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Abstract 
 
This exegesis surveys a selection of my visual arts practice, including 

exhibitions and public artworks, produced over the last twenty years (1995– 

2015). This reflective inquiry references two distinct themes that continue to 

underpin my art practice, my Italian heritage and nature, and the 

interconnections between them. I draw upon selected and related theoretical 

perspectives to assist in particular readings of my creative work. Furthermore, 

I consider the place and significance of my work in relation to the Art Povera 

movement as well as selected contemporary visual artists practicing in 

Australia and beyond. As will be shown, my collective practice, while 

referencing my experience of being a second-generation Australian Italian, 

also acknowledges broader notions of immigration, resettlement and 

assimilation. The search for home, identity and belonging is central, 

understood through my migrant family’s myths and memories, dislocation, co- 

existence and the garden. 
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This work has never been submitted for a degree or diploma in any university 

and to the best of my knowledge and belief, the thesis contains no material 

previously published or written by another person except where due reference 
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 Introduction  
 
 

Questions Framing the Thesis: 
 

I have produced a significant body of work over a twenty-year period 

that I believe has made a lasting contribution to Australian 

contemporary culture. What are the abiding themes that resonate 

throughout my work? How and why have they developed? How has my 

work been received and considered by arts commentators and writers? 

Why is it important to contextualise my practice in comparison with 

other contemporary artists and in relation to the dynamics of changing 

Australian culture? 

 
 

This PhD by Publication is presented as an exegetical study. It focuses on the 

significant body of visual artwork I have produced over a twenty-year period, 

1995–2015, together with its critical reception presented by arts commentators 

and writers. This thesis has several aims. First, it attempts to demonstrate that 

my visual arts practice presented through various exhibitions and as site-

specific public art, has made a substantial contribution to contemporary visual 

arts practice in Australia and to visual culture more generally. Second, it 

compares and contrasts my practice with selected artists from Arte Povera and 

also contemporary artists to reveal certain shared connections. Third, it aims 

to reflect on my status as a second-generation Australian of Italian heritage, 

assessing its lasting impact on my practice and its ongoing relevance in 

relation to migration and globalisation up until 

the present. 
 

 
 

A DVD documenting works completed during this period supports the 

exegesis. It highlights the individual qualities of selected projects and outlines 

the progressive development of this publicly disseminated work. In addition, 

my website, www.sebastiandimauro.com, incorporates a comprehensive list 

of artworks, my Curriculum Vitae (also included here in the appendices), two 

monographs Between Material (1998) and Footnotes of Verdurous Tale: 

Sebastian Di Mauro 1987–2009 (2009), and a selection of catalogues 

http://www.sebastiandimauro.com/
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Art Education, Cultural Policies and My Developing Visual Arts Practice 

To contextualise my practice further, it is important to also foreground the 

cultural policies and programs that occurred within the visual arts sector 

during my formative education. I began studying art and design at art school 

in the mid-1970s. Terry Smith reports: 

…institutionalization of a far-reaching kind accompanied Australian visual 

artists’ movement through anti modernism and into postmodernism during the 

1970s, as did two other great forces: internationalization and industrialization. 

These formations frame most of what goes on today. Their unfolding and 

interaction will shape its future. (2001, 66) 

 
 

In 1970s’ Australia, art schools were part of the technical education sector. 

Their teaching was firmly based on the ‘hands-on’ atelier tradition of 

nineteenth-century England, where the master teacher demonstrated, and 

students followed a prescribed hierarchical regime of skills acquisition. Art 

history was generally complementary to studio work but not realised or 

integrated as a key to sound visual arts practice in general. 

 
 

It was into this educational environment that I committed myself as a designer 

in training. While I embarked on my technical education, Australia was 

defining itself with the election of the Whitlam Government (1972–75), and the 

establishment of the Australia Council for the Arts in 1975. For the first time, 

the nation firmly articulated federal policies around arts funding through a 

trickle-down effect, and federal, state and local governments started to 

engage with the visual arts in more direct ways. I completed an Associate 

Diploma in Graphic Design at Brisbane’s Central Technical College, which 

was later named the Queensland College of Art (QCA), from 1974 to 1977; 

the three-year course was multidisciplinary, and as a result, I took classes in 

visual art, design and photography. In the second year, I majored in design, 

more for professional employment outcomes than preferred choice. Soon 

afterwards, I began studying fine art at the Brisbane College of Advanced 

Education, which would later become Queensland University of Technology 

(QUT), where I majored in painting. Throughout the 1980s, the fluid state of 

technical education morphed into technical and further education, colloquially 
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know as TAFE. This rebranding introduced new ways of thinking about art 

school education, driven in particular by vocational training. 

 
 
From 1981, I was also employed as a design instructor at QCA, which was 

then a TAFE art school. (It is important to note that, from the mid-1980s 

onwards, this college began to offer degree courses. This was an anomalous 

situation, as this art school was the only one in Australia to offer a three-year 

degree course during this decade.) During the Dawkins1 era, tertiary 

education experienced major changes, especially in the visual arts. Many 

art schools were forced into amalgamations with universities, and QCA joined 

Griffith University in 1991. As a result, many of QCA’s practices had to be 

rethought, particularly in relation to research. New models of practice-led 

research and practice-as-research began to emerge in Australia. This 

had major impacts on my own practice and teaching methods. The artworks 

I developed within this new framework were conceptually driven and 

research-focused. 

 
 

Throughout this ten-year period, my design teaching became separated from 

my burgeoning practice as a fine artist. As a design educator, my focus was 

on graphic design education, while my developing visual arts practice was 

initially firmly based in painting and later in sculpture and installation. During 

this decade, my practice crossed an age-old (and contested since the 

Bauhaus) divide from design to fine art. Being a fine artist afforded me 

opportunities to join a number of artist-run spaces. With their strong sense of 

community, social inclusion and practitioner comradeship, these spaces 

offered me new ways to think about my practice. In 1986, I joined an artist-run 

initiative called ‘That Space’ located in an old warehouse in Charlotte Street, 

Brisbane. It provided a vibrant artist community among which I created my 

first series of paintings that were later exhibited at the Roz MacAllan Gallery, 

a commercial gallery in Edward Street, Brisbane, which represented me from 

1987 to 1990. Also in 1986, I joined the Queensland Artworks Alliance (QAA), 
 

 
 

1 John Dawkins (1947–) was Treasurer in the Keating Labor government from December 1991 to 

December 1993. He is notable for his reforms of tertiary education as Minister for Employment, 

Education and Training. 
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a partially government-funded organisation for artists, and I was a board 

member from 1991 to 1996. The QAA was seminal in orchestrating rights for 

artists, initiating public art programs and influencing Queensland State 

Government policy for the arts. 

 
 

While I did not have commercial gallery representation from 1991 to 2002, the 

founding of many regional Australia galleries in the 1970s and 1980s meant 

that there were numerous alternatives in which to exhibit work. During that 

time, I exhibited my artwork in a number of public galleries and through prizes 

(a detailed list is provided in the Appendices). I was represented from 2003 to 

2010 by Dianne Tanzer Gallery, Melbourne, and from 2007 to 2009 by 

Sullivan and Strumpf Sydney. A number of significant solo exhibitions during 

that time are also listed in the Appendices and are referred to throughout 

this thesis. 
 

 
 

By 2004, leading art-market commentator Michael Reid recognised the quality 

of my work, claiming that I was part of Australia’s next generation of sculptors 

to watch for in terms of investment (Reid 2004). Over the last fifteen years, my 

work has risen to national prominence through a number of achievements, 

which are listed in the Appendix. Significantly, my work has been celebrated in 

two Queensland Government–funded monographs, Between Material (1998) 

and Footnotes of a Verdurous Tale (2009), the latter of which will be referred 

to extensively throughout this thesis. 
 

 
 

Since the late 1980s, I have exhibited my artwork in over forty-five solo 

exhibitions and my work has been included in excess of 100 group exhibitions 

in Australia and overseas. My paintings, sculptures, artist books and 

installations are collected by many of Australia’s key art institutions, state and 

local governments, and private corporations (see the Appendices). 

Furthermore, during the last fifteen years, I have completed a number of 

major public art commissions for high-profile buildings in Australia and Asia, 
 

which will be discussed in this thesis (see the Appendices for a full list). 
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As Smith (2001, 73) acknowledges, in the 1980s, “there was a measurable 

increase in the commissioning of public art, mainly in local government 

precincts” throughout Australia. Later, public art in Queensland was heavily 

influenced by the Art Built-in Policy, which was launched in 1999 and ran until 

2007. The policy allocated funding of 2% for public art within all State 

Government capital works building budgets over $250,000 (excluding 

engineering and road works). This positive attitude towards instilling an 

appreciation for art in the public sphere assisted in the opportunities I have 

been given over the years. 

 

 
As will be demonstrated in this thesis, my career as an artist is well 

established in Australia and is becoming so internationally. The reflective 

analysis contained in the exegesis identifies a number of investigative themes 

that characterise my studio explorations during the period in question. One 

particular focus is how autobiographical aspects influence the conceptual and 

critical framing of my work. Being a second-generation Italian Australian gives 

me privileged access to an investigation of Italian immigrants, and their 

contribution to Australian culture. My visual practice can be understood as 

a dialogue with my audience, my family and my heritage. James Gobbo 

has written: 

Italians brought with them strong family and religious values, great 

resourcefulness and an ethic of hard work. Australia for its part was 

welcoming, open, egalitarian and full of opportunity. As a result, Italians have 

been able to maintain a strong sense of identity and pride, while at the same 

time participating successfully in Australian life—be it political, economic, 

social or cultural. They have played a critical role in transforming Australia 

into the multicultural society it is today. (2005, xiii) 
 
 
 

The number of Italian immigrants into Australia swelled after World War II 

(predominantly from 1947–64). Many of them came from rural regions in the 

south of Italy, where they had seasonal work and often had very little 

education or formal training (Church and Italian Historical Society 2005). My 

maternal grandparents arrived in the 1920s, and my paternal grandparents 

and my father came to Australia in the 1930s. In The Politics of Identity in 
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Figure 1 

Sebastian Di Mauro Rapture 2014 

Hand-beaten stainless steel 

610 x 330 x 470 cm 

Installed: JinHe Plaza, Souzhou, China 
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Australia, James Jupp states: 
 

Australian Governments have typically sought to shape and reshape national 

identity by two means. First, they have set restrictions and conditions upon 

foreign immigration into the country. Second, they have set criteria for 

granting citizenship and have framed domestic policies around such principles 

as integration or assimilation by which it was hoped to achieve social 

harmony, or even social justice. (1997, 132) 
 

 
 

Since 1998, my visual practice has operated within the broad and ever- 

changing arena of migration, the postcolonial and contemporary Australia, 

around citizenship, belonging, bi-culturalism and diasporic memory. 

 
 

Contemporary Australia: Various Contexts 
 

Much has changed since Australia was a part of colonial Britain. When my 

family immigrated here in the 1920s and 1930s, the White Australia policy 

(established in 1901) was in use, and it was only in 1974 that the Whitlam 

Government abandoned it. This government was also responsible for the 

introduction of the official policy of multiculturalism, which encouraged the 

notion that cultural differences within society should be accepted and 

celebrated. Consequently, government policy embraced notions of 

difference.2 Jupp rightly states: 

Critics of multiculturalism may be divided between those taking a polemical or 

ideological stance against ‘divisiveness’ and those who regarded official 

policy as a way of obscuring inequalities or even racism. (2001, 259) 
 
 

 
Many of the European immigrants who were accepted to Australia post–World 

 

War II provided the country with a much-needed labour force. Such 

immigrants were expected to assimilate into Australian culture, and my family 

did so—particularly, my siblings and me. It was a more fluid process for us, 

since we were born in Australia and many of my cousins married into Anglo- 

Australian families. Historian Helen Armstrong rightly states: 

The particular tragedy of assimilationism was that many children of 

immigrants were brought up ‘protected’ from the knowledge of their parents 
 
 

2 The establishment of SBS in 1978 and its beginning transmission in 1980 contributed a great deal 

towards the support and understanding of what was fast becoming a multicultural society. 
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culture and the humiliation of discrimination so that the children could be ‘new 

Australians’… (2001, 58) 
 
 
 

As I am a second-generation Italian-Australian artist who was born in the mid- 
 

1950s, much of my artwork over the last twenty years has been informed by 

my search for belonging within the milieu of Australian contemporary society. 

In the late twentieth century, the notion of difference and therefore 

multiculturalism was promoted. In “Situating Australian National Identity in 

Theory and Practice”, Jeff Archer outlines that 

Other postmodern thinkers, influenced by the French philosopher Jacques 

Derrida… have taken up the notion of ‘difference’… as an attempt to 

overcome the alleged exclusive and oppressive antagonism to those ‘others’ 

which lie outside a given identity. (1997, 27) 

 
 
This philosophy of difference and diversity embraced by postmodernism has 

been a strong theme in the visual arts and scholarship in the humanities. 

However, Archer argues that “much postmodernist thought questions the idea 

of a unified and legitimate political community; a polity with a set of common 

ethical objectives” (1997, 27). This argument has some legitimacy; 

nevertheless, Archer has argued that to operate successfully, a nation state 

needs to have a collective unity without destroying diversity. Armstrong argues, 

“The migrant landscape also reflects a history of contested values and cultural 

collisions related to the acceptance of difference” (2001, 60). At times, my 

family experienced disapproval by other Australians because of difference. 

This is no doubt because migrants cannot negate their cultural traditions when 

they enter a new culture. Contemporary Australia is enhanced by such 

cultural diversity. 
 

 
 

Since 1995, many of my artworks have revealed my search for an identity, 

developed and nurtured in the (con)fusion of two very different cultures. There is 

a desire to belong, a search for a sense of place, and a tenuous link to another 

country far away that I initially experienced through the memories of others and 

did not visit until later in my adult life. The question often arises: how do I 

navigate my way through to make sense of my once-removed cultural roots? 
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There have been ruptures during my process of discovery; as Nikos 

Papastergiadis notes, “dominant communities have attacked difference in 

order to bolster the project of nation building” (Papastergiadis 2006, 84–85). 

He continues: 

Cultural identity is not a coherent and consistent body of symbols, ideas and 

practices. ... It is not simply the positioning of the past hard up against the 

present, the old with the new, but also a reconfiguring of both. (2006, 85) 
 

As a child, I experienced subtle racism—my Australian friends considered me 

strange. They directed their confusion at our family’s social non-conformity 

against my siblings and me. This caused us to band together with our 

community, which strengthened the ‘them and us’ situation and led to our ‘wogs’ 

or ‘dagos’ tag despite our co-existence with ‘real’ Australians at school and 

wider community events. Nevertheless, until the late 1960s, racism was 

generally restrained in Far North Queensland (FNQ). There were many 

immigrants from various backgrounds living there at the time, and we all banded 

together to form a strong multicultural community where I felt I belonged. 

 
 

This changed radically when my immediate family moved to Brisbane, while 

our extended family remained in FNQ. I was a teenager then, and I attended a 

large inner-city Catholic School. It was here that I experienced both verbal 

and physical abuse. At high school, I yearned to belong. During this period 

and for many years after leaving school, I denied my Italian heritage; I tried to 

put my ‘otherness’ out of my consciousness and did my best to fit into the 

Australian mould. I was determined to never visit the country to which I had 

strong links. 

 
 

It was not until I was thirty-two that I eventually made the pilgrimage to Italy, 

the homeland of my father and my grandparents, the country I knew so well 

through my grandparents’ memories and stories. Immediately, I felt at home 

and yet, at times, I (ironically) felt very Australian. Traudi Allen writes about 

the artist Lindy Lee who was born in Australia to Chinese-born parents who 

has had similarly ‘paradoxical’ experiences to me: 

At home [in Australia, Lindy Lee] appears Chinese but feels Australian, and 

when in China feels equally displaced as she does not speak Mandarin. She 
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Figure 2 

Sebastian Di Mauro Polvere (detail) 2004 

Sicilian olive oil, travertine, digital prints, paper, ash 

Dimensions variable 

Installed: British School at Rome Gallery, Italy 
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makes the point that the responsibility to declare identity falls upon those who 

do not fit in, since the signs of belonging are immediately clear to all who do. 

(2008, 189) 

Italian culture is an important ingredient in my life, almost as strong a part of 

me as my ‘Australianness’. After my first trip to Italy in 1987, I felt that I had to 

acknowledge that I belonged to both cultures. 

 
 

A hybrid process occurred through the blending of my Italian family’s past 

cultural traditions with the Australian culture where I was born. As I have 

identified earlier, what happened in my family’s case was a co-existence 

between their Italian culture and Australian culture. They were pleased to be 

living in Australia and embraced the Australian lifestyle, but they retained 

many of their customs and traditions. Brock Bastian states: “[Australia] must 

celebrate the distinctiveness and individuality of cultural identities, while at the 

same time promoting common bonds between groups” (2012, 60). It is 

important for immigrants to maintain links to their ethnic identity as well as 

embrace a civic identity. Bastian supports this in his essay, stating: 

For multiculturalism to work in Australia, the importance of ethnic identities 

must be acknowledged, while also encouraging different ethnic groups to 

interact and coexist harmoniously. (2012, 64) 

 

 
Nevertheless, racism will always exist in society. The One Nation Party, 

launched in 1997, led by Pauline Hanson, brought bigotry and distrust back 

into the political arena and the media were quick to exploit it. This moment in 

Australia’s political history tapped into a deep vein, reminding us that all 

except full-blooded Aboriginals are migrants. Allen contends: 

Hanson’s declarations, having their origins in the apparently innocent desire 

for national definition, articulated the potential of this position to slide to 

severe and aggressive intolerance. (2008, 184) 

 
 

Allen (2008) argues that if nationalism is promoted, it can create a separation 

from other countries and potential jingoism: what begins as an attempt to 

promote national pride may lead to a ruthless confirmation of it. 

 
 

Since the 1970s, there have been trends towards a more inclusive Australian 

identity and values. For my family, it became a comfortable co-existence 
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between new Australians and old Australians, rather like a truce in wartime: 

each side reaching out tentatively to each other, but not quite connecting. 

Bastian rightly says that: 

…as global mobility increases, with people moving between countries for 

reasons of work, family and in some cases survival, national identities will be 

less defined along racial and ideological grounds and more on the grounds of 

choice and location. (2012, 59) 

My artwork has given a personal Sicilian/Italian perspective to dialogues in 

relation to cultural dislocation and belonging, which has moulded and created 

the richly multicultural society that is contemporary Australia. Allen states that 

“associated with a need to identify oneself as belonging to a particular nation 

is a visual description of it, this pictorial dimension playing an important role in 

the establishment of national narratives” (2008, 5). I would argue that through 

art making, I contribute to this nation’s diverse and complex narratives. 

 
 
Postcolonial Australia still privileges many systems that originated in England 

centuries before white settlement here. This inextricable link to a coloniser 

culture is ever present. According to Allen, Benedict Anderson’s proposition 

that all societies are envisaged according to European and American 

paradigms is questioned by postcolonial theory (Allen 2008). She goes 

on to state: 
 

The prominent Indian theorist, Partha Chatterjee argues that if this idea were 

applied to nations searching for new constructs they would be left with 

nothing to imagine for themselves, with the resultant effect that even their 

imaginations would remain forever colonized. Australian art history appears to 

confirm Anderson’s position, unless it is accepted that neither artist nor 

viewer has yet emerged from the colonial phase. (2008, 77) 

The Australian flag promotes our strong connection to and affiliation with 

Britain. It reinforces the stereotype that Australia is Anglocentric. For those 

immigrants who have migrated to Australia from countries other than Britain, it 

is difficult enough for them to identify as Australians, yet they are required to 

also understand these strong sustained ties to Britain (Bastian 2012). Bastian 

writes, “The inclusion of the Union Jack on the Australian flag suggests that 

Australians who can trace their family origins back to Britain are the ‘original 

Australians’” (2012, 57). My artworks titled Folly (Themeda triandra syn. 

T.asutralus) (2007–8), Homeland Rule (2010) and Provenance (2014) critique 
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these umbilical connections to the original coloniser. In my artworks, I proffer 

no answers; however, they aim to create awareness in people of other 

cultures and the benefits they bring to our rich and multifaceted Australian 

character. In his essay “Racialism and Democracy: The Legacy of White 

Australia”, John Kane states “By finding ways to promote both civic unity and 

cultural diversity among citizens, Australia may yet consolidate the next 

‘experimental’ stage in its democratic evolution” (1997, 130, original 

emphasis). My family, while adapting their ‘Italianness’, at the same time 

engaged with a new Australian way of life. 

 
 

Notions of Home 
 

The search for and location of home also plays a significant role in my search 

for identity. I question what home means. As Allen notes, “Perceptions of 

identity can rely on matters of history, memory and claims over territory, as 

well as myth” (2008, 7). For me, ‘home’ is not the physical aspect of the 

childhood home, but one constructed from memory, experiences and history. 

Gaston Bachelard writes: “For our house is our corner of the world. As has 

often been said, it is our universe, a real cosmos in every sense of the word” 

(1994, 4). 

 
 
Metaphorically, the house provides a sanctuary—a place we can revisit and 

where we find connection and belonging. Ivor Indyk, in his review of David 

Malouf’s book 12 Edmondstone St, writes “first houses are the grounds of our 

first experience …and who is to say if our notions of space and dimension are 

not determined for all time by what we encounter there” (2014). It is a 

psychological space where we have strong connections to our past and one 

that contributes to our identity. Bachelard supports this argument, writing: “An 

entire past comes to dwell in a new house. The old saying: ‘We bring 

our lares with us’ has many variations” (1994, 5). Writing on my artwork titled 
 

Loll (2000), Allen rightly states: 
 

[Loll, a] chaise lounge that is surprisingly comfortable despite being made of 

two thousand steel scourers, evokes a sense of home in a number of ways. 

The scourers suggest mundane household chores while the biomorphic 

shape of the chaise implies a contrary, elegant style …and is equally 
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Figure 3 

Sebastian Di Mauro Loll  2000 

Stainless steel pot scourers, aluminum 

113 x 220 x 78 cm 

Installed: Brisbane City Gallery (now Museum of Brisbane) 
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accurately categorised as a piece of contemporary furniture. The scourers are 

so well known and so closely identified with hearth and home that they suggest 

an Australian time and place. This is the case even though the scourers are 

made in Indonesia and exported for use in other countries besides Australia, 

each of whose inhabitants may well find them just as reminiscent of home. But 

again, in the face of the power of international commerce, and Australia’s 

legendary tendency not to support them, there is evidence that patronage 

towards local products holds sway in certain circumstances. (2008, 30–31) 
 

 
 

The notion of home in the twenty-first century is becoming more multifaceted. 

Many people are no longer tied to a specific dwelling, city, state or country. 

Driven by new technologies, the world has become more accessible. Simon 

During states that 

As we’ve begun to see, since the nineties, globalisation, a word with multiple 

meanings, has replaced ‘postmodernism’ as a master-term used to name, 

interpret and direct the social and technological transformations of the 

contemporary era. (During 2005, 81) 

During also argues that “there is a case to be made that differences across 

the world may well not be decreasing, even though of course there are now 

things (technologies, cultural references, some social and economic 

organisation elements) that more societies share than they used to” (2005, 

88). I have used new technologies to work on projects in Australia destined for 

another part of the world. This process has allowed me to create public 

artworks for a Chinese audience where cultural difference has not seemed to 

be an issue. As an artist, the potential of working internationally without 

having to leave home is stimulating and offers new challenges. 
 

 
 

Nevertheless, through rapid globalisation, a number of changes occur to 

cultures, nation states, and communities. It is difficult to predict what all of 

these changes will entail and whether they will be positive, negative, or both. 

Certainly, the world is changing rapidly and we as individuals have to change 

with it. This has already begun to impact on our lives and with such speed that 

people have found it difficult to adjust and or fully grasp its consequences. On 

the positive side, globalisation gives us greater opportunities for cultural 

exchange, communication, and living abroad. And art has the potential to 

bridge the gap between nature, culture and society in a globalised world. 
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Figures 4 & 5 

Sebastian  Di Mauro Homeland  Rule (details) 2010 

Artificial grass, polystyrene,  fibreglass, timber, resin, paint 

98 x 300 x 300 em 
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A Human Presence 
 

Consumption is still significant if not inextricably linked to all cultures in this 

globalised world. The advancement of technology offers new challenges for 

humanity. With more and more jobs being undertaken by these new 

technologies, unemployment will rise, which will affect our consumption-driven 

world. In his article “The Machines Are Coming”, Zeynep Tufekci writes: 

Today, machines can process regular spoken language and not only 

recognize human faces, but also read their expressions. …Most of what we 

think of as expertise, knowledge and intuition is being deconstructed and 

recreated as an algorithmic competency, fueled by big data. (2015, 4) 

Technology provides humanity with numerous lifestyle advantages. Yet, 

increasingly, this technology is being made to replicate human characteristics. 

As humans have evolved, they have created better ways of living. However, 

these advancements have often been at the loss and degradation of our 

natural resources. People have manipulated, controlled and pillaged nature. 

In fact, one could say there is no original nature remaining on the planet. 

During argues: 

Ethical environmentalism puts the case for anti-anthropocentrism. It attempts 

to limit humankind’s lordship over nature or, to put it less forcefully, to restrain 

the human species’ assumption that it exists at nature’s centre and that 

nature exists to meet its needs. (2005, 210) 

For the survival of the planet, humans need to recognise the significance to 

our strong interconnections with all living things. Our use of the world’s 

resources has implications for the environment. Overconsumption is 

contributing to the rapid depletion of the planet’s natural resources, and 

nature is being destroyed at an alarming rate in the process. Humans are 

replicating nature synthetically as a way of having a surrogate nature. 

Perhaps a substitute of the real thing is better than not having any nature at 

all. Hence, the distinctions between the organic and the inorganic are 

becoming blurred. Humans are increasingly relying on technology to survive; 

they have much greater life expectancies due to the advancements in 

technology. Science and technology are manipulating nature more directly 

than ever before, as evidenced by the cloning of Dolly the sheep, and Alba, a 

rabbit that glowed in the dark, created by the contemporary artist Eduardo 

Kac produced in collaboration with French geneticist Louise-Marie Houdebine. 
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Figure 6 
Sebastian  Di Mauro Drifter 2012 

Hand-beaten stainless steel 

500 x 340 x 160 em 

Installed: Ningbo, China 
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For my immigrant grandparents, a connection to nature was critical in helping 

them adjust to a new life in a country that was vastly different from the one 

they left behind. Through nature, they found solace, contentment, abundance, 

a reconnection to their past and a physical connection to the new land they 

had settled in. This was predominantly in the form of their garden, which they 

filled with vegetables from their homeland. As Lesley Head, Pat Muir, and Eva 

Hampel comment: 

Gardens have been an important site of environmental engagement in 

Australia since the British colonization. They are places where immigrant 

people and plants have carried on traditions from their homelands and have 

worked out an accommodation with new social and biophysical environments. 

(2004, 326) 

 

 
My family’s experiences resonate with this comment. The authors continue: 

“Particular combinations of foods result in distinctive landscapes that can be 

identified with particular ethnic groups” (Head, Muir, and Hampel 2004, 345, 

346). The vegetable garden my grandparents nurtured gave them a way to 

remain connected to the culture they left behind. It was a central focus for the 

entire extended family. The vegetables they grew supplied us with food and 

any that were left over were given to friends. I have fond childhood memories 

of seeing my grandparents working in the garden where they seemed 

happiest. Head, Muir, and Hampel go on to state: 

Memory, tradition, and change were reflected in people's engagement with 

their backyard gardens. For many migrants, the production of food in their 

backyard in Australia continued the pattern of life from their homeland. (2004, 

338) 
 

My perspective and appreciation of the garden (and, by extension, nature) 
 

has been significantly influenced through my grandparents’ admiration of their 

garden. Head, Muir and Hampel further state 

Gardens of intensive food production virtually disappear within a generation of 

migration…This has less to do with adapting to unique Australian 

environments than with the socioeconomic conditions of contemporary urban 

life. (2004, 346) 
 
 

Consequently, as this thesis will show, the garden is an underlying theme in 

my artworks, particularly evident in the works since 2002 that are fabricated 

from artificial grass. These grass works address the close relationship 
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Figure 7 

My grandparents in their garden, ca. 1950s 

South Johnstone, Far North Queensland 
 

 

 
 

 
Figure 8 

My grandparents, ca. 1950s 

South Johnstone, Far North Queensland 
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between people and nature. The irrepressible human desire to replicate and 

improve on natural forms has been a key concern. The fake grass offers a 

dialogue between the real and the artificial. As Laura Brown comments, 

Indeed, Di Mauro’s Suburban Abstractions fit multiple possible 

classifications. Are they paintings, sculptures, installations, stage sets, or 

pieces of interior decoration? These works are adaptable, changing with 

each installation to suit rooms that are long or high, wide and open, or 

perhaps curving. In this way, Di Mauro adapts the green lawn—this little 

piece of ‘identity’—and plays with the many possibilities for its use, 

detachment, and reconfiguration. (2014, 3) 

 
 

The use of a ready-made commercial product creates a fusion between the 

artificial and the organic. It alludes to concepts of migration, diaspora, a sense 

of longing and a yearning for something better. Jeffery Kastner rightly states: 

As forms of technology have made our interventions into natural 

systems both increasingly refined and profound, and advances in biology and 

communication technology have altered the way we ‘present’ ourselves, so 

too have artistic re-presentation of nature (human and otherwise) evolved. 

These new modes of working, in some fundamental, structural sense, return 

the oppositional concepts of culture and nature to the dialectical balance 

hinted at in their etymological roots: the former once again understood not as 

separate from but actively engaged with the latter, and artists seen as 

potential mediators between two worlds—cultivators of a natural world full to 

busting with material. (2012, 17, original emphases) 

 
 

My identity is inextricably linked to a search for home, which has involved a 

sifting through the nature–culture debates and my ongoing connection to my 

grandparents’ garden. Before concluding this chapter, which has introduced a 

number of themes and concerns within my work, I will briefly outline the 

remaining chapters. 

 
 
Chapter Outline 

 

In Chapter 1, I highlight a number of projects and exhibitions that establish the 

scope of my practice and can be read as potential framing devices that 

support this examination. I also draw upon bodies of related theoretical 

knowledge that assist to enlarge or complement particular readings of my 

creative work. The exegesis references two distinct themes that underpin my 

art practice—my Italian heritage and nature (in many cases, the garden)—and 

their interconnections. In addition, studio and public artworks created over the 
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Figure 9 

Sebastian Di Mauro Suite 2012 

Cast white brass 

Various sizes 

Installed: Browning Street, West End, Queensland 
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last twenty years articulate the broad notions of immigration, resettlement and 

assimilation into Australian culture and, by default, nature. Throughout the last 

twenty years, I have also been involved in many other exhibitions and public 

artworks that relate to similar concepts but address slightly different aspects, 

which will also be considered and examined. 

 
Chapter 2 considers my practice in relation to the Italian art movement Arte 

Povera, discussing the work of Mario Merz and Giuseppe Penone specifically. 

The Arte Povera movement is important to my work because I share the 

movement’s philosophical stance in relation to the use of ‘poor’ materials to 

create artworks. Of course, its direct connection to Italian culture is significant 

to the conceptual underpinnings that inform the movement, and this has 

resonances with my work as well. 

 
To contextualise my practice further and within a contemporary timeframe, I 

also employ a comparative analysis between the work of five nationally and 

internationally recognised artists and that of my own. These artists are 

Hossein Valamanesh, Mona Hatoum, Do Ho Suh, Anish Kapoor, and Roxy 

Paine. The first four share with me a sense of cultural displacement, while 

Paine shares my interest in natural processes, exploring the tension between 

the organic and man-made environments, between the human desire for 

structure and nature's efforts to reproduce. 
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Figures 10 & 11 

Sebastian Di Mauro Ceto (above) and Glaucus (below) from Float series 2006 

Woven neoprene, fibreglass, plastic mesh 

65 x 133 x 133 cm (above); 70 x 135 x 76 cm (below) 
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Chapter 1: The reception of My Art Practice, 1995–2015 
 
 

In this chapter, I outline how particular or key themes have been explored in 
 

my artworks. These themes have been identified and interrogated by a number 

of authors who have written about my practice in books, catalogue essays, and 

articles. As will be shown, these themes are closely linked to issues of 

materiality and formal concerns. 

 
 
Nature 

 

As Simone Jones points out in her catalogue essay for Footnotes of a 
 

Verdurous Tale, 
 

Di Mauro’s works since [1997], predominantly fall into two categories: works 

relating specifically to his Italian–Australian heritage, and works that explore 

transformation and the nature–culture divide by experimenting with sculptural 

possibilities of the everyday. (2009, 14) 

Being a child of Italian migrants and raised as a second-generation Australian 

was significant. Much of my work reflects this aspect of my life. My connection 

to nature and our current attitude towards it is another. Australians are coastal 

dwellers and this strong relationship to the sea is also a recurring theme in my 

artwork. As Philip Drew asserts, “After 1950, Australians became increasingly 

oriented to the sea in their residential and recreational preferences” (1994, 

107). This refocus altered Australians’ way of life. I can recall that when I was a 

young man living in Brisbane in the late 1960s, the city was deserted on 

weekends as people drove to the surrounding beaches. 

 
 

In their new home in South Johnstone, Far North Queensland (FNQ), my 

grandparents had vegetable gardens where they grew what in the 1950s 

seemed to be exotic, unusual, and strange plants to many Australians. This 

aspect of my family’s daily life was an important part of my upbringing and has 

informed the writing on my work in reference to nature. Allen states “food is an 

overt and persistent agent in the cultural definition of class and gender, as well 

as national identity” (2009, 69). Diasporic horticulture is further interrogated in 

my work entitled Folly (2008), which was exhibited at the Helen Lempriere 

Sculpture Award. The British migrant colonists who came to Australia 
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Figure 12 

Sebastian  Di Mauro Floccus series 1999-2000 

Carpet underlay, steel 

Various dimensions 

Installed: Brisbane City Gallery (now Museum of Brisbane) 
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recreated aspects of their homeland to make the unknown feel familiar. Many 

of these aspects, either through governance, architecture, horticulture, or 

symbolism such as the Australian flag, clearly identify particularly to migrants 

that Australia still has strong connections to Britain. Bastian argues that “failure 

to distinguish our independent country from its British heritage could easily 

destabilise the tightrope of multiculturalism” (Bastian 2012, 68). 

 
 
The human connection to nature has been a constant theme investigated in my 

work since the 1980s. For me, nature is connected to issues of migration but in 

a subtle and metaphorical, rather than a literal, way. The Manifestation series 

in 1997 became pivotal works that address humans’ interconnection to the 

natural world. This series and Floccus (2000) were created as a response to 

the debates that were occurring in the United States at the time about evolution 
 

versus creationism. Linda Carroli says of the latter work: 
 

It is the transformative process of connectivity and crossing implicit in 

symbiosis that Di Mauro is embracing with his cluster of sculptural forms. He 

has not defined a hierarchy of life/forms but rather has created a space so that 

we might wonder at them. He has acknowledged a heterogeneity (or 

multiplicity) in which organisms and particles are both different and connected. 

(2000, 3) 

 
 

During this period, the forms I developed were reminiscent of human anatomy, 

plants, or animal parts. They were covered in carpet underlay that was flocked 

to look like wool, yet were manufactured from jute—a plant fibre. In 1999, 

these small sculptures from the Manifestation series were enlarged, as 

evidenced in the next series titled Floccus exhibited at the Museum of 

Brisbane. Writing about these works, Jones states: 

Enlarged, these fictitious creatures reveal our fear of nature, and industrial- 

capitalist society’s need to control it physically (domestication and eradication) 

and intellectually (scientific experimentation). (2009, 15) 

 
 

These sculptures came together as one body of work. They were crammed 

into half of the lower gallery space of the then Brisbane City Gallery. Some 

were installed behind the thick columns supporting the floor above. The 
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Figure 13 

Sebastian Di Mauro Clip 2001 

Artificial grass, steel 

100 x 178 x 230 cm 

Collection: Montalto Vineyard and Olive Grove, Victoria 
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sculptures were dimly lit to heighten their animal, plant and/or human qualities. 

Carroli goes on to state in her catalogue essay: 

The weighty shapes, herded and huddled, are only just perceptible in the semi- 

lit gallery. The distinctive fusty smell of the underlay permeates the air, adding 

to the den like quality of the space. (2000, 2) 
 
 

The next body of work to develop from Floccus was the large work titled Clip 

(2002), a form that was redolent of the carpet underlay forms. The work 

referenced topiary—the manmade shaping of plants. The art of topiary links 

directly back to formal European gardens, including Italian ones, where nature 

was manipulated and controlled. The artificial grass I have used to construct 

some of my work acts as a metaphor for ‘greener fields’ and a better life. Allen 

writes about these works: 

Sebastian Di Mauro’s phantasmagorical ‘creatures’ appear in an uneasy 

multicultural ‘newtopia’ that derives from his Italian background but occur also 

according to his birthright as a first generation Australian. (2009, 67) 

 
 

In her essay “Country Life” in the exhibition catalogue Footnotes of a 

Verdurous Tale (2009), Zara Stanhope states “in Di Mauro’s reworking of 

matter, the potential for multiple interpretations was heightened by his use of 

materials in forms that altered or displaced expected assumptions about the 

world” (2009, 76). Indeed, materiality plays a significant role in my work, since 

materials bring with them a history and a dialogue. I do not alter the materials 

that I use, so their integrity is retained. I have also investigated the everyday 

and its connection to nature over a number of years. For example, I have 

employed everyday materials such as stainless steel pot scourers, olive oil, 

sugar, bark, and salt. Some other materials that I use include artificial grass, 

neoprene (wetsuit material), and carpet underlay. These materials are shaped 

to connote nature through artifice and the man-made. Each has resonances 

regarding the concepts I focus upon—artificial grass signifies a search for 

utopia; neoprene references a connection to the sea; and carpet underlay 

echoes nature because it is made from jute. As Stanhope correctly states, 

Di Mauro’s sculptural practice is the product of a critical philosophy, 

productivity reflecting the tensions between contemporary matter and ideas. 
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Figure 14 

Sebastian Di Mauro Pivot (detail) 2003 

Woven bark, blankets, mattress 

Dimensions variable 

Installed: Herring Island Gallery, Melbourne 
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His works provoke speculation on scientific and social developments within the 

biological and chemical worlds. (2004, 2) 

 

 
There is a strong correlation between material and metaphor in my works, and 

the titles of some of my artworks allude to these connections. Stanhope states, 

“Di Mauro’s titles suggested that perception [is] cognitive, sensorial and visual, 

affecting both mind and body” (2009, 76). In my work, I’m engaged in the 

connections and relationships between form, material, and content, as 

Stanhope recognises in her 2009 essay. 

 
 
Over the centuries, many artists have engaged with nature directly, using 

timber to carve into, and clay to model with. By contrast, some contemporary 

artists, myself included, “engag[e] with nature in order to reposition culture” 

(Moszynska 2013, 105). Brigitta Olubas said of my work in 2002: 

Di Mauro is entranced by the materiality of the everyday, the textures of the 

worlds around us, the ways they shift from work to play, from home to home, 

across the borders of art and design, the stories and technologies of our lives. 

(2002, 2) 

 
 

In 2001 and 2002, I was awarded residencies with Parks Victoria. During the 

first residency, I created a body of artworks titled Pivot. The artworks were 

fabricated from bark collected from Mountain Ash trees that grow along the 

banks of the upper Yarra River. Eucalyptus regnans (Mountain Ash) shed their 

bark to provide the potential for combustion and the possibility of regeneration, 

which is an apt metaphor for the cycles of life. The bark was collected over a 

period of two years. Environmental issues and humans’ connection with nature 

were the stimulus for creating these artworks. Our frenetic lifestyles often do 

not afford us time to contemplate nature’s significance and its relationship to 

our everyday existence. My artworks were installed in the farmhouse where I 

was living. A series of photographs were taken, and digitally printed text and 

images were painted over the prints. The resultant exhibition consisted of 

objects installed in the gallery together with the photographic images. 
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Figure 15 

Sebastian Di Mauro Pivot Stack 2003–4 

Woven Eucalyptus regnans (Mountain Ash) bark 

Mat: 190 x 130 cm, pillow: 12 x 64 x 12 cm, blanket: 10 x 42 x 53 cm 
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The works from Pivot were later exhibited in the exhibition Artecycle at 

Incinerator Gallery, Moonee Ponds, Victoria, in 2012. They were situated in the 

exterior environment of the gallery. I reasoned that, over time, the work would 

disintegrate and return to nature. About the Pivot exhibition, Olubas writes: 

[Sebastian Di Mauro’s] works resonate in terms at once aesthetic and 

industrial—leading us to reflect on our own familiarity with and knowledges of 

particular materials and substances (sugar, oil, carpet [underlay], wool, metal, 

bark) which are a consequence, themselves imbricated in broader narratives 

of domestication and industrialization. Specifically Australian histories of 

settlement, migration and dispossession are interlaced in these works; the use 

of native barks to provide warmth, protection, comfort, sustenance, the 

foundation and the culture of human life…(2002, 2) 

 
 

In the Turf Sweet series (2003), made shortly after Pivot, the sculptures were 

sheathed in artificial grass (a contemporary manufactured material). These life- 

size works were an extension of the previously discussed Clip. In her 

catalogue essay, Stanhope says “this method of synthesizing the everyday and 

nature would continue to inform Di Mauro’s extended series of pods, curls and 

other arboreal shapes coated with Astro Turf” (2009, 77). In a number of my 

artworks, I have eschewed traditionally weighty materials such as steel or 

bronze in favour of a more innovative approach, establishing precedents in 

fabricating sculpture and public art. In a review of Turf Sweet published in The 

Age, Robert Nelson says: 

In making outdoor sculptures in the medium of grass, Di Mauro has hit upon a 

clever metaphor that speaks not so much of the two-stroke hum of the suburbs 

as the spacial premise of sculpture. Di Mauro’s sculpture is folded into the 

substance that supports it. The abstract platform has become the protagonist, 

the hero, the positive element rather than the neutral horizontal screen. This 

inversion highlights the active status of the surface on which any sculpture is 

put. Something poetic results. (2003, 12) 

 
 

These organic forms explore the close relationship between people and nature. 

The irrepressible human desire to replicate and improve on natural forms is 

another interest of mine. My use of artificial grass offers a dialogue between 

the real and the artificial, and extends the nature–culture debate, which is 

central to some contemporary art production. As Sean Kelly observes, 

“Nowhere is the nature/culture interface more attenuated than in the 

microcosm of the suburban garden and the endless futility of the battle 
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Figure 16 

Sebastian Di Mauro Works from Turf Sweet series 2003 

Artificial grass, polystyrene 

Dimensions variable 

Installed: Fitzroy Gardens, Melbourne 
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undertaken to maintain a lawn” (2003, 3). Artificial grass also alludes to the 

Australian pastime of lawn mowing, as well as to the traditional European art of 

topiary, which has been embraced by many Australian gardeners in the pursuit 

of a manicured, formal garden. As Kelly correctly states: “The green industrial 

shagpile-like carpet of turf is doubly ironic as it mimics a plant surface while 

maintaining its provenance firmly in the suburban lounge”  (2003, 3). 

 
 
These forms were influenced by an ironic Australian attitude to controlled 

nature. The oddities around the process of gardening encourages us to smile 

at ourselves in an indulgent yet self-deprecating way, while bringing into 

question some of the more curious, inexplicable realities of contemporary 

suburban life. Stanhope concurs, writing: “Di Mauro’s families of playful yet 

monstrous forms do not cohere into any gestalt that can explain the 

contradiction of the convergence of nature and the synthetic” (2009, 78). 

 
 
Synthetic grass began to be manufactured in the 1960s for a functional 

commercial use, substituting nature in order to ‘moderate’ human interaction. 

My topiary-inspired sculptures, covered in artificial grass, embrace 

anthropomorphic features, and have been hybridised from familiar forms that at 

times are recognisable for a fleeting moment. The forms suggest an 

experiment that has gone wrong. Of these sculptures, Stanhope states: 
 

Deceptively simple shapes belie complex structures: these anatomies are not 

of this world. Such designs are more likely to bring to mind the artifice of 

biophysical experiments or the hybridity of mutation than identifiable patterns 

from morphology…(2009, 78) 

 

 
I believe this group of sculptural works can be read in multiple ways. They rely 

on people’s personal experiences to interpret or tease out meanings. The use 

of fabricated materials that mimic nature reinforces the idea that the artificial is 

usurping the natural world. Jones supports my concern when she asserts “Di 

Mauro’s commentary on humanity’s unhealthy desire to control nature is taken 

to the next level in the artificial grass sculptures” (2009, 15). 
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Figure 17 

Sebastian Di Mauro Suburban Abstractions: Roots series 2004 

Artificial grass, timber 

Dimensions variable 

Installed: Dianne Tanzer Gallery, Melbourne 
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The placing of the work within the gallery space or outdoors is critical to an 

understanding of it. These artworks reference our interconnections with all living 

things. Jones suggests “…these works succinctly grasp humanity’s difficulty with 

the power of nature, its resistance to control, and the plenitude of species as yet 

undiscovered” (2009, 15). Our desire to control nature is evident in our daily lives. 

We quickly forget that nature can unleash powerful earthquakes, flooding torrential 

rain and destructive fires. These works acknowledge our desire to control and 

manipulate nature. 

 
 

Suburban Dreams 
 

In my ongling Suburban Abstractions series (2004–), discrete forms come together 

to create floor and wall works. The number of components in each work can vary 

depending on the size of the exhibiting space. Every time the works are exhibited, 

they are reassembled into new compositions. Each artwork is titled individually and 

also as a series. Stanhope says of this work 

Compositions of units in this series were given titles such as Cul de Sac, or Field 

(2004), evoking modern tendencies to own, classify and subdivide land, and 

connotations stretching from the fiction of terra nullius to the current imperative for 

drought-proof gardens. However, the multiple equivalent components of Suburban 

Abstractions were no exception. (2009, 79) 

 
 

These artworks critique the Australian dream of owning your own house on a plot 

of land covered in manicured green lawn. Suburban Abstractions also pays 

homage to abstract art; in particular, to painting. In 2004, I visited the United States 

and saw for the first time significant artworks by painters whom I had studied at art 

school. Paintings by Clyfford Still, Jackson Pollock, Barnett Newman, Mark Rothko 

and Frank Stella impressed me. Suburban Abstractions is a tribute to these artists 

and my way of using formalist painting principles and applying it to sculpture. They 

are flat yet three-dimensional and monochromatic. The nap in the artificial grass 

creates a different tone and pattern when placed in opposing directions. The 

varying forms—long, thin, fat, deep, curved, and geometric—could be reconfigured 

to suit any environment. Yet, unlike Stella’s artworks that emphasised the picture as 

object, Suburban Abstractions are metaphorical and reference my childhood living 

in FNQ, and mowing patterns into very verdant lawns found in this part of the world. 
 

As Laura Brown rightly observes: “Di Mauro adapts the green lawn—this little 
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Figure 18 

Sebastian  Di Mauro Blast.gwhjh 2004 

Artificial grass, steel 

270 x 200 x 104 em 

Collection: Gippsland Regional Gallery, Sale, Victoria 
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piece of ‘identity’—and plays with the many possibilities for its use, 

detachment, and reconfiguration” (2014, 2). She goes on to state: 

In fact, these works evidence that Di Mauro always returns to questions of 

materiality in working through his difficult ideas. Indeed, what better way to 

reconsider a topic as complex as a nation’s identity than to look at its very 

fabric? (2014, 3) 

 
 

Another work I created using artificial grass is titled Blast.gwb.jh, which was 

exhibited in the Helen Lempriere Sculpture Award in 2005. It was intended as a 

pun and a deliberately furtive comment about the political climate at the time. 

More specifically, it referred to the close diplomatic relationship between 

Australia and the United States, and Australia’s involvement in Iraq, as 

suggested by the initials of each of the country’s leaders. Stanhope says this 

“work conjoined the toxicity of the turf with a benign or possibly impotent 

organism, but to similar effect” (2009, 80). 

 
 

Recently, there has been much debate about the positives and negatives of 

migrants living in Australia. I believe the benefits of a multicultural society far 

outweigh any positives of the largely mono-cultural society that existed in 

Australia when the White Australia Policy was in place. Stanhope argues: 

Multiplicity and mobility offer choices that allow the continual revising of the 

individual and social life and its interconnections. The contiguous narratives 

and weird science of the sculptures of Sebastian Di Mauro touch diverse 

histories and contemporary issues in order to exhume the tensions between 

singular and communal life, existing and imagined realities. (2009, 82) 

This clearly articulates the premise behind much of the artwork I create. My 

personal history and my connection to and engagement with migrant histories 

are foundational to my practice and the interpretation of it. 

 
 

Moszynska argues that with the natural world consistently compromised by 

human intervention, there is an ever-pressing desire for us to examine a wide 

range of issues, such as deforestation, pollution, species extinction, science 

and the pressures between nature and artifice are some of these (Moszynska 

2013). Much of my concerns about nature lie in our relationship to it; in 

particular, humans’ desire to replicate nature and our spurious quest to 

improve on the real. 
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Figure 19 

Sebastian Di Mauro Snuffle (detail) 2002–3 

Artificial grass, galvanised steel 

250 x 280 x 135 cm (left) 

120 x 150 x 650 cm (right) 

Collection: McClelland Gallery and Sculpture Park, Victoria 
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Thus, artifice and illusion are also referenced in my work. As Moszynska 

asserts: 

The erasure of a gap between the natural and the artificial that seems to be a 

dominant concern within contemporary sculptural practice also arguably 

echoes wider issues within culture as the virtual (screen) increasingly 

substitutes for the real (life). (2013, 118) 

 
 

In contemporary society, the gap seems to be widening between the 

constructed and the natural world. Stanhope states in her catalogue essay for 

Suburban Abstractions that “Today we realize that there is no un-spoilt nature, 

no place that has not been exposed to the effects of humanity, no organic or 

biological form that exists unaltered in post-industrial society” (2004, 3). In and 

through my practice, I continue to investigate the increasing gap that we as 

humans are creating between nature and ourselves. The desire or necessity 

for the artificial to replace the real is ever present. Many of my grass sculptures 

appear to have mutated from a biological experiment that has erroneously 

transformed into new hybrid forms. This is evidenced in such works as Snuffle 

(2002–3) or Arboreal, Pastoral or Herbaceous from Evergreen (2008). On first 

glance, these artworks appear familiar, yet, when examined more closely, they 

seem to be a combination of different forms with protrusions that are out of 

place. However, Brown identifies the consideration of ‘Australianness’ in 

my work: 
 

Of course it isn’t simply green grass itself that Di Mauro is fascinated with, 

but the metaphorical weight it holds; it evokes questions of ‘maintaining’ an 

identity in a country that has only faced outside influences for less than 250 

years. As the second generation in his family to be Australian-born, with a 

parent and grandparents who were Italian immigrants, Di Mauro has faced 

questions of an ever-shifting Australian identity since childhood. (2014, 3) 

 
 

Being Australian 
 

Settler culture in Australia was largely transplanted from other lands. This 

grafting of culture creates a connectedness evidenced by adherence to 

customs of the motherland. Yet, often these links are tenuous and are held in 

suspension. Since colonisation, non-indigenous Australians have created their 

vision of a new homeland mirrored from the motherland. Archer cites Geoffrey 

Partington, who “thinks it vital to remind us of the shared Britishness which he 

regards as central to early Australian conceptions of themselves and their 
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Figures 20 & 21 

Sebastian Di Mauro Arboreal (above), Pastoral (below) from Evergreen series 2008 

Artificial grass, polystyrene, fibreglass 

152 x 67 x 68 cm (above); 60 x 60 x 80 cm (below) 

Collection: Scotch College, Tasmania 
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polity” (1997, 30). Prior to colonisation, Australia’s caretakers respected the 

land. Non-indigenous Australians have continuously altered the environment to 

placate our hunger for the familiar green landscapes of Europe. These 

insensitivities to the Australian environment have produced devastating effects. 

My works Evergreen and Suburban Abstractions acknowledge the postcolonial 

circumstance of migration, the transplanted, and, by default, the dysfunctional 

manipulations of nature that migrant communities unknowingly engaged in. My 

artworks attempt to utilise wry humour to provoke a dialogue and discussion 

around these issues. Brown, writing about my work in 2014, asserts, 

“Sebastian Di Mauro’s Suburban Abstractions suggest a cunning and playful 

alternative to the dearly held image of the luscious green Australian lawn” 

(2014, 3). 

 
 

Folly (Themeda triandra syn.T.australis) is another significant sculpture 

fabricated in 2008. A folly is defined as a decorative element in a garden, and 

often featured in Roman temples, which symbolised classical virtues and 

ideals. Follies were frequently featured in eighteenth-century English and 

French gardens. They were a decorative element with a nod to arcadia. One 

well-known Australian folly is ‘Temple of the Winds’ located in Fitzroy Gardens, 

Melbourne, which was built in 1873. My migrant heritage reinforces issues of 

transplantation, a sense of place and longing; hence, the folly is a perfect 

metaphor for migration. Archer rightly states: 

Many of the theoretical orientations towards national identity may be found in 

the mass of literature and public comment about what it means to be 

Australian. At its most basic, this amounts to no more than a series of 

competing modernist claims to an exclusive and combative version of 

Australian National identity. (1997, 29) 

 
 

Folly was exhibited at the Helen Lempriere Sculpture Award at Werribee Park, 

Victoria, in 2008. Werribee Mansion is surrounded by ten hectares of formal 

gardens that feature many exotic plants introduced into Australia in the 1800s. 

Folly critiques colonisation and its continued influence on contemporary 

Australian life. It questions origin, ownership, and history. 
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Figure 22 

Sebastian Di Mauro Folly (Themeda triandra syn. T.australis) 2007–8 

Artificial grass, polystyrene, steel, timber 

396 x 310 cm diameter 

Installed: Helen Lempriere Award 2008 

Collection: Bendigo Art Gallery, Victoria 
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Folly exhibited at the Lempriere addressed the same point that Bastian made 

in his essay: “a failure to distinguish our independent country from its British 

heritage could easily destabilise the tightrope of multiculturalism” (2012, 68). 

Archer goes one step further and states, “Questions of interpretation may 

divide us, but political problems can be overcome only if we attempt to 

construct tolerant unities in our diversities” (1997, 36). Crafted from artificial 

grass, Folly attempted to evoke the way that colonisers replicated aspects from 

the mother country in their newly discovered Arcadia, and a yearning to 

recreate the known into the unknown. The British who arrived in Australia had 

a strong desire to imitate what they had left behind and to ignore the 

idiosyncratic aspects of the newly discovered country in which they had begun 

a new life. Grand homes, lush green landscapes and intensive farming have 

shaped much of Australia, where the rainfall is low and there is an authentic 

flora and fauna. When the colonists arrived in Australia, they cleared the land 

and planted crops that were not indigenous. The felling of the land led to a 

number of losses of animal and plant species. Tim Bonyhady has written, 

“[colonists] expressed no remorse for the loss of natural and indigenous life 

forms and landscapes” (2000, 3). Today, we are much more aware of our loss 

of native plants and animals, and to some extent entire ecosystems, yet we still 

find it difficult to curb our lust for land clearing and habitat destruction. Perhaps 

artificial grass can appease our desire for water-thirsty exotic flora. Virginia 

Rigney says in relation to this theme: 

In an iconic way, Di Mauro’s works reclaim the qualities of the material for 

Australia, the driest continent. Synthetic grass offers all the performance 

capabilities of the real thing and yet none of the labour or water use issues. It 

allows us to indulge in a year round fantasy of a lush European style 

manicured garden potentially becoming the only garden you will ever need. 

(2008, 3) 

 
 

My 2014 solo exhibition titled Surf ‘n’ Turf at Gold Coast City Art Gallery 

continued my investigation into the same cultural territory as previous artificial 

grass and neoprene artworks. The installation Furl/Ripple Rap combined 

artificial grass, blue neoprene, and real grass. The fusion of grass and 

neoprene conceptually and metaphorically has strong links with the Gold 

Coast. In the catalogue essay for the exhibition, Louise Martin-Chew states: 
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Figure 23 

Sebastian Di Mauro Furl/Ripple Rap (detail) from Surf 'n' Turf series 2014 

Artificial grass, real grass, neoprene,  aluminium, 

Dimensions  variable 

Installed: Gold Coast City Art Gallery, 2014 
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While the beaches, waterways and sub-tropical plantings of this city appear 

‘natural’, in fact, much of the Gold Coast landscape is completely artificial: the 

beaches are shaped by groynes and deep water bars, the canal estates are 

perfectly shaped to maximize water-frontage and the palms and lush grass are 

all introduced, requiring extensive watering to maintain. (2014, 2) 

 

 
In this exhibition, I explored the desire for the evergreen manicured lawn, the 

search for arcadia and the creation of utopia—a ‘little piece of heaven on 

earth’. Many Australians live on or close to the coast. The exhibition Surf ‘n’ 

Turf investigated and critiqued the suburban dream that has been transplanted 

onto a plot of land on the coast—with the blue ocean breaking not far away, 

the evergreen lawn, and the perfect house. The artificial grass forever green 

wrapped over the curved form offered a kitsch substitute and humorous 

interpretation of the real thing. Martin-Chew considers the Australian dream 

when she writes: 

As an artist, Di Mauro has often embraced the double edge of nostalgia–its 

joyous and, at times, excruciating elements. This work [Surf ‘n’ Turf] revels in 

the aspirations of the suburban Australian dream, the desire—particularly in 

immigrant populations—to recreate the green grass and garden that signifies 

home. (2014, 2) 

 
 

Australia is largely made up of immigrants who came here in search of a better 

life, for greener pastures. A person’s identity is connected to his/her past, 

which at times can be comforting and reassuring. Being of an immigrant family, 
 

I have strong connections to the country I was born in as well as to the one my 

parents and grandparents left behind. My grandparents often reflected fondly 

on their past lives in Sicily. They told me stories of their lives there and their 

migration. When they returned to Italy after living in Australia for twenty-five 

years, they found it difficult to reconnect with their past. Many things had 

changed. They were very grateful to return to Australia to resume their lives in 

the country they knew and not the one they thought they understood. 

 
 

For me, there has been a compelling desire to be considered Australian but 

also one that still maintains connections to Sicily and being Italian. Rigney 

acknowledges this, stating “Di Mauro’s recollections of his grandfather’s lush 

gardens tendered in rows of strange shaped vegetables, many of them 
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Figure 24 

Sebastian Di Mauro Furl/Ripple Rap (detail) from Surf ‘n’ Turf series 2014 

Artificial grass, real grass, neoprene, aluminium 

Dimensions variable 

Installed: Gold Coast City Art Gallery, 2014 
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unfamiliar to the restricted Australian palates of the day, inform [his] works” 

(2014, 4). 

 
 
I see parallels between my family’s migration experience and that of artist 

 

David Hockney who immigrated to the United States from Britain in 1964. In his 

early 1960s’ work, he depicted his experience of living on the west coast of 

America. Many of these paintings portrayed green manicured lawns, blue 

swimming pools and a new way of living, different to the one he left behind in 

England. I see a connection between the sentiments Hockney was articulating 

in his Californian works and those works I produced for the exhibition Surf ‘n’ 

Turf. My use of flat planes of blue pools and the verdant green artificial grass 

echo the fabricated reality of the Los Angeles homes and gardens. Los 

Angeles is situated in a dry region, and lawns are constantly watered to 

maintain a lush green presence. Swimming pools populate the garden to 

enable its inhabitants to cool off in the hot, dry summers. In recent years, El 

Nino and global warming have seen the east coast of Australia suffer similar 

droughts and a decrease in summer rains. Writing recently in the New York 

Times on global warming’s effects in California, Timothy Egan commented, 

“According to the climate scientists, it may be the worst arid spell in [California] 

in 1,200 years.” He goes on to write, “A residential lawn anywhere south of 

Sacramento is already considered an indulgence …the state wants people to 

convert lawns to drought-tolerant landscaping or fake grass” (2015, 6). Furl 

from Surf ‘n’ Turf references the Hockneyesque gardens of yesteryear and, 

through my use of blue neoprene and evergreen fake grass, the subtropical 

suburban garden is ever present. 

 
 

Growing up near to the Great Barrier Reef in FNQ, I have always found the 

ocean to be a significant element in my life. Since the mid-1990s, I have owned 

a house at Woodgate Beach in South East Queensland, and the sea was the 

subject of my paintings from the Transience series (1987). Thus, the ocean 

seemed an appropriate subject for a public art commission in 2005 for the new 

Brisbane Magistrates Court in George Street. When artists were briefed for this 

commission, we were told that the people who faced the court on criminal 

offence charges were often in a very troubled state. They could be angry and 
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Figures 25 & 26 

Sebastian Di Mauro Neap (above) and Harvest (below) from Archimedes’ Bath series 2007 

Woven neoprene, fiberglass, plastic mesh 

76 x 89 x 86 cm (above); 50 x 113 x 72 cm (below) 

Private collections 
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aggressive and could take out their frustration on the public artwork sited 

throughout the building. I took this information into account when developing 

the work Blur Between (2004). I envisaged creating a stress ball—something 

that might soothe and calm these troubled individuals. Neoprene provided the 

perfect solution: it is soft to touch but also has direct links to the sea, since it is 

used to fabricate wetsuits. As Ken Scarlett states, “one never feels that these 

materials are used indiscriminately [by Di Mauro] or merely for shock value; the 

thoughtful observer can discover links with the artist’s life and with his 

environment” (2009, 6). In this case, the link is related to the form of the work 

more than its material. The ocean’s horizon line provided the focus for this 

work; a place where the two essential elements of water and air meet. I have 

often ventured to the sea’s edge to think. Some of the concepts communicated 

in this work are endlessness, eternity, calmness and tranquility, as Philip 

Drew recognised: 
 

One feels there is more to it [the sea]: something profound that draws people 

to the ocean. It has a restless unceasing energy. It suggests infinite time— 

eternity. The sea symbolizes the flux between life and death. It implies ‘deep 

down things’. (1994, 115) 
 
 

This commission inspired a series of blue neoprene sculptures that were 

exhibited in Float (first exhibited at Dianne Tanzer Gallery, Melbourne) in 2006 

and Archimedes’ Bath (exhibited at Sullivan + Strumpf Fine Art) in 2007. A 

number of these works from both exhibitions were also exhibited in the Surf ‘n’ 

Turf exhibition, previously mentioned. Brigitta Olubas states in the catalogue 

for Float: 

The material utilized in Float draws on these conceptual threads and returns us 

to Di Mauro’s constant preoccupation with the nature of culture, to the tensions 

and overlaps between what is highly wrought, artificial and what we barely 

notice in the familiar world around us. Neoprene is both a lifestyle material—

most commonly seen in wet suits—and a piece of science, a miracle 

technology. (2006, 2) 
 
 

The Scuta series, created in 2009, also references nature and culture. In the 

catalogue for Surf ‘n’ Turf where these works appeared, Rigney states: 

With a series of neoprene wall sculptures reminiscent of both surf boards and 

tribal shields, Di Mauro seems to be referencing the real turf wars that take 

place on the Gold Coast when the surf is up, with hundreds of board riders 

jostling for position on the popular breaks. (2014, 2) 
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Figures 27 & 28 

Sebastian Di Mauro Pro Pompeius Strabo (left) and Pro Cocceuis Nerva (right) from Scuta series 2009 

Woven neoprene, fiberglass, plastic mesh 

110 x 43 x 25 cm (left); 120 x 45 x 23 cm (right) 
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The titles for each of the artworks in this series were named after Roman 

Emperors—a nod to Italian culture and the use of shields in combat. The 

employed colours are reminiscent of the hot Queensland sun and the corals of 

the Great Barrier Reef. They also referenced the displaced Indigenous peoples 

of Australia with shields and their markings. 

 
 

I use non-traditional sculptural materials to create my work and to convey the 

transformative and alchemical potential of certain materials. Kubler says of the 

blue neoprene works from Archimedes’ Bath: “These are sculptures that 

engage the familiar to imagine the improbable” (2007, 3). As established here, 

in my artworks, I am interested in engaging with the poetic and metaphoric 

from ordinary everyday materials. 

 
 

Commissioned Public Art 
 

Over the last ten years, I have been commissioned to create a number of public 

artworks throughout Australia and China. I shall discuss the most significant 

pieces here. I acknowledge my studio-based work often informs my public 

artwork and, occasionally, my public artwork leads to a new body of studio 

work. Approaches to fabricating my artwork differ depending on whether it is 

studio-based work or public art commissions. The former is usually created in 

my studio with an assistant. Occasionally, some components are fabricated by 

relevant industries. The latter works are almost always fabricated by 

industry under my guidance. 
 

 
 

In previous eras, public art encompassed purchasing a sculpture from an 

artist’s oeuvre and dropping it into a public or private space. By contrast, artists 

today, including myself, are often commissioned at the early stages of the 

development of a building site and are involved in dialogue with architects, 

engineers, landscape designers and other professionals to realise a site- 

specific work for the location. 

 
 
Public art has many potential functions: it can create a sense of place; assist in 

way-finding; give meaning to a place by representing local history and recalling 

memories; celebrate community values; adds diversity and builds civic pride 
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Figure 29 

Sebastian  Di Mauro Chat 2002 

Cast aluminium 
235 x 150 x 40 em (left); 56 x 125 x 225 em (right) 

Installed: 175 Eagle Street, Brisbane 
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through visual means; increases amenity and activates usage of a site; 

creates a receptive, healing, social environment; and educates and draws 

attention to significant issues. Vivien Lovell states in her foreword to the book 

Public: Art: Space: 

Current practice in public art engages with issues of spatial, social and 

environmental concern: artists, with others, are leading in these fields, 

precisely because they operate independently, free of hierarchies. They are the 

first to recognise potential and to act in the transformation of space. Artists 

characteristically lead the way in urban regeneration. (Gooding and Public Art 

Commissions Agency 1998, 11) 

 
 

Chat (2002) is the title of the first cast public artwork that I produced. It is 

composed of two large gesticulating hands, which are based on direct copies 

of my own hands, one pointing up to the sky and the other towards the 

earth. Allen wrote about Chat in the publication Footnotes of a Verdurous 
 

Tale, stating: 
 

The DNA in his own hand, the lifelines in his palm, that gave rise to his 

appearance, and to some degree to his character, also reached back to an 

Italian rather than an Australian tradition. (2009, 68) 

People often communicate with their hands, and Chat identifies the 
 

significance of dialogue throughout our daily existence. As Jones states: “Here 

Di Mauro has rendered permanent a fleeting moment of time that speaks to 

human expression and the nature of communication” (2007, 18). The hands 

also allude to the body fragments of the colossal statue from the Roman 

Emperor Constantine in the Capitoline Museum in Rome. And, of course, this 

work references my connections to Italy’s rich culture. Kubler supports this 

notion when she writes: 

In the late 1990s Di Mauro has returned to the place of his childhood, both 

literally and metaphorically to create art that strikes a chord, visually and 

emotionally. His visual language is at once familiar and strange, and is on this 

axis that the work turns. (2000, 26) 

 
 

Other public works cast in aluminum or hand beaten from stainless steel, 

produced from 2005 to 2014, were an extension of the concepts and materials 

I investigated in sculptures created in artificial grass, neoprene, and carpet 

underlay. Stanhope said of these more robust works in aluminum: 
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Figure 30 

Sebastian  Di Mauro Drift 2005 

Cast aluminium 

120 x 130 x 300 em (left); 360 x 250 x 150 em (right) 

Installed: 33 Charlotte Street, Brisbane 
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Rather than these works being aberrations within the artist’s oeuvre, they 

employed different forms and materiality to consistent ends—to create 

metaphoric and humorous dialogue between the viewer and broader social 

reality. (2009, 81) 

 
 

Drift (2004), another of my public art works, comprises two cast aluminium 
 

pods and evokes concepts of transformation and growth, change, and renewal. 

At the site, a building was demolished and a new one built in its place. Drift 

acknowledged the regeneration of the site and its link to the past. It spoke of 

the dynamics of life itself. In Footnotes of a Verdurous Tale, Stanhope wrote 

that within my surreal sculptures lies another issue, which is evocative of 

contemporary society: 

…the contradictory relations between the individual and their community, the 

paradox of a desire for a unified, recognizable singularity and a hospitable 

acceptance of diversity. We find this anxiety present today in the disparity 

between the increasingly globalised mix of peoples and the desire for a 

specific national identity, between the reality of population patterns and the 

social rhetoric of institutions. (2009, 81–82) 

 
 

Drift could be read as seedpods or cocoons, a Strobilus or a chrysalis. Perhaps 

they could be creatures with feathers or scales that were either opened or 

closed, standing or about to take flight, or curled up or rolling back. The 

sculpture evokes concepts of transformation and growth, change and renewal. 

Jones says of Drift: 

…by enlarging these once ‘inconsequential’ objects, into the realm of the 

monumental, Di Mauro foregrounds the continuing dialogue surrounding the 

nature/culture debate and sparks discussion about what propels and connects 

the universe. (2007, 18) 

 
 

The work tells the story of regeneration of the site and of human history. It 

speaks of the dynamics of life itself. Stanhope also observes of this work: “This 

phenomenological experience is consistent with Di Mauro’s ambition to 

synthesis sculpture, nature and the body” (2009, 81). I’m interested in the 

relationship between an artwork, specifically sculpture, and how the artwork 

sets up a form of communication a connection to nature and people. 

 
 

Drifter (2011), a major public artwork made in China, was based on Drift. The 

form appeared to be a direct copy, yet there are subtle differences. If both 
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Figure 31 

Sebastian Di Mauro and Alice Hampson Undulant  2005 

Artificial grass, timber, steel 

600 x 400 x 300 em 

Installed: Logan Community  Health Centre, Queensland 

Stories in Search of a Perfect Home: 
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works were placed side by side, the differences would become apparent. Drift 

was cast from aluminium while Drifter comprises hand-beaten stainless steel. 

Drift is 3.6 metres and is composed of two individual forms, while Drifter is one 

much larger piece, measuring 5 metres tall. It seems appropriate that there is a 

replica of Drift in another part of the world as if it has blown or migrated there. 

Jones, writing in 2007, states: 

On the one hand [Di Mauro’s] oversized works suggest a lineage of 

monumental, masculine twentieth-century sculpture. Yet, Di Mauro’s works 

exude an intimacy and concern for the senses as well as the metaphysical that 

denies a straightforward reading as colossal tour de forces. (2007, 18) 

 

 
Several of my commissioned works have incorporated hybrid forms and used 

artificial grass, which is an unconventional material for a public artwork. 

Undulant (2005) was my first public artwork to use artificial grass. It was a 

collaborative commission with the architect Alice Hampson, and was 

completed for the Logan Community Health Centre, Queensland. The artwork 

engaged with the architecture of the space, wrapping and warping walls, 

ceiling and floor. Of the work, Louise Noble wrote in Architecture Australia 

The originality of this work derives from its violent distribution of the codes of 

the invisible representation of non-place. This green, organic form can be 

understood as a landscape or giant animal brought indoors. Paradoxically, an 

artificial nature becomes within this space unruly, disruptive and unhygienically 

hairy. (2005, 59) 

 

 
It created a cavernous space for children to play in as well as a bench for 

people to sit on and wait. The artwork extended on the concepts I had been 

investigating in my gallery practice at this time. Essentially, the aim was to 

bring a part of the landscape indoors, and, by doing so, help to create a 

tranquil interior environment. Jones frames the work in terms of global change 

when she writes: “the work offers a dialogue about the real and the artificial. 

The invention of synthetic, durable grass could be read as both a triumph of 

humanity over the impermanence of nature, and as an elaborate folly turned 

kitsch signifier” (2007, 18). In this artwork, the viewer is presented with a sign 

that connotes the countryside. This grass will never need watering and turn 

brown, yet abundant nature is ever present. 
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Figure 32 

Sebastian Di Mauro The REEL Project 2011 

Artificial grass, timber, metal 

440 x 350 x 190 cm 

Installed: Vardon Street, Adelaide 
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Text has featured in art since the 1960s, gaining prominence with conceptual 

artists such as Joseph Kosuth, and appearing in the work of contemporary 

artists such as Barbara Kruger and Jenny Holzer. Another collaborative 

commission I undertook with Hampson, entitled Greener Fields (2006), 

involved text. In this work, commissioned for the Gabba Cricket Ground in 

Brisbane, text was used to reflect the words and graphics painted onto the 

grass on the sports field, and to enhance the conceptual premise of the 

artwork. For example, the word ‘hallow’ was embedded into the entrance piece 

to echo the hallowed cricket ground and to serve as a welcome to members 

entering the stadium. This work was made of a number of components 

stretching over several locations. It incorporated a bench, sound, and digital 

prints as well as artificial grass. It provided an entry statement to the member’s 

area and wrapped around the stairwell leading up to the member’s seating 

area and restaurant. 
 

 
 

I incorporated text into another temporary public artwork, titled The REEL 

Project also fabricated from artificial grass. It was created for the Adelaide City 

Council in 2011 and was sited in an outdoor city precinct in Vardon Avenue. 

The work was to remain in situ for two to five years. The REEL Project brought 

into question our relationship with nature, and addressed my concern for the 

erasure of the gap between the natural and the artificial. For people living in 

urban and city environments, there is a real danger of the artificial taking over 

the natural altogether. For The REEL Project, I created panels of artificial grass 

that partially coated an undercroft and dropped down a wall in Vardoon Street. 

The word ‘REEL’ in a shorter pile of grass was cut and glued into the longer 

grass panel. While the work symbolises nature, it does not require any care 

or maintenance. 
 

 
 

There were also cultural constructs identified in this work, which was based on 

the natural world. It speaks about how we are lured to the artificial a 

replacement for the real. I was concerned with inheritance of the landscape 

and how it has affected our engagement with it. The REEL Project and other 

artworks address these issues in a poetic way. Visual poetics use a similar 

discourse to poetry. This is understood through a visual language and does not 
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Figures 33 & 34 Sebastian Di Mauro and Sam Di Mauro Confluenza (including  detail) 2013 

Carrara marble 

Various dimensions 

Installed: Roma Street Parkland, Queensland 
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offer a literal reading of the work of art. Instead, multiple readings are possible. 

Scarlett states 

Presuming [Di Mauro’s] audience is intelligent he teases them instead with 

ambiguities and multiple meanings. He allows them to smile, to laugh at his 

creations, all the while quietly concealing his message for a slow revelation. 

(2009, 6) 

 
 

In 2013, my brother Sam Di Mauro and I were commissioned to create a public 

artwork entitled Confluenza as a memorial to honour all the Italian immigrants 

who had settled in Queensland. The artwork is sited in Roma Street Parkland, 

Brisbane. The Carrara marble table acts as a metaphor for the families who left 

everything behind and began a new life in a new land with little else but their 

memories, traditions and cuisine. Stories that were sourced from the Italian 

community formed the basis of the concept. The people we interviewed spoke 

of their experiences of migrating to Australia. Some of these stories were 

added to the tablecloth stretched over the table. Italians shared their food with 

each other but also with other Australians. This memorial echoes these 

significant Italian traditions and acknowledges other major contributions they 

have made—their architecture, language, and the arts. 

 
The plates on the table that are part of the public artwork were shaped from the 

plans of architectural splendours from Italian antiquity: the Pantheon; Villa 

Rotunda; the Temples of Fortuna Virilis, Mars, and Jupiter and other Italian 

architectural milestones. Italian words adopted by Australians formed the 

plates and are an apt metaphor for the assimilation of Italian culture. Fonts 

designed by significant Italian typographers are employed as text creating the 

plates. Shared, embraced and treasured, these are some of the regali (gifts) 

Italians have given the world. 

 
Growing Up with an Italian Heritage 

 

Over the last fifteen years, many of the artworks I have created have 

considered notions of immigration, resettlement and assimilation. The first 

exhibition that directly investigated this line of inquiry, held at the Cairns 

Regional Gallery in 1998, was titled Pane e Zucchero (which translates as 

Bread and Sugar). This seminal exhibition was a turning point for much of the 
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Figure 35 

Sebastian Di Mauro Pane e Zucchero (detail) 1998 

Raw sugar, olive oil, carpet underlay, charcoal, 16mm film, sound 

Dimensions variable 

Installed: Cairns Regional Gallery, Queensland 
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artwork that was to follow; my focus became the diasporic, with a particular 

concern on the Italian immigrants who had settled in FNQ. As already 

mentioned, my paternal and maternal grandparents had left Sicily in search for 

a better life in Australia. They lived a rural village life in Fiumefreddo, Sicily, 

Italy where they worked in the fields and tended a vegetable garden. They 

grew mainly vegetables and some fruit trees in their small backyard in Sicily. 

When they migrated to Australia, they carried on their traditions of their 

homeland by quickly recreating their Italian garden in Australia. Needless to 

say, Utopia was not discovered; rather, they lived a life quite different from the 

one they left behind. 

 
 
Pane e Zucherro was about my childhood growing up in FNQ with my Sicilian 

grandparents, my family’s association to bread-making, and our relationship to 

cane farming in North Queensland. The work consisted of a two-track sound 

piece played in a small anteroom off the main gallery. The first track consisted 

of an interview between my father, his sister and brother; while it was all 

spoken in Sicilian, during the interview, they constantly returned to speaking in 

English or to adding English words. On the second track was a recording of my 

voice reading in English a story I had written about growing up in my Sicilian 

family in FNQ. In the same small space was a 16 mm film projection taken 

during the time we lived in South Johnstone. In this work, the narrative is about 

my family. Implied is the plight of Italian migrants living in a country with a 

‘White Australia’ policy, which shaped Australia until the Whitlam era. 
 

 
 

This exhibition allowed me (and hopefully audiences who viewed my work) 

some insights into what it would have been like for the new hybrid Australian, 

an Italian Australian—people who worked and respected the land—who lived 

in FNQ during the early twentieth century. These people bought their 

‘Italianness’ to the land they nurtured. 
 

 
 

The story I wrote provided the basis for a number of other artworks that 

addressed cultural dislocation, racism, and belonging. Aside from Pane e 

Zucchero, it appeared in Respirare and Polvere and was published in my 

monograph Footnotes of Verdurous Tale (2009). In the installations Pane e 
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Figure 36 

Sebastian Di Mauro Pane e Zucchero (detail) 1998 

Raw sugar, olive oil, carpet underlay, charcoal, 16mm film, sound 

Dimensions variable 

Installed: Cairns Regional Gallery, Queensland 
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Zucchero, and Respirare, the narrative was penned on the gallery walls with 

charcoal. Linda Carroli wrote about Respirare in Artlink, noting “A poignant 

narrative emerges, made explicit in the biographical vignettes written in 

charcoal on the walls” (1999, 82). Significantly, this was the first artwork that 

specifically investigated my cultural identity. Jones says of the work: 

Pane e Zucchero, a seminal work in Di Mauro’s oeuvre, succinctly marries the 

artist’s Italian and Australian heritage through a number of symbolic dualities. 

The first of these is embodied in the title, which is written in Italian but 

translates as ‘bread and sugar’ in reference to the artist’s family history in 

Australia: Di Mauro was born and raised in South Johnstone in North 

Queensland, where his father owned a bakery and his grandfather was a 

sugar-cane farmer. (2009, 14) 

 
 

In the narrative that I wrote about my childhood, I referred to some of my 

grandparents’ stories of their ‘beloved’ Sicily, which they told us as young 

children. I also recounted the trip my brother and I took with my father to Sicily, 

which was the first time he had been there since he left. We visited the town 

where my grandparents lived and found the house where my father had been 

born. He met his father’s sister and her son and his children. It was a deeply 

moving experience for my father. He had come full circle and reconnected with 

a previous period in his life. The home that is left behind remains in a person’s 

memory and the new home they recreate is one based in part on memories. 

 
 

In my teenage years, I had tried to expunge my Italian background. I no longer 

wanted to be Italian because some Australians had verbally and physically 

abused me. I wanted to believe I was a ‘pure’ Australian. John Kane argues 

“The luxury of simplification through enforced homogeneity, even should we 

desire it, is no longer available” (1997, 129). My father was born in Italy but my 

mother was born in Australia (to Sicilian parents) and I was born in Australia, 

so I thought I could legitimately claim to be Australian. However, my physical 

attributes thwarted my disguise. Hence, I could never be a pure Australian. I 

realised in my thirties that being Italian is in my blood and in my sensibilities 

and I could never disguise it. During the mid-to-late 1980s, Italians and their 

culture began to be seen as unique and exotic, and everything Italian became 

desirable. Immigrants to Australia from Italy were identified as a positive 

influence on Australian culture. In her essay “A Land Called Newtopia”, 
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Figure 37 

Sebastian  Di Mauro Respirare (detail) 1999 

Raw sugar, olive oil, carpet underlay, charcoal 

Dimensions variable 

Installed: Institute of Modern Art, Queensland 
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Allen states that: 
 

The universally documented imperfection or discomfort that arises from a 

bicultural life, and often experienced by those described as searching for a 

utopia, is given a north Queensland typology by Di Mauro, with its own 

disparities among the variants to be found on the Australian island continent. 

(2009, 67) 

 
 

Like many of my other artworks, the materials of Pane e Zucchero assisted 
 

in realising the key idea. In this installation, the floor was covered with carpet 

underlay (a product made from vegetable fibre), which was employed as a 

signifier for sugar cane—a North Queensland crop. On top of the underlay 

were located fifty-five raw sugar cones (a reference to the year of my birth, 

1955). The cones were filled with Italian olive oil, which referenced my 

Italian heritage and echoed the hopes and aspirations of so many migrant 

families who adopted a harsh rural life for the promise of a new start. 

Papastergiadis states: 

Movement is not just the experience of shifting from place to place, it is also 

linked to our ability to imagine an alternative. The dream of a better life and the 

nightmares of loss are both expressed by the metaphor of the journey. (2000, 

11) 
 

Throughout the duration of the exhibition, the oil permeated the porous sugar 

walls and soaked into the carpet underlay surrounding the sugar cones. The 

movement of the oil was a metaphor for the assimilation of the Italian people 

into the Australian community. In her review of Respirare, Carroli states: 

While his materials are distilled metaphoric motifs, they are cross-culturally 

loaded and Di Mauro appropriates them for his own ends, creating a clever 

poetic language. The sugar, a staple of Australia cuisine, is the migrant’s dolce 

vita of hard work. Olive oil, now commonly used in Australia, references his 

cultural heritage. The black charcoal [of the narrative on the wall] refers to the 

black clothes of mourning and the underlay is the country, the common ground 

of Australians. (1999, 82) 

 
 

To create this artwork, I visited FNQ in 1998 for the first time after thirty years 

of living in Brisbane. Pane e Zucchero was a very nostalgic installation for me. 

During its making, I revisited many of those childhood memories of a bicultural 

existence. Allen warns about the dangers of nostalgia: “The hardships that led 

this and many other families to leave their country of origin are accordingly 

omitted from family history in the blurred lens of recollection that typifies 



70 

 

 

Stories in Search of a Perfect Home: 

Sebastian DiMauro's Visual Arts Practice 1995-2015 

 
 
 

 
 

Figure 38 

Sebastian Di Mauro Respirare (detail) 1999 

Raw sugar, olive oil, carpet underlay, charcoal 

Dimensions variable 

Installed: Institute of Modern Art, Queensland 
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nostalgia” (2009, 71). The problem with nostalgia, she argues, is that on 

reflection, immigrants often recall their previous homeland in a very positive 

light and do not recall the reasons they left. This leads to identifying with two 

places and not being happy in either and makes it more difficult to settle into 

the new country. There is validity in this argument but it is also understandable 

that immigrants reflect on their situation in this way. 

 
 
In 1999, I exhibited Respirare at the Institute of Modern Art (IMA) in Brisbane, 

which developed the previous work. Although there were strong similarities 

between the two exhibitions, I made a number of significant modifications to 

the IMA installation due to its new location in a gallery in Brisbane. Respirare 

(Breathe) was expanded to reflect a broader perspective of Italian immigrants 

in Australia. Kubler, writing about this work, states: 

Di Mauro’s work articulates the appeal of our own history, of what is 

intrinsically ours and strikes a familiar chord. Respirare, as something of a 

continuation of a theme for Di Mauro, sees the artist embrace his past in the 

form of a beguiling and intriguing narrative. (1999, 4) 

The focus of the exhibition became the sugar cones filled with olive oil that 
 

were lit by small lights dropped from the ceiling of the gallery. The text played a 

less prominent role. Carroli says of this work: 

The task performed by Respirare is that of almost literal identification: of people 

with land; of identity with material; of other with self. Resulting from this 

identification or translation, Di Mauro constructs a fragrant and cool unnatural 

landscape: the muted colours and distinctive scents of raw sugar, olive oil and 

carpet underlay merge in the semi-lit room. (1999, 82) 

 
In 2004, I was awarded a three-month residency at the British School at Rome 

in Italy through the Australia Council. During my time there, I created a new 

installation titled Pulvere (Dust), which was exhibited in the group exhibition 

titled Melt at the School’s gallery in 2004. 

 
 

While there, I experienced the inverse of what my grandparents had 

experienced. While their way of life and language were Italian, they migrated 

and lived in Australia: by contrast, I, with an Australian way of life and 

language, was now living in Italy. I experienced notions of belonging and yet at 
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Figure 39 

Sebastian Di Mauro Polvere 2004 

Sicilian olive oil, travertine, digital prints, paper, ash 

Dimensions variable 

Installed: British School at Rome, Italy 
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the same time of dislocation. I was an Australian Italian who struggled with the 

language, yet was frequently completely familiar with the culture. 

 
 
The text I had written for Pane e Zucchero became the focal point for this new 

work. In this new installation, I wrote the text in olive oil using my finger on a 

slab of marble. Marble, like olive oil, is quintessentially Italian. It is intrinsic to 

many Italian buildings, historical and contemporary, commercial and 

domestic—a perfect material on which to lay the foundation of the artwork. 

Over the duration of the exhibition, the olive oil text evaporated and all that was 

left was a trace of where the text had been, reminiscent of fading memories. In 

her writing about this work, Allen reminds us that: “The travertine stone, in the 

colour of the arid Sicilian earth that Di Mauro touched and felt as part of his 

process in this work connected him to seams of family history” (2009, 70). 

 
 

When I arrived at the British School (located beside the Borghese Gardens) to 

take up the residency, I found a gum tree growing in the gardens. The tree 

became a metaphor for the exotic, incongruous and the displaced. Fresh water 

drinking fountains that constantly flow are located around the city of Rome, 

and are the best drinking water in the city. For me, the fountains and the 

ever-flowing water became a metaphor for the flowing blood of Italians. I 

photographed the gum tree and several fountains, and digitally printed the 

images onto large sheets of paper. The images of the gum tree and the 

fountain were hand-torn and woven together to create one combined image. 

The printed photograph of the gum tree became the warp and the fountain 

the weft, a metaphor for two cultures woven together. Papastergiadis writes, 

“Through their actions and decisions migrants enter into a constant dialogue 

between past and present, near and far, foreign and familiar” (2000, 20). 

 
 
Papastergiadis (2000) argues that cultural identity is formed through 

connecting the differences and likenesses between the individual and the 

other. This ‘bridging’, as he calls it, involves memory and experience. 

Papastergiadis argues that, “There is a part of the self that belongs only to 

another place and time, and no matter how hard one tries to recapture this 

identity, it never returns as a fully embodied self in the present” (2000, 74). My 
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Figure 40 

Sebastian Di Mauro Woven Oceans 2004 

Woven digital prints on rag paper 

70 x 120 cm 
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grandparents found it difficult to identify as Australian even after they had been 

living here for over forty years. 

 
 
During my residency in Rome, some Sicilian friends visited me a number of 

times at the studio. They tried to persuade me to visit Sicily. Unfortunately, I 

was unable to do so. They arrived one day with two jars filled with sand and 

seawater from Sicily. When they handed the jars to me, they said if I was not 

going to come to Sicily, then they would bring Sicily to me. I photographed the 

two jars and created a new work titled Woven Oceans. This work extends on 

Polvere, and was included in an exhibition titled Academici in 2005. The 

exhibition toured a number of galleries in Australia and then was exhibited at 

the British School at Rome Gallery where it appeared in a show alongside 

other artists who had been awarded Australia Council Residences at the 

British School. 

 
 
Woven Oceans was constructed using the following sequence. In Australia, I 

took a photograph of an ocean I often visited and used this image as the warp, 

and the jars containing the Sicilian seawater and sand the woven weft. The 

weaving of the two different images became a metaphor for who I am. The sea 

water level of the jars also had the appearance of being either half full or half 

empty, which is a wonderful metaphor for the observation of one’s life. 

 
 

Susan Russell wrote in the catalogue for the exhibition that the marble—the 

core of my installation Polvere—had to remain at the British School in Rome 

due to its significant weight and size when I returned home to Australia. She 

went on to state: 

…like the Italian forbears whose experience is a major inspiration to [Di Mauro], 

it once formed part of the fabric of the land…his imagery of boats and water 

expresses the idea of voyaging, not just of those who relinquished their 

homeland for the promise of a better life, but of any human being, including the 

artist himself, who continually moves forward, discovering new worlds, 

incorporating the old with the new, and who creates something unique and 

valuable from these journeys. Sebastian’s great ability is to be able to 

transform cultural memories into complex and highly inventive works of art. 

(2005, 26) 
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Figure 41 

Sebastian Di Mauro Self Portrait 2007 

Woven digital prints on rag paper 

77 x 131 cm 
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My identity is embedded in my family’s cultural traditions. Over the last 

twenty years I have been exploring these links through my work to learn and 

understand more about who I am and where I belong. 

 
 
My artwork contributes one Italian-Australian perspective to the recent 

dialogues about cultural belonging and dislocation, which have moulded and 

helped to create the richly multicultural society that is contemporary Australia. 

Archer argued “the Australian state is one arena where the possibility of unity 

with diversity can be explored” (1997, 35). Metaphorically, my work reinforces 

the significance of other cultural values juxtaposed against an Anglo-Australian 

lifestyle, and highlights the nuances associated with displacement, racism, 

reconnection, and assimilation ever present in contemporary Australian 

society. Papastergiadis articulates that “Part of the unhappy contradiction of 

the migrant sensibility is the chilling fear of having lost a certain sense of time 

and place” (2000, 74). When my family migrated from Sicily, there was a 

realisation of a loss of ‘time and place’, which occasionally brought sadness to 

their disposition. However, with time and a return trip to the homeland, this 

feeling of loss abated. 

 
 
This body of my work characteristically resides in the place between 

remembering and forgetting, between reminiscence and the inescapable truth 

of one’s own history. Cultural differences have proved to be more resilient and 

contradictory. Papastergiadis states “Difference is no longer to be seen as 

something that is ‘out there’ or ‘back then’, because it is already part of the 

here and now” (2000, 94). I would agree with Papastergiadis that difference is 

now part of everyday Australian culture. There are many nationalities living 

together in our society today. 

 
 
Another suite of my work that interconnects the two themes of nature and my 

family history is titled Welcome Mats (2011). It uses language as a metaphor 

for issues relating to migration. Papastergiadis says “Language is not only one 

of the strongest and most resilient media for shaping cultural systems but can 

also serve as a model for understanding how meanings are produced and 

transmitted through cultures” (2000, 127). A person’s language provides the 
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Figure 42 

Sebastian Di Mauro Polvere (detail) 2004 

Sicilian olive oil, travertine, digital prints, paper, ash 

Dimensions variable 

Installed: British School at Rome, Italy 
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basis for how they interpret the world, and meaning is entwined with time 

and place. 

 
 
The title of the work alludes to the meaning in the artwork, addressing notions 

of immigration, diaspora, and assimilation. In particular, it speaks of migrants’ 

search for ‘greener pastures’, their arrival to a new land with much hope in 

their hearts and of having a better life than the one they have left behind. 

Similarly, Armstrong states 

Many [British migrant/colonists] imagined that they were coming to an 

antipodean Garden of Eden and this attitude was still evident in the British and 

European migrants of the 1950s. …Of course the shattering of these dreams 

on first arrival was universal for convicts and officers alike. Many immigrants in 

the 1950s were similarly disturbed and shocked by the reality of this large, 

open, flat place of strange colours, sounds and smells. It was not the tropical 

paradise they had been led to believe. (1998) 

 
 

Many migrants, or ‘new Australians’, realise after being in Australia for a 

number of years that most of what they dreamed of has not come true and that 

what they had left behind is not too dissimilar to what they are experiencing in 

the new country. Language was one of the most difficult things my 

grandparents had to come to terms with. Even though they lived in Australia for 

more than half of their lives, they found it difficult to master the English 

language. They had only attended school to the third grade, so their writing 

skills were non-existent. They managed to verbally communicate, but poorly. 

When they did manage to say a number of words in English, they began to 

combine Sicilian and Australian words. These words did not exist in either 

language; however, the family understood and used these hybridised words 

regularly. When I began to learn Italian in high school, I discovered that 

'riverory' was not the Italian word for river, but rather, fiume was. The words my 

grandparents used were incorrect. My grandparents had little communication 

with people outside the immediate family. Their world was very limited. Their 

lack of language trapped them both physically and socially. As Papastergiadis 

states, “cultures make sense of the world predominantly through the system of 

meanings that operate in language” (2000, 127). When migrants cannot fully 

utilise the language of their adopted country they find it difficult to engage and 

interact within this society. My grandparents seemed to live on the fringe. 
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Figures 43 & 44 

Sebastian  Di Mauro Welcome Mats 2011 

Artificial grass 

85 x 140 em (each) 

Installed: Crane Arts, Philadelphia,  USA 
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In several of my artworks, I incorporated a combination of Italian and English 

text. Susan Russell says of this: “The unusual and surprising materials [Di 

Mauro] uses… manage to contain profound meanings which take them 

beyond the purely aesthetic, or novel, into a world of experience, deeply 

personal and at the same time universal” (2005, 26). 

 
 

Like many other Western countries, issues relating to various diaspora, 

immigration, and integration have dominated Australian politics and culture in 

recent years. My work Welcome Mats (2011), which was exhibited in the 

exhibition titled Australia Felix at Crane Arts in Philadelphia, aimed to evoke 

insights into the plight of Italian immigrants—how they have struggled, worked 

and created successful lives in a new land. It has been noted that Italian 

immigrants have been one of the most successful groups to integrate into an 

Australian way of life while at the same time maintaining a strong ethnic 

identity. According to Bastian: 

…a failure of immigrants to maintain a strong ethnic identity … would reduce the 

richness of Australia’s cultural diversity. On the other hand a failure to develop a 

strong identity would leave Australia open to segregation, a failure of 

coordination and the potential for conflict between culturally distinct groups. 

(2012, 61) 

 
 

In Welcome Mats, I incorporated a combination of Italian and English words. 

These entrance mats, clichéd symbols of welcome, are used to wipe shoes 

clean before people enter a house: a very fitting metaphor for the many 

immigrants who have arrived in Australia. The country welcomed people like 

my grandparents, but when they arrived all those years ago, they somehow 

had to leave most of their customs and beliefs behind. Many Italians who 

immigrated into Australia in the early part of the twentieth century assimilated 

to the Australian (Anglo-Saxon) culture. Importantly, though, these people have 

contributed to the community and helped create a richer country. As 

Papastergiadis indicates, “We need to investigate the means by which people, 

with different cultural histories and practices, can form patterns of 

communication and establish lines of contact across differences” (2000, 128). 

One of the difficulties for any multicultural society is the integration of people 



82 

Stories in Search of a Perfect Home: 
Sebastian Di Mauro’s Visual Arts Practice 1995–2015 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

Figure 45 

Sebastian Di Mauro Polvere (detail) 2004 

Sicilian olive oil, travertine, digital prints, paper, ash 

Dimensions variable 

Installed: British School at Rome, Italy 
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and cultures. Since my family’s arrival in the early twentieth century, Australia 

has come much further in accomplishing this. One of the significant aspects 

associated with migration is the notion of redefining or replacing home. 

Jennifer Johung supports this, stating: 

We replace home when we are able to rematerialize these lines of connection 

between past and present sites, structures and dwellers—for ourselves, but 

also most carefully and consequently for others. (2012, 164) 

Writing in The Poetics of Space, Gaston Bachelard acknowledges home and 

memories when he states: 

Something unreal seeps into reality of the recollections that are on the 

borderline between our own personal history and an indefinite pre-history, in 

the exact place where, after us, the childhood home comes to life in us. 

(1994, 58) 

 
 

In a way, I am connected to my grandparents’ sense of place through their 

memories of Sicily. Each time I have returned to Italy, I have spoken the 

language that they taught me, and I am often told by locals that I am speaking 

an ‘antique’ Sicilian language. These modern-day Italians are delighted to hear 

this almost-forgotten dialect. As mentioned above, when they moved to FNQ 

my grandparents recreated a vegetable garden with many varieties of plants 

that were grown in Sicily. The garden’s produce allowed them to not only 

recreate similar recipes to those of their Sicilian homeland, but also the garden 

gave them comfort through the familiar. Bachelard asserts “[W]e know perfectly 

that we must feel calmer and more confident when in the old home, in the 

house we were born in, than we do in the houses on streets where we have 

only lived as transients” (1994, 43). 

 
 

Papastergiadis writes that “Identity is the process of making sense of oneself, 

and the system by which this is communicated and shared is culture. These 

images and perspectives were said to have been formed over a considerable 

period of time and to be unique to a given place” (2000, 122). Traditionally, 

cultures have been linked to a specific place; however, this concept has been 

eroded through mass migration, economic transformation, new technologies, 

and globalisation (Papastergiadis 2000). The weight of my ‘Australianness’ has 
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Figure 46 

Sebastian Di Mauro Antonio Perez and me (detail) 2009 

Watercolour and watercolour pencil on found book 

1.7 x 13 x 20 cm 
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varied depending on my age, where I am, and who I am engaging with. 

Papastergiadis confirms: 

We have come to appreciate that cultures do not need to be rooted in a given 

place, that fragments of culture can survive multiple places, that cultural 

meanings may leap across generations and transform themselves across the 

gaps of time. (2000, 123) 

 
 

I am proud to be Australian but equally so to be Italian. Much of my artwork 

investigates this culturally different in-between space. For me, being caught 

between two cultures translates as a rich multicultural identity. Growing up 

Australian, I have occasionally felt like the ‘other’ and not belonging. Yet, when 

I lived in Italy for extended periods of time, I also felt ‘other’. As I note in “My 

Sicilian Story” in Footnotes of a Verdurous Tale: “As I travelled around Italy I 

felt a great affinity with the country. I could finally understand parts of my 

upbringing that at the time felt a little odd. …It felt as though I’d arrived home, 

yet there were things that were very alien” (2009, 90). 

 
 
This chapter has given an overview of significant exhibitions, gallery artworks, 

and public artworks I have produced over the last twenty years. I have also 

included texts and discussed the relevance of what other writers have written 

about my work. This overview has enabled me to contextualise my outputs and 

their importance in regards to the development of my practice from 1995 to 

2015. On reflection, my lengthy practice has plotted a course driven by self- 

actualisation. While this practice has been shaped by personal and migrant 

family histories and stories, my quest has always been to holistically 

understand my place in the world. 
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Chapter 2: Connections between My Work and 
Other Selected Artists’ Work 

 
In this chapter, I contextualise my artworks and the themes I explore by 

comparing and contrasting them with other internationally recognised artists. 

I begin by discussing the Arte Povera movement, selecting two artists in 

particular to discuss in relation to my practice, and then continue on to giving 

a comparative analysis between the work of five contemporary artists and 

my own. 
 

 
 

Links between Arte Povera and My Practice 
 

Much of my artwork—and, in particular, my sculptural work from 1993 to 
 

1998—has strong correlations to Arte Povera, an art movement that began in 

Italy around 1967. Many of the artists who were part of this movement were 

Italian. Kubler noted this connection to my work in an article for Eyeline: “Di 

Mauro cites the Italian Arte Povera movement as having had an influence on 

his practice, but not solely by virtue of its Italianness” (2000, 27). Artists who 

were part of Arte Povera often used ‘poor’ or commonplace materials and 

found objects to fabricate their artworks. These materials were often used to 

convey particular concepts. Their major mode of working was sculpture, 

installation and performance. Artists used a wide range of raw materials, such 

as rags, hessian bags, coal, sand, soil, wood, seeds and vegetables, as well 

as manufactured items such as glass and metal. These materials were hung, 

framed or applied to walls, metal sheets, or various surfaces. In his introduction 

to the publication Arte Povera, art historian Giovanni Lista states “‘poverty’ 

mainly refers to its immediate language: primary materials are put together in 

simple direct montages, proposing fitted materials rather than sophisticated 

assemblages” (2006, 8). These artists characteristically did not change the 

natural colours of the materials. 

 
Lista gives some insights into the cultural context from which the movement 

emerged, stating: 

In Italy long before the modern era, the objects of art as well as those of 

everyday life seem to result from a natural growth of the material utilised. The 

marble statue easily follows the lines of the original stone, just as the 

earthenware jar, repeating a millenary form, seems to arise from the balance 
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between intrinsic quality of terracotta and the gesture of the hand. In this way 

the most refined art and the most popular craftsmanship avail of this intrinsic 

value of the un-processed material whose meaning lies in itself. This profound 

character of Italian aesthetic culture is present in Arte Povera…(2006, 39) 
 
 
 

This way of working resonates with me. As seen in the previous chapter, 

materiality has played a significant role in the conceptual and physical creation 

of much of my artworks. Often, I have selected a particular material to make 

my work, which has had a specific meaning implied. For example, the carpet 

underlay used to create artworks for the exhibitions entitled Manifestations 

(1997) and Floccus (2000) was selected because it is made from jute, a plant 

material that physically resembles felt, which is manufactured from animal hair. 

Neoprene, an industrial material used to make wet suits was chosen to 

fabricate artworks for the exhibitions Float (2006) and Archimedes’ Bath (2007) 

and to act as a metaphor for human’s connection to the sea. Christiane Meyer- 

Stoll also reaffirms “the application of materials in Arte Povera is also very 

often highly charged with meaning. Materials are selected for their particular 

qualities, their relationship to reality, and their symbolic character” (2012, 19). 

Lista explains 

Arte Povera sprang up at the time with the centennial of Italian unity. This 

allowed it to handle those same stakes with the detachment of a historical 

perspective, thus furthering an authentic reconciliation between Italy and its 

cultural tradition. (2006, 40) 
 

 
 

My work is an attempt to reconcile my connection to Italy and its culture, as 

evidenced in the discussion of my solo shows Pane e Zucchero (1998) and 

Respirare (1999) in the previous chapter. Similarly, Polvere, exhibited at the 

British School at Rome Gallery in 2004, was an installation that also reflected 

on my cultural heritage. As in the work of some Arte Povera artists, my work 

often engages with certain themes, which Meyer-Stoll articulates as “the 

awakening consciousness of history and memory, the reference to tradition, 

particularly antiquity” (2012, 21). Unlike the Arte Povera artists’ work, my work 

revolves in part around the migration of my family to Australia and the impact 

that this has had on my identity, the country where I was born, and my 

connections to their country of origin: Italy. 
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In 2000, Kubler wrote about my work, stating: 
 

[Di Mauro’s] art almost always engages personal memory, or more specifically, 

the persistence of particular memories. He often uses a sense of smell as a 

memory trigger, and revels in a sensory experience of the world. His work 

engages the emotional moment, the powerful recollection. His 

installations/sculptures, which hover in the realm of the uncanny, provoke a 

sense of familiarity and strangeness. They whisper of something collectively 

understood, an experience shared… (2000, 27) 

The smell of sugar and olive oil—the component parts of one of my early 

installations show at Cairns Regional Gallery—became for me and the 

audience a connection, a trigger in remembering both home and the industries 

of FNQ and Italian food culture. Many Arte Povera artists also enaged with the 

senses in their work. 

 
Major artists associated with the Arte Povera Movement include Giovanni 

Anselmo, Alighiero Boetti, Pier Paolo Calzolari, Luciano Fabro, Jannis 

Kounellis, Mario Merz, Giulio Paolini, Pino Pascali, Giuseppe Penone, 

Michelangelo Pistoletto, Emilio Prini and Gilberto Zorio. I have chosen to focus 

on two artists, Mario Merz (1925–2003) and Giuseppe Penone (1947–), since 

their art practice has assisted me in articulating my own concerns and 

processes. Merz’s artwork can be understood as an examination of the 

relationship between nature and culture. Much of his work incorporated the 

Fibonacci number sequence, a method often used to articulate the 

mathematical structures in nature. The Italian mathematician Leonardo 

Fibonacci developed the formula in the thirteenth century. In his essay on Arte 

Povera, Giovanni Lista writes: 

The process instituting the work, combining non-artistic materials in their 

natural state, such as unprocessed wood or stone, heaps of fruit or vegetables, 

but also manufactured or precious articles, such as neon, plaster casts, acrylic 

fur, or gold leaf, counters the intellectual formalism of avant-garde art as well 

as the sophistication of an opulence inherent to the technological world. 

(2006, 39) 
 
 
This quote encapsulates Merz’s approach to materials. He often used natural 

and organic materials in his work, such as fruit, vegetables, earth, stone and 

tree branches, juxtaposed with neon and industrial materials. Then, from 1967, 

“Mario Merz began building Igloos, which he conceived as an archetypal form 

of human habitat” (Meyer-Stoll 2012, 90). 
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Figure 47 

Sebastian  DiMauro Manifestations series 1997 
Carpet underlay 

Dimensions variable 

Installed: GSIS Museum, Manila, Philippines 
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These igloos were made from a variety of materials: organic or artificial, 

translucent or opaque, dense or weightless. He frequently incorporated text as 

well as numbers in his artworks. The igloo is suggestive of the most primitive of 

shelters and is a metaphor for humanity’s basic need to be housed. Unlike 

Merz, I do not incorporate a singular, recognisable iconic device or one I have 

adopted and made mine through its repeated use. Nevertheless, there are 

some comparisons: he juxtaposes various organic materials to create a 

dialogue and a synergy between them. Discussing my work Pane e Zucchero, 

Kubler compares my work to that of Merz: 

While [Di Mauro’s] work shares several characteristics and similar concerns 

with Merz… on so many levels it could be argued that Di Mauro’s work is 

quintessentially Queensland. His work is somehow immediately local, the 

product of sultry summers in Brisbane. (2000, 28) 

 
 

In the aforementioned work, I incorporated the natural materials of sugar 

and olive oil, materials that Merz could have easily used. However, the 

connotations of these natural materials are different from those that Merz 

would have intended. I use these materials to reference cultural significance of 

being a second-generation Italian-Australian and my family’s history with the 

sugar cane farming industry in FNQ. In Floccus (2000), the sculptures reflect 

on humanity’s interconnection with nature. When the audience first 

encountered the artworks from this exhibition, the forms resembled abstract 

shapes that were reminiscent of forms they may have encountered in their 

daily life. On closer inspection, the forms appeared to be anthropomorphic, 

plant- or animal-like. This ambiguity over what the sculptures specifically 

resembled was their strength. Their combination of fruits, vegetables, animal or 

human forms aimed to metaphorically suggest our interconnections with all 

living things. 

 
 
Conversely, Giuseppe Penone investigates human’s connection to nature. 

Meyer-Stoll writes, “From the start Penone’s most significant artistic interest 

was in the relationship connecting art, nature and mankind” (2012, 100). The 

difference between Penone’s work and mine is that his work often critiques 

humankind’s effect on nature, whereas I focus on the significance of nature in 
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Figure 48 

Sebastian Di Mauro Conduit to the Void 2002 

Acrylic paint, giclee print on rag paper 

67 x 100 cm 
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our lives. This is evident in the sculpture Albero di 230 cm (1977), where 

“Penone’s goal is to reverse the process of making an industrially 

manufactured wooden beam; to do so he carves down to the original trunk 

from which the beam was made” (Meyer-Stoll 2012, 102). In this work, Penone 

regenerates the plank back into a tree. Like Penone, I am concerned about the 

degradation of nature. 

 
 
My work Pivot (2002), discussed in Chapter 1, was a reflection on nature. This 

installation consisted of a number of objects, including pillows, blankets, mats 

and clothing woven from bark. The use of this organic material (bark) made 

into everyday domestic objects provided the viewer an opportunity to reflect on 

humanity’s loss of connection to the natural world. Unlike Penone who 

highlighted the degradation of nature in his works, my work aims to imply the 

potential and necessity of nature in our daily lives, and tries to encourage a 

reconnection and ultimately a greater respect for nature. Over the last fifty 

years, the gap between humans and nature seems to be widening. New 

technology has exacerbated this demise, rather than strengthened our ties with 

nature. The population explosion, pollution, global warming, manufacturing and 

wars have degenerated our natural habitat. In a world that seems steadfast on 

consumerism and the consumption of anything new, we are degenerating 

our natural resources. This all seems to be based on humanity’s sovereignty 

to exploit all the planet’s natural resources for the sake of advancement 

and progress. 
 

 
 

Contextual and Comparative Analysis: Selected Contemporary Artists To 

contextualise my research within a contemporary context, I have selected five 

artists for a comparative analysis of our works. While there are other artists 

whose works resonate with my own, these five artists are highly significant in 

several ways. Four of them—Hossein Valamanesh, Mona Hatoum, Do Ho Suh, 

and Anish Kapoor—were born in one country and lived in another. 

Valamanesh migrated to Adelaide from Tehran, Iran, in the early 1970s. 

Hatoum’s parents were Palestinian and she was born in Beirut, Lebanon, but 

she has lived most of her adult life in London. Do Ho Suh was born in Seoul, 

South Korea, and studied at the Rhode Island School of Design and Yale 
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University in the United States. He has lived in New York and London, but 

continuously returns to Seoul. Anish Kapoor was born in Bombay, India, but 

has been living in London since the early 1970s. Each of these artists, to 

various degrees, investigates issues of migration, and the influence of their 

cultural displacement on the creation of their work. I’m also interested in the 

visual art practice of Roxy Paine (an American artist) because of his 

exploration of nature: in particular, the tension between the organic and the 

artificial, nature, and culture. These tensions have also been apparent in my 

own work, previously described. 

 
Importantly, each of these artists is also a sculptor, and their chosen materials 

are critical to the meaning of the artworks they create. Like all the artists 

above, I do not limit myself to a single material in the production of my work. 

Materials are selected for their potential to assist in articulating the particular 

concept that I am exploring. 

 
Hossein Valamanesh 

 

In many of his artworks, Hossein Valamanesh (1949–) investigates and 

contrasts his ‘motherland’ culture with life in Australia. A seminal work that 

eloquently speaks about this dichotomy is Longing Belonging (1997). As Mary 

Knights acknowledges, this “is a key work in Hossein Valamanesh’s oeuvre 

which is informed by his Iranian heritage, Australian landscape and culture, 

relationships and journeys” (in Knights and North 2011, 76). The work includes 

a photograph of an Australian bush landscape. In the foreground is a Persian 

carpet with a fire burning on it. The burnt carpet and the photograph taken in 

the bush were exhibited together. Knights states that “it implies home and a 

sense of belonging” (in Knights and North 2011, 76). She continues: 

The title Longing Belonging infers ruptures and new connections. It suggests a 

volatile tension between loss, separation and yearning, and hopefully 

reconciliation with being in a new country. While it refers to notions of home as 

a place of refuge and comfort rather than a permanent dwelling or physical 

space, it hints that belonging is an evolving psychological and emotional state. 

(2011, 78) 

 
 

Ian North, in discussion with Valamanesh, states “Metaphysics in its 

philosophical sense has to do with explaining the fundamental nature of being 
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and the world” (in Knights and North 2011, 15). However, Valamanesh 
 

explains that he is “more interested in ideas that bring forth interconnectedness 

or our oneness with each other and nature” (in Knights and North 2011, 16). In 

his works, the metaphysical aspects do not adhere to any specific belief 

system; rather, they reflect on the universal aspects of the spiritual. 

Valamanesh and I share an interest in the metaphysical. While I was brought 

up Catholic, I do not address a specific belief system in my work, but rather— 

like Valamanesh—one about being; that is, I have ontological concerns. 

 
 

Mute Book (1994), Pulse (1996), and Nine Books of Silence (1996) are some of 

my works that investigate notions of the metaphysical. The latter is a collection 

of large books made from carpet underlay, a material that has a sound-proofing 

quality when placed in a space. The single Italian word silenzo (‘silence’) is 

painted on one page in each book. Metaphorically, these books signify a 

weighty tome that is filled with knowledge. They are in fact lighter than they 

appear to be, and silenzo echoes the potential for tranquility and serenity. 

Conceptually, books are important in my visual language as they are for 

Valamanesh. His public artwork sited in a street in Tokyo, You Just Sit Here, I 

Will Keep My Eyes Open (1994), also consists of a book. It is closed, cast in 

bronze, and rests on a granite rock, with a chair and a pair of shoes (also cast 

in bronze) placed nearby. Situated in a busy street, the work requires the 

viewer to stop, look and consider what it is communicating. 
 

 
 

Severe illness or physical conditions have a major impact on people’s lives. In 
 

1995, Valamanesh had a heart attack. As Knights notes, “Reflections on 

ephemerality and the transience of life were increasingly woven throughout his 

oeuvre from this time” (2011, 87). When I was twenty-five, I had a ‘Near Death 

Experience’ (NDE) that informed much of my work for the next ten years. My 

NDE resulted from a serious car accident in 1981. In the late 1980s, I painted 

abstracted images on canvas, and, by the early 1990s, began to incorporate 

physical materials, such as burnt timber, copper, stones and ladders, to my 

work. Painting was eventually discarded in favour of materials and objects, 

which brought with them their own personal history and readings. For example, 

a blanket provides warmth and comfort. My use of objects that have a specific 
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Figure 49 

Sebastian Di Mauro Nine Books of Silence (with detail below) 1996 

Carpet underlay acrylic paint 

12 x 199 x 238 cm 

Collection: Art Space Mackay, Queensland 
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function became significant for me when creating new artworks. Although this 

was a very personal experience, following it, I felt I needed to reflect on my 

family history in order to understand my place in the world. Pane e Zucchero 

proved to be a critical exhibition for me and reflected an attempt to understand 

home and my search for a sense of belonging. This installation unequivocally 

investigated my family’s origins and the impact on my life growing up in FNQ. 

Pane e Zucchero was a way of reconciling the country of my birth, Australia, 

with the one of my family’s—Sicily, Italy. As I have already described, it 

provided the catalyst for many other artworks that were to follow. 

 
 

There is a strong correlation between the materials Valamanesh and I use; he 

uses natural materials such as clay, sand, tree branches, leaves, bark and 

water. Often, he selects them for medicinal qualities. For example, saffron, 

which he used in Practice (2006), is used in Persian cooking, in tea as a cure 

for melancholy, and as an aphrodisiac. Knights writes that in Valamanesh’s 

work, “Elemental materials such as clay, air and water invariably carry 

associations with place, the fecundity of nature, the materiality of life, death 

and decay” (in Knights and North 2011, 93). Some of the materials I have 

used have included olive oil, raw sugar, earth, marble, bark, salt and ash. Each 

has been selected to convey particular meanings. The materials reference the 

domestic and everyday life. My mother and her mother used olive oil every day 

in cooking. Olive oil is well known for its health-giving benefits. It is also used 

as a salve for dry skin. Like Valamanesh, I leave many of the materials that I 

use in their raw state. He sometimes juxtaposes them with found objects, such 

as Persian carpets and chairs. Knights states “Hossein orchestrates complex 

metaphorical associations between raw materials, made and found objects. 

Everything is precisely placed to create poetic and aesthetic tension” (in 

Knights and North 2011, 93). 

 

 
 

Memorialisation is an important aspect of much public art. To memorialise is to 

acknowledge, remember, and give thanks. Knights writes, “Other people’s 

experience of leaving their homelands, and tentative new beginnings are also 

explored in a number of Hossein’s commissioned artworks” (in Knights and 
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North 2011, 89). For An Gorta Mor, Memorial to the Great Irish Famine (1999), 

a public artwork to memorialise the Irish famine of 1848, Valamanesh 

collaborated with his life partner Angela Valamanesh and Paul Carter. I have 

also collaborated on work; as previously mentioned, my brother Sam Di Mauro 

and I were commissioned in 2013 to create an Italian Memorial for Queensland 

to commemorate the Italian immigrants who came to Australia and made 

Queensland their home. 

 
 
Knights also acknowledges Hossein’s use of text, stating: 

 

Language and text are frequently integrated into Hossein’s work, contributing 

layers of complexity. Usually Hossein uses Farsi, legible to many, however to 

others revealing the impenetrability of languages with which one is not fluent 

and the slippage inherent in translations. (Knights 2011, 90) 

Like Valamanesh, I have often used text in my works. For example, the 

previously discussed Surf ‘n’ Turf (2014), Welcome Mats (2011), Pulvere 

(2004), Respirare (1999) and Pane e Zucchero (1998) all incorporated Italian 

written text. I created these artworks primarily for the Italians who visited the 

exhibitions. Those who did not understand the language either had to guess 

what was said or try to translate what they were seeing. This heightened the 

mystery in the work and reinforced the power of language. 

 
 

The text used in Welcome Mats alludes to loss, separation, longing, and 

belonging. Doormats are usually made from tough, long-lasting material. 

The ones I have created are fabricated from artificial grass and with the 

text embedded in them. These green mats are an apt reference for brighter 

horizons and greater opportunities. However, there is an irony in these 

artworks. Some of the text in the mats spelt out, either in English or Italian— 

words such as ‘exotic’, vero (‘true’), lontano (‘far away’), mezzano (‘in- 

between’), desire, fuse, porta (‘door’) and so on—suggest we welcome 

migrants to Australia, but on certain terms. Knights speaks about this with 

reference to Valamanesh’s work. She states “Like Longing Belonging, [Leave 

Your Shoes Here (2008)] the space suggests a tension between loss, 

separation and yearning, and reconciliation with being in a new place” 

(2011, 91). 
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The figure (usually that of the artist) is an important feature in many of 

Valamanesh’s artworks. In an interview with North, he stated “I did not want 

[the figure in these works] to be recognized as me but they still needed to be 

me” (2011, 9). An important difference between his and my work is that mine is 

aesthetically abstract; nevertheless, the forms have distinct cultural meanings. 

It is suggested that Valamanesh’s artwork has “gaps in meaning [providing] 

spaces for imaginative engagement and contemplation” (Knights 2011, 90). 

This is a worthy observation. In my work, I am similarly careful not to be 

didactic, so there is time for contemplation when viewing my work. There 

is a requirement from the audience to engage more deeply with it. 
 

 
 

Much of Valamanesh’s art practice investigates the trajectory of ‘being’ 

between two cultures. He often references the blending of his Persian 

background with his new homeland—Australia. Even though I was born in 

Australia, much of my work investigates the blending of Italian and Australian 

cultures. For Valamanesh, the garden is significant conceptually and in 

providing materials. North says of Valamanesh, “He is a person who is happy 

to cultivate his own garden literally as well as metaphorically, finding within it 

inspiration and materials for his art” (2011, 6) Literally, metaphorically, 

creatively and conceptually, the garden is a significant subject in my work. I 

have childhood memories of my grandparents having an extensive vegetable 

garden in their large back yard. This garden was filled with abundant exotic 

seasonal edible plants. This had an immense impact on me growing up. 

Wherever I have lived, I have tended or grown a garden, although vegetables 

have not been the main plants grown. For over two decades, fruits, vegetables, 

plants, and their symbolic connection to the earth have provided me with 

abundant subject matter. 

 
 
In summing up, there are many elements that Valamanesh and I share in our 

work. As well as sharing a genuine respect and admiration for nature, we both 

reference our cultural heritage in our work. Valamanesh uses materials that are 

intrinsic to him and his culture, such as Persian carpets and saffron. In 

comparison I have sometimes used olive oil. Farsi is incorporated into many of 

Valamanesh’s works and Italian into mine. In his artworks, there is a strong 
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connection to nature as there is in mine. One of the significant differences 

between our practices is that Valamanesh incorporates his body into many of 

his artworks. I prefer to have the body alluded to rather than include a direct 

visual representation. The central core in Valamanesh’s work is the 

metaphysical while my focus is my personal history, memory, and belonging. 

 
 

Mona Hatoum 
 

Mona Hatoum (1952–) is an internationally renowned artist who has exhibited 

extensively around the world. Born to Palestinian parents in Lebanon, she 

migrated to Britain by circumstance rather than by choice. While Hatoum was 

on a trip to London in the mid-1970s, war broke out in Lebanon, and she was 

forced to remain in Britain. The initial work she created while there was largely 

performance based and thus centred on the body. These early works proved to 

be an inspiration for her later work. One of the most significant works that 

developed during this period was one titled Measures of Distance (1998). It 

reflected Hatoum’s forced exile from her family and Lebanon and centred on 

her mother. Hatoum says of this work: “Once I made the work I found it spoke 

of the complexities of exile, displacement, the sense of loss and separation 

caused by war” (Bitterli and Veronese 2014, 44). Often, her early performance- 

based works had a strong political focus that she came to realise was too 

direct and, as a result, she moved away from performance and into creating 

installations and objects. Hatoum, in conversation with Michael Archer, said: “I 

was basically trying to deal with an environment that I had experienced as 

hostile and intolerant and eventually those feelings began to pervade the 

work—and still do” (1997, 14). Several of my artworks have evocatively alluded 

to, rather than overtly referenced, political issues. While I would not classify 

myself as a political artist, there are political aspects to my practice. Much of 

my work is a direct response to personal experiences. 
 

 
 

Hatoum has investigated issues of identity in her artwork. She says in 

conversation with Archer, “I started examining power structures and trying to 

understand why I felt so out of place” (1997, 9). Much of my later work also 

reflects on the search for identity and belonging. I created Welcome Mats, 

which addressed the migrant’s sense of alienation and dislocation, in response 
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to my FNQ experience. Hatoum’s has also created an artwork that resembles 

a mat, titled Doormat (1996), which was a made out of pins with the word 

‘welcome’ spelt out. In the following quote, Guy Brett cites Hatoum: 
 

“the feeling of in-betweenness that comes from not being able to identify totally 

with my own culture or the one in which I am living”, and of “the inability to 

identify with a specific solid reality” (two sentences which clearly link her life and 

her work). (in Archer et al. 1997, 36) 

As I have already stated, I have often felt ‘in-betweeness’, not belonging to 

either culture—Australian or Italian. At different times, I have felt firmly 

embedded in one culture and not the other. 

 
 
Hatoum adopts a minimal aesthetic but demands more from the viewer than 

just engaging the intellect. For her, the viewer should be directly implicated in 

the artworks she creates. In conversation with Archer, she states 

I have always been dissatisfied with work that just appeals to your intellect and 

does not actually involve you in a physical way. For me, the embodiment of an 

artwork is within the physical realm; the body as axis of our perceptions, so how 

can art afford not to take that as a starting point? (1997, 8) 

Many of her installations require the viewer to move through and interact with 

the work. Some installations I have created, including Pane e Zucchero and 

Respirare, required the viewer to move through the work in order to gain a 

fuller experience. In conversation with Archer, Hatoum says: 

I like the to work on operate on both sensual and intellectual levels. Meanings, 

connotations and associations come after the initial physical experience as 

your imagination, intellect, psyche are fired off by the way you’ve seen. 

(1997, 8) 
 

 
Art engages our senses through materials. Materials can serve as metaphors 

for understanding. I carefully consider the materials I use, yet I do not expect 

the materials to definitively inform the content of my artwork. Instead, multiple 

readings are conceivable. Perception changes as we relate to artworks in 

different contexts. Hatoum alludes to this in her conversation with Archer, 

where she says: 

I find it more exciting when a work reverberates with several meanings and 

paradoxes and contradictions. Explaining it as meaning this or that inevitably 

turns it into something fixed rather than something in a state of flux. A work of 

art has two aspects: the natural, physical aspect, which I think of as the 
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conscious aspect that the artist can manipulate and shape; and then there is 

the very complex cultural and unconscious aspect of the artwork. (1997, 25) 

 
 

My childhood and my relationship to the domestic have provided a stimulus for 

the creation of much of my work. Electric blankets, luggage, mats, blankets, 

pillows and other household items have provided a physical and visual 

connection to home. A residency that Hatoum undertook in a Shaker 

community in 1997, in Maine, United States, influenced her art use of 

materials. As she says: 

I spent a month at a Shaker community in Maine, the last remaining Shaker 

community. …There was this wonderful, settled feeling of warm domesticity in 

the place, so household objects became my focus. (1997, 29) 

 
 

Residencies have also played a vital role in invigorating my practice. I had two 

residencies with Parks Victoria at Warrandyte, one from November 2001 to 

January 2002 and another from December 2002 to February 2003. The 

location of the farmhouse where I was living was in a bushland setting beside 

the headwaters of the Yarra River. The installation I created during the 

residency was titled Pivot (2002), discussed in Chapter 1. It consisted of a 

number of domestic objects such as blankets, pillows, mats, clothing and cups 

woven from Mountain Ash Bark that had fallen from the trees growing on the 

property where I was staying. Other international residencies, one at the British 

School at Rome (previously discussed) and another at the Australia Council 

Studio in Barcelona, had similar influences on my practice. 

 
 

Another technique that Hatoum and I share is our use of weaving. Weaving 

has played a meaningful role in my work conceptually and as a fabrication 

process. As discussed in previous chapters, I have also woven photographs 

together to create works. Often, they are the coming together of two ideas or 

conjoining two different parts of the world. For example, the woven images in 

Pulvere (2004) were composed of photographs of flowing water fountains in 

Rome and gum trees in the British School at Rome’s garden. Another woven 

work was a photograph of two glass jars that contained seawater and sand 

from Sicily and the other image was of an Australian ocean. Of the weaving 
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process in Hatoum’s work, Brett says: 
 

Weaving, at the basis of human culture, is a powerful figure for the 

contradiction between order and chaos: it embodies the meeting of two 

threads, or lines, at right angles, like the figure of the cross and intersecting 

opposed forces. One can trace this linear weave structure, or grid structure, 

back into many of Mona Hatoum’s works—to Short Space for example, and 

Light Sentence, where it becomes the ambiguous agent of both oppression 

and freedom, of both rigidity and fluidity, of aggression and peace. 

(in Archer et al. 1997, 75–77) 
 

 
I have woven bark and neoprene into three-dimensional forms and removed 

thread from linen that was digitally printed with images to create artworks. In 

the instance of combining images, the artwork created was a reconstruction, 

while the unthreading of the linen could be seen as a deconstruction that 

destroyed the embedded order. 

 
 
Brett wrote of Hatoum’s return to her country of birth: “the Middle East had 

been in part an immensely pleasurable re-immersion in a familiar sensory 

universe (so many sights, sounds and smells remembered from childhood)” (in 

Archer et al. 1997, 78). When I travelled to Italy for the first time in 1978 with 

my brother, we took my father with us. He returned to the homeland he had left 

when he was four. Being in Italy for the first time, I felt at home and yet foreign. 

All the stories my grandparents had told me came to life. I related to the culture 

in so many ways—the food, language, history, attitudes and I felt as though I 

belonged. Yet, there were times on that trip, I could not philosophically relate to 

Italian culture and politics, and longed to return to Australia. For my father, it 

was a very emotional experience, a return from exile. He seemed more 

connected to the country than my brother or me. Edward Said, writing about 

exile, states: 

Exile is strangely compelling to think about but terrible to experience. It is the 

unhealable rift forced between a human being and a native place, between the 

self and its true home: its essential sadness can never be surmounted. (1997, 

110) 
 

Many migrants must experience this when leaving their country, no matter 

whether for political, economic reasons or by choice. As Said indicates: 

Seeing ‘the entire world as a foreign land’ makes possible originality of vision. 

Most people are principally aware of one culture, one setting, one home; exiles 

are aware of at least two, and this plurality of vision gives rise to an awareness 
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of simultaneous dimensions, an awareness that to borrow a phrase from music 

is contrapuntal. (1997, 113) 

 
 

Mona Hatoum can be understood as a global artist whose work investigates 

the political systems of power, war and its impact on people moving across 

borders. Unlike Hatoum, my practice does not have a strong political reference 

and does not investigate issues focused on war and the movement of people 

based around war. Rather, my work revolves around my personal experience 

of being an Australian born from Italian parents and what that means. My 

family did not leave a war-torn country; rather, they were in search of a better 

life. Hatoum is an artist who is in tune with the wide range of materials she 

chooses and profoundly adept at exploring the conceptual potential they 

possess. I also engage with a wide range of materials in my work; however, 

these materials are very different from Hatoum’s. The domestic is a critical 

aspect explored in her work, while for me, it is a focus but more from a family 

perspective. 

 
 
Do Ho Suh 

 

Do Ho Suh (1962–) was born in Korea and has spent a large part of his adult 

life living abroad. He investigates the psychology of architectural space to 

convey notions of home. Many of his works are site-specific installations. 

Similar to my practice, his work investigates migration, home, and a search for 

identity. Hiromi Kurosawa writes: 

Do Ho Suh’s reflections on homes, in terms of the basic concepts of spaces, 

places, and positions, of course, and also as spaces from a cultural and social 

perspective, include spaces characterized by means of terms such as global, 

local, displacement, and boundary. (2013, 148) 

 
 

What is important to note is that Do Ho Suh chose to leave his homeland and 

live in the United States to study fine art. The artworks Suh has created since 

migrating there loosely suggest a sense of disconnection. In his installation 

Seoul Home/Seoul Home/Kanazawa Home (2002–12), he recreated a replica 

of his family home in Korea in fabric. Through an examination of his ancestral 

home’s architecture, he reconnects with his previous life and his homeland. 

Yoshikazu Nango says in an essay “we might say that for Suh, home is an 
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image intimately linked to his own existence, memories, and the place where 

he grew up” (in Kuroasawa et al. 2013, 160). He has also created installations 

of apartments and houses he has lived in in other parts of the world as a way 

to understand his sense of home, belonging and identity. The work also 

reflects his experiences of being caught between cultures. He has become a 

global citizen, currently living between New York, London, and Seoul. 

 
 
While I have lived my life in Australia, I have had residencies in Rome and 

Barcelona for a total of six months. In a technological world, we are able to 

instantly communicate with people living on the opposite side of the globe. 

As my partner is an American citizen, I have also lived in the United States for 

many months. Each time I have lived abroad, I have experienced a sense of 

longing and loss but also one of displacement and disconnection, feelings I 

have also experienced while living in Australia, my home. Perhaps a sense 

of in-betweenness is a more appropriate way of describing it. Suh, in 

conversation with Kurosawa, says: 

Leaving Korea to go to the US was the most difficult and yet the most 

important experience in my life…The experience of leaving home is what 

made me think and become aware for the first time of the notion of home as 

such. (in Kurosawa et al. 2013, 148) 

Home is a very private space, filled with many personal experiences and 

memories. The spaces that Suh recreates are personal to him, yet there is a 

strong metaphor in these works for the viewer. Kurosawa states 

The home that was his birthplace would, naturally enough, be very important to 

Do Ho Suh. To us, however, what is important is not whether it is a replica of a 

traditional house but that it is an attempt to grasp a symbol of the sacred space 

that is a family space. (in Kurosawa et al. 2013, 152) 

 
 

As I have mentioned already, home is much more than a physical space; it 
 

also alludes to the culture, a way of life, language, memories and experiences. 

Do Ho Suh’s home, however, is not a permanent place situated in one country. 

In contemporary society, people move regularly, often rebuilding their home 

away from family and friends in another part of the country or in a totally 

different country to the one they were born in. My American partner and I met 

for the first time in Brisbane. We wanted to be together, so he closed his 

house, sold his business, and moved to Australia to live with me. For him, it 
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has meant he has had to rebuild a new home, find a job, and meet new friends. 

Even though he speaks the same language, it has been a difficult transition 

and readjustment for him and this has ultimately impacted on our relationship. 

He has found it very difficult to relate to the culture and he feels that 

Australians don’t really understand his sensibility, least of all his humour. 

Kurosawa states in his essay “One’s identity hangs in midair, free from external 

criteria such as family, social class, or workplace. We constantly ask ourselves 

‘Who am I?’” (in Kurosawa et al. 2013, 163). My partner has asked this 

question of himself a number of times during his time in Australia. He had 

visited Australia intermittently for short periods of time over the past twenty 

years before permanently moving here in 2009. He thought he knew the 

country and its culture. Yet, he has often found it very difficult to relate to his 

new life. 

 
 

Suh’s work draws upon his own feelings, memory, displacement and a search 

for home that has been rebuilt each time he has lived in a new country. His 

work investigates what it is like to carry our past around with us. In his 

installations, the interior and exterior is laid bare to his audience. Intricate 

architectural details are included in the reconstruction. The ephemeral quality 

achieved through the use of translucent fabrics such as silk or monochrome 

polyester is like an apparition—that what you see before you does not really 

exist. His fabric homes are usually life size and almost weightless. Yoshikazu 

Nango suggests that Suh’s process of sewing the houses together is 

reminiscent of the processes involved in the stitching of clothing. This 

metaphorical connection is a strong analogy to the forming of an identity 

(Kurosawa et al. 2013). Architecture and clothing both act as a skin of sorts to 

protect and nurture the body. Each can be changed and altered to suit the 

individual’s personality and characteristics. 

 
 

In Suh’s installations, there is a melancholy and emptiness about the work and 

disorientation evident through the blending of several homes from different 

continents in one installation. The blending of his various residencies from 

around the world is suggestive of ‘co-existence’ rather than assimilation. My 

grandparents’ vegetable garden, previously discussed, was a way that they 
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were able to re-connect with home. They grew the same vegetables that they 

had grown in their homeland. This was important for their nourishment, but, 

more importantly, for retaining something that was intrinsic to their daily 

existence in their homeland. It gave them a sense of security and connection to 

their past life. My family did not lose all their Italian customs and traditions 

during their life in Australia. They were proud of their heritage and traditions. 

Assimilation did not occur with my grandparents or my parents; rather they ‘co- 

existed’ with Australian culture. I have come to realise the richness and 

significance of being born to Italian parentage in Australia. Co-existence is a 

very apt description of having had two different cultural backgrounds ingrained 

within my identity. It offers an opportunity to share experiences and extend 

cultural associations. 

 
 

Through his combinations and blending of the houses he has lived in at various 

times in his life, Suh is able to allude to creation of a new identity in his 

artworks. He has said that there is a “common misunderstanding….that my 

work is a confrontation, a clash of cultures. It’s not really about that. It’s more 

about interdependence and the way things coexist” (in Kurosawa et al. 

2013, 173). 
 

 
 

Home for Suh seems to be elusive. Can we define home today when the world 

has become globalised? Suh’s artworks are poetic and metaphoric, but not 

didactic. He asks the viewer to define what home means for them. He 

investigates how memories of home remain with us and how these memories 

affect who we are. Our personal circumstances and experiences greatly 

contribute towards the forming of our identity. Suh has used the home as a 

symbol for identity. But much more is implicit in these complex manifestations 

of his creations. My work does not create a physical replica of the houses I 

have lived in. It relates to the garden/nature as a way to explore my family 

history, memories and personal experiences. 

 
 
Anish Kapoor 

 

Like Suh, Anish Kapoor (1954–) moved to another country to study art. He was 

born in Bombay (Mumbai) to a Hindu father and a Jewish mother. He moved to 
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London in the early 1970s to study art at the Hornsey College of Art and later 

the Chelsea School of Art and Design. Much of Kapoor’s artwork is imbued 

with the metaphysical. In his essay on Kapoor, Germano Celant writes about 

Kapoor as being “A consecrator of materials and forms, of spaces and 

architectures, he sets out to reconstruct the secret of life, the heritage of the 

world and of the divine” (1996, xi). While Kapoor’s work is diverse, I will 

focus on 1000 Names (1979–80), since it is the most closely aligned to my 

work. That is not to say there isn’t a conceptual and material relevance to 

other artworks but this body of work by Kapoor is the most relevant in 

comparative terms. 

 
 

As previously stated, from the mid-1980s to the early 1990s, my artwork 

investigated notions of the metaphysical. Since that time, the focus has 

changed to a more personal story about my family and their history or origins. 

Humans’ interconnections to nature and the significance of nature in our daily 

lives have also been of relevance. The garden has been a specific stimulus in 

the conceptual development of my artworks. The metaphysical in Kapoor’s 

work has been reflected through nature’s creative force and the materials he 

has selected. Celant states: 

[The] pigment signifies the creative force; it is a sign of life, like seed or pollen. 

Suggesting the birth and growth of a fruit that may assume any form or 

character, it suggests the mutability of life, the pressure on all subjects, 

spiritual and physical, to become embodied as something else. (1996, xiii) 

 
 
Many of the works I have created echo notions of this creative force and the 

fecundity of nature. The Turf Sweet and Evergreen series drew their inspiration 

from plants, seeds, spores or pollen forms. Coated in artificial grass, they 

remain forever green. This parody of nature is also a satirical comment on 

human’s treatment of nature. It also alludes to the cliché ‘the grass is always 

greener on the other side’. 

 
 
When Kapoor returned to India in 1979 for a visit, the influence of Indian 

culture on his artwork became clear. Kapoor reflects on that visit, saying 

“What I did discover in India was a material” (Celant, Kapoor, and Fondazione 
 

1996, xx). Celant notes that “aside from material, however, Indian culture also 
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provided him with a confirmation of his poetic and physical orientation”, noting 

that the artist commented “I hadn’t realized that the direction I had been 

working in was already there. I was only there for a month or so, but it was a 

real affirmation of my being” (1996, xx). 

 
 

A person’s cultural background is significant in contributing to their identity, 

and, for an artist, it often informs their artworks. Celant suggests “The works 

point to Kapoor’s interest in memory, and in the freight of images that spring 

from history and culture” (1996, xxiii). My 1987 visit to Italy reaffirmed my 

allegiance to the culture of my family and reinforced my sense of belonging. As 

an artist, it also reaffirmed and contributed to the conceptual premise and the 

materiality of my artwork. 

 
 

Like me, Kapoor also shares an interest in gardens. He says: 
 

I began to be very interested in the whole idea of landscape; what is formalistic 

landscape, what is the energized idea of external space, which is the equivalent 

of the energized idea of internal space, one of the most important areas is the 

garden. I began to look at very reduced gardens, of course sand gardens, but 

perhaps the most important influences came from Persian carpets”. (in Celant, 

Kapoor, and Fondazione 1996, xxii, xxiii) 
 

 
 

Italy is renowned for its gardens. The Italian Renaissance saw the creation of a 

new type of garden design, which echoed formal and classical ideals of order, 

symmetry and grandeur. As a young person, I maintained the lawns around 

our magnificent edible garden in FNQ. Many patterns were ‘clipped’ into the 

ever-verdant lawn. My artwork titled Giardino Italiano (2014), from the ongoing 

Suburban Abstraction series, exhibited in the show Garden at QUT Art 

Museum, reflects this experience and utilises wry humour to provoke and 

encourage dialogue and discussion around these issues. 

 
 

Some gardens can be for growing food crops while others can be purely 

ornamental; others can be a combination of both. The garden can also 

reference particular cultures and their connection to nature. Different cultures 

grow particular plants; for example, Mediterranean cultures may grow 

aubergines and artichokes, while Asian gardeners may grow Dragon fruit and 
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Figure 50 

Sebastian Di Mauro Giardino Italiano from Suburban Abstraction series 2014 

Artificial grass, timber 

Dimensions variable 

Installed: Queensland University of Technology Art Museum, Brisbane 
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Bok Choi. The garden is considered as being natural while it is also artificial 

through its manipulation by humankind. Humans have hybridised plants or 

distorted nature through physical modifications such as clipping and binding in 

topiary and bonsai. Celant says of nature, “the image of the garden moves 

between the toils of agriculture and the pleasures of Eden, and is defined by a 

relationship of continuity and transfer between nature and culture… A place of 

both natural and artificial form” (1996, xxiv). 

 
 
In Giardino Italiano, artificial grass is a metaphor for greener fields, a new 

horizon or a search for arcadia. Olive oil links directly to my Italian background, 

carpet underlay is vegetable fibre that can be flocked to appear like wool. I also 

use industrial materials relevant to the concept I am investigating such as 

Astroturf, stainless steel pot scourers and so on. While my work does not 

directly reference the sublime, Kapoor and I share the sensibilities of 

employing the modern industrial (artificial turf) and technology. I often work 

with computers and three-dimensional digital printing to create artworks. 

Provenance (2014) is a multiple created entirely through digitally printing 

(metallic) bronze. Conceptually, it was an extension from a much larger work, 

previously discussed, titled Folly. In his essay on Kapoor, David Anfam writes: 

… he has no qualms about employing ‘the modern, the industrial, the 

mechanical, the seemingly scientific’ and the accompanying new discoveries in 

chemistry, computer software, engineering and so forth ‘in order to search for 

their opposite—the intimate and the sublime. (in Anfam et al. 2009, 92) 

 
 

Scale is significant in experiencing and understanding my work. The works in 

Turf Sweet are of human scale, while other installations are immersive, 

allowing people to become part of the work and have a more encompassing 

experience. Kapoor says “An essential issue in my work is that the scale 

always relates to the body” (Celant, Kapoor, and Fondazione 1996, xxviii). Site 

specificity is also a major consideration when considering scale. Artworks 

placed in the public realm in a plaza, for example, often require a sense of 

monumentality for them to be able to compete with their environs. My public 

artwork Rapture (2014) is sited in a large public plaza in Suzhou, China, and is 

670 cm high. This artwork creates a presence on the site and still has a 

relationship to the people moving through the space. Cloud Gate (2006) is a 
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public artwork by Kapoor situated in Millenium Park in Chicago. It is 1006cm 

high by 2012cm wide. It is an imposing work but has a strong relationship to its 

environment and also to the people who interact with the work. Although Cloud 

Gate is a much larger sculpture to any that I have created, the principles 

remain the same. The location plays a significant role in relation to its impact 

and interaction with its audience. 

 
 
I have been creating artwork for major public art commissions in China since 

 

2011. Thus far, I have completed three major commissions with another at 

conceptual stage. The Internet has enabled me to seamlessly work across 

cultural barriers, thousands of kilometres and language restrictions. I am 

briefed on a project by email. I consider the brief then create a concept, 

execute a number of drawings and write a rationale based on my concept. I 

assemble the package and email it back to the company who commissioned 

me. Personal contact with the client is rare and I seldom travel to China to view 

the fabrication in progress. Technological advances in communication have 

allowed people to work across borders and through cultural differences. 

Migration patterns are also changing where people employed by multinational 

corporations are required to move for work prospects. Kapoor has frequently 

experienced working across borders, as Anfam writes: 

[His] career is in synch with an age of globalization in which old national make- 

ups, once reinforced by imperialism and colonialism, have been destabilized 

by the mass migration of populations and the flux of commerce, 

communication and ideologies. (in Anfam et al. 2009, 92) 
 

 

Kapoor, in discussion with Donna De Salvo, also says: 
 

I’m interested not in a declaration but in the exploration of the possibilities of 

meaning. And I think that is the job of the artist, at least in the way I see it. 

What are the possibilities of meaning? Is that a pocket, a wound or is it a 

vagina? At the same time it is all of them. How it is made tells you something 

about which one of those it points to more. But every one of them is all of 

them. (2009, 406) 

Like Kapoor, when I create my artworks, I attempt to imbue the pieces with 

equivocality. Multiple readings allow the viewer to interpret my artworks 

through their personal experiences and histories. The Turf Sweet works, which 

could be read as quirky and humorous sculptures, echo topiary shapes that 

have links back to European cultures, and speak of the fecundity of nature or 
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humans seduction by the artificial through their sensual shapes. The artificial 

grass and its application as a skin do allude to the possible readings I have 

outlined above. 

 
 
Titles play a significant role in the conceptual understanding of Kapoor’s 

artwork. On the series of works titled 1000 Names (1979–80), Anfam states 

“Complex ambiguities are the key to the works that first established Kapoor’s 

reputation: the multitude of pigment pieces…Significantly, their catalyst 

involved homecoming and memory” (in Anfam et al. 2009, 92). Like Kapoor, 

even though much of my artwork is visually abstract, conceptually it is not. 

Kapoor agrees with the role that titling plays for the viewer engaging the 

artwork (Anfam et al. 2009). The titles I create are evocative enough to stand 

out and deceptively ambiguous enough to cover a broad range of ideas. For 

example, I have titled some of the installations in Italian (such as Pane e 

Zucchero), so they can only be read and understood by a particular culture. 

However, many people could translate this because these words have been 

absorbed into the English language. Evergreen is more didactic but has a 

humorous twist. I also draw upon the associative power of shared culture. This 

is evident in Blast.gwb.jh (2004), where the acronym stands for George W. 

Bush and John Howard. 

 
 

Considering Anish Kapoor’s artwork has assisted me to contextualise my own 

work. Conceptually, his work has strong references to his Indian culture as I 

have with my Italian one. His conceptual understandings are also linked to 

materiality. In my artworks, materials have played a crucial role in the decoding 

of the meanings embedded in them. Kapoor creates artworks that have 

multiple readings. I have attempted to engage a fluidity in the reading of my 

work. On a simpler note, we have similar concerns for sculptural sensitivities, 

such as titling and scale. 

 
 

Roxy Paine 
 

The final artist I will analyse here is Roxy Paine (1966–). I include him even 

though he was born in and has lived all of his life in the United States because 

his work examines nature and its relationship to culture. As has been 
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evidenced throughout this exegesis, this is an idea that I have been 

researching through my artworks. In my work, however, nature is linked to the 

migrant experience. 

 
 
In her introduction to the book Roxy Paine, Eleanor Heartney says: 

 

While many artists follow a fairly straightforward trajectory, creating a 

succession of works that build upon a central set of ideas, Paine has worked 

simultaneously on three distinct bodies of work, which, from a formal 

standpoint, appear unrelated. (2009, 14) 

I will refer to two of these bodies of work: Replicants (1997–) and Dendroids 

(1999–). I do not consider Machines, the third body of Paine’s work, here. In 

the Replicants series, Paine mimics nature by faithfully replicating plants, 

usually ones that are noxious or hallucinogenic. In the Dendroids series, the 

artist meticulously fabricates tree-like forms from stainless steel piping. I work 

with several different methodological and conceptual strands or series in my 

own art practice that, at first glance, may appear unrelated but connections 

emerge if seen across the oeuvre. For example, artificial grass conceptually 

investigates notions of a search for a better life; neoprene explores aspects of 

nature, specifically Australia as a nation of coastal dwellers; and elemental 

materials such as olive oil and sugar evoke a migrant’s tale of co-existence. At 

times, they appear unrelated, but the issues they address often circulate 

between all of them. 

 
 
In her essay, Heartney states that “The Garden, a symbol of nature that has 

been tamed and cultivated to respond to our needs, underlies our continuing 

nostalgia for the supposed simplicity and purity of rural life” (2009, 19). My 

work addresses the garden and the migrant’s relationship to it. It also speaks 

more specifically of the need to nurture nature and of humans’ need and desire 

to control and replicate nature. For many migrants, the garden was a way of 

reconnecting with what they had left behind and a lifestyle they may have had. 

Similarly, for many people living in cities and suburbs, the garden offers a way 

to experience a re/connection with living plants. Heartney notes, “Paine himself 

has remarked that he experienced suburbia as a ‘twisted vision of nature … 

The natural world is totally controlled and manipulated in suburbia’” (2009, 17). 

Humans have also seen the importance of having nature in their internal 
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environments; if living plants are not possible, then replicas can be a great 

substitute. There is a strong desire to replicate and improve on nature, and 

what better ways to do this than mimic plants and flowers that require no 

watering, no waste to remove and no trimming or pruning to be done? The 

conflation between the artificial and the real is an issue I have addressed in 

many of my artworks. In her essay for my exhibition titled Suburban 

Abstractions: Roots, Stanhope writes: 

In our capacity to replace and ‘improve’ on nature, a Soylent Green tenor 

surfaces within Suburban Abstractions. The grim, out of control, slippage of 

humankind and cities into a future dystopia, where water, food and 

accommodation are rarities, is contrasted in this 1973 film with the now-extinct 

natural beauty of the earth and its wildlife… The film and ‘artificial grass’ share 

a similar temporality… (2004, 3) 

 
 

Paine has also investigated this notion of the artificial and the real in his 

Replicants series. In Amanita Muscaria Field (2000), mushrooms have been 

fabricated to appear extremely realistic and seem to be growing out of the 

gallery floor. In the Replicants series, it becomes evident that nature is 

progressing through all stages of life. Some of the plants are beginning the life 

cycle, while others are in stages of decay. Heartney writes about Paine’s work: 

It emerges from a culture in which the idea of nature tends to be either 

idealized as a metaphor for timeless beauty and lost harmony or ridiculed as a 

retrograde fantasy that has been supplanted by the forward march of science 

and industry. (2009, 19) 

 
 

As I have mentioned already, my interest in nature was formed during my 

childhood. We lived in lush tropical FNQ, where plants grew profusely 

replenished by constant rain and rich soils. For my grandparents, their garden 

had a purpose and was not at all about growing decorative or flowering plants. 

Similarly, “Paine’s interest in questions about humanity’s place in the natural 

world is also informed by his childhood” (Heartney 2009, 20). 

The Replicants tend to be displayed in galleries or museums, where their 

realism plays off against aesthetically-neutral built environments. By contrast, 

the steel Dendroids are usually placed out-of-doors, in areas where actual 

trees might appear. (Heartney 2009, 21) 
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The artificial grass works I have created such as Turf Sweet and Evergreen 

were originally exhibited in the gallery. However, they are best located 

outdoors where the disparities between artificial grass and the organic/real 

grass is heightened. My artwork Furl/Ripple Rap (2014) exhibited indoors at 

Gold Coast City Art Gallery was fabricated from sheet aluminum and appears 

like a single sheet wrapping across the ceiling and falling down the wall and 

onto the floor. There is nothing ‘natural’ about this work. Organic in form, it 

appears completely manufactured. Juxtaposed with this curvaceous artwork is 

a boxed and tightly contained real grass text piece that spells out “Terroni” 

which translates as “of the land”. Terroni is a derogatory term used by the 

northern and central Italian inhabitants to denigrate inhabitants of Southern 

Italy. Here, the natural is offset against the manufactured. Returning to Paine, 

Heartney writes about organic growth: 

The forms of the Dendroids are conditioned by the constraints of their material, 

which include hardness, the weight, and the standardized dimensions of the 

stainless steel pipes with which he works. Thus the Dendroids increasingly 

reveal a dissonance between the rules of organic growth and those of 

industrial fabrication. (2009, 74) 
 
 
Paine’s focus on the garden relates to humanity’s attempt to control and 

manipulate nature. He metaphorically explores how machines and technology 

have played an important role in controlling nature. In my artworks, I 

acknowledge humans’ use of the machine in relation to nature through the use 

of manufactured materials such as artificial grass, although the motivation for 

my work is our understanding of nature and our connection to nature. 
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Conclusion 
 

 
 

In this exegesis, I have attempted to demonstrate that my art practice, including 

my public artworks, produced during the period 1995–2015, has made a 

significant contribution to contemporary visual arts in Australia. While I have 

been exhibiting artworks for longer than the particular period covered in this 

study, it was during the last two decades that my most accomplished work was 

created. Over this period, my art practice has continued to be acknowledged by 

writers, critics, and curators in Australia and internationally. To support this 

statement, I have highlighted significant exhibitions and particular works of art, 

both gallery-based and public artworks, and selected writings about my work to 

substantiate my position as a noteworthy contemporary visual artist. 

 
 

Art cannot solve the world’s problems, but it can raise awareness of some of 

the issues facing society and humanity today. Being a second-generation 

Australian-Italian, I have reflected on my search for home and have come to 

an understanding of who I am, a useful example for any emerging artist with a 

heritage that is not Anglo-Saxon. 

 
 
Through my informed practice, I have developed a greater understanding of 

the issues around migration and the tensions between nature and culture. As 

Moszynska argues: 

Sculpture has served as a vehicle to explore some major issues facing the 

world in terms of species extinction, pollution and mass deforestation, with 

ecological issues, science and the tension between nature and artifice all 

becoming active considerations. (2013, 105–6) 

In my formative years as a painter, I realised my language was limited. I made 

a gradual progression towards three-dimensional sculptural form. Over the 

course of a decade, I moved into installation and then what seemed to be a 

natural progression into sculpture. 

 
 
By employing and engaging in both the poetic and metaphorical in my 

practice, I have attempted to come to some understanding regarding home, 

belonging, and identity. I have always felt that art has the ability to 

communicate complex concepts in poetic, evocative, humorous, and 
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metaphorical ways. Despite the plethora of new technologies available, my 

connection to materials and sculpture is a strong and abiding passion. At its 

most basic, it is sculpture’s tactility—its presence, scale, materiality, and 

form—that give it a unique capacity to communicate with an audience. 

 
 

Nature is inextricably linked to culture. Migrants who arrive in a new country 

and settle have had to re/create home. This re/construction of home manifests 

in many ways. In the case of my Sicilian family, they created, maintained, and 

nurtured a vegetable garden as a way of remaining connected to the culture 

they left behind. The produce they grew not only sustained a family and future 

generations, but the recipes they used also connected us to Italy as a place 

as a fecund culture with a history and a future. As a child eating the food that 

was lovingly prepared from age-old recipes gave me an appreciation for 

Italian culture, albeit distilled through my grandparents’ memories. Their 

stories helped me to connect not only to their past Italian lives, but also to 

understand how their identity was shaped. It was important for me to 

comprehend my family’s roots. Being born in Australia, my connection to Italy 

was critical in shaping my identity. 

 
 
In the Introduction of this exegesis, I attempted to contextualise my art practice 

in relation to how government policy, the arts industry, and arts education 

changed since the mid-1970s when I first went to art school. I addressed how 

these changes affected and impacted on my arts practice. I reflected on my 

family history and ethnicity by examining relationships, implications, and 

influences on the art I have conceived and created over the last twenty years. 

More precisely, how my position as a second-generation Italian has affected 

the work I have made. I have deliberated on how notions of difference have 

prejudiced and at the same time motivated my art practice. Co-existence, 

assimilation, and hybridity were examined in relation to my family and myself. 

Through the reflection and writing of the thesis, I have come to realise that I 

have experienced each of these various states during different times in my life. 

Ultimately, I feel very much in-between—caught between two cultures, and at 

times relating more to one than the other. A search for home—or, perhaps 

more aptly, a search for identity—has been a driving force in my work. 
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In Chapter 1, I reflected on the writing by curators, critics and authors about 

my art practice. The singular and collective authorial voices afford particular 

ways to legitimate and contextualise my practice and its contribution to 

Australian cultural life. Also, I selected and highlighted career milestones, 

understood as specific artworks, exhibitions and public artworks. More 

importantly, I considered my position within Australian society as a second- 

generation Italian. 

 
 
In Chapter 2, I compared and contrasted my practice with other artists. The 

Italian art movement Arte Povera has influenced many contemporary artists, 

and has been a significant influence on my work for over three decades. What 

inspires me is their evocations of the past, their connection with the local, the 

significance of memory and its materiality. I selected two artists from the 

movement—Mario Merz and Giuseppe Pennoni—to discuss and draw 

parallels with my own practice. I also reflected on the practice of five 

contemporary artists—Hossein Valanamesh, Mona Hatoum, Do Ho Suh, 

Anish Kapoor and Roxy Paine. The first four artists were born in one country 

and lived in another, while Paine’s work deals with nature and culture. By 

considering their practices, I have discovered strong similarities to my work, 

either conceptually or formalistically. By placing my practice in comparison 

with these artists, some of the conceptual underpinnings of my work have 

been exposed. 

 
 
Visual arts practice has been my life’s work and livelihood for over thirty-five 

years. I believe that the exhibitions, installations, and public art I have either 

created or contributed to are all imbued with a high level of inquiry and 

considerable contextual relevance. The focus of this exegesis, the last twenty 

years of my art practice, has given me an opportunity to not only reflect on the 

past and my development as a visual arts practitioner but also to employ this 

study as a milestone, a new point of departure for considering future works. 

While always acknowledging my family and my bi-cultural circumstances, my 

future work will continue to pivot around three-dimensionality, materiality, 

and nature. 
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Chronology 
 

 
 

1955 

 
Sebastian Di Mauro is born in Innisfail, 

Far North Queensland (FNQ), the third 

of four children. 
 

 
 

1960–64 

 
Di Mauro attends St Rita’s Catholic 

School, Innisfail, from grades 1–4. 
 

 
 

1965–69 

 
Di Mauro attends the Marist Brothers 

College, Innisfail, from grades 5–8. 
 

 
 

1969–73 

 
Half-way through completing grade 8, 

Di Mauro and his family relocate in 

1969 from FNQ to Chermside, a 

northern suburb of Brisbane. The 

extended family remains FNQ. He 

completes his secondary schooling in 

1973 at St Columban’s Christian 

Brothers College, Albion. 
 

 
 

1974–77 

 
Di Mauro starts working for the 

Queensland Public Service as a clerk. 

He applies and is awarded a place at 

the Brisbane Central Technical 

College (which later becomes 

Queensland College of Art [QCA]) in 

George Street, Brisbane, to complete 

an Associate Diploma in Graphic 

Design. He studies for two years on a 

part-time basis while continuing to 

work in his full-time position in the 

public service, but completes the last 

two years of the course full time. At 

first, students are required to complete 

a range of courses, including 

sculpture, painting, printmaking, 

graphic design, lettering, illustration, 

and photography. Later, students are 

required to specialise in an area. Di 

Mauro chooses Graphic Design 

because the employment prospects 

are greater. 

 
Early on, the institution Di Mauro is 

studying at relocates to Morningside, 

an eastern suburb of Brisbane. 
 

 
 
1978–81 

 
Di Mauro works as a graphic designer. 

While working full time, he begins an 

Associate Diploma in Visual Arts at the 

Brisbane College of Advanced 

Education (BCAE), Kelvin Grove 

Campus (now QUT). In this program, 

which he undertakes part time 

(attending in the evenings), he studies 

painting, sculpture and printmaking. 

He majors in painting. 
 

 
 
1981 

 
Di Mauro is involved in a very serious 

motor vehicle accident that has major 

impacts on his life. His right hand has 

been badly damaged from the 

accident, and he is unable to continue 

working as a designer. However, he 

continues studying at the BCAE in the 

evenings and begins painting with his 

left hand. In the program, Di Mauro’s 

appreciation of abstraction develops. 

He is seduced by the potential for 

abstraction to allude to rather than 

describe a concept or reference 

anything that is recognisable. The 

artists he is particularly interested in 

are Jackson Pollock, Clyfford Still, 

Mark Rothko, Eva Hesse, and artists 

from the Italian Arte Povera 

movement. 

 
He is offered some part-time teaching 

at QCA in the Commercial Art 

Program. Towards the end of the 

semester, a full-time teaching position 

becomes available that Di Mauro 

applies for and attains. 
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1982–83 

 
This is an intense period of study for Di 

Mauro. He begins a Diploma of 

Teaching TAFE at the BCAE, Mount 

Gravatt Campus, while continuing with 

his other studies at the Kelvin Grove 

Campus. Di Mauro enjoys studying on 

two campuses but at times finds it 

demanding. By the end of 1983, Di 

Mauro successfully completes the 

Diploma of Teaching TAFE. 
 

 
 

1984–86 

 
In his last year of study at the BCAE, 

Kelvin Grove, Di Mauro majors in 

painting. During his time there, he is 

inspired by his lecturer Roy Orloff. Di 

Mauro successfully completes the 

Associate Diploma in 1984. 

 
Di Mauro begins developing his 

practice from his home studio, but it 

becomes apparent to him that he 

needs peer support and engagement. 

So, in 1986, he becomes a member of 

That Artist Run Space. It includes a 

gallery space and a number of artist’s 

studios, one of which Di Mauro rents. 

This proves to be a very significant 

step for Di Mauro he is able to create 

large paintings that would not have 

been possible in the small home studio 

and the interaction and engagement 

with other artists provide support, 

encouragement, and criticality. 

 
That Artist Run Space is a very 

proactive group and many of the 

artists involved are taken on by 

commercial galleries. It is administered 

by a committee made up of artists 

renting the studio spaces and other 

members. 

Curators and gallery directors often 

visit the space, and he is taken up by 

Roz MacAllan Gallery (a commercial 

gallery in Edward Street, Brisbane). 

 
After teaching in the Commercial Art 

Program at QCA for five years, Di 

Mauro is asked to take up the position 

of Creative Director of Liveworm 

Studio, a position he holds until 2008. 

Liveworm is the professional design 

studio of QCA, and Liveworm provides 

students within the Bachelor of 

Design/Visual Communication Design 

with genuine work experience. As 

Creative Director of Liveworm, Di 

Mauro acts as creative consultant to 

design students undertaking the 

projects. The studio is self-funded, 

generating its own income, and is 

responsible for its expenditure. 

 
Although Di Mauro is an academic 

staff member, he is in a unique 

position of undertaking a wide range of 

non-teaching-related tasks—from art 

direction to managerial and financial 

duties—in addition to his teaching 

responsibilities. Many of these tasks 

extend beyond those expected by 

academic staff members. In his role as 

Creative Director, Di Mauro advises 

and guides students through many 

experiences that they may not have 

had within the College environment. 
 

 
 
1987 

 
Di Mauro holds his first solo exhibition, 

Transience, at Roz MacAllan Gallery. 

He exhibits works on paper, and large 

un-stretched painted canvas. The 

exhibition includes a significant body 

of work and a number of works are 

sold. The exhibition explores the 

seascape as a metaphor for 

humanity’s tenuous connection to 

nature. The Transience series uses 

the seascape to investigate nature’s 

volatility and changeability. 

 
Di Mauro is also involved in a group 

show of selected artists from That 

Artist Run Space at the Museum of 

Contemporary Art (MOCA), Brisbane, 

a private gallery owned by James 

Baker. 

 
Di Mauro takes the first of many trips 

to Italy. It proves to be a pivotal point 

in his life and artistic career. He travels 

with his father and brother to Sicily and 
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visits his father’s birthplace and his 

grandfather’s sister’s relatives. 
 

 
 

1988 

 
The Queensland Symphony Orchestra 

(QSO) selects Di Mauro as the 

inaugural artist selected to be 

represented in their Master Concert 

Series program, and his artworks are 

featured throughout the document. 

This serves as a dual promotion of the 

QSO and the artist. It assists in 

promoting Di Mauro’s work to the 

broader Queensland public. The 

program is launched at the ABC 

Studios Ferry Road, West End. 

 
Di Mauro upgrades his Associate 

Diploma of Art and Design to a 

Bachelor of Arts at QCA. 
 

 
 

1989 

 
Di Mauro holds another solo 

exhibition, Passage, at Roz MacAllan 

Gallery. The new body of work 

investigates the mortality of human 

life. Di Mauro reflects on his near 

death experience as a stimulus for the 

creation of these works. The grid, 

which featured in the Transience 

series, becomes the dominant motif in 

these paintings and drawings. A 

smaller body of work titled Passage 

Continued is exhibited later in the year 

at the same gallery. He becomes 

disillusioned with painting after 

receiving a critical review, and 

questions the potential of painting to 

convey the conceptual premise he 

invests in his artworks. 

 
Di Mauro’s work is selected for 

inclusion in a number of art prizes 

during 1988–89, including Logan Art 

Award Exhibition, John Paul College, 

Daisy Hill; Bicentennial Bundaberg Art 

Festival, Bundaberg College of TAFE, 

Bundaberg; and Jacaranda Art Society 

Acquisitive Drawing Exhibition, Grafton 

Regional Gallery, Grafton. 

1990 

 
Di Mauro’s artworks are featured in the 

Melbourne Art Fair at the Roz 

MacAllan Gallery stand. Later this 

year, MacAllan closes her gallery in 

Edward Street and begins using pop- 

up spaces to exhibit artist’s works from 

her stable. Di Mauro’s solo exhibition 

titled being-BECOMING is held on the 

ninth floor of Central Plaza, 1 Queen 

Street, Brisbane, and it features 

assemblages rather than paintings. 

This proves to be an important 

milestone in the development of his 

artwork. Di Mauro begins to 

understand the potential of materials 

to convey the issues he investigates in 

his work. 

 
Di Mauro’s work wins the painting 

prize at the Logan Art Award exhibited 

at the Logan Art Gallery. His work is 

selected to be exhibited in three group 

exhibitions: Crossing Over, University 

of Southern Queensland, Toowoomba; 

Space 90, Queensland College of Art, 

Brisbane; Above the Apothecary, 

Institute of Modern Art (IMA), 

Brisbane. The two latter exhibitions 

focus on artists involved with artist-run 

spaces. Through his involvement with 

various spaces, Di Mauro associates 

with many artists who prove to be 

seminal artists in the local, state and 

national art scene over the next three 

decades. Many of the friendships 

forged during that time remain to this 

day. 

 
He begins his Graduate Diploma of 

Arts through Monash University, 

Morwell Campus, through external 

mode. The opportunity to study in 

another institution outside the state is 

challenging mainly due to distance 

mode teaching. 
 

 
 
1991 

 
Due to financial constraints, MacAllan 

decides to disband her commercial 

gallery, which is another major turning 

point for Di Mauro. He begins to 
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regularly exhibit his work in artist-run 

spaces. With this change in direction 

comes a new kind of freedom. He no 

longer needs to be concerned with the 

saleable aspect of his work. He finds a 

new creative freedom that liberates not 

only the conceptual premise of his 

work, but also its materiality. He 

exhibits a new body of work at Above 

the Apothecary Gallery, titled 

Transference. This gallery is attached 

to the artist-run studio where Di Mauro 

is working at the time. 

 
He wins the Aberdare Art Prize, 

Ipswich Regional Art Gallery, and is 

acquired for the collection. This is his 

first work that is purchased for a major 

collection. 

Di Mauro successfully completes his 

Graduate Diploma of Arts at Monash 

University. 

 
His first artist book is included in an 

exhibition titled Artists Books, Graham 

Galleries (a commercial gallery), 

Brisbane. Over the next six years, 

artists books feature in Di Mauro’s 

artworks. 
 

 
 

1992 

 
Di Mauro creates an installation titled 

Imbalance at the Ipswich Regional Art 

Gallery. This is his first experiment into 

installation and another milestone in 

his career. Di Mauro enjoys the 

potential of installation to immerse the 

audience within the artwork, and 

installation becomes a major part of 

his practice over the next ten years. 

 
Di Mauro’s artwork is included in the 

impressive publication by Craftsman 

House titled New Art 6: Profiles in 

Contemporary Australian Art. 
 

 
 

1993 

 
This is a significant year for Di Mauro, 

as he has two major solo exhibitions in 

artist-run spaces: Praeparatio Physica 

at Omniscient Gallery, Brisbane; and 

Evanescence at Space Plentitude in 

George Street, Brisbane. Both 

exhibitions are ambitious. A number of 

individual sculptures are exhibited in 

Praeparatio Physica. This exhibition 

investigates notions of transformation 

and alchemical explorations. The 

installation Evanescence is created 

from found objects and fabricated 

forms. A wide range of materials are 

also incorporated into the piece, 

including coal, water copper, salt, 

carpet underlay, pigments and sound. 

Carpet underlay, first used to create 

artwork for this exhibition, becomes an 

important material for Di Mauro for the 

next seven years. These two 

exhibitions provide Di Mauro with a 

strong foundation for future artworks. 

He also has an exhibition of new wax 

on carpet underlay works at Magazine 

Space at Eagle Street Pier in 

Brisbane. 

 
He begins a Master of Arts (Visual 

Arts) at Monash University through 

distance mode. Dan Woollmering is 

his internal supervisor from Monash 

and Professor Ian Howard as his 

external supervisor in Brisbane. Ian 

Howard proves to be an important 

mentor for Di Mauro over the next 

decade. 
 

 
 
1994 

 
Di Mauro holds his first solo exhibition 

in Sydney, Underlay, at the Beattie 

Gallery, a small commercial gallery in 

Darlinghurst. He goes on to have three 

other exhibitions at Beattie Gallery— 

Pagine dal Libro Muto (1995), 

Slippage (1996) and Manifestations 

(1997). This venture into Sydney is not 

a commercial success and after the 

fourth exhibition, he stops exhibiting in 

Sydney for a long while. 

 
The Queensland Art Gallery (QAG) 

purchases four small paintings of 

pigments on underlay. These works 

are later exhibited in his survey 

exhibition Footnotes of a Verdurous 

Tale exhibition at QUT Art Museum. 
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He is also curated into an exhibition 

titled Festival of Installation at Noosa 

Regional Gallery, Tewantin. This is a 

significant exhibition and Di Mauro 

creates a new work using surveillance 

cameras, video projection, salt and 

fabric. 

 
Di Mauro’s installation Evanescence is 

featured in Images 2: Contemporary 

Australian Painting published by 

Craftsman House. 

 
1995 

 
This is a significant year for Di Mauro’s 

art practice. The QAG includes his 

work in an exhibition titled 

Contemporary Australian Works from 

the Collection and Dr Nancy Underhill 

curates him into an exhibition at The 

University of Queensland (UQ) Art 

Museum titled Have a Look. He 

creates two new sculptural works for 

this exhibition made from stacked 

carpet underlay, titled Conduit and 

Interval. 
 

 
 

1996 

 
Di Mauro’s exhibiting becomes 

associated with artist-run spaces such 

as Whitebox, Soapbox and Smith and 

Stoneley Gallery. His long association 

with Soapbox Gallery allows his work 

to become more experimental. 

 
He is curated into an exhibition titled 

Queensland Artists Books at the 

Brisbane City Gallery (now Museum of 

Brisbane). A new work titled 9 Books 

of Silence is created from carpet 

underlay for this exhibition. 

 
Di Mauro receives a Project Grant 

from Arts Queensland (Queensland 

Government) to fund a monograph on 

his art practice. 

 
Di Mauro is awarded a Master of Arts 

(Visual Arts) from Monash University. 

Craftsman House feature Di Mauro’s 

artworks in the book Fire and Shadow: 

Spirituality in Contemporary Art. 

1997 

 
Di Mauro is heavily engaged with 

SoapBox Gallery where he creates 

three new works for three group 

exhibitions throughout the year. He 

also creates new work for the Beattie 

Gallery exhibition in Darlinghurst. 

 
Di Mauro’s work is acquired through 

the Toowoomba Regional Art Gallery 

Acquisitive Award. 
 

 
 
1998 

 
The exhibition Pane e Zucchero at 

Cairns Regional Gallery is a 

meaningful direction for Di Mauro. It is 

a deep investigation into his family 

roots and his search for his identity. 

This proves to be an enduring concept 

that he continues to investigate in his 

art practice. 

 
This is another significant year for Di 

Mauro, as he is included in the 

exhibition titled Enjoin at GSIS 

Museum, Manila, Philippines. The 

exhibition and residency is initiated by 

Cairns Regional Art Gallery and 

funded by the Australia Council, Asia 

Link, and the Department of Foreign 

Affairs and Trade. The experience of 

working and being in a new country is 

one that would later be reflected in his 

practice. 

 
Di Mauro continues to exhibit new 

work in Soapbox and Smith and 

Stoneley Gallery. The works exhibited 

at Smith and Stoneley titled 

Manifestations is part of Volt, the 

visual arts component of The Brisbane 

Festival. 

 
Between Material, a monograph of Di 

Mauro’s practice and an exhibition of 

his work, is launched by Rosemary 

Crumlin, art historian, author, and 

curator. The book contains an essay 

by Timothy Morrell, then curator of 

Contemporary Art at the QAG, and an 

interview with Dr Jane Magon, art 
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historian. This hardcover book has 60 

pages and 24 colour illustrations. 

 
Di Mauro’s paintings from Pagine dal 

Libro Muto are featured in Images 3: 

Contemporary Australian Painting 

published by Craftsman House. 
 

 
 

1999 

 
Respirare is the title of a solo 

exhibition held at the IMA. The 

installation is based on Pane e 

Zucherro; however, it is conceptually 

and visually altered for a new 

audience and to suit the architecture of 

the IMA. 

 
Enjoin is exhibited at Cairns Regional 

Art Gallery after it returns from the 

GSIS Museum in Manila. 

 
The Asia Pacific Triennial (APT) begins 

at the QAG in 1993. This triennial 

exhibition becomes an important event 

on the Brisbane art calendar. Smith 

and Stoneley Gallery curate an 

exhibition that coincides with APT 3 

titled Wish You Are Here. 

Artists are selected to be in the 

exhibition based on residences they 

had in Asian countries. Di Mauro 

creates a major new work for it, which 

echoes his experience in the 

Philippines. In the work, he includes 

an entire Spanish Bible coated in ash 

and sulphur, Italian olive oil, Spanish 

olive oil, and coconut essence. 

 
Di Mauro is awarded a New Work 

Project Grant by the Australia Council 

to create new work for a major 

exhibition at Brisbane City Gallery. 

The grant gives Di Mauro an 

opportunity to create much larger and 

more ambitious artworks. He is able to 

engage professional metal smiths to 

fabricate the superstructures for the 

artworks that he coats in carpet 

underlay. 

2000 

 
The artworks made with the Australia 

Council funding are exhibited in the 

exhibition titled Floccus at Brisbane 

City Gallery. The artworks are a major 

component of Di Mauro’s oeuvre, 

providing stimulus and inspiration for 

many works that follow. The exhibition 

receives critical acclaim and is highly 

regarded within the arts community. 

Three of these sculptures are 

exhibited at the newly renovated 

Ipswich Art Gallery and also in the 

exhibition titled Hard Felt: Art + 

Texture at Bond University on the Gold 

Coast. 

 
Di Mauro is selected to create new 

work for an exhibition titled Against the 

Grain at the Brisbane City Gallery. 

Titled Loll, the work comprises 2,000 

stainless steel pot scourers, which Di 

Mauro sews together. 

 
Through the Gold Coast Art Prize, Di 

Mauro is awarded a residency with 

Parks Victoria. The residency enables 

Di Mauro to spend three months living 

in an old farmhouse on the banks of 

the upper reaches of the Yarra River. 
 

 
 
2001 

 
Taking up the residency with Parks 

Victoria from November 2000 to 

January 2001 leads Di Mauro to create 

a new body of work. Determined not to 

bring any art materials from his home 

studio in Queensland, he only works 

with the materials he discovers on the 

property where he is staying in 

Victoria. From this residency, he 

creates two bodies of work. Bark 

collected from the property is woven 

into domestic objects such as pillows, 

blankets, mats, and suitcases. The 

second body of work is a series of 

photographs of the woven objects 

placed in the interiors of the 

farmhouse where Di Mauro has been 

staying. 
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Di Mauro is one of thirty finalists 

whose artwork is selected for the 

National Sculpture Prize and 

Exhibition at National Gallery of 

Australia, Canberra. This is a 

prestigious opportunity and his work 

Clip is exhibited with high-calibre 

artworks from around the country. 

 
In the same year, his work Snare wins 

the Inaugural Woollahra Small 

Sculpture Prize in Woollahra Council 

Chambers, New South Wales. Snare 

is also fabricated from stainless steel 

pot scourers. 

 
Di Mauro collaborates with architects 

Alice Hampson, Sheona Thomson, 

and Sarah Foley and the owners of 

retail shop Loisida to produce a 

sculptural installation for Retail 

Therapy, an integrated temporary 

public art exhibition that runs for two 

weeks in September. It is an initiative 

of the Design Institute of Australia 

(Queensland Chapter), the Royal 

Australian Institute of Architects (Qld) 

and Artworkers Alliance. Retail 

Therapy uses the shop-fronts of 

fashion retailers in Brisbane's 

Fortitude Valley, and includes fourteen 

artists and designers working with 

individual retailers (the clients). 

 
This proves to be a significant 

collaborative project and one that 

leads Di Mauro to work collaboratively 

with Hampson on a number of other 

public art projects. 
 

 
 

2002 

 
At the invitation of the Parks Victoria 

Residency director, Maudie Palmer, Di 

Mauro returns to Warrandyte and 

spends another three months at a 

nearby property called Longridge 

where he completes a number of other 

woven bark works. 

 
Di Mauro’s exhibiting commitments 

continue to increase, with his work 

being included in six group exhibitions 

and two solo exhibitions. The works 

created through the Parks Victoria 

residency are exhibited in two 

exhibitions in Queensland: Over and 

Over at Gallery 482, a commercial 

gallery in Brisbane, which displays the 

photographs; and Pivot at White Box 

gallery, Griffith University, Gold Coast, 

where the woven objects are 

exhibited. 

 
Di Mauro participates in a sculpture 

exhibition, The Shape of Air, curated 

by Mary Knights and Heather B Swan 

for Plimsoll Gallery, Tasmanian School 

of Art, University of Tasmania, Hobart. 

For this exhibition, Di Mauro creates a 

large sculptural work coated in artificial 

grass. He receives a small work grant 

from Arts Queensland to fabricate the 

work and transport it to Tasmania from 

Queensland. 

 
Di Mauro completes his first 

commissioned public artwork, Chat, 

which is located at 175 Eagle Street, 

Brisbane. There is a great deal of 

controversy about this work during its 

placement because of the amount of 

money being spent on public art and 

critics asserting that the works 

commissioned (including Chat) are not 

critical enough. The work is eventually 

removed in 2013. 

 
Another collaborative project is 

undertaken with architects Hampson, 

Thomson and Foley to create a 

temporary installation for the 

Australian Chamber Orchestra’s Music 

and Visual Art Event. The installation, 

titled Ligare Lunette, wins a number of 

prestigious awards: DIA Queensland 

best use of lighting award, DIA 

Queensland set design commendation 

and an international commendation 

award for the ar + d awards, selected 

out of 700 entries from 60 countries. 
 

 
 
2003 

 
Outdoor sculpture prizes with sizeable 

winnings become major visual arts 

calendar events over the next decade 
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in Australia. After his participation in 

the National Sculpture Prize, Di Mauro 

realises the opportunity for exposure 

outside of Queensland that these 

events offer. Being selected to exhibit 

work in these prizes helps to gain him 

a national reputation. The Helen 

Lempriere National Sculpture Award, 

at Werribee Park, Langwarrin, Victoria, 

is the first of three Helen Lempriere 

Awards that Di Mauro is a finalist in. 

He creates a new work for this prize 

titled Past the Boundary Waters. 

Deakin University, Burwood Campus, 

Melbourne, now owns this work. 
 

 
 

At the same time that the Helen 

Lempriere Award is exhibited, Di 

Mauro exhibits Pivot at Herring Island 

Gallery, Melbourne. This includes the 

woven bark objects and the 

photographs that have symbols 

painted over them. There is a direct 

and complementary relationship 

between the works exhibited at 

Werribee Park and Herring Island. 

 
Di Mauro is also a finalist in the 

McClelland Sculpture Survey and 

Award for the work Snuffle, which 

consists of three large sculptures 

coated in artificial grass. The 

McClelland Sculpture Park and Gallery 

eventually acquire the three works. 

 
Importantly, Di Mauro wins the 

inaugural Montalto Sculpture Prize, 

Montalto Vineyard and Olive Grove, 

Red Hill South, Victoria, for his work 

Clip. It is a $10,000 acquisitive prize. 

 
Di Mauro joins Dianne Tanzer Gallery 

in Melbourne and has his first solo 

exhibition in this city. The exhibition is 

titled Turf Sweet and consists of a 

number of life size-works that are 

carved from polystyrene, fibre-glassed, 

and coated in artificial grass. 
 

 
 

2004 

 
Di Mauro is awarded the British School 

at Rome (BSR) Residency through the 

Australia Council. He takes up the 

Residency in early January and stays 

until early April. The residency allows 

him to further explore the work he had 

begun in 1998 about his family. This is 

an important time for Di Mauro, and he 

makes a new work for the group 

exhibition Melt at the British School 

Gallery titled Pulvere. Importantly, Di 

Mauro is now part of the BSR 

community where there are other 

international artists and academics 

from art history, architecture, and 

archaeology. He visits many historical 

sites in and around Rome while living 

there. After the residency, Di Mauro 

travels through Europe to London and 

then flies to New York where he 

spends two weeks visiting galleries, 

then to San Francisco, before 

returning to Brisbane in July. 

 
Di Mauro’s second exhibition at Dianne 

Tanzer Melbourne Gallery is titled 

Suburban Abstractions: Roots. The 

works, which are a reflection on 

abstract painting and are hung on the 

wall and placed on the floor, are the 

result of a concept he had while on the 

Rome Residency. Even though this 

work is commercially unsuccessful, the 

series has since been exhibited in 

eight different galleries along the east 

coast of Australia, including 

Bundaberg, Gladstone, Mackay, Pine 

Rivers, Redcliffe, QUT Art Museum 

and Hawkesbury. 

 
A new work based on this series is 

created for the National Gallery of 

Australia, Canberra, titled Suburban 

Abstractions: Lifts Project. This is an 

excellent opportunity and requires Di 

Mauro to reconceive the work suitable 

for placement in the lifts. 

 
A number of the Pivot artworks are 

selected by curator Suzie Attiwill for 

the exhibition A Matter of Time at the 

Tamworth Fibre Textile Biennial, 

Tamworth, New South Wales. The 

exhibition tours to a number of venues 

throughout Australia. 
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Di Mauro has a solo exhibition and re- 

exhibits some of the works from Pivot 

at Umbrella Studio in Townsville. It is 

an opportunity to showcase his work in 

a district that he had connections to 

while growing up in FNQ. 

 
Other group exhibitions of note held 

during this year are Temperature: 

Contemporary Queensland Sculpture, 

Museum of Brisbane, Queensland, 

and By Male Order, Wagga Wagga Art 

Gallery, New South Wales. Di Mauro 

creates a new work titled Blast.gwb.jh 

for Temperature, which is an excellent 

opportunity to showcase his work with 

other notable Queensland sculptors. 

 
Public art begins to feature heavily in 

Di Mauro’s practice. He is 

commissioned to make a major public 

artwork for 33 Charlotte Street, 

Brisbane—a new Queensland 

Government building. Drift comprises 

two large cast aluminium forms based 

on the concept of growth and renewal. 

Di Mauro sub-contracts Urban Art 

Projects (UAP) to fabricate the 

artwork. 

 
Blur Between is another (smaller) 

interior public art commission that is 

completed in the same year for the 

new Brisbane Magistrates Court. The 

budget to fabricate this artwork is very 

small and so Di Mauro and his 

assistant fabricated the work. Blur 

Between is made from blue wetsuit 

material (neoprene). Even though it is 

not a major commission, it proves to 

be significant for Di Mauro’s practice, 

for it inspires him to create a number 

of studio-based artworks using 

neoprene—Float, Archimedes’ Bath, 

and the Scuta series. 
 

 
 

2005 

 
Suburban Abstractions 2 is exhibited at 

the Bundaberg Arts Centre, 

Bundaberg. This exhibition allows Di 

Mauro to reconfigure the series into 

wall works that resemble paintings and 

reinforces the original conceptual 

premise of the works. Di Mauro’s new 

installation The Grass Is Greener is 

exhibited at Newcastle Regional 

Gallery, Newcastle. 

 
UQ Art Museum, which had acquired 

Di Mauro’s large stacked carpet 

underlay artworks Conduit and 

Interval, exhibit them as well as the 

Shimmer suite (2000–2003) series in 

a group exhibition titled UAM Project 

Show: Catherine Brown, Denise 

Green, Sebastian Di Mauro and Tom 

Risle. 

 
Di Mauro is involved in another group 

exhibition, Academici, which is of all 

the Australian artists who had 

residencies at the BSR. The exhibition 

begins at the Faculty Gallery, Monash 

University, Caulfield, Victoria, and 

travels to several venues in Australia. 

It is later exhibited in 2006 at the 

British School at Rome Gallery. Di 

Mauro creates a new work for this 

exhibition titled Woven Oceans, which 

is an extension of the artworks he had 

created in Rome. 

 
Di Mauro is once again a finalist in The 

Helen Lempriere National Sculpture 

Award, Werribee Park, in Victoria. The 

work he exhibits is Blast.gwb.jh, which 

was first exhibited in Temperature at 

the Museum of Brisbane. 

 
Di Mauro once again collaborates with 

the architect Alice Hampson to create 

an interior public artwork titled 

Undulant for the Logan Community 

Health Centre, Queensland 

Government. Di Mauro uses artificial 

grass to create a public artwork for the 

first time. An ambitious work, it hugs a 

wall, wraps across a ceiling, down to 

the floor and is transformed into a 

space for children and a waiting seat 

for visitors. It receives critical acclaim 

from the arts industry but is not well 

received by the client. 
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2006 

 
The solo exhibition Float at Dianne 

Tanzer Gallery, Melbourne, sees Di 

Mauro create a new series of works 

from neoprene inspired by the public 

artwork Blur Between. Rather than a 

straight line of neoprene protruding 

from the wall, the Float works are 

much more ambitious. They are 

sculptural and three-dimensional. A 

fibre-glassed polystyrene structure is 

coated with mats of woven blue 

neoprene. 

 
Di Mauro is commissioned by Cullity, 

Lethlean Landscape Architects, 

Adelaide, to create an artwork for a 

private garden. The work includes two 

sculptural components and is titled 

Decoy. The polystyrene forms are 

fibre-glassed and coated in artificial 

grass. 

 
Di Mauro and Hampson are 

commissioned to create a public 

artwork for the Gabba Members Area, 

at the Brisbane Cricket Ground, 

Woolloongabba, for Project Services, 

Queensland Government. Greener 

Fields is designed as an entrance 

statement and welcomes members 

into the area. Artificial grass, text, and 

graphic symbols replicated from the 

playing field are used. The text spells 

‘hallow’ to welcome members and also 

to echo the hallowed field. Digitally 

printed artificial grass panels are 

placed in the stairwell of the four flights 

of stairs. Sound is an added 

component of the work; it is triggered 

by people entering the space, and 

escalates as they move up the stairs. 

 
Di Mauro is included in the new 

McCulloch’s Encyclopaedia of 

Australian Art. 
 

 
 

2007 

 
This is another busy year for Di Mauro. 

He takes up a four-week residency 

with the Victorian Tapestry Workshop 

(now the Australian Tapestry 

Workshop). The residency enables Di 

Mauro to work among traditional 

weavers and gain a thorough 

knowledge of traditional weaving 

techniques. He also creates a new 

work out of printed photographs on rag 

paper; the weft is of his face and the 

warp is an image of a detail of the 

olive oil text on travertine taken of the 

work titled Pulvere (2004) in Rome. 

Towards the end of the residency, Di 

Mauro has an exhibition titled Lasciare 

at the Project Gallery at the Workshop. 

 
A string of solo and group exhibitions 

consolidates Di Mauro’s practice: 

Suburban Abstractions 3 is exhibited 

at Gladstone Regional Art Gallery and 

Suburban Abstractions 4 is exhibited 

at Mackay Artspace, Mackay. Each 

exhibition is a completely different 

configuration of the artificial grass– 

covered forms. 

 
Di Mauro joins another commercial 

gallery in Sydney called Sullivan + 

Strumpf. He is part of the Group Show 

07, which highlights the artists showing 

with the gallery in the same year. 

Archimedes’ Bath is the first solo 

exhibition Di Mauro has at Sullivan + 

Strumpf. The works are reminiscent of 

the Float works but on a smaller scale. 

Although this relationship only lasts 

three years, it is still a significant 

period in Di Mauro’s exhibiting history. 

He has two solo exhibitions with 

Sullivan + Strumpf but they are not a 

big commercial success. 

 
Di Mauro’s artwork is featured in 15 

Years of Urban Art Projects, QUT Art 

Museum, Brisbane. This exhibition 

focuses on UAP and includes artwork 

from artists who have either been 

commissioned by UAP or vice versa. 

 
Di Mauro is shortlisted by Mirvac to 

create a major public artwork for a new 

shopping precinct in Springfield 

located in South East Queensland. He 

conceives of five life-sized sculptures 

cast from aluminium located 

throughout the site. The works are 

called the Huddle series. 
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Concepts are developed for another 

collaborative public art project with 

Alice Hampson for Skilled Park, Gold 

Coast Stadium. The client accepts the 

initial concepts but the project does 

not proceed beyond the design 

development stage because estimates 

to fabricate the work are over budget. 
 

 
 

2008 

 
Di Mauro creates a new series of 

artworks for his next solo exhibition 

titled Evergreen at Dianne Tanzer 

Gallery. The works are life size and 

are fabricated from polystyrene, 

coated in fibreglass, and coated in 

artificial grass. The entire collection is 

purchased by Scotch Oakburn 

College, in Launceston, Tasmania, for 

the express purpose of teaching 

middle-years students (10–14 years) 

abstract concepts. This is an excellent 

opportunity for Di Mauro to place his 

artwork within a young person’s 

environment. 

 
He is again a finalist in the The Helen 

Lempriere National Sculpture Award, 

Werribee Park, Victoria, for which he 

creates an ambitious work titled Folly 

(Themeda triandra syn. T.australis). 

The work is based on a temple folly 

similar to those placed in many British 

country estates. The work critiques 

Australia’s continued links to Britain. 

Bendigo Art Gallery in Victoria 

purchases Folly for their collection. 

 
Blind Spot is a public artwork made for 

the Crime and Misconduct 

Commission (CMC) in Brisbane. The 

architects Cox Rayner, which Di 

Mauro had worked with at the 

Brisbane Magistrates Court, contact Di 

Mauro directly to create a concept for 

the artwork. Cox Rayner ask him to 

follow a similar concept for this project. 

He creates six discs in various sizes of 

black, orange and red neoprene that 

are installed throughout the central 

axis of the CMC’s Offices. 

2009 

 
Di Mauro is awarded an Australia 

Council Studio residency in Barcelona, 

Spain. While at the studio, he works 

on an artist book and conceptualises 

his next exhibition at Sullivan+ 

Strumpf. This is an excellent 

opportunity for Di Mauro to spend 

concentrated time working on his 

practice and visiting many galleries 

and museums and travelling to many 

parts of Spain. He visits Madrid and 

spends time at the Prado and Museum 

of Reina Sophia. He travels to the Dali 

Museum in the Costa Brava and visits 

Lisbon in Portugal. On his return 

home, he also visits Paris and New 

York. 

 
His first survey exhibition titled 

Footnotes of a Verdurous tale, 

Sebastian Di Mauro 1987–2009 is held 

at QUT Art Museum, Brisbane, 

opening in October. It is the first time 

that Di Mauro is able to install a wide 

range of work in one venue that 

includes his paintings, sculptures, 

installations and artist books. He 

receives a $20,000 Development and 

Presentation Grant from Arts 

Queensland, Queensland Government 

to publish a monograph on his work. 

The comprehensive monograph 

accompanies the exhibition and 

contains three extensive essays by 

Zara Stanhope, Traudi Allen, and 

Simone Jones (the curator of the 

show). A foreword by Ken Scarlett and 

the essay written by Di Mauro titled 

Pane e Zucchero: My Sicilian Story 

are also included. 

 
Di Mauro’s solo exhibition Scuta at 

Sullivan+Strumpf in Sydney opens one 

week before the survey show at QUT 

in Brisbane. The new work resembles 

shields and alludes to surf boards. 

Although it is a frantic time for Di 

Mauro, it is very rewarding having 

accomplished so much throughout the 

year. 
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2010 

 
Di Mauro is included in Your Move: 

Australian Artists Play Chess, an 

exhibition of new work by ten 

Australian contemporary artists in 

response to the game of chess, 

initiated by Bendigo Art Gallery in 

Victoria. It is exhibited concurrently 

with the travelling exhibition The Art of 

Chess from RS&A Gallery London. 

Your Move travels to three other 

venues in Australia: UQ Art Museum, 

Queensland; McClelland Gallery + 

Sculpture Park, Victoria; and Samstag 

Museum, South Australia. Each artist 

is provided a stipend of $15,000, 

which includes the artist’s fee and 

costs for materials to produce the 

work. This is an excellent opportunity 

for Di Mauro to exhibit his work 

alongside other significant Australian 

contemporary artists. After the 

exhibition finishes touring, the artworks 

are donated to regional galleries 

around Australia. Warrnambool Art 

Gallery, Victoria, acquires Di Mauro’s 

work from this exhibition, titled 

Homeland Rule. 

 
Di Mauro’s final exhibition with Dianne 

Tanzer Gallery, Melbourne, is titled 

Scuta, and contains work from the 

exhibition at Sullivan and Strumpf in 

Sydney as well as three new cast 

aluminium sculptures. 

 
Di Mauro participates in a group 

exhibition titled Suburbia, curated by 

Emma Lindsay for Redcliffe City Art 

Gallery, Redcliffe. It brings together 

twenty-two contemporary Australian 

artists whose works look at the shifting 

cultural landscape that is the 

Australian suburbs. For this exhibition, 

Di Mauro creates a new artwork from 

the Suburban Abstractions series. 
 

 
 

2011 

 
Di Mauro completes two major public 

artworks: Drifter for Ningbo City East 

New Town Development and 

Investment Company Limited, in 

Ningbo, China; and The REEL Project 

for the Adelaide City Council. Drifter is 

the first sculpture that Di Mauro is 

commissioned for China. The hand- 

beaten stainless steel work is 500 x 

340 x 160cm and is the largest artwork 

Di Mauro has created to date. The 

piece is based on Drift created for 33 

Charlotte Street, Brisbane. This is a 

very different process to casting and 

Di Mauro visits Shanghai to oversee 

the artwork during the fabrication. He 

is able to witness first hand another 

process in fabricating his work. 

 
The REEL Project is sited at Vardon 

Avenue in Adelaide. The first sculpture 

commission in Adelaide is Decoy and 

is for a private garden. The REEL 

Project is intended as an ephemeral 

work that will last from two to five 

years (it is still in place in 2015). 

Undertaking this work is rewarding for 

Di Mauro because he is able to create 

a work using artificial grass for an 

exterior environment. Durability has 

been a major concern for many clients 

in regards to the use of artificial grass 

for external public artworks. The work 

still looks as fresh as the day the work 

is installed. 

 
Di Mauro’s work is included in a group 

exhibition titled Australia Felix at 

Crane Arts, Philadelphia, Pennsylvania. 

This is the first showing of his artwork 

in the United States. The new work is 

titled Welcome Mats. His life partner is 

originally from Wilmington, which is not 

far from Philadelphia. It is a great 

opportunity 

for family and friends to see Di 

Mauro’s artwork in the flesh. 

 
A selection of previously exhibited 

artworks is included in the exhibition 

titled Nature Interrupted: 

Contemporary Australian Sculpture at 

Redlands Art Gallery, Cleveland 

Queensland. This small exhibition 

includes a number of other significant 

contemporary sculptors: Janet 

Laurence, Vera Möller, Sarah Newall, 

Anna-Maria O’Keeffe, Caroline 
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Rothwell, Kathy Temin, and Carmel 

Wallace. 

 
Di Mauro’s work is also included in a 

touring exhibition titled Wspolna Wizja: 

Shared Vision, which begins at 

Akademia Sztuk PieKnych, Wroclaw, 

in November and later tours to other 

venues in Poland throughout 2012. 

 
2012 

 
Two public art projects are 

commissioned: Bloom and Scatter, for 

Swire Properties, 28 Hennessey Road, 

Hong Kong; and Suite for UAP, 

located at Browning Street, West End, 

Brisbane. Bloom and Scatter are 

hand-beaten from stainless steel, sited 

in an undercroft of a new building on 

the busy Hennessey Road in Hong 

Kong. It is composed of three forms. 

The stimulus for Bloom is the lotus 

flower. The two buds are in different 

stages of opening. China has a 

plethora of native plants that have 

been exported all over the world so 

much so that their original origin has 

often been forgotten. Some of the 

commonest plants grown by us today 

are of Chinese origin, such as the 

peach and the apricot. Scatter is 

based on a peach seed and is at a 

height where people can sit on it. Suite 

represents the multiculturalism of the 

suburb of West End. Food is the 

stimulus for this concept. Di Mauro 

selects a garlic bulb, an artichoke, and 

a dragon fruit to represent each of the 

different cultures that settled in West 

End: Italians, Greeks, and 

Vietnamese. This public artwork 

extends on Di Mauro’s previous studio 

practice. 

 
A selection of Di Mauro’s work is 

included in A Verdant Heart, an 

exhibition curated by Hawkesbury 

Regional Art Gallery, New South 

Wales. The exhibition investigates the 

many and varied ways in which artists 

respond to gardens and gardening. 

Other artists included are David 

Haines, Alexander Mackenzie, Tom 

Moore, Elaine Musgrave, Paul Ogier, 

Leo Robba, Robyn Stacey, Hilda 

Townsend, Angela Valamanesh, and 

Shona Wilson. 

 
2013 

 
Di Mauro wins the Clayton Utz Art 

Award in Brisbane. This is a financial 

and critical boost for Di Mauro. Di 

Mauro sets the $10,000 prize money 

aside for travel and to visit major 

international exhibitions. 

 
Di Mauro devotes the year to consider 

and develop concepts for a solo 

exhibition at the Gold Coast City Art 

Gallery, which is to open in March 

2014. Material concerns are key to this 

show; Di Mauro wishes to combine 

artificial grass and neoprene in the 

same work. The sketches he develops 

illustrate the form wrapping across the 

ceiling and wall and undulating across 

the floor. The installation is 

reminiscent of Undulant, the public 

artwork he created in 2005. 

 
His work is re-exhibited in A Verdant 

Heart at King Street Gallery (a 

commercial gallery) in Sydney. 

Although not a commercial success, Di 

Mauro is happy to again exhibit work 

in Sydney. 

 
A wonderful opportunity arises for Di 

Mauro to collaborate with his brother 

Sam Di Mauro to create a memorial for 

the Italian migrants who came to 

Australia and settled in Queensland. 

The title of the work Confluenza is 

made from Carrara marble. A table 

covered with a cloth acts as a 

metaphor for the families who left 

everything behind to begin a new life 

in a new land with little else but their 

memories, traditions, and cuisine. 

Italians have shared their food with 

each other but also with other 

Australians. The memorial echoes 

these significant Italian traditions and 

acknowledges other major 

contributions they have made—their 

architecture, language, and the arts. 
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2014 

 
The year begins well for Di Mauro, 

with a major solo exhibition titled Surf 

‘n’ Turf opening at Gold Coast City Art 

Gallery in February. The work is 

fabricated from sheet aluminium, 

which, from a side view, appears like a 

drawing suspended in space. A boxed 

real grass text piece creates an 

excellent foil for the fake grass. Other 

earlier grass and neoprene works are 

also exhibited in the space. They 

provide the audience with an overview 

of where the new work has originated. 

At the opening, a discussion between 

the senior curator Virginia Rigney, the 

arts writer Louise Martin-Chew, and 

Sebastian Di Mauro is held in the 

exhibition space. 

 
Within a couple of weeks of this 

exhibition opening, Tangible opened at 

Pine Rivers Art Gallery. For this two- 

person exhibition, Di Mauro exhibited 

a number of new works derived from 

the Suburban Abstraction series. Di 

Mauro gives an artist talk during the 

exhibition. 

 
Di Mauro wins a commission to create 

a public artwork titled Rise for Lake 

Street in Cairns. Rise celebrates the 

unique natural and vibrant life and 

environment of Cairns and its 

relationship to the Great Barrier Reef. 

The work is made from folded 

stainless steel and is powder coated in 

metallic paint. This is the first time Di 

Mauro has used a strong colour 

(magenta) in his public work. Two 

forms are created and are installed on 

the pavement in Lake Street as part of 

the inner-city regeneration project. It is 

an excellent opportunity for Di Mauro 

to work in the community that he had 

connections to as a child growing up in 

FNQ. 

 
Another major public artwork Rapture 

is completed in Suzhou, China. At 610 

x 330 x 470cm, this hand-beaten 

stainless steel work is the largest 

public artwork Di Mauro has created. 

Rapture is simultaneously iconic and 

symbolic.  The abstracted leaping carp 

conveys notions of vitality, potential, 

and abundance. 

 
In March, Di Mauro enrols in a PhD by 

Publication at QCA, Griffith University. 
 

 
 
2015 

 
Di Mauro is granted a six-month 

sabbatical to complete his PhD by 

publication. While on leave, Di Mauro 

travels to New York and visits the 

newly opened New Whitney Museum 

and sees artworks by some of the 

great American artists’ work he studied 

in art school. He also visits the Museum 

of Modern Art and sees the One-Way 

Ticket: Jacob Lawrence’s Migration 

Series and the New Museum to see 

2015 Triennial Surround Audience. 

 
A new work titled Giardino is created 

for Garden at QUT Art Museum. This 

work is part of the Suburban 

Abstraction series. The large wall work 

is evocative of the Renaissance 

gardens of Italy. 

 
Two of Di Mauro’s early works from 

Archimedes’ Bath are exhibited in Y 

Fibre at Ewart Gallery at the Workshop 

Arts Centre in Willoughby, New South 

Wales. The exhibition is curated by 

Jane Théau. It is an exhibition of male 

textile artists and Di Mauro is pleased 

to be included in the show. 

 
Undertaking his PhD enables Di 

Mauro to reflect on his art career and 

consider new directions for future 

works. 
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Sebastian Di Mauro 

Sebastian Di Mauro is a Senior Lecturer at the Queensland College of Art 

Griffith University, Queensland 

sebastian.dimauro@griffith.com.au 

PLACE OF BIRTH 
 

Innisfail, Queensland 

 
ACADEMIC QUALIFICATIONS 

1993–96  Master of Arts (Visual Arts), Monash University 

1990–91  Graduate Diploma of Arts (Visual Arts), Monash University 

1987  Bachelor of Arts, Queensland College of Art, Brisbane 

1981–83  Diploma of Teaching, Brisbane College of Advanced Education 

 
SOLO EXHIBITIONS 

 

2014  Surf ‘n’ Turf, Gold Coast City Art Gallery, Gold Coast 

2010  Scuta, Dianne Tanzer Gallery, Melbourne 

2009  Footnotes of a Verdurous Tale, Sebastian Di Mauro 1987-2009, QUT Art Museum, Brisbane 

Scuta, Sullivan+Strumpf  Fine Art, Sydney 

2008  Evergreen, Dianne Tanzer Gallery, Melbourne 

2007  Lasciare, Victorian Tapestry Workshop Gallery, Melbourne 

Archimedes’ Bath, Sullivan + Strumpf Fine Art, Sydney 

Suburban Abstractions 4, Mackay Artspace, Mackay 

Suburban Abstractions 3, Gladstone Regional Art Gallery, Gladstone 

2006  Float, Dianne Tanzer Gallery, Melbourne 

2005  Suburban Abstractions 2, Bundaberg Arts Centre, Bundaberg 

UAM Project Show:Catherine  Brown, Denise Green, Sebastian Di Mauro and Tom Risle, 

University Art Museum, University of Queensland, Brisbane 

the grass is greener, Newcastle Regional Gallery, Newcastle 

2004  Suburban Abstractions: Lifts Project, National Gallery of Australia, Canberra 

Suburban Abstractions: Roots, Dianne Tanzer Gallery, Melbourne 

Pivot, Umbrella Studios, Townsville 

Turf Sweet, Maroondah Art Gallery, Ringwood, Victoria 

2003  Turf Sweet, Dianne Tanzer Gallery, Melbourne 

Pivot, Shepparton Regional Art Gallery, Shepparton, Victoria 

Pivot, Herring Island Gallery, Melbourne 

2002  over and over, Gallery 482, Brisbane 

Pivot, White Box, Griffith University, Gold Coast 

2000  Spill, Tuft and Lure, Global Arts Link, Ipswich 

floccus, Brisbane City Gallery, Brisbane 

1999  Respirare, Institute of Modern Art, Brisbane 

1998  Pane e Zucchero, Cairns Regional Gallery, Cairns 

Between Material, Book Launch, Holy Trinity Church Hall, Brisbane 

Manifestations,  Smith + Stoneley Gallery, Brisbane 

1997  Manifestations,  Beatty Gallery, Sydney 

Touch, Brisbane City Gallery, Brisbane 

1996  Slippage, Beatty Gallery, Sydney 

SKiN, Ipswich Regional Art Gallery, Ipswich 

Pagine dal Libro Muto, Grahame Galleries, Brisbane 

Between Material, Switchback Gallery, Monash University, Gippsland 

Campus, Churchill, Victoria 

1995  Underlay, Boonah Regional Gallery, Boonah 

Pagine dal Libro Muto, Beatty Gallery, Sydney 

1994  Underlay, Magazine Space, Brisbane 

Underlay, Beatty Gallery, Sydney 

1993  Praeparatio Physica, Omniscient Gallery, Brisbane 

Recurrence, Magazine Space, Brisbane 

evanescence, Space Plentitude, Brisbane 

1992  IMbalance, Ipswich  Regional Art Gallery, Ipswich 

1991  Transference, Above the Apothecary, Brisbane 

1990  being-BECOMING, Roz MacAllan Gallery, Brisbane 

Death/Life Passage Series, Avago Art Window, University of 

South East Queensland, Toowoomba 

1989  Passage, Roz MacAllan Gallery, Brisbane 

Passage (Continued), Roz MacAllan Gallery, Brisbane 
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Death/Life Passage Series, Mini-Moca Museum of Contemporary Art, Brisbane 

1988  Queensland Symphony Orchestra Launch, ABC Studios, Brisbane 

1987  Transience, Roz MacAllan Gallery, Brisbane 

 
GROUP EXHIBITIONS 

2015  Garden, QUT Art Museum, Brisbane 

Y Fibre, Ewart Gallery, Willoughby, New South Wales 

2014  Deakin University Contemporary Small Sculpture Award, Deakin University Art Gallery, 

Melbourne 

The Gathering: A survey of Australian Sculpture, Wangaratta Art Gallery, Wangaratta, Victoria 

Tangible: Recent works by Sebastian Di Mauro & Carly Scoufos, 

Pine Rivers Art Gallery, Strathpine 

2013  Recent Acquisitions, Ararat Regional Art Gallery, Ararat, Victoria 

2012  A Verdant Heart, King Street Gallery, Sydney 

2011-12 Wspolna Wizja: Shared Vision, Touring Poland: Akademia Sztuk PieKnych, Wroclaw 14-25 

November 2011; Wydzial Artystyczny UMCS, Lublin 16-27 January 2012; Akademia Sztuk 

Pieknych, Wojska Polskiego 12-24 March 2012; Panstwowa Wyzsza Skota, Taragowa 12-24 March 2012; 

BWA Galeria Sanocka, Sanok 2-13 April 2012; Galerie STANKO, Wroclaw 14 November-5 January 2012 

A Verdant Heart, Hawkesbury Regional Art Gallery, New South Wales 

2011  Australia Felix, Crane Arts, Philadelphia, USA 

Nature Interrupted, Redlands Art Gallery, Cleveland, Queensland 

2010  Your Move: Australian Artists Play Chess, Bendigo Art Gallery, Victoria, 2011 UQ Art Museum, 

Queensland University, St Lucia, Queensland, 2011 McClelland Gallery + Sculpture Park, Vic; and 

2011 Samstag Museum, SA. 

Suburbia, Redcliffe City Art Gallery, Redcliffe 

White Hot, Dianne Tanzer Gallery, Melbourne 

2009  Group Show 09, Sullivan + Strumpf Fine Art, Paddington, Sydney 

2009-08 The Mayo Festival, St Margaret's Anglican School for Girls, Brisbane 

Gold Coast City Art Gallery, Gold Coast 

2008  Bias Bound 3 venues: Victorian Tapestry Workshop Gallery 5-25 August, 

Self Preservation Gallery 6-31 August and Stephen McLaughlan Gallery 

1-23 August, Melbourne 

The Helen Lempriere National Sculpture Award 08, Werribee Park, Victoria 

Group Show 08, Sullivan + Strumpf Fine Art, Paddington, Sydney 

2007  Woollahra Sculpture Prize and Exhibition, Woollahra Municipal Council 

Chambers, Sydney 

15 years of Urban Art Projects, QUT Art Museum, Brisbane 

Group Show 07, Sullivan + Strumpf Fine Art, Paddington, Sydney 

ShadowBox, Dianne Tanzer Gallery, Melbourne 

2006  If you were to collect… Elements of abstraction, Deloitte Office, Melbourne 

Unbound: artists’ books from the collection, State Library of Queensland, Brisbane 

2005  Enigmatic, Shandong Arts College, Shandong, China 

Academici, Faculty Gallery Monash University, Caulfield, Victoria 

2006 British School at Rome Gallery, Rome and Plimsoll Gallery, University 

of Tasmania, Hobart 

The Helen Lempriere National Sculpture Award, Werribee Park, Victoria 

2004  A Matter of Time, Tamworth Fibre Textile Biennial, Tamworth, New South Wales, 

RMIT GalleryMelbourne,  Victoria, Gosford Regional Gallery, Gosford, New South Wales 

Jam Factory Craft and Design Centre Adelaide, South Australia 

Tidal, Devonport Regional Gallery, Devonport, Tasmania 

Melt, British School at Rome Gallery, Rome 

Temperature: Contemporary Queensland Sculpture, Museum of 

Brisbane, Queensland 

By Male Order, Wagga Wagga Art Gallery, Wagga Wagga, New South Wales 

2003  McClelland Survey and Award 2003, McClelland Gallery, Langwarrin, Victoria 

The Helen Lempriere National Sculpture Award, Werribee Park, Victoria 

Montalto Sculpture Prize, Montalto Vineyard and Olive Grove 

Red Hill South, Victoria 

2002  32nd Alice Prize, Alice Springs 

Sculpture by the Sea, Mark’s Park Bondi, Sydney 

Robert Jacks Drawing Prize, Bendigo Art Galllery, Bendigo 

Grapple, Pinnacles Gallery, Thuringowa. Coloundra Regional Art Gallery, Caloundra 

The Shape of Air, Plimsoll Gallery, University of Tasmania, Hobart Transit/Narratives, 

Centro per la Cultura e le Arti Visive, Villa Letizia, 

Treviso, Italy. Auronzo di Cadore,, Salone espositivo-Municipio,Italy 

2003 QCA Gallery, Griffith University, Brisbane. VCA Gallery, Victorian College of the Arts, Melbourne. 

Plimsoll Gallery, University of Tasmania, Hobart 
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Retail Therapy, Retail shop Loisida, Sebastian Di Mauro and architects Alice LTM 

Hampson, Sheona Thomson and Sarah Foley 

2001  National Sculpture Prize and Exhibition, National Gallery of Australia, Canberra 

Woollahra Sculpture Prize and Exhibition, Woollahra Municipal Council 

Chambers, Double Bay 

Spectacle, University of Southern Queensland Gallery, Toowoomba 

Glory, Gallery 482, Brisbane 

6
th 

Thursday Island Plantation East Coast Sculpture Show, Balina 

Design Odyssey, Doggett Street Studio, Brisbane 

2000  Dominus Vobiscum, Global Arts Link, Ipswich 

Gold Coast Art Prize, Gold Coast City Art Gallery, Gold Coast 

Hard Felt: Art + Texture, Bond University, Gold Coast 

Against the Grain, Brisbane City Gallery, Brisbane 

Square Foot Show, Doggett Street Studio, Brisbane 

1999  Wish You Were Here, Smith + Stoneley Gallery, Brisbane 

Divergent Perspectives, Metro Arts, Brisbane 

Enjoin, Cairns Regional Gallery, Cairns 

Formless, Soapbox Gallery, Brisbane 

Mannerism, Smith + Stoneley Gallery, Brisbane 

ex Libris Books + Multiples, Soapbox Gallery, Brisbane 

1998  Enjoin, GSIS Museum, Manila, Philippines 

excat, Smith + Stoneley Gallery, Brisbane 

Im/material, Soapbox Gallery, Brisbane 

Suite, Smith + Stoneley Gallery, Brisbane 

Writing + Voice as Sculpture, Soapbox Gallery, Brisbane 

1997  3 Degrees of Separation, Soapbox Gallery, Brisbane 

Wachs, Soapbox Gallery, Brisbane 

Das Subject, Soapbox Gallery, Brisbane 

1996  Nexus, Whitebox Gallery, Brisbane Diverse 

Alliances, Ecole D'Art, Noumea Logan Art 

Award, Logan Art Gallery, Logan 

The Toowomba Biennial Acquisitive Fine Art Award and Exhibition, 

Toowoomba Regional Art Gallery 

Artists'Books and Multiples Fair '96, Metro Arts, Brisbane 

Queensland Artists Books, Brisbane City Gallery, Brisbane 

Diaspora, Whitebox Gallery, Brisbane 

das object, Whitebox Gallery, Brisbane 

Visibility, Beatty Gallery, Sydney 

Masculinity, Bauhaus Gallery, Brisbane 

1995  Paper, Queensland Museum, Brisbane 

DI Mauro x 2, Queensland Law Society, Brisbane 

Downlands Art Exhibition, Downlands College, Toowoomba 

Have a Look, University Art Museum, University of Queensland, Brisbane 

Contemporary Australian Works from the Collection, Queensland Art 

Gallery, Brisbane 

A Selection from the Downlands Art Collection, Toowoomba Regional 

Art Gallery, Toowoomba 

1994  Brisbane/Hanoi  Exchange Project, Queensland College of Art, Brisbane & Hanoi 

University, Hanoi, Vietnam 

Beware Artists Books, Gladstone Regional Art Gallery, Gladstone 

FOI - Festival Of Installation, Noosa Regional Gallery, Tewantin 

Beware Artists Books - First Artists Book Fare, State Library of 

Queensland, Brisbane 

Beat The Drum - Assemblages, Beatty Gallery, Sydney 

Reference Points, Queensland Art Gallery, Brisbane 

The River Styx (Sticks), An Australian-New  Zealand Artist's 

Book Project, National Library of Australia, Canberra 

1993  Environment - Inner and Outer, Queensland Arts Council Gallery, Brisbane 

Artright In the Public Eye, Artright, Brisbane 

Crossings, BEMAC, Metro Arts Gallery 2, Brisbane 

1992  Small Works Wide Vision, Downlands College, Toowoomba 

Graduate Exhibition, Latrobe Valley Arts Centre, Morwell, Victoria 

New Art Six, Museum of Contemporary Art, Brisbane 

Sculpture in Wood, Museum of Contemporary Art, Brisbane 

Artright for Tibet, Museum of Contemporary Art, Brisbane 

1991  Artists Books, Grahame Galleries, Brisbane 

Aberdare Art Prize, Ipswich Regional Art Gallery, Ipswich 
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Brisbane Boys College Art Exhibition, Brisbane Boys College, Brisbane 

New Directions 11, Childers Regional Gallery, Childers 

Downlands Art Exhibition, Downlands College, Toowoomba 

Suncorp Biennial Art Prize, Brisbane 

1990  New Directions, Childers Regional Gallery, Childers 

Melbourne Contemporary Art Fair, Roz MacAllan Gallery, Melbourne 

Crossing Over, University of Southern Queensland, Toowoomba 

Space 90, Queensland College of Art, Brisbane 

Above the Apothecary, Institute of Modern Art, Brisbane 

Logan Art Award Exhibition, Logan Art Gallery, Logan 

1989  Downlands Art Exhibition, Downlands College, Toowoomba 

Suncorp Biennial Art Prize, Brisbane 

Gold Coast Art Prize, Gold Coast City Art Gallery, Gold Coast 

Remm Art Award, McWhirters Artspace, Brisbane 

An Italian Art Exhibition, Brisbane City Gallery, Brisbane 

Not Another Archibald Prize, Roz MacAllan Gallery, Brisbane 

1988  Logan Art Award Exhibition, John Paul College, Daisy Hill, Queensland Two-

Person Exhibition, Ipswich Regional Art Gallery, Ipswich, Queensland 

Brisbane Boys College Art Award, The Performing Arts Centre, Brisbane 

Bicentennial Bundaberg Art Festival, Bundaberg College of TAFE, Bundaberg 

Jacaranda Art Society Acquisitive Drawing Exhibition, Grafton Regional Gallery, Grafton, 

New South Wales 

Artists as Designers, Roz MacAllan Gallery, Brisbane 

1987  THAT Group Exhibition, Museum of Contemporary Art, Brisbane 

Gold Coast City Art Prize, Gold Coast City Art Gallery, Gold Coast 

Suncorp Biennial Art Prize, Brisbane 

1986  Group Exhibition, 'THAT' Contemporary Art Space, Brisbane 

1985  Four-People, Noosa Regional Art Gallery, Queensland 

1984  Four-People, Metro Arts, Brisbane 

Staff Exhibition, Queensland College of Art, Brisbane 

1983  Students' Exhibition, Brisbane College of Advanced Education, Queensland 

1981  Staff Exhibition, Queensland College of Art, Brisbane 

1980  Two, Schonell Cinema Gallery, University of Queensland, St Lucia, Queensland 

 
COLLECTIONS 

Woollahra Municipal Council, NSW  Montalto Winery, Vic 

Bendigo Art Gallery, Victoria  Artbank 

Besen Collection, Tarrawarra  Corrigan Collection 

James Hardy Collection, State Library of Queensland  Downlands College, Toowoomba 

Toowoomba Regional Art Gallery  Griffith Art Works, Griffith University 

University Art Museum, University of Queensland  Museum of Brisbane 

Logan College of TAFE, Queensland  Gadens Ridgeway 

Queensland Symphony Orchestra, Brisbane  Ipswich Art Gallery 

Sly and Weigall Solicitors, Brisbane  Art Gallery of Western Australia 

Queensland Art Gallery I Gallery of Modern Art  Art Space Mackay 

McClelland Gallery and Sculpture Park Langwarrin  Brisbane City Council, Brisbane 

University of Southern Queensland, Toowoomba  QUT Art Collection, Brisbane 

Deakin University, Melbourne  Scotch Oakburn College, Launceston 

Warrnambool Art Gallery, Warrnambool, Victoria 

Gippsland Art Gallery, Sale, Victoria 

Attorney General's Department, Queensland Australian Construction Services, 

(Department of the Arts and Administrative Services), Brisbane 

Ningbo City East New Town Development and Investment Company Limited, China 

Queensland Government 

Swire Properties, 28 Hennessy Road, Hong Kong 

Ararat Regional Art Gallery, Victoria 

Gold Coast City Art Gallery 

Cairns City Council 

 
AWARDS 

2013  Winner, Clayton Utz Art Award, Clayton Utz Riparian Plaza, Brisbane 

2009  Recipient – Australia Council Residency Barcelona Studio, Spain 

Development and Presentation Grant Arts Queensland, Queensland Government 

2005  High Commendation  Art & Architecture Award 2005 for public art work Undulant Queensland 

Institute of Architects 

Finalist Design Institute of Australia Queensland Awards for Public Art 2005 for public art 

work Undulant 
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Finalist, The Helen Lempriere National Sculpture Award, Werribee Park, Victoria 

2004  Recipient – Australia Council Residency British School at Rome, Italy 

2003   Finalist, The McClelland Survey and Award 2003, McClelland Gallery, 

Langwarrin, Victoria 

Finalist, The Helen Lempriere National Sculpture Award, Werribee Park, Victoria 

Winner, Montalto Sculpture Prize, Montalto Vineyard and Olive Grove 

Red Hill South, Victoria 

2002  DIA Awards Queensland, Best Use of Lighting Award 2002 for public art work Ligare Lunnette 

DIA Awards Queensland, Set Design Award 2002 for public art work Ligare Lunnette 

The Architectural Review International  'ar + d' Emerging Architecture HIGHLY COMMENDED  October 2002. 

Awarded in Copenhagen Nov. 2002 for public art work Ligare Lunnette 

Awarded Australia Council Residency British School at Rome, Italy 

2001  Winner, Woollahra Sculpture Prize, Sydney 

Finalist, National Sculpture Prize and Exhibition, National Gallery of Australia, Canberra 

Selected for the 6
th 

Thursday Plantation East Coast Sculpture Show, Ballina 

2000  Recipient – Parks Victoria Residency (awarded through the Gold Coast Art Prize) 

1999  New Work, project grant, Australia Council 

1997  Toowoomba Regional Art Gallery Acquisitive Award 

1996  Project Grant, Arts Oueensland, Queensland 

1994  Special Purpose Grant - Arts Queensland to attend Design Winter School 

RMIT, Melbourne 

1991  Aberdere Art Prize, Ipswich Regional Gallery, Ipswich 

1990  Logan Art Award, Painting 

1989  Artist of the Year Queensland Symphony Orchestra 

 
COMMISSIONS 

 

2014  Rise, Lake Street, Cairns, Queensland 

Rapture, Suzhou, China 

2013  Confluenza, Italian Memorial, Roma Street Parkland, Brisbane 

2012  Bloom and Scatter, Swire Properties, 28 Hennessey Road, Hong Kong 

Suite, Browning Street, West End, Brisbane 

2011  Drifter, Ningbo City East New Town Development and Investment Company Limited, 

Ningbo China 

Canelands, Mackay, Design Concept for major public artwork 

The REEL Project, Adelaide City Council, Vardon Avenue, Adelaide 

2008  Blind spot, Crime and Misconduct Commission, Brisbane, Queensland 

2007  Huddle series, Orion Springfield, public artwork, Mirvac, Queensland 

Skilled Park, Gold Coast Stadium, Design Development for Public Artwork–collaboration with 

Alice Hampson 

2006  Decoy, private commission, Taylor, Cullity, Lethlean  Landscape Architects, Adelaide 

Greener fields, Gabba Members Area, Project Services, Queensland Government, Public 

Artwork –collaboration with Alice Hampson 

2004-05 Undulant, Logan Community Health Centre, Queensland Government, Public Artwork- 

collaboration with Alice Hampson 

2004  Blur Between, Brisbane Magistrates Court, Public Artwork 

2002-04 Drift, 33 Charlotte Street, Brisbane, Major Public Artwork, Queensland Government 

Public artwork, Australian Chamber Orchestra Art and Music Collaboration 

Fund Raising Dinner, Judith Wright Centre, Brisbane 

2001  Chat, 175 Eagle Street, Brisbane–Major  Public Artwork 

Retail Therapy, Fortitude Valley, Brisbane 

Retail Therapy initiative Design Institute of Australia (Queensland Chapter), the 

Royal Australian Institute of Architects (Qld) and Artworkers Alliance. 2 weeks during September 2001. 

Retail Therapy was an integrated temporary public art exhibition, using the shop fronts of fashion retailers 

in Brisbane's Fortitude Valley. At retail shop Loisida, artist Sebastian Di Mauro and architects Alice LTM 

Hampson, Sheona Thomson and Sarah Foley, worked with the owners, clothes manufacturers  and 

designers to produce a sculptural installation. 

1999  Cairns Esplanade Project, Cairns (designs) 

1995  Admiralty Towers Public Art Project, Brisbane (maquette and design) 

1995  University of Southern Queensland printmaking project, Print as 

Document, Toowoomba 

1993  Commonwealth  Law Courts, Brisbane (maquette and design) 

1989  Queensland Symphony Orchestra Master Concert Series 
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