only by way of the homoerotic imag-
ery he includes but also by his use of 
non-traditional, synthetic materials such 
as sequins and rhinestones. 

The innumerable sub-themes in Yore’s  
work – homoeroticism, politics, Austra-
lian cringe and so on – are all part of the 
artist’s broader consideration of global 
capitalism and the attention economy. 
The common methodology across 
Yore’s oeuvre is that these sub-themes 
are patchworked together with bright 
colours and shiny materials to vie for 
the viewer’s attention. The result is that 
the viewer finds it all but impossible  
to properly focus on any one detail in 
Yore’s sea of glitz. 

This came to a head in the final 
gallery – a cavernous, hangar-like space 
that occupies approximately half of 
ACCA’s entire exhibition area – where 
the newly commissioned installation 

Image (above): Paul Yore, SEE YOU IN HELL, 2017, wool needlepoint, 48.0 x 29.0cm. Courtesy Hugo Michell Gallery, Adelaide and STATION, Melbourne and Sydney. Photography: Devon 
Ackermann.  Image (below): Paul Yore, SHOVE IT UP YOUR ARSE, 2017 wool needlepoint, 27.0 x 49.0cm. Courtesy Hugo Michell Gallery, Adelaide and STATION, Melbourne and Sydney. 
Photography: Devon Ackermann. Image: Paul Yore: WORD MADE FLESH, installation view, Australian Centre for Contemporary Art, Melbourne, 2022. Photography: Andrew Curtis.
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WORD MADE FLESH sprawled like 
a debauched Las Vegas carnival. 
Enclosed in temporary fencing (the 
type you might see at a music festival), 
the installation was awash with flick-
ering neon signs and lights. One could 
enter a room-sized cube covered in lit 
up insignia to discover mirrored walls 
covered with multiple rows of television 
screens, each displaying a mashup of 
memes, pornography and multinational 
logos, such as the McDonald’s golden 
arches. On the wall label for the commis-
sion, Yore stated that the work was 
conceived around “the deconstructive 
logic of collage, centring on an endless 
dismantling and reconfiguring, a dually 
destructive-creative act in which a great 
diversity of disparate waste and found 
materials are brought together in uneasy 
connection.” Indeed, as I stood in Yore’s 
video room, it dawned on me that I was 
not so much viewing narrative-based 
or even time-based footage but, rather,  
a constant repetition of images that had 
very little in common apart from the fact 
that they were enmeshed in the broader 
backdrop of late-capitalism. The work’s 
crudeness came largely down to what 
Yore described as a collage-like decon-

struction – the refusal of any meaningful 
bond between images and signs.
If WORD MADE FLESH started with 
Yore’s arguably ‘quieter’ works (in scale if 
not content) – his small tapestries – then 
the exhibition quickly picked up speed, 
with the overwhelming intensity of the 
new commission, which concluded with 
a mid-‘80s Ford Falcon hearse mosaiced 
with mirrored tiles, possibly gleaned from 
a disco ball. A hammer and sickle, a rain-
bow flag and the words FUCK AUSTRA-
LIA and WHITE TRASH appeared. At the 
rear of the car, Yore carefully mosaiced 
the words FUCK ME DEAD with the face 
of a sex doll modelled around the key- 
hole, stylised as the doll’s mouth. Here, 
even Yore’s slogans acted as images. 
Built from the same tiles as the figures 
represented on the car, they had a ‘thing-
ness’ about them, whereby they became 
signs instead of text. Indeed, aren’t 
Yore’s works the ultimate sign of the 
time? They represent the constant strug-
gle between the intense pace of daily life 
and the fantasy of slowing down. Even 
Yore’s vintage car, a symbol of Australian 
nostalgia, was ultimately subsumed by 
pictures, simply another canvas for the 
inescapable image economy.

Paul Yore is a contemporary artist who lives and 
works on stolen and unceded Gunaikurnai country 
in Gippsland. He graduated from Monash University 
with a Bachelor of Arts (Archaeology and Anthropol-
ogy) and a Bachelor of Fine Art (Painting) in 2010. 

Amelia Winata is a Narrm/Melbourne based writer. 
She is a founding editor of Memo Review.

... aren’t Yore’s works 
the ultimate sign of the 
time? They represent 
the constant struggle 
between the intense 
pace of daily life and the 
fantasy of slowing down.

Image: Paul Yore: WORD MADE FLESH, installation view, Australian Centre for Contemporary Art, Melbourne, 2022. Photography: Andrew Curtis.

Image (above): Paul Yore: WORD MADE FLESH, installation view, Australian Centre for Contemporary Art, Melbourne, 2022. Photography: Andrew Curtis  Image (below) Paul Yore, WELCOME TO 
HELL, (detail), 2014, mixed media textile appliqué comprising found materials, reclaimed fabrics, wool, beads, sequins, buttons 265.0 x 292.0cm. Courtesy the artist, Hugo Michell Gallery, Adelaide 
and STATION, Melbourne and Sydney. Photography: Alex Davies.
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Vincent Chan 

Welcome to  
Preston
Written by  
Dominic Hofstede 

Meet Vincent Chan, a type 
designer and educator whose 
custom fonts are shaping the 
communications of global 
brands and local institutions. 

Image: Art Gallery of New South Wales merchandise. Image courtesy Dominic Hofstede (Mucho).
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Vincent Chan is a type designer. Part of 
a small but vibrant local type community, 
he works primarily with graphic design-
ers, studios and agencies, who commis-
sion him to create custom typefaces  
for their clients. 

He also designs his own fonts, which 
are licensed for a variety of uses by indi-
viduals or companies. To be successful 
in this obscure craft requires a mixture 
of creative ingenuity and mathematical 
precision, an unusual combination of 
skills that very few individuals possess.

Like many in his profession, Vincent 
initially trained as a graphic designer. He 
was introduced to typography and type 
design at Monash University by long-
time sessional teacher and Monash 
alum Dan Milne and, upon graduating 
in 2010, Vincent was employed at the 
renowned New York foundry Commer-
cial Type under the tutelage of Chris-
tian Schwartz, Paul Barnes and Berton 
Hasebe. Vincent now operates his own 
typographic practice, Matter of Sorts, 
where he designs, teaches and runs 
occasional type design workshops. One 
of his recent commissions, a custom 
typeface for the Art Gallery of New 
South Wales (AGNSW), provides valu-
able insight into his work.

Vincent and I have collaborated regu-
larly over the years on a range of projects, 
from largescale commissions like  
a custom typeface for Australia Post, to 
personal projects including the Recol-
lection fonts, which explored Australian 
design history. In 2020, an opportu-
nity arose for us to partner once again, 
this time on a brief to redesign the Art 
Gallery of New South Wales’ visual iden-
tity. Vincent joined our small team of  

graphic designers at Mucho and we  
began by investigating the rich history 
of one of Australia’s most significant 
cultural institutions.

Research is a fundamental start-
ing point for many graphic designers 
and type designers. Making decisions 
around referencing, reinventing or reject-
ing precedents can only be made with 
an informed understanding of histori-
cal context. This investigative phase is 
perfectly suited to Vincent’s curiosity and 
insatiable thirst for knowledge. “I find 
visible language and typographic form 
captivating,” he explains. “The process 
of collecting and categorising and undo-
ing and remaking is also a simple way  
for me to make sense of the world.”

This desire to innovate and explore 
new territories is tempered by a recog-
nition that he is always working with an 
established set of parameters. “It is near 
impossible to truly invent something 
new in the world of letters. Almost every-
thing is a form of reinvention or redis-
covery,” says Vincent. “I think one can 
be innovative in combining unexpected 
forms or harnessing new technologies, 
and perhaps this is the closest we come 
to the notion of invention, but my work 
is largely a conversation with letters 
already drawn.” 

Examples of Australian ‘letters 
already drawn’ as inspiration for the 
AGNSW project proved elusive. What 
we discovered in the extensive archive 
of catalogues, books and previous 
identities were fragments of an eclectic 
story rather than a singular narrative.  
So we embraced this lack of purity in the 
work, a sentiment we dubbed ‘mongrel 
modernism’. However, one specific type-

face, Adrian Frutiger’s iconic sans serif 
Univers, appeared regularly in the source 
material, and we decided this could be  
a key reference for Vincent’s work.
Alongside developing a primary type-
face, Vincent also saw an opportunity 
to push the boundaries of technology. 
Calling upon his extensive network 
of colleagues for help, he created an 
online type generator, an app that 
could produce numerous fonts based 
upon a core typographic skeleton. The  
AGNSW has a vibrant exhibition program, 
and this tool would have allowed them  
to create ‘sub-identities’ for each new 
show. Although they chose not to pursue 
the idea, such research and develop-
ment are integral to Vincent’s practice;  
a desire to evolve and progress reflects 
his commitment to continual profes-
sional growth.

Throughout the conceptual phase, 
a constant dialogue was maintained 
between all members of the creative 
team. As Vincent developed his fonts, 
he shared prototypes in a gradual 
process of refinement. Seeing his letters 
in use was essential in helping to shape 
the font’s weight, width and character.  
For Vincent, the ability to stand back 
and “shift from macro to micro” is an 
underrated skill for type designers,  
who are often lost in the work: “know- 
ing how to navigate possible lines  
of inquiry and knowing when to pause, 
iterate, extend and, perhaps most 
importantly, stop.” 

 “I find visible 
language and 
typographic form
captivating...
the process of 
collecting and 
categorising  
and undoing and 
remaking is also  
a simple way for
me to make sense 
of the world.”

Image: Art Gallery of New South Wales signage. Image courtesy Dominic Hofstede (Mucho). Image: Preston typeface proof sheets. Image courtesy Dominic Hofstede (Mucho).
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The final concept for the new typeface 
was delivered to the AGNSW as part 
of a coherent and harmonious iden-
tity system. Preparing and presenting 
a considered rationale plays an impor- 
tant role in gaining approval. Many 
clients are unfamiliar with type design, 
and through experience Vincent has 
perfected a unique combination of 
academic rigour and subtle showman-
ship when sharing his work. 

Neutral in tone, but with subtly 
subversive details to add distinction 
and personality, the family of fonts was 
named in honour of Sydney modernist, 
artist and designer Margaret Preston. 
The typeface was designed with an 
extended character set that includes 
diacritics (glyphs that indicate a differ-
ence in pronunciation), specifically  
to account for Aboriginal and Torres 
Strait Islander words. 

Following acceptance of the visual 
identity concept, Preston was shared 
with the AGNSW’s in-house creative 
studio for further refinement and test-
ing on real-world projects. After only 
relatively minor adjustments, a final 
family of three weights (light, regular 
and medium), Condensed and X-Con-
densed versions were ready for master-
ing, a rigorous process where the fonts 
are prepared for output. Reviewing 
seemingly endless proof sheets requires 
absolute focus and discipline, a prereq-
uisite for which Vincent describes  
as “fundamental obsessiveness”. 

Entrusting his fonts to others after 
countless hours of toil is a reality Vincent 
came to terms with long ago. “Generally, 
I’m not that precious about my letters,” 
he notes. “I’m aware that my typefaces 
play a role in someone else’s vision, that 
they’re a mere ingredient and people are 
free to do what they want with them.” 
The relative anonymity of type design  
is perfectly suited to Vincent’s under-
stated and modest character. “There’s 
something satisfying about playing a 
fundamental role in someone’s commu-
nication without getting credit.”

Vincent Chan is a Naarm/Melbourne based type 
designer who works under the moniker Matter of 
Sorts. He is currently a sessional lecturer at Monash 
Art, Design and Architecture, where he completed  
a Bachelor of Visual Communication (Honours)  
in 2010 and received his PhD in 2021. 

Dominic Hofstede is a partner and Creative 
Director at Mucho. He has undertaken mentoring, 
lecturing and teaching roles with numerous 
educational institutions, and was an Adjunct  
Senior Research Fellow at Monash Art, Design  
and Architecture.

For more 
information visit:

Images: Preston typeface glyph set. Image courtesy Dominic Hofstede (Mucho). Image: Art Gallery of New South Wales collateral, signage and merchandise. Image courtesy Dominic Hofstede (Mucho).
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Peta Clancy 

Unveiling 
Submerged 
Histories
Written by  
Maya Hodge

Discover Undercurrent – 
the powerful photography 
project by artist Peta Clancy, 
uplifting hidden truths  
and perspectives of Country.

Across this vast continent, many 
massacre sites lie un-memorialised 
and forgotten by the broader popula-
tion of so-called Australia. Bangerang 
descendent, creative practitioner and 
senior lecturer at Monash Art, Design 
and Architecture, Dr Peta Clancy, has 
been working closely over the years 
with Aboriginal communities to remem-
ber the Frontier Wars and its violent, 
lasting impacts on people and Country. 
Her photographic and projection works 
explore how we as a people memorialise 
and acknowledge the painful histories 
of Aboriginal peoples. The way Clancy 
collaborates with mob and performs 
with and on Country informs the devel-
opment of her practice through deep 
listening and respect. 

Clancy’s photographic and projec-
tion series, Undercurrent, is an ongoing 
project which started in 2018. In 2022,  
a photograph from this series was trans-
formed into a projection that spanned 
the façade of Carriageworks, as part 
of Sydney Contemporary’s AMPLIFY. 
Displaying Clancy’s work in largescale 
perspective across a heritage-listed 
building created a spatial and tempo-
ral dialogue, layering image and history 

from Dja Dja Wurrung Country (Bendigo) 
over existing history in Gadigal Country  
(Sydney). When these stories meet, 
what kinds of narratives unfold about 
Aboriginal memorialisation, veiled histo-
ries and sites of mourning and signifi-
cance? Undoubtedly, the work unravels  
the narratives white Australia has 
constructed by uplifting the truth of the 
resistance occurring within Aboriginal 
communities for over 250 years. Clancy 
states: “I find it a powerful gesture to 
project images of Country onto colo-
nialist architectural structures that have 
been built on Country.” Her work high-
lights why it is essential for our commu-
nities to reclaim control of these histor-
ical stories, so that historical injustices 
do not continue to go unnoticed. 

Carriageworks in Redfern is a power-
ful site for Aboriginal mob because it 
was one of the first places to employ 
Aboriginal people on an equal basis. 
I found it empowering depicting 
photographs created in collabora-
tion with Country on a building that 
holds deep significance for Aboriginal 
people. People often think of Country 
as something that’s in the outback. 

However, Country is in big cities as 
it is beneath our feet, beneath the 
bitumen and buildings. Country is 
always with us. There are many signif-
icant and powerful sites for Aboriginal 
peoples in the urban environment.

This work was created in direct conver-
sation with the land and in collaboration 
with local people. Clancy describes how 
she connects and works with Country as 
 “being in the place”. By this, she means 
 “a process of being still, quiet, listening 
and learning from Country… I’ve learnt 
that Country has the power to heal 
itself.” Part of this process of being in 
place means using her 5x4” film camera 
to capture the light as it hits the land  
in a specific moment in time. Once she 
processes and prints the film (to around 
a metre long), Clancy returns with the 
print back to the exact spot the image 
was taken. She then attaches this print 
to a frame, cuts the photograph at the 
location and rephotographs the image 
with an SLR camera. In doing so, she 
captures the natural elements as they 
interact with the print to “give a differ-
ent perspective of Country”1. Clancy 
then cuts the images together, marking 
a line straight through the belly of the 
photo, a style she repeats throughout 
her series. This representation of a scar 
on the landscape as a wound from long 
ago remains: present, never fading and 
never forgotten.    

The photographs are influenced by the 
wind and light interacting on and with 
the surface of the photographic print. 
The light reflects off the surface of the 
print, and the wind physically moves 
the paper, pushing and pulling it away 
from and toward the camera. The 
photographs reflect on the complex- 
ities of photographing Country and 
the inability of a photograph to record 
or reveal memory, history and narra-
tives of place or temporality from 
the past 250 years (since invasion), 
around 60,000+ years (for Traditional 
Custodians) or millions of years.

The way that Clancy works perfor-
matively with and on Country raises 
compelling questions surrounding how 
white Australia interacts with place – 
or does not interact with it all. From 
creation to exhibition, Undercurrent 
presents Aboriginal ways of knowing 
and doing. Most Aboriginal people are 
born with the ingrained knowledge that 

1. Sydney Contemporary (7–10 September 2022) ‘Peta Clancy: First Nations Voices’ [video], Sydney Contemporary, Vimeo, https://sydneycontemporary.com.au/peta-clancy/.
Image (opposite): Peta Clancy, Undercurrent, 2018-19, installation view, The Burning World, Bendigo Art Gallery, 2020. Courtesy the artist and Dominik Mersch Gallery, Sydney.  
Photography: Anthony Webster.
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Image: Peta Clancy, Undercurrent no. 5, 2019, inkjet pigment print, 150 x 106 cm. © the artist. Courtesy the artist and Dominik Mersch Gallery, Sydney. Image: Peta Clancy, Undercurrent no. 4, 2019, inkjet pigment print, 150 x 106 cm. © the artist. Courtesy the artist and Dominik Mersch Gallery, Sydney.
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land holds story. As Clancy created 
this work, she did not break from this 
connection with place; Country will 
never forget redirected river systems 
or cover-ups of massacre sites. Clan-
cy’s work continues to recognise sites 
of significance or mourning wherever it 
goes, creating rigour in conversations 
about the power of art practice as a 
conduit for mob to assert rightful and 
continued sovereignty. Undercurrent 
emphasises the ways Country plays  
a vital role in all our lives, as witness and 
collector of memory.  

Clancy’s Undercurrent series began 
with a 12-month residency at the Koorie 
Heritage Trust in 2018. The series evolved 
from experiencing Dja Dja Wurrung 
Country with Dja Dja Wurrung Traditional  
Custodians Amos Atkinson and Mick 
Bourke. This connection led to a series of 
photographic projection works respon-
ding to massacre sites around the 
region. After one such massacre, as Arlie 
Alizzi writes, waterways were disrupted 
and made to flow unnaturally due to the 
construction of the weir in the Loddon 

River.2 The site was purposely flooded 
and is now hidden from view. Clancy’s 
photographs of lapping water and shad-
owed trees, outlined against the blurred 
soft-pink skies, evoke a visual disparity 
between the arresting beauty of Dja Dja 
Wurrung Country and the dark history 
of continuing colonial violence inflicted 
upon these lands. She states that work-
ing on this series “is all about listening 
and conversations with mob and Coun-
try.” Undercurrent also signifies the deep 
trust that Traditional Custodians showed 
by allowing the artist to tell this story 
and the ways that Clancy’s practice, and 
contemporary art as a whole, can be  
a tool for truth-telling. 

Clancy continued her Undercurrent 
series through 2020, engaging with 
the Baluk willam of the Woi wurrung 
and the Nguruk willam of the Boon 
wurrung to capture sites of significance 
along the Dandenong Creek that have 
been disturbed due to Invasion. These 
images were photographed while the 
bushfires were raging across the south-
east. According to the artist, the carbon 

blackened the water and transformed 
the creek into a mirror.3 Accompanying 
the photographs is a map from Dr Gary 
Presland’s 1985 book The Land of the 
Kulin, included to highlight the stark 
disruption of Invasion. Clancy’s collab-
oration with Traditional Custodians to 
honour these sites by tracing the water-
ways emphasises the disparity between 
how Aboriginal and white people under-
stand the importance of land and water. 
Additionally, the creek’s haunting black 
waters, framed by the skeletal-like 
branches of the trees, reflect how harm 
against Aboriginal people has denied 
Country proper cultural care. 

Western perceptions of land or land-
scape are extractive, they are based 
on ownership and control, whereas 
for Aboriginal peoples Country is 
respected and cared for, it is places that 
hold stories, knowledges and identities. 

Undercurrent has transformed over 
the years. As Clancy expresses, “the 
conversations have deepened and 
gotten richer over time and I am becom-
ing more conscious of the agency of 
Country.” Clancy’s continuation of this 
ongoing series, and the way it can fit 
into existing conversations around local 
memorialisation, reflects how Aboriginal 
histories of Frontier Wars and Aborigi-
nal stories about disturbance of places 
of significance remain similar no matter 
where you travel across this continent. 
This body of work adapts and converses 
with local records of massacre sites, 
buildings where mob were employed 
equally, and the importance of walking 
waterways and lands. In capturing these 
moments and threading them together 
in her practice, Clancy, as an Aborigi-
nal woman, unveils the atrocities of the 
past and upholds Country as a witness. 
Her practice demonstrates that creative 
reflections of being in place can act as  
a powerful weapon against the erasure 
of our stories. 

Peta Clancy is a descendent of the Bangerang 
Nation from the Murray Goulburn area, in south 
eastern Australia. She is currently Associate Dean, 
Indigenous and Senior Lecturer, Fine Art at Monash 
Art, Design and Architecture, where she completed 
a PhD in 2009. 

Maya Hodge is a Lardil and Yangkaal emerging  
writer and curator based on Wurundjeri Country.  
She completed a Bachelor of Art History and Curating 
at Monash Art, Design and Architecture in 2021.

 “Western perceptions of land or 
landscape are extractive, they are 
based on ownership and control, 
whereas for Aboriginal peoples 
Country is respected and cared 
for, it is places that hold stories, 
knowledges and identities.” 

2. Alizzi, A (2019) Artist Text: Peta Clancy, The National 4: Australian Art Now [website], https://www.the-national.com.au/artists/peta-clancy/undercurrent/. 
3. Dominick Mersch Gallery. (17 April 2020). Undercurrent, Dominick Mersch Gallery [website], https://dominikmerschgallery.com/exhibition/undercurrent/peta-clancy-undercurrent-1/. 

Image (above): Peta Clancy, Undercurrent, 2018 – 19, installation view, The National: Australian Art Now, 2019, Art Gallery of New South Wales. © the artist. Courtesy the artist and 
Dominik Mersch Gallery, Sydney. Photography: Diana Panuccio.  Image (opposite): Peta Clancy, Undercurrent, 2018 – 19, installation view, AMPLIFY at Sydney Contemporary 2022. 
© the artist. Courtesy the artist and Dominik Mersch Gallery, Sydney. Photography: James Horan.
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Keep  
Running
Adapted text by  
Brigid Moriarty

Keep Running (2021–22) 
was a series of graphic 
interventions into the facades 
and streetscapes of greater 
Melbourne. Through posters and 
billboards, Monash University’s 
XYX Lab initiated and enlivened 
important conversations about 
gendered spatial inequity and 
experiences of urban (un)safety.

  Commissioned by the Australian Centre for Contemporary   Commissioned by the Australian Centre for Contemporary 
Art (ACCA) as part of the off-site exhibition program for Art (ACCA) as part of the off-site exhibition program for 
Who’s Afraid of Public Space?Who’s Afraid of Public Space?, , Keep RunningKeep Running draws  draws 
on data collected by XYX Lab’s online mapping project on data collected by XYX Lab’s online mapping project 
YourGroundYourGround (2021). This earlier project allowed women and  (2021). This earlier project allowed women and 
gender-diverse people to share their perceptions of safety gender-diverse people to share their perceptions of safety 
as experienced during exercise and recreation in public as experienced during exercise and recreation in public 
space, via anonymous geolocation on an interactive map. space, via anonymous geolocation on an interactive map. 
Importantly, Importantly, YourGroundYourGround encouraged participants to describe  encouraged participants to describe 
their experience in their own words, revealing the powerful their experience in their own words, revealing the powerful 
human stories that lie beneath statistics. As XYX Lab notes, human stories that lie beneath statistics. As XYX Lab notes, 
this approach is “key to understanding women and gender-this approach is “key to understanding women and gender-
diverse people’s nuanced and frequently problematic diverse people’s nuanced and frequently problematic 
engagement with public space.”engagement with public space.”

XYX Lab is a team of experienced design researchers based XYX Lab is a team of experienced design researchers based 
at Monash University whose work explores gender-sensitive at Monash University whose work explores gender-sensitive 
design practices and theory. Their work operates at the juncture design practices and theory. Their work operates at the juncture 
of gender, identity, urban space and advocacy. Through their of gender, identity, urban space and advocacy. Through their 
research, they bring together planners, policymakers, local research, they bring together planners, policymakers, local 
government and stakeholders to make tangible the experiences government and stakeholders to make tangible the experiences 
of underrepresented communities in urban space and planning. of underrepresented communities in urban space and planning. 
XYX Lab is grounded in feminist and queer theory and activated XYX Lab is grounded in feminist and queer theory and activated 
through real world projects.through real world projects.

The research team is led by Associate Professor Nicole Kalms  The research team is led by Associate Professor Nicole Kalms  
and Associate Professor Gene Bawden. The research team  and Associate Professor Gene Bawden. The research team  
is comprised of Associate Professor Jess Berry, Dr Timothy is comprised of Associate Professor Jess Berry, Dr Timothy 
Moore, Dr Gill Matthewson, Isabella Webb and Dr Xavier Ho.Moore, Dr Gill Matthewson, Isabella Webb and Dr Xavier Ho.

Image: Image: XYX Lab, XYX Lab, Keep RunningKeep Running, installation view. Photography: Brett Brown., installation view. Photography: Brett Brown.92 93
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  For   For Keep RunningKeep Running, the XYX Lab team carefully selected , the XYX Lab team carefully selected 
a range of a range of YourGroundYourGround submissions that reflected common  submissions that reflected common 
experiences shared by multiple women and gender diverse experiences shared by multiple women and gender diverse 
people while navigating Victoria’s public spaces. Designed  people while navigating Victoria’s public spaces. Designed  
by the Head of Department (Design), Associate Professor Gene by the Head of Department (Design), Associate Professor Gene 
Bawden, each poster in the series includes the participant’s Bawden, each poster in the series includes the participant’s 
entire entry in bold, easily legible type. The central geometric entire entry in bold, easily legible type. The central geometric 
form, however, is constructed with key words extracted from form, however, is constructed with key words extracted from 
the submission and rendered in a custom typeface.the submission and rendered in a custom typeface.

Although the title of the project is taken from one Although the title of the project is taken from one 
participant’s story, it is a shared response to situations in participant’s story, it is a shared response to situations in 
which people feel unsafe, situations where running away  which people feel unsafe, situations where running away  
is the only option to escape danger. It also subtly references is the only option to escape danger. It also subtly references 
a social and political notion that placing the onus on women a social and political notion that placing the onus on women 
and gender diverse people to alter their behaviour is not a and gender diverse people to alter their behaviour is not a 
solution to gender-based violence and a lack of safe spaces. solution to gender-based violence and a lack of safe spaces. 
Rather, as XYX Lab stresses, public safety is a shared Rather, as XYX Lab stresses, public safety is a shared 
responsibility that should concern us all.responsibility that should concern us all.

 “The typeface is drawn from the 
visual language of data – bar 
graphs and pie charts – elements 
traditionally used to make  
statistics visible and immediately 
understood in reports. In the 
context of Keep Running, they 
overlap and intersect as an 
amalgam of data visualisations  
that concurrently reveal the key 
point of the participant’s story.  
The data represented in the poster 
is no longer detached from human 
experience but enmeshed within it, 
as it is in real life.”
 
 – Gene Bawden – Gene Bawden

Image: Image: XYX Lab, XYX Lab, Keep RunningKeep Running, installation view. Photography: Brett Brown., installation view. Photography: Brett Brown. Image: Image: Courtesy XYX Lab.Courtesy XYX Lab.94 95
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  A single, polished A0 poster was fixed to   A single, polished A0 poster was fixed to 
hoarding within ACCA’s Project Space, linking  hoarding within ACCA’s Project Space, linking  
the carefully curated internal spaces of the gallery the carefully curated internal spaces of the gallery 
with the dynamic, unstructured exterior of the with the dynamic, unstructured exterior of the 
city. Responding to particular sites, XYX Lab city. Responding to particular sites, XYX Lab 
installed the posters and digital billboards within installed the posters and digital billboards within 
the physical localities the stories were drawn from. the physical localities the stories were drawn from. 
The sites were carefully chosen: alleys, laneways The sites were carefully chosen: alleys, laneways 
and underpasses – familiar locations that induce and underpasses – familiar locations that induce 
fear, whether perceived or real. Set among other fear, whether perceived or real. Set among other 
paste ups – including festival posters, alcohol paste ups – including festival posters, alcohol 
promotions and women’s apparel advertisements promotions and women’s apparel advertisements 
 –  – Keep RunningKeep Running established a provocative and  established a provocative and 
site-specific dialogue, prompting a collective site-specific dialogue, prompting a collective 
reading of the environment.reading of the environment.

  The project culminated with ‘Make Inclusive:    The project culminated with ‘Make Inclusive:  
Public Spaces with Monash University XYX Lab’,  Public Spaces with Monash University XYX Lab’,  
a workshop held at ACCA as part of Melbourne a workshop held at ACCA as part of Melbourne 
Design Week 2022. Open to the public, the event Design Week 2022. Open to the public, the event 
drew a unique audience of architects, landscape drew a unique audience of architects, landscape 
architects, journalism students and criminology architects, journalism students and criminology 
academics. Everyone participated in a speculative academics. Everyone participated in a speculative 
rendering of how they might collaboratively address rendering of how they might collaboratively address 
the issues relative to each of the stories and  the issues relative to each of the stories and  
statistics located on the main exhibition poster.statistics located on the main exhibition poster.

The resounding impact of The resounding impact of Keep RunningKeep Running was  was 
acknowledged at the AGDA Design Awards 2022, acknowledged at the AGDA Design Awards 2022, 
where it was awarded a Pinnacle – the highest  where it was awarded a Pinnacle – the highest  
recognition in Australian graphic design. Print cate-recognition in Australian graphic design. Print cate-
gory juror, Emilio Roccioletti, labelled the project  gory juror, Emilio Roccioletti, labelled the project  
“a triumph [that] captures the true purpose of engag-“a triumph [that] captures the true purpose of engag-
ing design, whilst communicating the important issue  ing design, whilst communicating the important issue  
of unsafe spaces for women and gender diverse of unsafe spaces for women and gender diverse 
people in urban areas of Melbourne.”people in urban areas of Melbourne.”

The success of The success of Keep RunningKeep Running reflects XYX Lab’s  reflects XYX Lab’s 
commitment to translating their research in gendered commitment to translating their research in gendered 
spatial inequality into real world projects. It quite spatial inequality into real world projects. It quite 
literally takes to the streets, activating the sites and literally takes to the streets, activating the sites and 
surfaces of the city to amplify the voices of those who surfaces of the city to amplify the voices of those who 
often go unheard. In doing so, it invites us to reflect often go unheard. In doing so, it invites us to reflect 
on our own lived experience and question how we on our own lived experience and question how we 
might collectively create a more equitable urban life.might collectively create a more equitable urban life.

Image (above): Image (above): XYX Lab, XYX Lab, Keep RunningKeep Running, installation view, , installation view, Who’s Afraid of Public Space?Who’s Afraid of Public Space? Australian Centre for Contemporary Art, Melbourne, 2021– 22.   Australian Centre for Contemporary Art, Melbourne, 2021– 22.  
Photography: Brett Brown.  Photography: Brett Brown.  Image (below):Image (below): XYX Lab,  XYX Lab, Keep RunningKeep Running, installation view. Photography: Brett Brown., installation view. Photography: Brett Brown.

Image (above): Image (above): Participants at the interactive design workshop ‘Make Inclusive: Public Spaces with Monash University XYX Lab’, Melbourne Design Week 2022.  Participants at the interactive design workshop ‘Make Inclusive: Public Spaces with Monash University XYX Lab’, Melbourne Design Week 2022.  
Photography: courtesy XYX Lab.  Photography: courtesy XYX Lab.  Image (below):Image (below): XYX Lab,  XYX Lab, Keep RunningKeep Running, installation view. Photography: Brett Brown., installation view. Photography: Brett Brown.96 97
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on transitioning to the creative 
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Chloe 
Gration  

BM: Hello Chloe. Thanks so much for chatting with  
us today. You’ve recently graduated from Monash 
– can you start by telling me what you studied?

CG: Hey there! I graduated from Monash with a Bachelor 
of Collaborative Design (Co-Design) in 2021. I was one 
of the first people to graduate with this degree, which 
feels pretty special. It’s exciting to be part of the growing 
social movement of co-design.

BM: What is meant by ‘co-design’ and why is it  
so important in government and industry?  
It’s interesting that you describe it as a ‘social 
movement’ as opposed to, say, a ‘discipline’... 

CG: The ‘co’ in co-design stands for community and collab-
oration. It involves the people most affected by a design 
or decision working together to improve outcomes. 
It’s about bringing together people with lived experi-
ence and those with professional expertise. What sets  
co-design apart from other approaches, such as human- 
centred design, is the emphasis on developing relation-
ships, building capability and sharing power. That’s why co- 
design is more than a discipline, it’s a social movement.

In recent years, governments and industry have 
started to see the value of co-design. We know that, 
unfortunately, many of our existing services and systems 
are failing the people that they’re supposed to serve. If we 
want to produce better outcomes, we need to do things 
differently. Co-design is one way that governments and 
industry can partner with people and communities to 
improve service outcomes and transform systems.

BM:  Right, so can you tell me about some of the different 
ways that co-design is facilitated?

CG: Traditionally, designers and professionals developed 
products and services with some user research and test-
ing. With a co-design approach, the role of the designer 
shifts from ‘expert’ to facilitator and coach. Rather than 
designing for people, we’re designing with people. We 
bring together diverse groups and create the conditions 
for successful collaboration. This includes everything 

from making the space (both physical and metaphorical), 
designing materials and facilitating activities to encour-
aging participation and creative thinking. Co-design is 
new and unfamiliar to many people. It’s up to designers 
to guide people through this process, grow their confi-
dence and build capability.

BM: When you left high school, did you know exactly 
what you wanted to do next? Or did you come  
to co-design via another field?

CG: In high school, I really enjoyed visual arts and knew that 
I wanted to do something creative. I thought that meant I 
was going to become a graphic designer. However, when 
I came to the Monash Open Day, I learnt about industrial 
design and was really taken by it. I was so impressed by 
the range of student projects on display. Everything from 
furniture and lighting design to children’s toys, medical 
devices and even an archaeologist’s toolkit! 

I later discovered that I could design not only prod-
ucts but also services. I’d never really thought much 
about service design and had no idea that it could be a 
job. Services, by their nature, are largely invisible and so 
too are service designers. I was fascinated by the hidden 
services that shape our lives, including access to health-
care, education, transport and legal services. I started 
thinking more about who has the power to make deci-
sions about these services. I realised that the people and 
communities most impacted by design decisions often 
have very little input.

When Monash Art, Design and Architecture intro-
duced a new major in co-design, I knew this was an 
area that I wanted to explore. Around this same time, the 
Royal Commission into Victoria’s Mental Health System 
released its final report. Nearly a third of the Royal 
Commission’s recommendations called for co-design (or 
co-production) with people with lived experience. It was 
an ideal opportunity to combine my interest in co-design 
with my passion for mental health reform.

BM: Can you talk a bit more about your work in  
the co-design and mental health space?

CG: For my final year project, I worked with the mental health 
organisation Orygen on the co-design of a new service 
aimed at preventing youth suicide. I helped to facilitate a 
series of workshops with young people with lived expe-
rience, as well as carers and mental health clinicians. 
Through these workshops, we developed future jour-
neys and principles for a new service model. 

Throughout the project, I thought a lot about the 
relationship between co-design, service outcomes and 
system change. I felt the tension between the need for 
rapid service delivery and more significant long-term 
system reforms. I wondered whether we should be 
designing for the current system or aspiring towards 
deeper change. Over time, I recognised that we need 
to do both. Not only were we designing a new service 
together, we also had an opportunity to start creating 
real system change through shifting mindsets, sharing 
power and forming new relationships.

BM: In your second year of university, you founded 
the MADA Student Society – affectionately known 
as MADASS! Can you tell me a bit about the 
organisation and what motivated you to start it?

CG: When I started at Monash, I was really eager to meet new 
people and get involved in student life. I was surprised 
to discover that Monash Art, Design and Architecture 
was the only faculty that didn’t have a student soci-
ety. I wanted to create an organisation that could foster  
a sense of community and connection across the faculty. 
I talked about the idea with some friends and, the next 
year, we decided to make it happen!

In the society’s first year, we grew from a small group 
of friends to a dedicated committee and recruited over 
100 members. We hosted lots of great social events, 
including the first annual MADA Ball. That night, an inter-
national student and close friend of mine came up and 
told me that “MADASS feels like family”. It was from 
there that we got our motto: ‘a family of creatives’. 

Since then, MADASS has grown so much, with 
hundreds of new members. The society continues  
to organise fantastic social and professional events, 
including industry panels and networking nights.  
It makes me so happy that MADASS is still going strong 
and supporting students.

BM: That’s incredible! Reflecting on your study and 
career path to date, a common thread is your focus 
on building community and connection. Can you  
tell me about your involvement with Minus18? 

CG: Minus18 is an organisation that hosts events for 
LGBTQIA+ young people. I first got involved after hear-
ing the CEO Micah Scott (who’s also a Monash alum) 
speak at an event for Design Fringe. I was blown away 
by Micah’s story and incredible commitment to champi-
oning LGBTQIA+ youth. Afterwards, he mentioned that 
Minus18 was recruiting for a new leadership program. 

Image: Chloe Gration welcoming guests to MADA Ball 2018. Photography courtesy Chloe Gration.102 103

Beyond the Horizon



I decided to apply and it was one of the best decisions 
I’ve ever made. I love creating events and spaces (both 
in-person and online) where LGBTQIA+ young people 
can feel a sense of belonging, connection and pride! 

BM: You’re currently working as a service designer  
at Jobs Victoria. What does a service designer  
do in this context?

CG: Jobs Victoria is a government agency that supports 
people looking for work and connects employers with 
the staff they need. As a service designer, my role is to 
understand the needs of the different people using our 
services so that we can help them to achieve their goals, 
create positive experiences and deliver outcomes.
In a practical sense, what that looks like is doing design 

research activities, such as interviews, to uncover the 
needs, motivations and pain points for people using our 
services. I then take my learnings and develop artefacts 
– such as personas, journey maps and service blue-
prints – to communicate and share with teams across 
our organisation. I also make recommendations to our 
technology delivery teams and am involved through-
out the development of new digital products, including 
prototyping and testing. Across all the work that I do, I 
advocate for the people who use our services, especially 
those most marginalised and disadvantaged. It’s what 
motivates and drives me in this role. 

BM: What projects are you involved in right now?

CG: I’m working on a project to redesign Jobs Victoria’s digi-
tal platforms to adapt to the changing employment envi-
ronment. Over the past few years, we’ve seen massive 
changes, with very high unemployment during the peak 
of the pandemic and now record low unemployment. 
Many employers are struggling to attract staff and we’re 
seeing workforce shortages across key sectors, such as 
healthcare and community services. Meanwhile, certain 
regions and groups are still experiencing persistently 
high unemployment and disadvantage. The challenge 
for Jobs Victoria is how to create products and services 
to address these specific needs, while also being flexible 
enough to adapt and respond to future changes.

BM: Finally, any advice for someone thinking about  
a career in co-design?

 If you care about people and communities, want to 
tackle complex challenges and create social change, 
co-design is for you. We need more co-designers. If you 
want to learn more, the book Beyond Sticky Notes (2020) 
by Kelly Ann McKercher is a great place to start. The 
co-design community is small but growing, and incredi-
bly welcoming. Feel free to reach out to me if you’d like 
to chat about all things co-design!

Image: Chloe Grations worked with Orygen to co-design the new Child and Youth HOPE service, receiving the Outstanding Project: Collaborative Design award  
as part of MADA Now 2021. Illustrations courtesy Chloe Gration.

Image (above): Chloe Gration with Minus18’s Meg-an Windred and Micah Scott. Photography courtesy Chloe Gration.  Image (below): Chloe Gration at a recent Jobs Victoria forum. Photography 
courtesy Chloe Gration.104 105
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Zoe Hu

BM: Hi Zoe, thanks so much for chatting with me today. 
Can you start by telling me what attracted you to  
a career in design?

ZH: Thanks for having me! At the core of why I chose to go 
into design was a drive to be creative. I couldn’t imagine 
doing a job where every day was more or less the same. 
I find a lot of fulfillment in being creative, and I’ve always 
found it easier to express myself visually than through 
any other medium.

BM: Was studying design at a tertiary level always part  
of the plan, or did you have other things in mind 
when you left high school?

ZH: Yeah, that was pretty much always the plan. I’m actually 
from Auckland and I wanted to spread my wings a bit 
so I applied to universities in Melbourne and Sydney. 
I remember putting something like engineering as  
a second option, but I knew in my heart that I had to do 
something creative.

BM: What was your course at Monash? Is this where you 
formed an interest in animation?

ZH: My course was the Bachelor of Communication Design 
and I definitely formed my interest in animation there. It 
began with a small project using Adobe After Effects in 
second year, and then in third year I really dived in and 
explored a lot of different animation techniques, includ-
ing flat 2D, collage style, hand drawn and stop motion.

BM: Not all graphic designers are animators (and vice 
versa) – do you think this special interest and skill 
set has given you an edge in terms of your career 
development?

ZH: One hundred per cent! As the world is becoming increas-
ingly digitised, the demand for motion design is growing 
rapidly. And the combination of design and motion skills 
is highly desirable, as it means you can approach either 
discipline with knowledge from the other.

BM: How did you approach finding a job in the field  
once you graduated?

ZH: I was way too anxious to wait around for job ads to appear 
so I took a proactive approach and cold-emailed every 
studio I could find in Melbourne, Sydney and Auckland. 
I’d heard (and it’s true) that most roles get filled through 
networks/word-of-mouth, so I figured surely at least one 
of these studios would have had a role open up recently. 
In the end this approach was fairly fruitful, and yielded 
eight interviews and two offers!

BM: Very fruitful! Can you tell me a little more about  
your first couple of years out of university?

ZH: My first job was at Clear, a small studio of five people in 
Fitzroy. Our clients were mainly in the arts and culture, 
architecture and property sectors and the work itself was 
very wide ranging. From print to digital to wayfinding and 
placemaking, I got to try a little bit of everything, so in 
that way it was a great place to start my career. After 
a couple of years I realised that my interests lay more 
in websites and animation than books and signage, so  
I started looking for a more digital heavy role.

BM: Tell me about your current role…

ZH: I’m currently a senior designer at Love + Money, a digital 
agency. We work with clients of all sizes and from lots of 
different industries, from ice cream to socks to construc-
tion to stock trading. In any given week, I’ll probably work 
on three different projects. Each day is different – I might 
be sprinting on a brand identity one day, creating pixel 
perfect website components the next day and animating 
digital ads the day after that. Animation is pretty key to 

what I do – beyond animating Instagram posts, it’s also 
used in concepting brands, presenting ideas to clients, 
mocking up UI interactions and more.

Our strength partially lies in the collaboration between 
the design and development – or ‘dev’ – teams. It’s not 
that common (in Australia at least) to have an in-house 
dev team, but we think it’s super important if you want  
to be at the forefront of digital design. We like to bring 
the devs in at an early stage of the design process so 
they can tell us what will and won’t work, and also pitch 
their own ideas. 

We were originally based in Melbourne but since 
going remote we’ve had team members in Sydney, New 
Zealand, Japan, Europe and the US. I work from home 
mostly, but about once a week I head into our Melbourne 
office to work and hang out with the Melbourne people. 
We use a tool called Figma for 99 per cent of what we 
do, which is crucial for us to be able to work collabora-
tively while apart.

BM:  And you balance this with teaching in design at 
Monash too, is that right? What’s it like being back?

ZH: It’s been cool coming back to teach, a real full circle 
moment! I had some really good teachers when I was 
studying and I wanted to be that person for someone 
else. There are too many names to mention but I’ll give 
a shoutout to Jenny Grigg, Wendy Ellerton, Warren 
Taylor and of course Ned Culic (who gave me free reign  
to animate in his illustration class). Teaching is defi-
nitely a skill unto itself, so overall it’s been challenging  
but rewarding.

Image: Portrait of Zoe Hu. Image: Denada brand communications, Love + Money. All images courtesy Zoe Hu.106 107
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BM: You’ve worked with some pretty big clients, 
including Museums Victoria, IMAX and even created 
music videos for bands. Tell me about some of your 
favourite projects to date.

ZH: IMAX is a highlight for sure, though I worked on it almost 
straight out of university so I feel like I peaked pretty 
early, haha! IMAX Melbourne had turned 20 years old 
and we created a really fun campaign to celebrate it.  
We used a lot of animation, featuring on socials and digi-
tal screens as well as on their enormous five-storey-tall 
cinematic screen (the largest in the world)! It was the first 
time IMAX Melbourne had used animation as part of their 
local brand and they were so excited by the campaign 
that we went on to do a brand refresh. 

Another more recent highlight is Denada, an Austra-
lian company that makes sugar-free ice cream. We did 
a campaign for them when the pandemic was finally 
winding down and everyone felt heaps of pressure to 
go out and travel and party and otherwise make up 
for two lost years. The campaign idea was ‘Do Nada’, 
which is obviously a play on their name but also a call to 
action, to stop stressing out about summer and just chill.  
I’m also proud of other projects we’ve done with Denada, 
like their website and their choc pop packaging.

BM:  What are some of the biggest challenges  
you’ve faced in your career to date?

ZH: The biggest challenge I’ve faced is more of a personal 
issue but I think it’s something a lot of people strug-
gle with – self-confidence and self-worth. I like to say 
I’m a recovering perfectionist, because while perfec-
tionism may have helped me in some ways, it’s super 
unhealthy and unsustainable. I used to have a lot more 
anxiety around design and I always felt like I wasn’t 
good enough or doing enough. Related to that, I felt 
very self-conscious about being an introvert – for exam-
ple, I was anxious in meetings because I was so aware 

that I wasn’t speaking up as much as other people and  
I thought that meant I wasn’t pulling my weight. In reality, 
being an introvert means I just need a different (quieter!) 
environment to do my best work, and it’s okay to be 
different from the extrovert norm. Therapy has helped  
a lot with all of this, 10/10 would recommend.

BM: You’re also involved with the Australian Graphic 
Design Association (AGDA), is that right? Can you 
tell me a bit about this organisation and your role?

ZH: AGDA is the peak body for the design industry, there’s 
a different chapter in each state and it’s almost entirely 
volunteer run. AGDA hosts lots of events every year and 
I first got involved in 2019 because it sounded fun and 
seemed like a good way to meet new people. I helped 
set up international speaker events and I got to see  
the talks for free! 

BM: How can design students get involved with AGDA?

ZH: You can become a student member and get discounts 
on events, awards entries and access to things like the 
folio review. If you’re keen to get stuck in and volunteer, 
follow AGDA Victoria on Instagram where they do call-
outs for helpers. If you want to learn more about AGDA 
or just meet other like-minded designers, I highly recom-
mend coming to the monthly After Hours meetups!

BM: Any advice for budding designers?

ZH: I think a lot of designers (new and experienced) struggle 
with imposter syndrome, like not feeling qualified for the 
job. For me, the worst part is at the start of a new proj-
ect when I’m faced with a blank page – it’s almost like  
I forget how to do everything. Also when I was a student, 
I remember being worried that one day I’d just run out of 
ideas! My advice is to trust the process and take things 
one step at a time, creativity will usually start to flow 
once you start researching and mood-boarding.

Image: Denada brand marketing, Love + Money. All images courtesy Zoe Hu. Image: IMAX marketing and communications, Clear Design. All images courtesy Zoe Hu.108 109
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Kelvin 
Tsang

BE: Hi Kelvin! Can you tell me a little bit about yourself 
and your architectural practice?

KT: I’m an architecture graduate and currently the design lead 
and technical director at NWMN, a small architectural 
practice based in Brunswick, Melbourne. We operate  
in the residential and commercial building sectors, 
however many of our projects are additions and alter-
ations to existing houses.

Before working at NWMN, I worked in the store 
development team at Bunnings, as a draftsperson. Since 
graduating, I have also taught as a studio assistant for 
Foundational Studio as part of the Bachelor of Architec-
tural Design at Monash Art, Design and Architecture.

BE: What features and ideologies define your work? 

KT: As many of the projects we undertake are renovations, 
NWMN’s primary design and building principle is based 
on adaptability and regeneration through conscious 
engagement with local ecologies. From a sustainability 
perspective, each project involves an element of salvage 
and reuse so that existing materials and conditions are 
given a second life, minimising waste as much as possi-
ble. These approaches reflect a broader belief in how our 
roles and responsibilities as architects should expand in 
response to the global climate conditions we face today.

This ideology also threads into my personal design 
research with a fellow Monash alum, Patrick Tran, and 
our participation in architectural design competitions. 
Outside of professional practice, competitions have 
become a platform for Patrick and I to explore our interest  
in using narrative-driven architectural design and image 
production to promote conversations about architec-
ture’s role in contributing to positive change.

BE: What did you study at Monash, and when did  
you graduate?

KT: I graduated with a Master of Architecture in 2021. Before 
commencing the architecture course at Monash in 2015, 
I received an Advanced Diploma of Building Design at 
Melbourne Polytechnic.

 The shift from building design to architecture was based 
on my desire to explore other approaches and appli-
cations, so that I could become a better design prac-
titioner. While building design provided the necessary 
skills for drafting on a technical level, Monash’s Master 
of Architecture enabled me to develop design methodol-
ogies and research skills.

BE: Can you tell me a bit about your transition  
from student to professional life?

KT: After graduating with a Master of Architecture, I contin-
ued to work at NWMN, a position I held since joining 
as a third-year student in 2017. So, the transition from 
student to professional was relatively smooth. I had 
learnt from past experience the difficulties in finding  
a job only after graduating from a course – after grad-
uating from the building design course, I struggled  
for six months job searching and faced challenges in 
staying motivated.

Because of my background in building design and 
drafting experience, I built up a set of technical skills crit-
ical to construction documentation in the design indus-
try. The other skills I developed through Monash, such as 
physical model-making and architectural visualisations, 
were essential for our work at NWMN.

BE: What drew you to NWMN?

KT: I was drawn to NWMN for two reasons. The first was the 
chance to work with Adam Newman, a former tutor at 
Monash Art, Design and Architecture. During my time as 
a student, I found Adam to be an exceptionally knowl-
edgeable tutor in the technical and theoretical aspects 
of the architectural profession. I knew that we could 
work well together given my technical background, while  
I could still learn a great deal from him as a mentor. The 
second reason is that NWMN is a small architecture 
practice – it is essentially a two-person studio.

BE: What has working at a small practice meant  
for you as a graduate architect?

KT: Compared to my experience working at a larger office 
with teams of planners and designers, NWMN has 
offered me the opportunity to stretch my skills as  
a design practitioner because I am actively engaged in 
the practice as a whole. My responsibilities encompass 
the entire process of carrying out a project, start to finish 
– from schematic design to construction completion. 
This includes making physical models for client presen-
tations, design visualisations, construction documenta-
tion and contract admin.
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BE: Tell me about your experience teaching at Monash. 
Has it influenced your architectural practice?

KT: I began teaching the semester after graduation, in mid- 
2021. Teaching in a studio-based environment is an 
incredibly valuable experience. The social aspects  
of delivering quality feedback depend on engaging with 
students’ ideas in conversations through words, paper 
and pen. The experience has given me a new perspec-
tive and approach to interacting with clients and consul-
tants, as well as with Adam.

BE: What projects are you currently working on?

KT: At any given time, we have at least four projects in 
progress at NWMN, one of which is a residential house  
in Coburg nearing construction completion. Our evolv-
ing design for the 2022 NGV Architecture Commission, 
Temple of Boom, has recently opened to the public.  
The design process is an iterative, ongoing collaboration 
with local artists and the community.

As a side project with fellow alum Patrick Tran,  
I am currently exploring – through research and practice 
– how to translate the theoretical architectural design 
concepts and techniques we have developed into more 
pragmatic solutions in construction. We aim to find  
a niche from which to build an architectural practice.

BE:  Can you tell me a little bit more about your 
collaboration with Adam on Temple of Boom…

KT: Temple of Boom is a reimagining of the Parthenon on 
the Acropolis in Athens, adorned with overlapping urban 
art and murals by local Melbourne-based artists. The 
design is intended to be a place of engagement for  
the public to experience art, music and performance.

Temple of Boom is an ambiguous, provocative 
discourse open to interpretations. Functioning as  
a homage to the original Parthenon, the design adopts 
the global icon’s symbol of democracy, human civili-
sation and notions of architectural perfection embed-
ded in its classical form. It is one of the most copied 
buildings in the world, a complex symbol loaded with 
historicity and cultural influence that has resonance with  
people the world over. We encourage viewers to  
consider what it means when this 2500-year-old potent 
symbol is placed on Wurundjeri Woi Wurrung Country, 
and in new contexts.

The urban art aspect of Temple of Boom is also  
a contemporary interpretation of the highly ornate and 
vibrant colours that embellished the Parthenon during 
the Classical period in Ancient Greece. By collaborating 
with local artists and inviting them to interpret the space 
and form of the commission design, the project is also 
rooted in the Melbourne identity and context.

Another aspect of the commission is its architectural 
accretion. Temple of Boom is the first NGV architectural 
commission to retain and build on the previous year’s 
commission, Taylor Knights’ Pond[er]. In lieu of the tabula 
rasa (clean slate) model, the project promotes notions 
of an architectural palimpsest, where buildings are 
adapted and regenerated to minimise or even eliminate 

waste. In doing this, we’re bringing forward dialogues  
about sustainability and responsible material ecologies.

BE:  How did this proposal come about? What did  
the application process involve?

KT: Temple of Boom had its inception during one of the 
various lockdowns. As a result of the lockdowns, the 
art, music and performance industries struggled to 
stay afloat. One of our primary intentions was to create  
a space of engagement to help revitalise the arts, as well 
as a place of celebration. And the Parthenon was a natural  
inspiration for the project because of its inherent civic 
qualities as a global icon.

As part of the commission’s project brief, we devel-
oped the design over three stages, each judged by 
a jury before passing to the next. The overall design  
development process is similar to the typical approach 
in professional practice: a project is carried out from 
concept to construction. One of the more unique 
aspects of the process was the opportunity to seek out 
and engage with consultants, manufacturers and artists 
we usually wouldn’t in residential projects. It was a very 
collaborative process.

BE:  What impact has Temple of Boom had so far?

KT: Since Temple of Boom was announced as the 2022 
NGV Architecture Commission, we have been more 
active and engaged in social media and promotion than 
ever before. We have certainly garnered more attention 
within the profession, and hopefully Temple of Boom will 
promote more dialogue and interest in the underpinnings 
of our architectural practice.

I am also thrilled to see it being used as a space 
for engagement and expression at the NGV. On Friday 
nights, Temple of Boom comes alive with the energy  
and excitement of visitors. The urban art and murals 
created by local artists add a vibrant and dynamic layer 
to the design and visitors can’t help but be drawn in  
by the bold colours and intricate details. The space 
is also used as a venue for music and performances, 
adding to the overall atmosphere and creating a truly 
immersive experience.

One of the things that I am most pleased with is 
how visitors are actively engaging with the artwork and 
architecture of Temple of Boom. They are taking the 
time to explore the space, to contemplate the meaning 
and significance of the design, and to make connec-
tions between past and present. We are seeing visitors 
of all ages and backgrounds engaging with the space 
and having meaningful conversations about the design 
and its place in the world. This is reinforced by the many 
cultural activities it hosts, including events in collabo-
ration with the Hellenic Museum, which is dedicated to 
promoting Greek art, history and culture.

It’s been rewarding to see Temple of Boom being 
used as a platform for local artists to showcase their 
work and have their perspectives and voices heard. 
This is a powerful way to connect the local community 
through design and to make it truly relevant and mean-
ingful to the people of Melbourne.

BE:  Do you have any advice for undergraduate 
architecture students?

KT: I am not going to lie, studying architecture was not easy. 
You will have moments when you are on top of every-
thing, and then you will have moments when a design 
block can obfuscate motivations. Over the years, I’ve 
learnt to let myself make mistakes in the design process, 
creating opportunities for exploration. So, I suggest 
using a pen when sketching so that you’re not tempted 
to erase mistakes but rather build upon them as part of 
the creative process. 

Another thing I came to realise is the importance 
of trusting those around you, mainly tutors and fellow 
students. The rapport I’ve built with teachers and friends 
has unfolded in unexpected ways in my professional 
journey since graduating, such as a collaboration with 
a former tutor, Dr Eduardo Kairuz, earlier this year. I 
credit the symbiotic working relationships I have with 
Adam and Patrick to the engaging interactions that were 
fostered at Monash Art, Design and Architecture.

 This interview was conducted by Breanna Edebohls as part of an 
internship with Monash Art, Design and Architecture. Breanna is a 
Bachelor of Media Communications and Masters of International 
Relations and Journalism student at Monash University.
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Genevieve 
Townsend 

BM: Hi Gen. Thank you for speaking with me today.  
Can you start off by telling me what you studied  
at Monash and when you graduated?

GT: Hi, thanks for inviting me. I studied a double degree – 
Bachelor of Arts majoring in sociology and Bachelor  
of Visual Arts. I started in 2014 and studied part-time 
for much of my course, so I finished in November 2019. 

BM: Did you have access to, and were you interested  
in, the visual arts during high school?

GT:  I enjoyed being creative as a kid and this interest contin-
ued through my schooling. I was fortunate to study 
Studio Arts, Drama and Visual Communications as Year 
12 subjects. I also found that other subjects, such as 
Politics, often influenced the subject matter or themes of 
my artworks. Having said this, I know a Monash gradu-
ate who entered the Bachelor of Fine Art and completed 
their honours without having studied art in high school. 
I think it’s important to acknowledge that barriers can 
prevent people from studying art in school, but the 
opportunity to study fine art at university can remain 
open if you are willing to build a folio. 

BM: What do you remember about your transition from 
school to university?

GT: I was primarily based at the Caulfield campus and joined 
a few clubs, which helped me make new friends and feel 
part of a community. It was a bit surreal to be surrounded 
by other creatives and finally feel like being artistic 
wasn’t ‘weird’! I appreciated the progressive and inclu-
sive student culture in the degree, alongside the oppor-
tunity to meet students with diverse interests studying 
other subjects at Monash.

BM: You completed some of your degree overseas.  
Did this impact your thinking as a young person, 
and did it influence your career trajectory?

GT: I did a two-month fine art and art history intensive at the 
Monash University Prato Centre in Italy during my second 

year. I was also fortunate to receive a New Colombo 
Plan Scholarship to study abroad in Fiji and complete 
internships in Cambodia over a ten-month period. Being 
able to travel outside Australia was really important to 
my understanding of what the ‘art world’ is and can be.  
I learnt about other ways of doing things and had a mirror 
held up to my own biases through virtue of being distant 
from my familiar context. I’ve appreciated how the fine 
art degree at Monash is shifting with both teaching 
and student interests to focus more on the Asia-Pacific 
region. While acknowledging the significant role of art 
histories from the West, there is a necessary movement 
towards decolonising or Indigenising art histories and 
pedagogies for teaching in the arts. Studying abroad and 
being guided by some incredible teachers and artists at 
Monash, such as Megan Cope, has influenced my worl-
dview and I think will continue to shape my trajectory.

BM: You mentioned earlier that you studied part-time  
for a lot of your course – were you also working 
during this period?

GT: I was employed in hospitality during high school and 
continued to work across entry-level customer service 
and administration roles while studying. I gained  
experience in these jobs alongside volunteer positions, 
which helped me access more career-aligned positions 
later on. In my last two years of study, I worked as an 
education facilitator, which became a stepping-stone to 
my current position as a program manager in the arts. 
I’ve always appreciated the concept that “you can’t 
connect the dots looking forward; you can only con- 
nect them looking backwards”. In other words, it’s only 
in hindsight that we can see the impact of various jobs 
and so my goal was always to follow curiosity and stay 
open to a mix of creative and non-arts work opportuni-
ties while studying. 

BM: Before we get on to your current work, can you  
tell me a little bit more about the volunteer roles  
you pursued while studying at Monash? Why do  
you think volunteering is important? 

GT: I got involved with the Amnesty International Monash 
club and youth-led organisations including Oaktree 
and the Australian Youth Climate Coalition. I met Mehdi 

Jaghuri, another Monash student, through my involve-
ment with Amnesty and in 2015 we co-founded Connec-
tion Arts Space (CAS) alongside Andrew Duong – 
another Monash graduate and my now-fiancé! CAS is an  
artist-led and volunteer-run community arts space in 
Dandenong, which gave me the chance to gain career-
ready skills and put theory into practice. It can be a 
privilege to have the financial capacity to volunteer in 
committed roles alongside your studies. No matter how 
much time you can commit to volunteering, though  
I highly recommend getting involved in the arts, for-pur-
pose and advocacy organisations to broaden your expe-
rience, contribute to important grassroots movements 
and work in the community.

BM: It’s interesting, and it makes sense, that CAS was 
born out of your work with Amnesty – in general, 
your career path seems to be evolving around the 
intersection of arts and social justice. Can you talk 
a little bit more about CAS, as I understand it is still 
going strong today?

GT: Yes, Connection Arts Space is still active and has 
evolved through the pandemic to offer satellite programs 
and online opportunities that profile artists and bring 
attention to the creative community in the south eastern 
suburbs of Melbourne. I was involved in setting up the 
organisation’s first governing board, which is support-
ing CAS to work towards ongoing multi-year funding. 
The managing committee, under the leadership of Larra 
Juab, have done an incredible job in responding to 
artists’ needs while balancing the challenges that come 
with being volunteer-led. I still volunteer casually with 
CAS alongside my current work, because I love meeting 
all the passionate and interesting people that the organ-
isation attracts! Ultimately, CAS and groups like it are 
providing a meeting place for people who are interested 
in prioritising a conversation about equity and represen-
tation in the arts. 

BM: Tell me about your current work with the artsbus 
and Artists for Kids Culture (AKC)?

GT: I have the absolute privilege of driving the AKC arts-
bus, a mobile arts studio, across Victoria to run free and 
inclusive arts programs with kids and young people. 
Artists for Kids Culture is the for-purpose organisa-
tion behind the artsbus, whose mission is to inspire 
children to use the arts to challenge themselves, build 
belief in their own creativity and improve their wellbeing.  
The AKC grants program – funded through their annual art 
auction since 1994 – offers financial support for children 
around Australia aged 5 to 17 years old to participate in 
artistic and cultural activities. My role with AKC has been 
to establish and manage the artsbus programs across 
social housing estates, community centres, schools 
and public spaces. I work alongside AKC’s ambitious 
and dedicated director, Kylie Greer, and an incredible 
team of volunteers and contracted local artists, musi-
cians and producers.  
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BM: What are some of the biggest challenges you’ve 
come up against in your work?

GT: AKC launched the artsbus with seed support from local 
government grants and philanthropic bodies, particularly 
The Collie Foundation. We continue to apply for grants to 
scale our projects and be able to pay workshop feature 
artists at fair industry rates. The nature of arts funding 
means we can be waiting to hear from several grant 
bodies at once, which creates some uncertainty for plan-
ning. There are also challenges that come with the arts-
bus being a relatively recent and ambitious program. We 
are often doing projects that are new in their approach or 
location, and therefore learning as we go about the real-
istic budget and timeframe for our desired impact. With 
that said, I think the strength of grassroots arts organisa-
tions, including AKC, is the ability to respond and adapt 
to precarious funding contexts and available resources. 
Ultimately, our purpose is to support kids to challenge 
themselves through the arts because this builds resil-
ience and supports greater understanding and connec-
tion within the community. As a team, we try to embody 
these same values and approach challenges by center-
ing creative problem solving, care and collaboration. 

BM: So how can people get involved in Artists  
for Kids Culture?

GT:  The artsbus programs are made possible with casual 
volunteers who support the set-up and provide encour-
agement to kids during programs. Behind the scenes, 
AKC is led by skilled volunteers who support with 
marketing, events and fundraising, and oversee the 
artsbus and grants programs. Prospective volunteers 
can express interest online and interested supporters 
can learn more by signing up to the AKC newsletter  
or attending the AKC Art Auction.

The AKC artsbus is a resource to make art acces-
sible for kids and young people who might otherwise 
miss out. Artists, arts workers and community members 
can contact AKC to discuss ideas for collaborating on 
arts projects and workshops, or to talk about bringing 
the artsbus to a community event. For more info, head  
to akc.org.au.

BM: What would your advice be for someone considering 
studying fine art?

GT:  You should consider studying fine art if you are curious 
to learn about the world through creative expression and 
have a desire to bring rigour to your own arts practice. 
In my experience, a fine art course does not spoon feed 
you a set of knowledges; rather, it invites you to develop 
your practice through experimentation, peer feedback 
and reflection.

Once you have started studying, my main advice is 
to remain open to seeing the arts from diverse perspec-
tives. There are opportunities to become involved across 
commercial galleries, public institutions, artist-led projects  
and community events. Learn about your own position 
and values by listening to other voices, particularly those 
that have been underrepresented and may be calling for 
change in the art world. Wherever your interests land, 
you will want to find a community of people who under-
stand your approach and inspire you. For me, this is a 
group of friends I now share an art studio with, in Noble 
Park (Garage 35 Art Studio).

Studying fine art enables you to practise being 
disciplined in a way that prepares you for the reality of 
making art outside of university. For many of my artist 
friends, our practice lives alongside a mixture of arts 
and non-arts related jobs. Australia’s social and political 
context often deprioritises creative expressions, espe-
cially those that exist outside of commercial contexts. 
Hence, it becomes important to learn how to advo-
cate for your own approach to art making and support 
artists around you. At the end of a fine art course, stay 
connected to the creative community by attending exhi-
bitions, seeking mentorship and fostering the curiosity 
that led you to study fine art in the first place.

For more 
information visit:

Image: AKC artsbus program, 2022. Courtesy Artists for Kids Culture.  
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Roberta 
Joy Rich  

BM: Hi Roberta! Thanks for joining us. Can you  
start by telling us a little bit about yourself  
and your practice?

RR: Sure. I’m a multi-disciplinary artist working with video, 
installation, print media and various other mediums as 
determined by the research of a project or its conceptual 
concerns. I strongly identify with my Southern African 
identity and being part of a diaspora community within 
this ‘nation state’. There are many similarities between 
the nation states of Australia and South Africa. A lot of 
my arts practice engages with concepts and politics of 
place, and how this relates to representation, power, 
authenticity, histories both visible and invisible and their 
relationships to one’s phenomenology.

BM: Let’s rewind to your final year of high school. 
Was studying fine art at university always on  
the cards for you?

RR:  Yes. And to be honest, I was extremely naïve. My parents 
were not afforded the opportunity to go to university due 
to the classist and racist segregation policies of the 
Apartheid regime, so they were thrilled that I wanted 
to go to university (but this was also somewhat non- 
negotiable, ha!). I had only applied for two courses and 
nothing else. In hindsight, it was not a very smart move, 
but my passion was to be creative. I don’t come from a 
 ‘fine art’ family or privilege like that, but ‘art’ was what 
I was most passionate about. I am very thankful my 
parents supported this, especially in the context of being 
a daughter of migrant parents.

BM: What do you recall most about your time as  
an undergraduate at art school?

RR: I grew up on Wathaurong Country, so the transition  
to Wurundjeri and Boonwurrung Country was pretty 
epic. I was navigating experiencing a new place, 
expanding my mind and undergoing a journey of under-
standing what art is and its function, all while being very 
distracted. I remember kind of failing academically, but 
now I have a better understanding as to why that was 

and how much this was tied to a Eurocentric pedagogy. 
I couldn’t authentically connect with my practice at that 
time. It wasn’t until late in my degree that this changed, 
when I met lecturers Dr Fiona MacDonald and the late  
Damiano Bertoli.

BM: In what ways did lecturers like Fiona and Damiano 
influence your development as an artist? Do you 
recall any specific examples?

 At a crucial time for my development, Fiona directed me 
to relevant academics, artists and practices that aligned 
with my values, research and conceptual concerns. As 
simple as that sounds, it was critical for both my studio 
and theory practice. 

I had only spent limited time with Damiano for a 
Conceptual Practice class over one semester, but I 
remember it distinctly not only because it was fun, it also 
challenged me in a unique way that I found refreshing. 
The class explored the choices artists make in their work 
and what informs this, as well as exploring the various 
capacities of humour in art making – perhaps he was 
loosening up the institution from the seriousness of it all, 
or maybe just bringing his humorous nature to the space. 

BM: You mentioned Eurocentrism and its impact 
on academic achievement – universities have 
historically been sites where knowledge production 
is framed by coloniality and Western schools of 
thought. I’m interested to hear more about how 
your art practice – one that is deeply embedded 
in the politics of place and deals specifically with 
constructions of race and gender identity – was 
negotiated within the university setting?

RR: It was hard and I imagine it will continue to be, but I am 
hopeful for young art students of colour because things 
are developing and changing. I remember at the begin-
ning of my honours year, the look of surprise Fiona gave 
me when she recommended a particular artist to me – 
like, “How do you not know about this artist and their 
work.” It was such an obvious connection but no one 
else had drawn that conclusion, nor myself, because of 
the lack of cultural capacity in the institution. I think this 
also relates to a cultural capacity within the geography 
and state of a settler nation like Australia. 

The current platforming of First Nations artists and 
artists of colour (which is extremely important) wasn’t 
something that was widely happening when I was in art 
school – but there have been Bla(c)k artists and people 
for generations doing the hard work so that I can be the 
artist I am today. There is still a lot of work to do within  
art institutions and organisations, which is obviously tied 
to the coloniality of this nation state, beyond the univer-
sity ivory tower and the optics of power. In saying all  
this, it has been encouraging to hear and see develop-
ments which show that the necessary work is slowly 
taking place.

BM: Your journey at Monash involved three consecutive 
degrees – what drew you to undertake honours,  
and then go on to the master’s program?

RR: As I mentioned before, I was kind of failing – not entirely, 
but my marks varied. There was a lot of effort and think-
ing on my part, but I had not quite landed in a place for 
this to reflect in my marks. Towards the end of third year, 
I really started to find that place and wanted to push 
myself academically, and my practice further. I was also 
low key freaking out about my future – I’d just finished 
three years of art school and didn’t have a job to show 
for it, as my parents were expecting. Over the summer,  
I read bell hooks’ Ain’t I a Woman? (1981) and there 
it was – I began to find my place. In my honours year,  
I focused and honed in critically and creatively, so much 
so that I was awarded an Australian Postgraduate  
Award scholarship to do my Master of Fine Art (MFA). 
Reflecting now a decade later, it was a wild and amazing 
time – I was so young, 22 going on 23, and beginning 
an MFA. Along with a lot of hard work and determina-
tion, I had great encouragement from friends, some of 
whom were also artists. That was really important while 
at university – to have some sort of like-minded and 
supportive community.

Doing an MFA gave me concentrated time  
to expand my critical practice and thinking, as well  
as an opportunity to deepen my knowledge of relevant 
concepts and conduct research with peer practitioners 
and professionals. I travelled to South Africa as part  
of my research project, which examined concepts of  
‘race’and ‘authenticity’. My final studio outcome and  
paper were examined by Tony Birch and the late  
Virginia Fraser. Receiving feedback from both of these 
amazing practitioners influenced ongoing projects and 
concerns to come.

Image: Portrait of Roberta Joy Rich. Photography courtesy the artist.
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BM: Can you tell me a bit more about your travel  
to South Africa? Was this part of a residency?

RR: My time in South Africa began as self-directed research 
travel that was intrinsic to my studio practice and my 
thesis. Since it was self-directed, it was upon me to 
visit the institutions, organisations and people I desired  
to connect with. 

This came with its own challenges, but after 
spending significant time there it was clear to me 
that I wanted to keep learning and understanding 
concepts around positionality and relationship to place. 
Though an ‘Australian’ citizen and uninvited guest,  
I am also a diaspora woman with a multiplicity of iden-
tities and historicities relating to Southern African First 
Nations,and a potjiekos of Asian and African displaced  
and enslaved peoples, including more recent hist- 
ories of my family surviving the Apartheid regime. People 
need to understand who they are and where they have 
come from in order to engage in meaningful conversa-
tions about most things, in my opinion.

There are many parallel colonial histories and  
politics across both sites, which I explore in my prac-
tice. I’m interested in the relationship of histories to 
concepts of identity, power and memory, and hope  
to work towards an arts practice that can challenge 
ongoing colonial constructs.

BM: And you’ve been back a number of times since?

RR: Yes. After my MFA I was privileged to be awarded an 
ArtStart grant from the Australia Council for the Arts that 
enabled me to complete a residency in Johannesburg  
in 2016, and then subsequently the Freedom Founda-
tion Travel Grant enabling another two residencies in  
Johannesburg and Cape Town. The works created during 
these residencies were exhibited across Johannes-
burg, Cape Town and South Africa’s Klein Karoo Nasi-
onale Kunstefees, leading to exhibitions across Naarm 
(Melbourne), Gadigal and Dharug Countries (Sydney and 
its greater western regions), Tarntanyangga (Adelaide) 
and Meanjin (Brisbane).

These experiences have been invaluable for my concep-
tual and studio development, as well as for my networks. 
The relationships I have formed over years are important 
for community building. A long-term goal of mine is to 
connect diaspora African artists with African artists and 
organisations on the continent, to extend and contribute 
to critical conversations and thinking across continents 
around Bla(c)k discourse, opportunities, empowerment 
and connection. My project and exhibition And she was 
wearing trousers: a call to our heroines is a testament 
to the time I have spent in South Africa and is the first 
physical iteration of this goal. 

BM: You have mentioned ‘failure’ a couple of times,  
both in an academic sense and in relation to familial 
expectations around linear career progression. 
Failure can feel really rotten at the time, but the 
experience itself can also be a valuable teacher. 
What are some of the challenges/setbacks you’ve 
had to navigate as an artist since graduating?

RR: I think it’s important to think about failure as redirection. 
Since graduating, I’ve applied for many opportunities 
and been rejected and, like many artists, continue to  
be rejected. 

I’ve learnt from experience to become a bit more 
strategic in what I apply for, and I continue to unlearn 
previously taught standards, advocating for my worth as 
my career has progressed. I started to look at organisa-
tions that offered artist fees, were open to the work I was 
creating, and were more accessible than the sought- 
after spaces everyone was scrambling for. I think this  
is also tied to my interest in going to South Africa while 
most people were interested in European residencies or 
other places. The irony of it all is that the redirection has 
come back to me, so as cheesy as it sounds it’s import-
ant to be truthful with yourself and your practice – the 
challenges will continue, but they evolve just as your 
successes will.

BM: You have amassed a very robust exhibition history 
across various galleries, museums and art centres. 
When did you first start showing your work publicly 
and how did these early opportunities come about?

RR: I have been exhibiting work in Naarm publicly since 
2009. Technically, my first exhibition was a group show 
in Italy as part of Monash’s Prato program. Across the 
past decade, I have exhibited locally, internationally and 
interstate. Early opportunities came about from being 
at Monash and the relationships I had with peer artists.  
I also started initiating my own projects to create oppor-
tunities and spaces for the dialogues and experiences  
I was interested in. This is a lot of hard work, especially 
if you do not have partner support. Obviously, the qual-
ity of your practice and the work you do is important in 
order to build further opportunities, but so are the rela-
tionships you form and maintain within the community.

BM: What have been some of your more  
recent career milestones?

RR: My solo exhibition The Purple Shall Govern at Footscray 
Community Arts in partnership with the Australian 
Centre for Contemporary Art (ACCA) as part of their  
Who’s Afraid of Public Space? project and its accom-
panying public program. Following this, my project and 
exhibition And she was wearing trousers: a call to our 
heroines with my collaborator and co-curator Naomi 
Velaphi was another privilege and highlight I was blessed 
to experience in 2022. The exhibition at Arts House 
included provocative work from local and international 
artists who identify with Africa’s southern region.

In 2021, I was awarded a creative development grant 
from the Ian Potter Cultural Trust and the Australian 
Centre for the Moving Image (ACMI) to produce a new 
moving image work, which is still underway. Exhibiting 
my first international solo exhibition in Johannesburg 
with Bubblegum Club (2016), and subsequently show-
ing those works at Blak Dot Gallery (2017), as well as 
presenting my work in Cape Town at Gallery MOMO 
as part of their annual video exhibition Transmissions 
(2018), have also been amazing career achievements.

BM: Can you give me a little bit more background  
on The Purple Shall Govern?

RR: I was inspired by an anti-Apartheid protest in Cape Town 
in 1989 known as the ‘Purple Rain’ protest. The exhi-
bition explores conditions of power in public spaces, 
reflecting on the systematic forces of colonial oppres-
sion endured by First Nations and Black peoples, who 
have historically been denied access. More specifically, 
looking at the settler nations of Australia and South 
Africa, I presented new sound, video and installation 
works that engaged with and re-framed various archives, 
in the hope of challenging and affirming an experience  
of public space.

In developing this project, I engaged in consulta-
tions and conversations with a diverse range of people 
and groups. These included the South African History 
Archive, Dr Gary Foley and Footscray Community Arts’ 
Elders in Residence N’Arweet Carolyn Briggs AM and 
Uncle Larry Walsh. Their permission and support was 
vital for this project. Their validation, generosity and criti-
cal insights helped guide and inform my work.

BM: You secured grants from both Creative Victoria  
and the Australia Council for the Arts for this 
project. How important has this type of support 
been to your career development? 

RR: The reality is that I’ve had to work extremely hard and 
I continue to, as a Woman of Colour. Grants are very 
competitive and should not be relied upon, but if your 
project is ambitious and not possible without grants, 
there are ways you can continue to push the project and 
apply again until you are successful. However, in saying 
that, you may not ever get the grant that you want and 
this can lead to other unexpected places. I was recently 
rejected from an opportunity and another came knock-

ing at my door – Counterflows, a 10-month artist lab 
program led by Urban Theatre Projects and Arts House, 
enabled me to travel to the 2023 Sharjah Biennial. 

Receiving state and federal grants meant that The 
Purple Shall Govern at Footscray Community Arts was 
able to be the ambitious project I envisaged. I was able 
to pay collaborators appropriately, pay myself appropri-
ately (see NAVA’s campaign for the advocacy work being 
developed in this space) and deliver the physical body of 
work without having to worry too much about limitations 
of materials. I was able to afford assistance, consultation 
and construction to create an exhibition and a program 
I am very proud of. Had I not received such support, 
the project would have gone ahead, but it would have 
looked different, and I wouldn’t have had the same learn-
ing opportunities.

BM: Do you engage in other work alongside your job  
as an artist?

RR: Yes. I work part time for a specialist school as an art 
teacher with youth in custody, and I do casual academic 
teaching and workshops as well. I have always worked 
a part-time job – not always related to the arts – which 
has, thankfully, provided sustenance and the flexibility 
to allow me to continue developing my artistic practice. 
If you find a gig that works for you try to hold onto it, 
but if it ain’t conducive to your compass there’s no point 
forcing it. It can be a difficult balance. The work I do to 
support my practice is extremely challenging but also 
gives me great joy and allows me to think about my art 
practice in ways that, if I worked exclusively within the 
‘arts bubble’, may not eventuate.

BM: If you could time travel back to 2009 and talk to  
your undergraduate self, what would you say?

RR: You’re doing the most and what you are doing is so 
worthwhile beyond your current comprehension. Keep 
doing you and don’t worry or compare yourself to others 
– you will continue to do this but you really have to try 
not to, because by living your best life and working in 
the way that works for you, great things will continue to 
come your way. 

Image: Aunty Thelma’s Identity Card, issued March 1960, plastic laminated identity card inside of perspex vitrine, installation view (detail). Photography: Jody Haines. Image: The Purple Shall Govern, Footscray Community Arts, 2022. Photography: Jody Haines.120 121
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Leanne 
Haidar 

BM: Hi Leanne and welcome! Can you start by briefly 
introducing yourself and your architectural practice?

LH: I am a graduate of Monash’s double degree of archi-
tecture and civil engineering and I am currently working 
at SJB Architects. I have worked in a diverse range of 
practices including planning, pedestrian planning and 
architecture within large multi-disciplinary organisations 
such as Arup and Jacobs. I’ve worked on projects rang-
ing from public infrastructure, such as the Suburban Rail 
Loop, to private residential dwellings, including multi-res-
idential, mixed-tenure social housing projects. I have a 
keen interest in advocating for the architectural profes-
sion in Australia and hold a strong belief in the value of 
our architectural education. This passion stems from my 
time volunteering at student-led non-for-profit organisa-
tions such as the Global Consulting Group (GCG) and 
the Student Organised Network of Architecture (SONA). 
At GCG, I took the skills that I had developed in engi-
neering and architecture and applied them to a variety of 
management consulting projects, while at SONA I learnt 
about better ways to influence and promote a good 
culture of design and designing in Australia. 

BM: What are your reflections on the double  
degree program?

LH: My experience was diverse – it was always challenging 
and rewarding, and sometimes it was extremely stress-
ful! But mostly, it was essential to my development, both 
professionally and personally.

I commenced my journey at Monash in 2015. I was 17 
years old and fresh out of high school. Contrary to what 
people assume, there weren’t actually any double degree 
specific classes or sessions. It was very literally the 
undertaking of two bachelor’s degrees simultaneously. 
In hindsight, I think moving between the two disciplines 
was positive towards my ‘coming of age’ as a designer. 
It allowed concepts to marinate and mature. I found that 
the concepts I felt most strongly about were often linked 
to my personal values, which were also being tested in 
my personal life. In my second year, I was enrolled in a 
design studio named ‘The Garden of Earthly Delights’, 

where we were asked to design a range of devices and 
gardens to facilitate pleasures of our choosing. I chose 
to test the overlaps between public and private life. The 
topics I explored included the female menstrual cycle, 
public toilets and nudity. As a young female who grew up 
in the context of Middle Eastern culture, I was also start-
ing to explore my own ‘public’ and ‘private’ identities. 

Undertaking the double degree provided me with  
a unique set of varied experiences and skills that are 
often at opposite ends of the spectrum. The ability to 
think small and large, to see the detail while still thinking 
about the big picture, to be diligent and analytical while 
still being creative and fluid, are all skills that I believe 
I only developed by undertaking the double degree. 
These are skills that have been valued by my colleagues 
and employers. 

BM: Can you tell me a little bit more about SONA and  
the Australian Institute for Architects (AIA)? What  
do these organisations do and how are they related?

LH: The Australian Institute of Architects (AIA) is the peak 
professional body representing the architectural profes-
sion in Australia. It serves the profession as a whole by 
advocating on its behalf to the greater built environment 
industry and Australian society in general. Practicing 

architects, graduates and students of architecture make 
up majority of its membership base. 

The Student Organised Network for Architec-
ture (SONA) represents the student members of the 
AIA. SONA works together with the rest of the AIA  
community to ensure that students play a key part in the 
future of the profession, to promote student work and 
thinking, to advance the education of architecture and 
to provide greater opportunities for professional devel-
opment. Most importantly, it does this by fostering a 
community of camaraderie, leadership and collaboration 
among students. 

BM: And what has been your involvement with SONA?

LH: I joined SONA in 2018 as a representative from Monash. 
I developed close relationships with the other students 
involved in SONA, and the SONA leadership team and 
staff had a big impact on my development in the role. 
They inspired me to come out of my comfort zone and 
instilled confidence in me to speak up. In the Chapter 
Council meetings, I was able to listen to a range of profes-
sionals discuss important advocacy issues for Victoria.  
I learnt about issues of novation, heritage conserva-
tion, sustainability in practice, cultural diversity… just  
to name a few.

Image: Portrait of Leanne Haidar. Photography courtesy Leanne Haidar. Image: Zero Gipps by SJB. Photography: Derek Swalwell.122 123
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It was the encouragement to step out of my comfort 
zone, along with sitting in on the Chapter Council meet-
ings, that inspired me to put my hand up to continue 
advocating. I then became Vice President of SONA in 
2019, President Elect in 2020 and eventually National 
President in 2021. My main goal as president was to 
instill confidence and camaraderie among the rest of the 
SONA leadership team. I wanted to inspire students to 
work together, grow together and inspire one another to 
reach their full potential. I also wanted to educate SONA 
members to appreciate their relationship with the SONA 
community as a long-term one, to realise how they can 
help shape the future of the profession. 

BM: Let’s talk about your current role at SJB. What does 
a normal workday look like for you?

LH: At SJB, I am a member of a wider team working on 
multi-residential and mixed use projects from design 
through to construction. My role is continuously devel-
oping as I learn more and take up more responsibility. 
In my first few months, I worked on a large variety of 
projects and tasks, ranging from assisting associates 
with documentation, preparing town planning presen-
tations and working with the directors to prepare client 
presentations. Jumping around the office allowed me to 
build relationships with a large range of people and be 
oriented into the culture of SJB. However, over the last 
18 months, I have had the opportunity to work on one 
project full time and have seen it through from town plan-
ning to construction. This has allowed me to develop as 
a key member of the team, take on responsibility for full 
packages of work and collaborate directly with clients 
and consultants.

As the project that I have been working on for the last 
18 months is currently under construction, I often attend 
the site office. A normal workday also involves manag-
ing client expectations, collaborating with the builder 
and consultants to resolve design issues, responding 
to Requests for Information (RFIs) and working with the 
broader team at SJB to deliver drawings and documen-
tation. A lot of my day also involves preparing sketches 
and markups, reviewing work and providing mentoring 
to students. When I’m not doing those things, I’m out 

for lunch with colleagues in the CBD, going for coffee 
breaks or giving cuddles to the office doggos!

BM: Can you please introduce us to the office doggos?

LH: Everyone at SJB is free to bring their dogs into the 
office. This brings a smile to everyone’s face and can 
make juggling the work-life balance a lot easier for many 
employees. Two of the frequent visitors to the office 
are Daisy and Bernie. Daisy used to be a puppy show 
dog in Port Macquarie, but her dad rescued her from 
the pageant lifestyle. She now gets to cause havoc on a 
daily basis. Bernie is a loving, funny and goofy 13 month 
old Australian Cobberdog. He loves days in the studio 
and is quite a popular boy – he can also be cheeky!

BM: Can you share some more about that project you’re 
currently working on?

LH: Currently I am working on a multi-residential social hous-
ing project in Brighton. The project is part of the Victorian 
Government’s Ground Lease Model Project. It’s a mixed 
tenure project where 50 per cent of the dwellings are 
social housing and 50 per cent are private built-to-rent/
market-rentals. Specialist disability accommodation is 
also provided across both the private and social hous-
ing. The project is also a blind tenure, which means that 
the quality of all the dwellings across the project is equal 
regardless of whether it is a social or private dwelling.  
I have been involved in the project since 2021 and have 
worked across the town planning, design development 
and construction stages. I feel quite lucky to be involved 
in such an important project for the sustainable and 
equitable growth of the community. My parents migrated 
from Lebanon in the ‘80s to provide their children with 
greater opportunities for growth and education. We lived 
in community housing for most of our upbringing as  
a young family. Community housing allowed us to be 
integrated within the broader community (not segre-
gated or alienated) and have access to all the tools we 
needed to find our way. I hope that the mixed-tenure 
social housing we are designing in Brighton will provide 
other families the same opportunities for growth that my 
own family was able to access. 

BM: You mentioned student mentoring earlier –  
you also teach at Monash, is that right? 

LH: Yes, I joined the architecture teaching team at Monash at 
the beginning of 2022 as a teaching associate. The role 
allows me to assist first year foundation design studios 
by providing mentoring and feedback to students. I hope 
to inspire students to find their individual confidence, to 
celebrate their creative aspirations, to practice commu-
nication and relationship building, teamwork and mean-
ingful peer-to-peer feedback.

BM: Your passion for student culture feeds into research 
led by SONA and Monash into mental wellbeing 
among architecture students and practitioners, 
which you spoke about at the 2022 National 
Architecture Symposium, alongside Professor 
Naomi Stead and Nicole Mesquita-Mendes. Perhaps 
you could summarise, in broad brushstrokes, some 
of the findings of this research? 

LH: Our analysis focused on understanding the key drivers 
that could be having an impact on the mental health and 
wellbeing of students. We found that the ‘24-hour work 
ethic’ permeating the studio culture could be playing a 
large part in negatively impacting students’ health and 
wellbeing and that although there may not be a lack 
of resources available to architecture students at their 
universities, there are stigmas attached to accessing 
them. We also found that a student’s perceived value 

in their education has a direct link to their ‘sense of 
purpose’. Employability is a key reason students decide 
to go to university, and so students tend to report that 
learning practical skills that prepare them for practice 
is a requirement of their education. This link between  
a student’s mental health and sense of purpose is prob-
lematic if they lose confidence in their education.

When we presented these findings at the National 
Architecture Symposium, we realised that these issues 
are not exclusive to architecture schools, and that in 
fact these issues are felt across the profession, from our 
youngest to our most senior members. 

BM: Do you think your involvement in this research has 
influenced your practice as an educator?

LH: Absolutely. I am passionate about encouraging students 
to contribute to a productive, inclusive and diverse studio 
culture, one that allows them to support one another to 
reach their full potential and eliminates negative ideas of 
‘perfection’. It has also influenced me to communicate 
the value of architecture education and instil a sense of 
confidence in students. 

BM: What would be your advice for someone thinking 
about further education and a career path in the 
architectural field?

LH: My advice would be to remember that the learning and 
practice of architecture cannot be autonomous. Build-
ing relationships with your peers and colleagues and 
supporting one another to grow will not only help you 
in your ‘career’, it will also provide you with incredibly 
rewarding experiences both professionally and person-
ally. Also, not to always take everything too seriously – to 
make sure you’re having fun, exploring, experimenting 
and using the practice, creation and discourse of archi-
tecture to express and share your own individual ideas 
and opinions with the world! 

Image (above): Zero Gipps by SJB. Photography: Derek Swalwell.  Image (below): SJB Melbourne studio. Photography courtesy SJB. Image: Zero Gipps by SJB. Photography: Derek Swalwell.124 125
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Take the  
Scenic Route

Our Caulfield and Clayton campuses 
are home to some of Australia’s 
most groundbreaking public 
art. Commissioned by Monash 
University Museum of Art (MUMA), 
the permanent, temporary and  
site-specific public artworks are  
a constant source of inspiration and 
wonder for the Monash community.

Take the scenic route to class with 
MUMA’s Public Art Walk – it’s an 
open loop that can be joined at  
any point along the way!

Agatha Gothe-Snape
The Scheme Was a Blueprint for Future Development Programs, 2015
paint on bitumen
Monash University Public Art Commission, 2015
Location: Campus Green, Caulfield Campus

Agatha Gothe-Snape was a consulting artist during TCL Landscape 
Architects’ refurbishment of the Monash University Caulfield Campus 
Green. Encompassing a series of consultations, interventions, 
workshops and collaborations, as well as a large line drawing, 
The Scheme Was a Blueprint for Future Development Programs 
amalgamates familiar sports-court markings, such as for badminton 
and basketball, with various diagrams and designs borrowed from 
psychology, market research, cartography and education. Aiming 
to gauge, emphasise and cultivate an emotional register within the 
public space of the campus, Blueprint and its accompanying activities 
examine the relationships between the individual and the group in  
the institutional entities and structures of a university.

Photography: Zan Wimberley. 127126
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Ronnie van Hout
Dayton, 2014
aluminium, patinated bronze and steel
Monash Public Art Commission, 2014
Location: Corner of Research Way  
and Rainforest Walk, Clayton Campus

Ronnie van Hout is a fan of robots. He says that they represent 
 “figures of fiction and fun”, and he uses them in his work to 
interrogate what it means to be human. Dayton sits casually on  
the grass, just like a student between classes, one knee raised  
at a right-angle. The simple, geometric shapes that make up his 
limbs and body evoke minimalist sculpture of the twentieth century 
and deliberately blend into the surrounding architecture. However, 
his organic-looking eyes and teeth (which get cleaned regularly 
with a giant toothbrush) suggest that beneath this industrial 
exterior there is a human-like presence.

The Chancellery Art Walk
Angela Brennan, Out of Order, 2020
Gunybi Ganambarr, Milŋurr Ŋaymil, 2020
Linda Marrinon, untitled, 2020
John Meade, Asterisk Kolam, 2020
Renee So, untitled, 2020
Kathy Temin, The Chancellery Column Seat, 2020
Vipoo Srivilasa, Luk Nimit Column, 2020

Chancellery Column Commission, 2020
Location: The Chancellery, Clayton Campus

Designed by award-winning architectural practice ARM,  
the Chancellery is a key meeting place on the Clayton Campus. 
Framed on two sides by an external colonnade, the architecture  
is inspired by the Ancient Greek stoa, a covered walkway  
designed for public assembly. The Chancellery Art Walk  
connects the Chancellery to the wider Monash community.  
It is envisaged as a place of welcome and distinguished by 
columns designed by artists of different generations, cultural 
backgrounds and approaches to art practice. 

The columns range from Yolŋu artist Gunybi Ganambarr’s 
representation of sacred larrakitj (memorial poles used in 
ceremony) to Kathy Temin’s trademark fur reimagined as  
a classical column and Vipoo Srivilasa’s gold tiled column,  
which connects the university to the Thai Buddhist temple,  
another important site of learning.

Photography: Rhiannon Slatter. Photography: Andrew Curtis.128 129
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Michael Bruno, Hector Tjupuru Burton, Willy Kaika Burton, 
Jonathan Jones, Brenton Ken, Milsane Murphy, Tiger Palpatja, 
Jacob Tiger, Ray Ken, Barney Wangin, Mick Wikilyiri, Frank 
Young and Anwar Young
Kulata Tjuta, 2012–14
277 wooden spears, malu (kangaroo) tendons and  
mulga shrub binding resin
Purchased by the Monash University Library, 2015
Location: Sir Louis Matheson Library, Clayton Campus

Kulata Tjuta (many spears) is a major installation comprising  
227 hand-carved wooden spears suspended from the ceiling  
of the Sir Louis Matheson Library. It is one of the artistic outcomes 
of an ongoing cultural maintenance project that shares age-old 
traditions, knowledge and skills to keep Country and culture 
strong by teaching young men punu (wood) and kulata (spear) 
production. Initiated by a group of senior Anangu men working at 
Tjala Arts in Amata on Anangu Pitjantjatjara Yankunytjatjara (APY) 
Lands, the group collaborated with Wiradjuri and Kamilaroi artist 
Jonathan Jones to realise this iteration as a commission for Dark 
Heart, the 2014 Adelaide Biennial of Australian Art.

Artist Willy Kaika Burton has said of the project: “We know if 
culture is strong, Anangu will continue the fight with a strong  
spirit. Young men have always learnt to make kulata through  
the old men, and through the old men like me the fight will 
continue for a better future for Anangu.”

Photography: Dianna Snape.132 133
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Rose Nolan
GIVE OR TAKE, 2017
red and white ceramic tiles
Monash University Public Art Commission, 2017
Location: Entry, Caulfield Library

Rose Nolan works with text as a readymade, transforming words 
and casual sayings – often phrases that she overhears – into 
bold works that can be read or experienced as abstract graphic 
designs. The phrase ‘give or take’, for instance, is rarely written 
down but is often used in conversation to mean ‘plus or minus’, 
‘more or less’, ‘approximately’. Enlarged and spelt out along a 
15 metre-long wall in red and white ceramic ‘penny’ tiles, Nolan’s 
GIVE OR TAKE speaks to the daily users of Caulfield Library. 
Students, staff and visitors alike are prompted to consider the 
words and language they use each day while reading, writing, 
listening and speaking.

Photography: Andrew Curtis.134 135
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MUMA  
Public Art Walk
 
MUMA’s Public Art Walk has been 
developed as a way of introducing 
and highlighting the many public 
artworks that are located on the 
Clayton and Caulfield campuses 
as part of the Monash University 
Collection. The walking route has 
been designed as an open loop  
that can be joined at any point.

Caulfield Campus

 
01 Agatha Gothe-Snape
 The Scheme Was a Blueprint  

for Future Development  
Programs 2015

 Campus Green 

 
02  Rose Nolan
 GIVE OR TAKE 2017
 Library entrance

 
03  Callum Morton
 Silverscreen 2010
 Between Buildings F & G 

 
04  Ray Thomas, Leroy  

McLaughlin, Sean Miller,  
Trevor Mitchell and  
Ash Thomas

 Paying Homage to Culture 2022
 Concourse bridge opposite 

Building C

 
*  Monash University Museum  

of Art (MUMA)
 Ground Floor, Building F 

Clayton Campus

 
05  Megan Cope
 Weelam Ngalut (Our Place)  

2018–19
 Exhibition Walk

 
06   Works by Tully Moore,  

Kenny Pittock, Esther Stewart, 
Sam Songailo & A Centre For 
Everything

 2017
 S2 Car Park

 
07  Philip Brophy
 Stadium: Neo-Tokyo  

Terrasound Cosmophony 2017
 Monash MPavilion (at dusk)

 
08 Leonard French
 Alpha and Omega 1969–70
 Robert Blackwood Hall

 
09 Lorna Green
 Stay, Live and Sit 1993
 Briggs Hall garden

 
10 Sanné Mestrom
 Weeping Women 2014
 Corner of College Walk &  

Scenic Boulevard

 
11 Inge King
 Cantilever 1975
 Faculty of Engineering  

courtyard

 
12 Stuart Ringholt
 Signpost 2015
 17 College Walk

 
13 Murray Barker &  

Laith McGregor
 Step Up KO and OK Point  

from the Monoliths series 2014
 13 College Walk

 
14 John Perceval
 Homage to Lawrence  

Hargrave 1961– 62
 Hargrave-Andrew Library  

forecourt

 
15  James Angus
 Built Unbuilt Unbuildable 2015
 Green Chemical Futures Building

 
16  Louisa Bufardeci
 (In a very short space of time 

through very short times of space) 
the universe devolves into a string 
2014

 Green Chemical Futures stairwell

 
17  Ronnie Van Hout
 Dayton 2014
 Near corner of Research Way  

& Rainforest Walk

 
18  Open Spatial Workshop
 Anthropocite 2015
 Monash Earth Sciences Garden

 
19  Dan Moynihan
 Seeing Things 2015
 Science Lecture Theatre wall,  

near 15 Rainforest Walk

 
20  Callum Morton, Monash  

Art Projects (MAP) &  
Kosloff Architecture

 External building skin  
and entry 2018

 Main entrance,  
Biology Building 17

 
21 Peter Cripps
 Public Projects Mirror Orator 2010
 Between STRIP2 and STRIP3 

buildings, 19–23 Innovation Walk

 
22 Natasha Johns-Messenger
 Water-Orb 2018
 9 Ancora Imparo Way

 
23 Clifton Pugh
 Five Bats 1968–69
 Exterior Zoology Lecture Theatre

 
24 Peter Corlett OAM
 John Monash 2015
 27 Chancellors Walk

 
25 Clive Murray-White
 Retrospective 1993
 Sports Walk

 
26 Louisa Bufardeci
 I Know I Don’t Know 2015
 Northern Plaza

 
27 Les Kossatz
 Untitled 1968
 Religious Centre

 
28 Michael Bruno, Hector Tjupuru 

Burton, Willy Kaika Burton, 
Jonathan Jones, Brenton Ken, 
Milsane Murphy, Tiger Palpatja, 
Jacob Tiger, Ray Ken, Barney 
Wangin, Mick Wikilyiri, Frank 
Young & Anwar Young

 Kulata Tjuta 2012–14
 Sir Louis Matheson Library

 
29 Columns by Angela Brennan, 

Gunybi Ganambarr, Linda 
Marrinon, John Meade,  
Renee So, Vipoo Srivilasa  
& Kathy Temin

 The Chancellery Art Walk 2019
 Chancellery

Caulfield Campus

Clayton Campus
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Breaking Neew Paths
Meet three of our best and brightest – 
contemporary artist Erin Hallyburton, 
interior architectural designer Ilianna 
Ginnis, and multidisciplinary artist and 
fashion designer Safa El Samad – and 
read about the impressive careers  
they’re forging through postgraduate  
and doctoral studies at Monash Art, 
Design and Architecture.

Safa El Samad
Erin Hallyburton
Ilianna Ginnis
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My design practice combines principles 
of fashion and architecture to explore how 
each field might influence the viability and 
practicality of the other. I am currently 
undertaking a Master of Architecture at 
Monash Art, Design and Architecture, 
but my path here hasn’t necessarily been 
straightforward.

I’ve always been interested in art, I feel 
like that’s what comes naturally to me, but 
I wanted to pursue something that was 
slightly more practical. So straight out 
of high school, I started the Bachelor of  
Architecture. While studying I felt a discon-
nect from the tactile aspect of design. 
I wanted to be able not only to design 
things, but also to build those designs as 
well. I ended up doing a carpentry pre- 
apprenticeship, which gave me a greater 
appreciation for designers.

I found fashion allowed me to design and 
to bring those designs to life on a scale 
that was manageable. So, I went through 
a whole fashion design degree and then 
discovered that I didn’t want to be a part 
of the industry – I didn’t want to support 
the culture of clothing being disposable  
(fast fashion) or the idea that you need to 
be constantly updating your wardrobe.  
I feel like there is already enough clothing in 
the world, and I didn’t want to be a part of 
the problem. You can’t dispose of a build-
ing so easily!

My practice is now focused on projects 
that marry my interest in fashion – partic-
ularly textiles – with architectural design 

and thinking. In 2021, I was involved in  
a collaborative project with my good friend 
Majed Fayad titled Order Up, Mashriq for 
MPavilion. I first encountered Majed’s work 
in 2018 when he was exhibiting at Blind-
side. That was my first experience seeing 
work by an Arabic artist in Melbourne, so 
I made a point of connecting with him and 
our artistic dialogue developed from there. 
As a second generation Lebanese Austra-
lian, seeking out people in my field who are 
not only like-minded but also have similar 
backgrounds and intersectionalities has 
been an integral part of my career journey. 
Finding community – people who support 
me and who I can support – is what set me 
on the right path.

Order Up, Mashriq took the form of  
a public, remote, and monumental sculp-
ture that displays iconic sounds enveloped 
by the barren landscape of the Mashriq 
area – a region in the Middle East. The work 
included a series of uniforms featuring my 
embroidery, a technique that is central to 
my practice. I tend to think of embroidery 
as painting with thread. This is how the 
team at MPavilion became familiar with my 
work, and from there I was commissioned 
to create their 2022 uniform.

The uniform that I designed for MPavil-
ion staff was a fully lined convertible apron 
that turned into a tote bag, reflecting my 
desire to make things that are practical. 
There’s not much space at MPavilion to 
store your things, so giving people the 
option to keep them on their body was an 
important consideration.

The uniforms are embellished with vari-
ous embroidery motifs that respond to 
the 2022 MPavilion program themes. One 
design features a map of Bangkok pinpoint-
ing where the all(zone) [2022 MPavilion 
designer] offices are located. This is over-
laid with the longitude and latitude of the 
MPavilion site, suggesting that the archi-
tects are there, but they’re also here, fitting 
in with the program theme of ‘Under One 
Roof.’ Another design features a QR code 
which links to the program; it is a function-
ing QR code, but it’s embroidered.

Connecting to another theme of ‘Unseen  
Design’, a third motif features an early 
sketch of the 2022 MPavilion commis-
sion by architect and (all)zone director 
Rachaporn Choochuey. It is common 
across all fields of design for audiences 
to see beautiful renders or the polished, 
final product. It is less common to see 
early sketches, and I wanted to show the 
often-invisible development process of  
a project like MPavilion. 

I’d like to elaborate on the notion of 
the unseen and highlight some of the less 
talked about aspects of balancing post-
graduate study with professional oppor-

tunities as an emerging creative. In 2022,  
I stretched myself thin. I had a lot of incred-
ible opportunities fall into my lap but trying 
to do too much meant sacrificing the quality 
of my creative output as well as my mental 
and physical health. I didn’t participate in 
the end of semester exhibition because 
I was working tirelessly creating the 25 
MPavilion aprons from scratch. Just the 
machine embroidery consumed over 100 
hours of my time! I chose to do all of this 
alone, when I should’ve asked someone to 
help. All the while, I was doubting my self-
worth, believing that I didn’t deserve such 
an opportunity.

One of my teachers once told me, 
“Don’t let perfect cancel out the good.” She 
had a point. Looking back on the MPavilion 
uniform design process, there are things  
I would do differently, but it has ultimately 
been an invaluable learning experience. It 
was a real-world lesson in balancing my 
time between paid and unpaid commit-
ments, managing expectations of myself 
and, importantly, asking for help when 
I need it. It allowed me to merge the two 
disciplines I am most passionate about and 
exposed me to new ways of thinking about 
fashion as architecture for the body.

Safa El Samad is a multidisciplinary artist,  
fashion designer and Master of Architecture  
student at Monash Art, Design and Architecture.

 “I found fashion allowed  
me to design and to 
bring those designs to 
life on a scale that was 
manageable.”

Safa El Samad  

Architecture  
for the Body

Illustration: Portrait of Safa El Samad by Antra Švarcs. Images: Courtesy Safa El Samad and MPavilion.140 141
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My sculptural practice seeks to produce 
new conceptions of the body and space 
in contemporary art through the applica-
tion of a fat critical lens. Operating from 
the perspective of fat embodiment, my 
artworks test the material limits of the body, 
and examine how these limits manifest  
in specific sites.

In 2021, I completed a Bachelor of Fine 
Art (Honours) at Monash Art, Design and 
Architecture, where I am now undertaking 
my master’s degree. My honours research 
centred around the site of Caulfield Fish & 
Chips, examining how the histories of and 
associations with this cuisine influence 
conceptions of the body. Class, coloni-
sation, immigrant experience and fatness 
coalesce in the sunflower oil waste that 
forms the material basis of the resulting 
body of work.

I collected the waste oil from the store 
on a monthly basis. Within my practice, 
the oil functions as a material record of the 
site’s operations – not only does it absorb 
physical traces of the ingredients fried 
within it, it is also an index for the social 
and economic interactions performed 
within the space. It speaks to exchanges 
of revenue and the proliferation of profes-
sional, social and intimate relationships 
among the family who own and run the 
shop and the customers, suppliers and 
people like myself, who collects and repur-
poses the waste oil. While not immediately 
legible in my artworks, the oil also connects 
to stories of working class identity, Brit-
ish nationalism, colonisation and migrant 
experiences in contemporary Australia.

The works made from the oil came 
together in a sculptural installation enti-
tled Greasy Paper Torn Open with Eager 
Hands, Salt Licked, Fingers Sucked (2021), 
first exhibited as part of the Monash grad-
uate exhibition MADA Now. The installation 
comprised a series of distinct yet concep-
tually linked elements, each representing  
a specific exploration into the materiality of 
fat and theoretical notions of fatness. 

The first component is a series of low 
cylindrical works, split open to reveal  
a textured interior. The cylinders are pale, 
mostly creamy brown, and white where 
the surface is rough from their rupture. The 
broken fragment is surrounded by splin-
ters and lies motionless next to the central 
form, indicating a past event or outburst 
of energy. This suggests an internal force 
pushing outwards, evoking the renaissance 
notion that a sculptor merely figures forth 
the form already within a block of marble – 
yet here the form erupts of its own volition.

This component is made from soap, 
a material I formed by combining the 
sunflower oil waste with water and caus-
tic soda. The mixture produced heat and 

thickened in response to agitation and the 
coupling of its resistant chemical compo-
nents. There is a tension embedded in 
this material that I am drawn to – repellent 
forces bound together by a powerful alka-
line. The volatility inherent to this work also 
reflects physical forces at work on a larger 
scale. It resembles minerals, marble or 
sandstone, chipped away at and dissolved 
over time. The solubility of the material and 
its intended use – to clean and wash away 
– relates it back to the body and the logic of 
decay. Gravity draws fat and skin towards 
the earth over time.

The grey, triangular wedge installed  
in the centre of the room is made by lami-
nating together layers of clay, tallow and 
vegetable shortening. This process is 
borrowed from a croissant making tech-
nique, wherein bakers place a thick sheet of 
butter between two sheets of pastry before 
rolling, folding, resting and repeating. When 

applied to clay and shortening, this created 
a marbled effect. Sliced open with wire, the 
stack recalls a geological strata or stack of 
damp newspapers. The form builds upon 
the tradition of corner works, which began 
in modernist sculpture and have persisted 
in the contemporary moment, such as 
with Robert Morris’ Untitled (Corner Piece) 
(1964) and Joseph Beuys’ Fat Corner 
(1968). Here, however, the form does not 
rely on the corner as a support structure, 
reclaiming its autonomy from the gallery 
space and breaking with its architecture 
to become a body. Controlled and angu-
lar, the form also challenges presupposed 
ideas of fat as soft and malleable.

A third component comprises a trio of 
benches constructed from the empty cans 
used to collect the waste oil from Caulfield 

Fish & Chips, and Marine Ply. The benches 
function in a multiplicity of ways within my 
work. Their arrangement suggests the inte-
rior of the store and the architecture of civic 
space, situating the viewer at the threshold 
of the public/private dichotomy. They also 
intend to upend sociocultural and aesthetic 
associations tied to contemporary art and 
takeaway food, and those who partake 
in their production and consumption. 
Another role they play in my work is unset-
tling implicit expectations that sculptural 
work is viewed from a standing position. 
Providing seating within a gallery context 
is an important accessibility accommoda-
tion for fat people, or anyone who finds  
it more comfortable to sit rather than stand. 
When the body of the viewer is held and 
supported, it can allow them to spend more 
time with the work.

Following MADA Now, I was invited 
to participate in Hatched: National Grad-
uate Show 2022 at the Perth Institute for 
Contemporary Arts (PICA). I exhibited  
a new iteration of Greasy Paper Torn Open 
with Eager Hands, Salt Licked, Fingers 
Sucked alongside works by more than 20 
emerging artists from around Australia. As 
a result of this exhibition, I was awarded 
the Schenberg Art Fellowship by PICA in 
partnership with the University of West-
ern Australia. Balancing my art practice, 
full time study and work over the past few 
years has been extremely challenging and 
this prize will support me to invest more 
time and energy into my art making. It 
will allow me to take the important step of 
developing an artist website, and to exhibit 
my work independently by covering the 
costs of materials, artwork transport and 
exhibition fees.

The Bachelor of Fine Art (Honours) 
program at Monash allowed me to develop 
the tools I need to pursue a career as an 
artist. I was able to create my own body of 
work from start to finish, with the support 
of a practicing artist, Alicia Francovich, 
who mentored me and helped prepare 
me for the realities of life as an artist.  
Being part of the dynamic research culture 
of this program and writing the mini exege-
sis to accompany my artwork allowed me 
to explore art theory relevant and inter-
esting to me, deepening the rigour of my 
practice. It prepared me for the master’s 
program, where I am continuing to explore 
the potential of artistic practice to reveal 
the bias and discrimination that fat people 
face, as well as the richness of fatness and 
fat embodiment.

Erin Hallyburton is an artist, writer and Master  
of Fine Art student at Monash Art, Design and  
Architecture, where she completed a Bachelor  
of Fine Art (Honours) in 2021. 

Erin Hallyburton  

Material 
Waste

Illustration: Portrait of Erin Hallyburton by Antra Švarcs.
Image: Erin Hallyburton, Greasy Paper Torn Open with Eager Hands, Salt Licked, Fingers Sucked, 2022, handmade waste oil soap, steel rod, earthenware clay, vegetable shortening,  
tallow, sunflower oil drums, marine plywood, Hatched: National Graduate Show 2022, Perth Institute of Contemporary Arts (PICA). Photography: Miles Noel Photography.142 143
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Ilianna Ginnis 

Design =  
Empathy

Empathy is the ability to relate to another 
person’s needs and desires. It has the 
power to influence both tangible and  
intangible connections to one another and 
to our environment. Empathy is the key 
to my work as a designer – it empowers  
me to drive change within design and the 
built environment. 

As a sister to an individual who is 
non-verbal and who has an intellectual 
disability, I grew up with a deep under-
standing and empathy for those with 
diverse communication and cognition. 
Assisting my younger sister to communi- 
cate within public spaces became my 
life passion, and made me aware that 
there is limited engagement with and 
representation for people who are cogni-
tively diverse and non-verbal. This has 
directed my career path and enabled me to  
assist individuals with similar communica-
tion difficulties.

 I have since embarked on a PhD 
with the Design Health Collab at Monash 
University to develop guidelines within 
architecture and design for including 
people who are non-verbal and have 
diverse cognition in the design process. 
These guidelines will begin to challenge 

design processes to consider how they 
engage with non-verbal users and to imple-
ment changes that meet unique needs 
within different environments. Additionally, 
my PhD aims to educate designers on 
how we as practitioners can become more 
aware of the diversity in communication 
and cognition, towards becoming more 
inclusive. Currently, disability is addressed 
within architecture, however communica-
tion accessibility and neurological diversity, 
such as intellectual disability and autism, 
are not considered, which is the gap my 
research addresses. My hope is that the 
guidelines developed through my PhD will 
become the mandatory standard in design 
and architecture industries.

I graduated with a Bachelor of Inte-
rior Architecture (Honours) in 2020. 
Currently, I practice as an interior archi-
tectural designer at STUDIOMINT Design 
Group and as a research officer and 
teaching associate at Monash Univer-
sity. Working at the intersection of design 
and academia has allowed my work to 
be informed by both research and prac-
tice. I can achieve designs that are truly 
purpose-built, meaning co-designed and  
co-created with non-verbal users and 
their multidisciplinary network (speech 
pathologists, occupational therapists,  
physio-therapists and psychologists). At  
STUDIOMINT, we specialise in designing 
for medical and allied health environments 
and go above and beyond to provide 
accessibility and inclusivity. 
As a designer, I strive to employ strategies 
that ensure the inclusion of non-verbal 
communicators. In communication, espe-
cially non-verbal, the feedback process is 

an important part of engagement. Non-ver-
bal communicators rely on facial expres-
sions, gestures and modelling to exchange 
information with their communication part-
ners. When applied to design processes, 
behaviour becomes the main ‘voice’ in 
the conversation. A great example of the 
inclusion of non-verbal communication in 
the design process is choices – offering the 
individual two sample textures or materials 
and observing their response. Another is 
observing the user in their space to gain an 
understanding of personality. 

Non-verbal communicators’ intentions 
and symbolisation differ from person to 
person. Forms can include “generalised 
movements and changes in muscle tone, 
vocalisation, facial expression, orienta-
tion, pause, touching, manipulating or 
moving with another person, acting on 
objects and using objects to interact with 
others, assuming positions and going to 
places, the use of conventional gestures, 
depictive actions, withdrawal and aggres-
sive and self-injurious behaviour.”1 This 
is why empathy in my work as a designer 
is important – so that I am able to sit and 
engage with the uniqueness of each indi-
vidual. The non-verbal user’s choices are 
used to create design outcomes based on 
their preferences and how they function in 
their specific spaces. 

My teaching role at Monash University 
has also allowed me to work with upcom-
ing designers in understanding and apply-
ing neurodiversity to design processes and 
projects. Students in communication and 
industrial design are dedicated to devel-
oping solutions that respond to the diver-
sity of disabilities, and they have a positive 
attitude to learning communication access 
within design practice. 

My goal is to create recognition for 
individuals with diverse communication. 
Spatial designers and architects can 
model these forms of communication in 
design processes to offer opportunities 
for engagement and interaction, enabling 
inclusion and a ‘voice’. Communication 
access is extremely important and relevant, 
particularly within the practice of design, 
where the expression of needs, desires and 
function is crucial to the user. The next step 
is for the receiver of the message to accept 
these forms of communication, allowing for 
inclusivity and communication access.

Ilianna Ginnis is an interior architectural designer 
and PhD candidate within the Design Health Collab at 
Monash University. Ilianna is a recipient of a Monash 
Institute of Medical Engineering Women in STEMM 
Student Leader Award for 2022.

 “This is why empathy in 
my work as a designer is 
important – so that I am 
able to sit and engage 
with the uniqueness of 
each individual.”

1 Griffiths, C. and Smith, M. (2017) ‘You and Me: The Structural Basis for the Interaction of People with Severe and Profound Intellectual Disability and Others’, Journal of Intellectual Disabilities, 21(2), pp.103–17.Illustration: Portrait of Ilianna Ginnis by Antra Švarcs.  Image: Courtesy Ilianna Ginnis.144 145
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MADA NOW
MADA Now is an annual exhibition  
showcasing the remarkable work of our 
graduating students. Spanning the disciplines 
of fine art, design and architecture, the 
exhibition is a panoramic review of visual 
practice in the present moment.
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Celebrating our graduates



At Monash Art, Design and 
Architecture, we take immense 
pride in the creative achievements 
of our graduates and are thrilled to 
extend an invitation to our annual 
graduate exhibition, MADA Now. 

MADA Now features works by graduating students from the disciplines 
of fine art, design, and architecture, showcasing their talents to a wide 
audience of peers, family, industry professionals and the general public.  
The exhibition offers a glimpse into the future of these fields, and highlights 
the creativity, innovation and critical thinking that define our community  
at Monash Art, Design and Architecture. 

More than just a display of our graduates’ works, MADA Now is also  
a unique opportunity for prospective students to experience the dynamic  
and innovative atmosphere that characterises Monash. The annual 
exhibition includes opportunities to meet with staff and students, explore 
programs and facilities, and discover the diverse range of opportunities 
available for creative exploration and professional growth.

MADA Now

Images: MADA Now 2022 opening night.148 149
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Fine Art

Olivia in Mauritius (2004)
Olivia Stephen

 Liquid Architecture Award

Untitled (2022) 
Hugo Blomley 

 Lowensteins Arts Management Award

Untitled (2022)
Nicholas Mahady

 FINI Prize

Confession booth (2022)
Megan Tan

 Daniel Dorall Prize in Fine Art

Untitled (2022) 
Alexandra Peters

 The MUMA Award
 Megalo Print Studio Graduate Residency

Fiat Money (2022)
Cam Wu

 Les Kossatz Memorial Award  
 Hyphenated Projects Award

naturefictions: tendrils reaching (2022)
Ariana Lim

 Melbourne Art Supplies Award

Untitled (2022) 
Caesar Florence-Howard

 Irene Sutton Award

Aue My Endless Love (2022)
Luce Nguyễn-Hunt

 Composite Audiovisual Award

Photography: Andrew Curtis.150 151
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Design

 “Dear Internet, are you God?” 
Jacinta Ramsdale

 Outstanding Project

The Heliocentrism of Afrofuturism 
Jacob Pham

 Outstanding Project: Survival

ToI family photo 
See Jian Shin 

 Outstanding Project: Emerging Technology

The Mothership 
Ian Neo

 Mark Wilken Highest Achievement Award

Transformative Experience Design 
Sienna Fernando

 Outstanding Project 
 Excellence in Theory

The Silhouette Frame 
Jacqueline Johnstone

  Brian Davis Achievement 
Award Honours

The Feeder and The Feeding 
Samuel Dietrich

  Best in Studio: ‘Future of Food’

Green Triangle: Effortless Onboarding Experience Design 
Sonali Singh

 Interaction Design Award

The TriVel 
Andres Ferrandon

 Outstanding Project: Mobility

The New Neighbourhood, Urban Biotope, Cambodia, circa 2055 
Sovannleejimmy Bunche

 Best in Studio: ‘Ethics of Technology’152 153
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Architecture

Spencer2Spring: AWOL 
Mitchell Grant

 Best in Studio (BArch)
 Wood Marsh Architecture Prize

Caring Culture
Olivia Besim, Josh Robinson

 Best in Studio (MArch)

Energy Sites - Yallourn 
Ayden Fiore

  Professional Practice Award 
  Winner: The Peter Elliott Architecture + Urban 
Design prize for Drawing Architecture
  Best in Studio: ‘Energy Sites – Yallourn’

Civility
Greta Low

 Best in Studio (MArch)

Public House
Yume Ebihara, Yanis Newman-Pache,  
Chelsea Pace

 Best in Studio (BArch)

Exposition
Cyndy Li

  Commendation: The Peter Elliott 
Architecture + Urban Design prize 
for Drawing Architecture (MArch)

Double Ground
Thomas Heath

 Best in Studio (MArch)

Theory in Practice 
Franny Chang

 Best in Studio (BArch)

Brotherhood of Saint Laurence 
Henry Huynh

Urbanism of Walls
Liam Ware

 Best in Studio (MArch)
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FINE ART 

The MUMA Award
Alexandra Peters

MUMA/ BAHC Curatorial Training Program
Sueann Chen and Teagan Ramsay

Firestation Print Studio Graduate Print Prize
Ned Johnson

Megalo Print Studio Graduate Residency
Alexandra Peters

Tolarno Hotel Art Award
Allison Ching Hang Ng

Daniel Dorall Prize in Fine Art
Megan Tan

Les Kossatz Memorial Award
Cam Wu

Melbourne Art Supplies
Ariana Lim and Emma Winkler

Composite Audiovisual Award
Luce Nguyen-Hunt

MECCA Curatorial Internship
Annabel Brown

Lowensteins Arts Management Award
Hugo Blomley

Edith Rose Memorial Award
Bella Losch Hickey, Sophie Shingles and Liat Fichman

Irene Sutton Award
Ceasar Florence-Howard

Liquid Architecture Award
Olivia Stephen  

Anton Herman Social Justice
Richard Monger

FINI Prize 
Nicholas Mahady

Hyphenated Projects
Cam Wu

COMMUNICATION DESIGN

Outstanding Project
Sienna Fernando
Savanah Murtough
Jacinta Ramsdale
Monica Ouk
Phillipa (Pippa) Russell
Simon Trinh

Excellence in Theory
Jessica Mei Jing Lee
Sienna Joy Fernando

Highly Commended Projects
Emily Zhang, Alice Warwick, Amy Millen, Hilary 
Edmiston, Jessica Mei Jing Lee, Noa Matthews, Olivia 
Pukallus, Tamsyn Williams, Fidelia Jakin, Zoe Hansen, 

Natarcha Jones, Mimi Tran, Phoebe Elliott and Millie 
Marchant 

INDUSTRIAL DESIGN

Outstanding Project
Mobility: Andres Ferrandon
Health & Wellbeing: Alessia Tsolakis
Emerging Technology: See Jian Shin
Impact: Jo Hutchinson

Honourable Mentions
Kunawat Vitoorapakorn, Noah Bridger, Geoff Thompson
Cooper Chenhao Li, Jacob Mahoney, Finn Burnett, Jinrui 
Zhang, Jules Kabore, Rebecca Nel, Michael Casimir, 
James Corke and Qiwen Wang

HONOURS

Mark Wilken Highest Achievement Award
Ian Neo 

Brian Davis Achievement Award
Jacqueline Johnstone

MASTER OF DESIGN 

Collaborative Design Award
Shunsuke Mori and Lixin Chan

Multimedia Design Awards
Alysha Maree Li and Chayatarn Pinto
Carla Jane Romana and WenQi Chen

Interaction Design Awards
Dhruv Basur, Sonali Singh and Harshitha Shankar Kalgod
Xueyi Lu, Ying Ma and Jiraprapai Lertruangamorn

STATIAL DESIGN

Best in Studio
Ethics of Technology: Sovannleejimmy Bunche
Future of Food: Samuel Dietrich
Future of Play: Ella Primerano

Highly Commended 
Ethics of Technology: Jingyi (Bertha) Chen
Future of Food: Kelton Minn Xian Tay
Future of Play: Anh Duy
Suitaloon Reboot: My Linh Truong

COLLABORATIVE DESIGN

Outstanding Project 
Survivial: Tien Minh (Jacob) Pham
Collaborative Cities: Hettiarachchige Kavee Perera
Collaborative Cities: Charlotte Ryan

BACHELOR OF ARCHITECTURAL DESIGN

Overall Best in Studio
Pan Chi Ng

History & Theory Award
Orissa Dixon

Technology & Environments Award
Lachlan Meckiff

Outstanding Overall Performance
Kolkateka Nguon

Best in Studio
Amphibian Acquisition: An observatory for the skies,  
set in a sodden grave: Chen Dong
Alterations, Additions, Systems: Lachlan Meckiff, Saida 
Bakhsh, Matthew Sandison and Kyle Borg
Spencer 2 Spring: AWOL: Mitchell Grant
Island Futures: Vanthasosahakmony Ing Hout
Theory in Practice: Peiyue Xu
Walking the Walk: Aiman Zahidah, Binti Ahmad Hilmi
The Things We Throw Away: Ni Nyoman, Dinda 
Pradnyantari
Lost Lands Found (Indigenous Garden): Ericka Neira 
Vega
MIXOLOGY: Thaomy Pham
Public House: Chelsea Pace, Yanis Newman-Pache  
and Yume Ebihara
Curating the Void: Matthew O’Connor
On a Collision Course: Pan Chi Ng
Thick Air: Johnson Kruy
The Office: Kolkateka Nguon
The Three Little Pigs: Yuetan Xiao
Pre Slime Sublime: Tomas Ackerley

MASTER OF URBAN PLANNING AND DESIGN

Engagement Award
Tomas Lightbody

Award for Outstanding Achievement
Jiao Yang and Tom Robertson

MASTER OF ARCHITECTURE

Best in Studio
Reconfigure: Gabriella Alfano
Urbanism of Walls: Learning from Japan: Liam Ware
Energy Sites – Yallourn: Ayden Fiore
Exposition: Mohamed Camal
Housing+: Brahn Smillie-Fearn
Caring Culture: Joshua Robinson and Olivia Besim
Double Ground: Thomas Heath
Temporary Permanent: Georgia Frendo
Civility: Greta Low
Minimal Intervention: Grace Upton Jones

Professional Practice Award
Ayden Fiore

View the MADA Now 
website here:

Awards

Images: MADA Now 2022 opening night.156 157
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T: Australia freecall: 1800 MONASH (666 274)
T: +61 3 9903 4788 (outside Australia)
study@monash.edu
Wechat: MonashUniAus

Horizons
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Apply for courses now 
monash.edu/mada/future-students

Think Outside 
The Classroom

MONASH 
ART,  
DESIGN AND 
ARCHITECTURE
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