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mayor’s
welcome.

This year marks 80 years since the beginnings of the
Shepparton Art Museum’s Collection. SAM’s Collection –
and the Gallery itself (as it was then known) – came from
very small beginnings. The acquisition of the very first work
in 1936, for a gallery still to be built, demonstrated the vision
from the start of supporting contemporary art and artists.
A good idea required foresight and commitment, and a great
deal of support from near and far.
So we are delighted SAM is presenting Cornucopia, an
exhibition of historic and contemporary works by Australian
and international artists who explore ideas around food: its
history, production, consumption and distribution, as well as
cultural and religious significance for people from a variety
of backgrounds.
Shepparton Art Museum (SAM) in 2016 is a very different
place from the beginnings of the Collection in 1936. Then,
the country was emerging from the Great Depression. The
country’s agricultural industries, which had been hit hard,
were benefiting from a rise in international prices.
In 2016, Greater Shepparton City Council is committed to
the growth and well-being of all who live within the Region.
Even in 1936 Shepparton was attracting people with diverse
backgrounds. In the aftermath of World War I, migrants came
mainly from Southern Europe, predominantly Greece, Italy,
Macedonia and Albania. Post World War II, further migration
occurred from Europe with many Turkish immigrants. In the
late 1980s Punjabi Indians and Pacific Islanders began to
arrive. In the 1990s Greater Shepparton welcomed Afghani,
Iraqi, Sudanese and Congolese populations. Of the 63,269
residents reported as living in Greater Shepparton in the
2011 census, 13.2% were born outside Australia.
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Greater Shepparton City Council is committed to supporting
and fostering our rich and diverse local community. We are
also dedicated to building a vibrant, sustainable economy
and city. The Shepparton Art Museum is core business in our
plans for the future of Greater Shepparton. We are all aware
of the central role an art museum plays in creating the vitality
and civic pride that attracts skilled workers and business
to a region. SAM is an important asset of the Council that
provides shared experiences, learning, and just plain fun. This
collection and special exhibitions such as Cornucopia speak
to our times and place, encouraging us to reflect on this very
special region in which we live and work. A new Museum
building creates even greater opportunities for local and
visiting audiences to talk about local heritage, reconciliation,
our own settlement history, and the rich diversity of this
region.
Dinny Adem
Mayor of Greater Shepparton

director’s
foreword.

Summertime, if we are lucky, is filled with simple pleasures.
They may well involve a bit of beach, sand and water, and
an afternoon walk down to the local gelati shop (if we are
really lucky). For those in the country, there is always the
outdoor pool, and a visit to the local milk-bar for a Streets or
Peter’s ice-cream special. As children, we were under strict
instructions: only an icy-pole (I liked lemonade), or a PaddlePop (I preferred Barney Bananas – though chocolate would
do at a pinch).
It was also a time of abundance, with bumper crops of
apricots, figs, or cherry plums to be picked, dealt with,
and often turned into jam. Then of course, there were the
tomatoes, the basil, and the endless zucchini that, if left
for even a little, were liable to turn into triffids overnight.
Underlying this bounty was the gentle admonishment of ‘waste
not, want not’, and much was given away to friends and family.
The American author Michael Pollan examines many of
these ideas in his thought-provoking books. His first book,
Second Nature (1992), was ostensibly a series of essays
about gardening, though what it really talked about was our
relationship to our natural and constructed environments. He
muses about what is a weed – while many people say they are
any plant in the wrong place, Pollan points out that weeds are
typically plants particularly well adapted to taking advantage
of human disturbance of the environment. He analyses the
priority of digging tree holes (better a $50 hole for a $5 tree),
and the best tomato variety – Brandywine, though I for one
have my doubts on this choice. He hit the mainstream with
The Omnivore’s Dilemma: A Natural History of Four Meals
(2006), and even published a kids’ version. It’s a fascinating
journey up and down the food chain, and you will certainly
never look at a Chicken McNuggett or a Kentucky Fried
serving in the same way again. Pollan is not an activist, and
his measured approach is what makes this so compelling.
He notes, ‘The way we eat represents our most profound
engagement with the natural world.’ All food, he so simply
points out, originates with plants, animals and fungi. And like
the artists in our current exhibition, Cornucopia, Pollan creates
a feast of memories from things he has foraged and eaten.
SAM is pleased to present Cornucopia, an exhibition that
engages with many of these themes. Curated by SAM’s
Senior Curator Anna Briers, Cornucopia continues SAM’s
engagement with topics and ideas of our times, reconsidered
within an historical context. The artists in this exhibition evoke
the pleasures and memories around food and abundance

that we all share. They raise more controversial ethical
questions around whether we have enough or too much,
where it comes from and how it is produced. And they draw
on the cultural, religious and social traditions that surround
the Greater Shepparton region, with its links to agriculture
and the cyclical feast and famine inherent to it.
The exhibition also draws on the historic traditions of the
still-life genre, often depicting game, fruit, and silver or
glass. Contemporary artists re-examine these themes,
introducing ideas around time, and decay. The exhibition
also celebrates local country institutions such as the Country
Women’s Association (CWA), a repository of traditions from
recipe swaps to royal icing. Shepparton culinary institutions
are also involved, with local restaurant Lutfiyes collaborating
with artists to present a meal of Albanian specialities and
conversation. Other artists examine issues around sustainable
farming practices, or what bounties appear after a successful
night of dumpster diving into someone else’s waste. The
social and religious significance of particular foods is also
examined, and it is surprising how often the same food
appears in the traditions of different cultures, albeit with
slight variations in recipe. Then of course there is the vast
installation from SAM’s own Ceramics Collection, which
playfully presents commercial ware, many in the shape of the
cornucopia, which is now much sought after by collectors.
This exhibition brings major works from Australian and
international artists alongside a substantial number of
ceramics works from SAM’s Collection. I am especially
grateful to the artists, who have worked closely with us on the
presentation of their works, and the related events that form
part of the curatorial framework for the show. I would also like
to thank the artists’ representative galleries, and key lenders
to the exhibition, including the Bendigo Art Gallery, the
National Gallery of Australia, and Queensland Art Gallery/
Gallery of Modern Art (QAGOMA). And lastly, I would like to
acknowledge the work of our SAM team, whose enthusiasm
and commitment makes possible such an ambitious project.
I look forward to the exhibition contributing to many
discussions around food and abundance as people visit
the show, participate in the workshops and events, and
reconsider how these ideas play out in their every-day
lives in regional Victoria and beyond.
Rebecca Coates
Director
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cornucopia.

Cornucopia showcases works by Australian and international
artists who utilise food or flora as an artistic medium or
point of departure. The exhibition explores the production,
consumption and distribution of food, as well as its
socio-cultural uses and religious significance. Cornucopia
complicates the art historic lineage of the still-life by
interrogating and raising questions around the ethics
of food today. Presented and conceived for the Shepparton
Art Museum, the show also celebrates the culinary traditions
of country Victoria.
The exhibition’s themes are drawn from SAM’s local context,
with the Greater Shepparton region often referred to as the
‘food bowl of Australia’. Orchards and canneries provided the
economic and social foundations of the city, with companies
such as Shepparton Preserving Company (SPC), Ardmona
and Campbellsi becoming Australian household names.
Successive generations of migrant workers have arrived and
settled in the area, providing labor for the constant growing,
harvesting and packing that the industry requires. This
has resulted in the incredibly diverse ethnic and religious
demographic mix that makes up the region today.
A cornucopia or (horn of plenty) is an ancient symbol that can
be traced back to classical Greek and Roman antiquity. It was
frequently depicted as a horn overflowing with produce and
flowers, suggesting the abundance, nourishment and plenty
that comes at the time of harvest. Often associated with
deities or Gods, the symbol denotes fertility and prosperity.
The image of the cornucopia has also been employed for
contemporary uses. As the giant horn of plenty in the central
arena in the hugely successful popular culture book and
film, The Hunger Games (2008),ii it became the receptacle
for provisions, deadly weapons, and other essentials for
contestants fighting for resources in a game of life and death.
This darker side to the cornucopia image may well have
greater resonance with our current global context. In the 21st
century, we know that resources are no longer infinite, and
are controlled by complex and insidious forces. The ethics
of food is a politically charged terrain that is very much of
our time. Issues such as organically grown versus chemically
fertilized, the development of genetically modified foods,
local versus imported foods, and sustainable agricultural
practices are all issues that we are familiar with today.
The mass industrialization of the food industry and the
consequences of globalized production are inescapable
realities that affect our everyday lives. What we eat, and
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how it’s produced and distributed from the field to the
dinner table, are major factors that determine whether
there is enough to go around.
Cornucopia explores many of these food related themes.
Taken up by commercial ceramicists in the early 20th century,
the exhibition includes one hundred ceramic vases drawn
from the SAM Collection. Featuring domestic and decorative
ware produced by early Australian commercial potteries
(circa 1930s-1960s), many vases evidence floral forms found
in nature or cornucopias, while others are more utilitarian.
This collection includes wheel thrown vases featuring
organic curvilinear shapes from Bendigo Pottery and Premier
Remued. Many feature decorative motifs inspired by the
Australian bush such as gum nuts and eucalyptus leaves,
their sinuous shapes in turn influenced by Art Nouveau forms.
Retro kitsch also prevails with slip cast vases by manufacturers
including Pates, Casey Ware and other popular brands.
A food themed pineapple shaped vase by Darbyshire is
shown alongside ‘granny chic’ lustreware fish vases by
Kalmar Pottery and Wunderlich Limited.
The representation of food has been an enduring and
symbolically charged subject throughout Western art
history. French artist Julie Crouan’s Christmas Fare (1887),
operates within the established conventions of the stilllife. This Victorian painting is depicted in the realist Dutch
17th century still-life tradition, where tulips, exotic flowers,
produce and game are painted in meticulous detail, and
function as a series of highly coded symbols.iii At the centre
of Crouan’s still-life is a luminous copper vase containing
sprigs of holly, while exotic nuts and fruit such as grapes
and oranges surround a plump white goose that is draped
across the foreground, ready for plucking and roasting. These
scenes are also a portrait of Victorian times: the burnished
copper a sign of wealth and well-being, while the abundance
of imported produce reflect the beginnings of consumer
culture.iv Conversely, this vanitas tradition could also be
read as a criticism of this material wealth and luxury. In true
Victorian moralizing tradition, scenes such as these were also
used as reminders of the emptiness of material possessions.
The addition of skulls, wilting flowers or decomposing fruit
and vegetables are a further reminder of the brevity of life
and the certainty of death.
Contemporary artists Sam Taylor-Johnson, Gabrielle de Vietri
and Julia deVille all complicate and subvert these still-life
traditions. Sam Taylor-Johnson’s A Little Death, 2002, is a

poignant 21st century meditation on the theme of passing
time and memento-mori (remember you are going to die).
The work depicts a hare and a peach artfully arranged
on a dining table as a still-life tableau. The work is quite
consciously located within an art historic lineage, with details
such as the stark single light source and the dimly lit interior
acknowledgements of these painterly conventions. Timelapse video captures the hare as it gradually moults, festers
and decomposes, though this time-lapse has been sped up
to a four-minute duration. The cyclical nature of the video
recalls the biblical words, ‘ashes to ashes, dust to dust’,
and the inevitable passage of time from life to death.
Julia deVille’s, practice also serves as a contemporary
reminder of mortality and her work uses the symbols of
death to illuminate the preciousness of life. Influenced by
16-19th century mourning jewellery, her work conflates
decorative aesthetics and sentimentalism with a politically
charged message around animal rights and respect for all
life forms.v Sentience, 2012, presents a taxidermied still-born
deer standing on an ornate Victorian silver platter. Rubies
and garnets cascade from the throat of the deer as if it has
been slit. The silver handle of the platter’s lid is connected
to the animal’s back, alluding to the food warmers used
in Victorian households, and the ambiguous nature of the
dead creature. DeVille’s use of gemstones to denote blood
bestows a newfound value to this creature that was born
dead, and possibly seen by others as valueless. The creature
is often depicted as one of entertainment (through the sport
of hunting), of affection (as a pet), a resource to be consumed
(as food) and one that is there to be used. Genocide, 2012,
presents a group of finches displayed on a silver platter.
Again, deVille explores ideas of value, with finches a constant
reminder of Charles Darwin’s notions around the ‘survival
of the fittest’, or birds used as pie-fillings in old English
nursery rhymes.
Gabrielle de Vietri’s photograph Dumpster Feast, 2016,
also reworks the still-life tradition, conveying an overflowing
banquet table replete with sumptuous tablecloths and luxury
silverware. Glossy red tomatoes tumble out of baskets,
grapes cascade from multi-tiered fruit bowls. Copious loaves
of bread intermingle with an array of sliced meat, gourmet
cheeses, grains, and multihued vegetables. For all intents
and purposes the image could belong to a supermarket
advertising campaign, yet this delectable feast has been
recovered by de Vietri via a scavenging hunt through the
back alleys and dumpster bins of Melbourne’s supermarkets

over the course of one night. This food looks perfect, and
yet it has been thrown out as inedible for various food safety
reasons. It has been deemed unsightly and unable to be
sold. De Vietri reflects on contemporary society’s quest for
perfection, and the obscenity and scale of consumer waste
created by the food industry in Australia and other parts of
the world. This is a stark reminder of the uneven distribution
of resources.
Cornucopia also presents a number of works that explore
ideas around scientific advances and genetic modification
– two areas that affect agricultural industries in a direct way.
Biotechnology, evolution, and the increasing fluidity between
the natural and the artificial are key concerns for Patricia
Piccinini. Her hyper-realistic latex sculptures of human-animal
hybrids are critically acclaimed: her allusions to humanity’s
dominance over nature and the scientific manipulation of
the natural world creating uncanny results. The video work
Metaflora, (Timelapse: Aqua), 2015, captures the lifecycle of a
fleshily organic floral form as it blooms and dies. With petals
that resemble flesh or human anatomy, it makes reference to
the plant’s fertility and reproduction cycles (however fictitious),
while it’s fleshy protuberances provoke a visceral response
in the viewer. This unsettling work re-imagines a dystopian
vision of nature in some future genetically modified world. It
is one that could easily come straight out of novelist Margaret
Atwood’s ‘speculative fiction’ (a term she prefers to sci-fi).
Claire Anna Watson also adopts a scientific, or medical
procedural approach in her use of everyday foodstuffs
available from the supermarket shelf. Cabbages, pineapples
and candy are often used as primary artistic materials.
Heterogenesis, 2012, is a single channel video work in
which a surgical operation is performed on a watermelon.
Accompanied by the constant beeping of a heart monitor,
the viewer is guided by the disembodied gloved hands of a
small surgical team, as they incise across the membrane of
the fruit before intruding into its juicy viscera with forceps
and other implements. Comparisons with human anatomy
and procedures are inescapable, and the work provokes a
discomforting bodily response that stems from a sense of
cognitive dissonance. Though the work may be comedic
and a little absurd, it has a darker underside. Heterogenesis,
(meaning the alteration of generations) alludes to scientific
manipulation and experimentation within the food industry.
Through hyperbole, it threatens monstrous visions of strange,
superficially enhanced fruit, or genetically modified forms of
hyper-nature.
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Many of the artists in Cornucopia examine the
industrialization of the food industry. Andy Warhol’s instantly
recognizable 20th century icons, the Campbell’s Soup Can
series (1962) are a critique of the power of advertising, as the
American Pop artist co-opted the language and materials
more familiar to marketing campaigns in depicting every-day
items as ‘high art’. Campbell’s Soups are cheap, ubiquitous,
and as an art image, have instant mass appeal. By elevating
lowbrow grocery labels to the status of art, Warhol engages
mass audiences using language and vivid colours that spoke
to their age.
Warhol’s Campbell’s Soup II - Cheddar Cheese, 1969, forms
part of a series of screen prints that feature the diversity
of flavours encountered on a 1960s supermarket shelf.
Evidencing shifting tastes and culinary trends, ‘cheddar
cheese’ along with other exciting combinations like ‘hot dog
bean’ are unfortunately no longer in production. Warhol
mimics the uniformity of advertising packaging with his
graphic language and repetitive screen-printed production
process. By negating any evidence of the artist’s gesture in
favour of a mechanized aesthetic, Warhol also references
the emerging industrialization of the food industry and
the age of factory production.
Kenny Pittock’s vending machine, 31 Dinner Options
While Waiting For the Last Train Home, 2015, also
appropriates the visual language of food related marketing
material and uses everyday objects and public contexts
as a basis for his practice. Typically positioned in waiting
rooms, bus stops or train stations, vending machines exist in
places of transit, arrival and departure: in a kind of tentative
purgatory that hovers between point A and point B. As a
modern day cornucopia, the vending machine delivers food
of a questionable nutritional value: fuel for the next leg of
transit. Within its rows of perfectly uniform snack options,
it contains recognizable brand name products, providing the
safe predictability of knowing exactly what taste, colour and
texture to expect across Australia. It delivers the illusion of
choice and the reality of homogeny and conformity. Pittock’s
work for SAM is located next to the lift on the ground floor:
a place of departure and arrival, where a ‘vending machine’
might quite plausibly be overlooked.
In contrast to its casing and position, Pittock’s snacks
are imperfect, hand crafted ceramics with a grungy and
personalized appeal. They pivot around the linguistic
possibilities of branding through humorous puns and
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wordplay. Chocolate bar and potato chip branding is altered
as ‘Flake’ becomes ‘Mistake’, ‘Picnic’ becomes ‘Nitpick’,
and ‘Cheezels’ becomes ‘Measles’. These contemporary
malapropisms suggest social and cultural anxieties, while
others offer a series of laugh out loud absurdisms. The
objects generate random associations through their
juxtaposition, evocative of the information overload
experienced within our networked digital world.
Danish collective SUPERFLEX also examine the fast-food
industry, in their film Flooded McDonald’s, 2009. They
constructed a life size replica of the interior of an empty
McDonald’s burger bar, which is progressively filled with
water. Taking their visual clues from post-apocalyptic films
and documentaries of catastrophe, their cinematic sequences
subtly capture a slow narrative of destruction. The waters rise
and a flood of biblical proportions is unleashed, along with its
connotations around cleansing and purification. Dining chairs
and tables become submerged in a whirlpool of fast food
detritus: polystyrene cups, straws and burger wrappers. Cash
registers spark and short circuit, and the synonymous neon sign
of the golden arches flickers and goes out. There are comedic
moments when Ronald is ferried across the picture plane with
his frozen grin and wave still in place, before crashing into the
water – a fallen emblem of Western Capitalism.
French fries and waterlogged burger buns float aimlessly
past, descending into their watery grave. We are reminded
that even in death, McDonald’s product is undeniably
recognizable and will probably take decades to degrade.
While Flooded McDonald’s avoids being didactic, it is
suggestive of the environmental impact caused by
corporate multinationals and the consequences of mass
food production on an industrial scale. The rising inundation
warns of climate change and global warming.
Mishka Henner’s work has been made possible as a direct
result of the fast food industry and the incessant consumer
demand for beef in America. At first glance, Coronado
Feeders, Dalhart, Texas, 2012, appears to be a fairly
ambiguous image - abstract and indecipherable. On closer
inspection precise rectilinear forms are revealed as fencing on
a barren landscape, containing thousands of black dots the
size of ants which can be recognized as cattle. In the center of
the image, a giant festering, toxic lagoon of manure captures
the run off from surrounding paddocks. Known as a feedlot or
factory farm, Henner’s image documents the farming processes
used by the majority of beef production in America.vi

Feedlots evidence the way in which the farm has been
transformed into a factory: designed to produce the highest
possible output for the lowest possible economic cost.vii
The other costs being of course environmental and ethical,
as animal waste pollutants such as nitrogen, phosphorus,
organic matter, antibiotics, pesticides and diseases, leach
into the groundwater, land and air.viii Henner uses open
source imagery from the Internet generated by satellites
orbiting the earth. By using found imagery he taps into art
historic traditions around appropriation and the critique
of authorship. Henner’s post internet strategy reveals the
horrendous normalisation of mass cattle farming in America
through the only medium not yet deemed illegal – the
omnipotent eye of Google Earth.
If Henner examines farming practices around beef-growing
in the USA, Georgie Mattingley focuses on those who
transform the cattle into what ends up on our dinner table.
Her series of photographic portraits of meat workers from
abattoirs in Victoria present the workers adorned in blood
splattered aprons, and protective shower-caps. The figures
are life size, and in a reversal from past portrait traditions, the
common worker is elevated to the status of important subject.
The photographs are titled after the workers’ positions
including Sawman, Skinner and Trimmer, (2014). Posed in
front of a series of pastel photographic backdrops, the soft
colours further underlie the brutality of their professions.
In Love Songs from the Kill Floor, 2014, Mattingley uses
audio extracted in situ from a meat processing plant. Against
the grinding of gears and the sounds of industrialised
slaughter, mainstream radio love songs emanate through the
speakers in an incongruous and unsettling soundtrack that
amalgamates life, death and sentimentality. Through these
means Mattingley creates a complex portrait of a working
day in an abattoir that is both humorous and macabre.
Thai-Australian media artist Kawita Vatanajyankur presents
three videos from the series Work, 2015. Featuring seductive,
candy coloured backdrops that entice the viewer, the imagery
evokes the slick marketing of our digital age, yet the works
belie a more sinister intention.
In this series the artist enacts performative versions of
grueling and repetitive tasks found in her local fruit market
in Thailand. Primarily performed by woman, these actions
highlight the mental and physical resilience required for
everyday labour when technology is scarce. In The Squeezers,

2015, the artist repetitively juices an orange using only her
mouth, which emanates downwards to drench the face of a
woman below with sticky citrus. As a split screen work, The
Squeezers places the two participants in roles of dominant
and submissive, master and slave, raising questions around
who makes food and who controls it, yet it seems like
neither party is winning. The work also brings to mind recent
revelations in the media around the exploitation of immigrant
workers within the Australian fruit industry.ix
Carrying Pole, 2015, portrays a spectacular athletic feat where
the artist is suspended in mid air with woven baskets attached
to her limbs like a scale. As the baskets are progressively
filled with bananas, the strain on her body is palpable. The
work taps into a legacy of feminist endurance art where the
body is utilized as a means to dismantle and subvert power
structures.
Making and sharing food is a unifying force across many
cultures. While the feminist collective known as The Hotham
Street Ladies celebrate the traditions of baking cakes as
a means to come together and make art, A Centre for
Everything incorporate food, alongside discussion and
audience participation, as an essential part of their socially
engaged projects.
For Cornucopia, the Hotham Street Ladies have produced a
site-specific installation that evokes an old lady’s living room.
This domestic tableau has been created from Opportunity
shop furniture, and decorations made from butter cream,
royal icing and fondant that has been piped, modeled and
stenciled. A white and sickly sweet substance that is an
art in itself, the use of royal icing is more often associated
with ‘dressing a cake’ for celebrations such as Christmas or
weddings. Dinner for One, 2016, contains everything that you
might find in the home of a rather forgetful old person living
alone. Mouldy tea cups and half eaten biscuits are scattered
across replica Queen Anne furniture and florals. Doilies and
antimacassars grace the back of a mint green recliner while
ashtrays overflow. A meal of oven- baked chips, beans and
eggs, is left on a 1980s stable table. Even the odd tray of
much used (and possibly forgotten) kitty litter sits in the
corner of the room. In a nod to Shepparton’s food industry,
a half eaten can of SPC Ardmona peaches sits next to a pair
of false teeth, the can, complete with tasting spoon.
As part of Cornucopia, the Hotham Street Ladies are leading
a community cookbook making session where participating
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locals are able to contribute a favorite recipe. Flavours of
Shepparton will provide a kind of social portrait of the city
through the culinary expressions of its inhabitants.
Conversation, regional traditions, and food’s ability to bring
people together for reflection and talk, is also central to the
artist collective A Centre for Everything’s project as part of
Cornucopia. Their project is rooted in a specific Shepparton
cultural experience and institution: an event held at Lutfiyes
Shish Kebab, an Albanian restaurant in central Shepparton.
Lutfiyes was established in 1990 by Azem and Jeihan a young
couple who also run Shepparton’s mobile soup kitchen that
provides food for fire fighters in emergencies. A Centre for
Everything is known for their socially engaged meals and
events held around specific themes. Food, as a means of
bringing people together to discuss certain topics, is central
to their projects. Previous projects have included: Origami,
Samosas and Clubs, (2012); or Bat Talk, Night Soup and
Romance, (2013).
Their project for SAM, Group 19: Some Questions, A Few
Stories and Albanian Dinner, 2016, will include a performative
quiz that brings together art, food and place. It will involve
culinary trivia and Eastern European geography. The
evening will also include anecdotes gathered from local and
international conversations, artworks and customs. These
stories will take the form of half-knowledge, hard facts
and fiction. Dinner will be served to participants who will
experience signature Albanian rice, baked vegetables
and stews.
This work celebrates local identities in the food industry
where the restaurant or dinner party, guests, food and
experiences become the work of art itself. This form of
art making has its origins in earlier collaborative projects
described as relational aesthetics, first developed by French
curator and cultural theorist Nicolas Bourriaud in the 1980s.x
He described this sort of art making as ‘a form of information
and communication flows between audiences.’xi A Centre for
Everything offer an open proposition to audiences, who bring
their own experiences to the table. They visualize this process
as a diagram of three overlapping circles in a Venn diagram.
What is created in this process is the small section between
the overlapping circles.
Certain foodstuffs also hold particular cultural and religious
significance across a range of religions and spiritual beliefs.
Salt and Honey, 2002, is a site-specific installation by
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Lauren Berkowitz that incorporates ephemeral foodstuffs
and liquids that are richly symbolic and evocative of Jewish
religion, memory, history and survival. The visual language
of this installation is reminiscent of American Minimalism,
through its use of restrained repetitive forms and seriality.
At the same time, restraint and seriality also alludes to the
repetitive nature of Jewish ritual.xii
Each of the ingredients selected is presented in a series
of small circular bowls distributed around a circular bed of
glittering rock salt, which in turn could be seen as an altar
on which these votives are offered. The white salt is also
suggestive of the purity of the Sabbath tablecloth. There
is also a sensory experience to these ingredients, as dried
rosebuds, honey, herbs and spices, nuts and pulses, eggs
and olive oil, deliver an olfactory experience for the visitor.
The use of eight circular configurations represent the Jewish
festival calendar. The significance of salt relates to the Jewish
covenant with God, as well as the continuity of tradition. As
part of Rosh Hashanah (New Year), pomegranates signify
fertility and eternal life. Empty vessels are included in Yom
Kippur (Day of Atonement), representative of believers’
abstinence from food in recognition of past errors. During
Pesach (Passover), bitter horseradish is used to symbolise
past suffering and the memory of the Holocaust, while
green herbs or parsley allude to spring growth and the
hope of renewal.xiii Salt and Honey, can be understood
as a contemporary interpretation of ancient symbols,
passed down through the generations.
As this exhibition reveals, the subject of food in all its forms
has enabled artists throughout the ages to reveal and
critique their own times. Through the works of its fifteen
contemporary artists and collectives, Cornucopia explores
some of the vexed ethical issues of our time in relation to
sustainability, what we eat and where it comes from. This
includes the production, consumption and distribution
of food, as well as its socio-cultural uses and religious
significance. Looking at the representation of food, the
exhibition also complicates the art historic traditions of
the still-life in contemporaneous ways. The form of the
cornucopia has its origins as a symbol of fecundity and plenty.
It was also one that provided infinite bounty. More recently,
it has become a metaphor for living in a dystopian reality, a
contested site in the global struggle for resources as depicted
in the pop-cultural narrative, The Hunger Games. Responding
to SAM’s unique position in Victoria’s peak agricultural district,
the exhibition also celebrates the diverse culinary traditions

of regional Victoria: bakers of cakes, lovers of fondant and
buttercream icing, and that Albanian couple down the road
who close up their Shish Kebab shop to throw a sausage
sizzle for the town’s valiant firefighters.

Anna Briers
Senior Curator

i	American manufacturing giant Campbell’s Soup opened in Shepparton
in 1964 due to its abundant tomato farms, proximity to transport
arteries, available labour and plentiful water supply. Shepparton
Preserving Company (SPC) and Ardmonda were established in 1912
and 1921 respectively before eventually merging in 2002. URL: http://
www.campbellsoup.com.au/about-campbells/corporate-profile.aspx
accessed December 2015.
.
ii
The Hunger Games is part of a three-part series of science fiction
dystopian novels written by the American author Suzanne Collins that
were made into feature films.
iii	Metropolitan Museum of Art, Still-Life Painting in Northern Europe,
1600-1800
iv

Ibid.

v

 s a jeweler and trained taxidermist, deVille maintains an ethical
A
approach where only animals that have died of natural causes are
utilized in her work.

vi	99% of animals in the US are raised on feedlots or CAFOs
(Concentrated Animal Feeding Operations) according to a Farm
Forward calculation based on U.S. Department of Agriculture, 2012
Census of Agriculture
Business Insider: URL: http://www.businessinsider.com.au/mishkahenners-photos-of-american-feedlots-2014-8 accessed February 2016.
vii	
Farm Forward: URL http://farmforward.com/ending-factoryfarming/#footnote3_4rgn0x0 accessed February 2016.
viii	
Business Insider: http://www.businessinsider.com.au/mishka-hennersphotos-of-american-feedlots-2014-8 accessed February 2016.
ix	
Slaving Away: The Dirty Secrets Behind Australia’s Fresh
Food. ABC Four Corners. http://www.abc.net.au/4corners/
stories/2015/05/04/4227055.htm accessed May 2015.
x	See Nicolas Bourriaud, Relational Aesthetics. Dijon France,
Les presses du reel: 2002. p113
xi

 td in Julia Svetlichnaja, Relational Paradise as a Delusional
q
Democracy; a Critical Response to a Temporary Contemporary
Relational Awareness. http://www.wmin.ac.uk/sshl/pdf/pdf_jvs_
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lauren
berkowitz.

julie
crouan.

a centre for
everything.

gabrielle
de vietri.

Born 1965, Melbourne.
Lives in Melbourne.

Born 1845, Paris.
Lived in France.

Born 1983, Kalgoorlie.
Lives in Melbourne.

Lauren Berkowitz is an installation
artist, working mostly with
ephemeral materials in a
site-specific way. She studied
sculpture at RMIT University
(1983–85), and the Victorian
College of the Arts (1988–89),
before completing a Master of
Fine Art at the School of Visual
Arts in New York (1992–93).

Very little is known about the
life and work of French painter
Julie Crouan, who appeared
to focus primarily on still life
and genre paintings. Her oil
on canvas Christmas Fare
along with Chrysantheme were
purchased for Bendigo Art
Gallery’s collection in (1888) from
the Centennial International
Exhibition held in Melbourne
(1888-89). This painting is one
of the earliest works acquired
for the Bendigo Art Gallery
Collection, purchased just
one year after the gallery
was established in (1887).

Will Foster born 1982, UK.
Gabrielle de Vietri born
1983, Kalgoorlie.
Both live in Melbourne.

Notable recent projects include:
Physic Garden, in Melbourne
Now, National Gallery of
Victoria, Melbourne (2013-14);
Manna, La Trobe University
Museum of Art, Melbourne
(2009); Aichi Triennale, Aichi
Arts Center Art Space, Nagoya,
Japan (2010); In the Balance:
Art for a Changing World,
Museum of Contemporary Art,
Sydney (2010); Visceral Forms,
Utopian Slumps, Melbourne
(2012); Demeter’s Garden,
Heide Museum of Modern Art,
Melbourne (2007); Karakarook’s
Garden, Heide Museum of
Modern Art, Melbourne (200506); Tide, Artspace, Sydney
(2004). Berkowitz’s practice has
been the subject of numerous
publications, including Lauren
Berkowitz (2001); Tide (2004);
and Demeter’s Garden: Lauren
Berkowitz (2007).
Her work is held in numerous
public and private collections in
Australia and the United States,
including the National Gallery
of Victoria, Jewish Museum of
Australia, Heide Museum of
Modern Art, and the Museum
of Modern Art Library, New York.
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A Centre for Everything is an
independent creative and
pedagogical project that
engages individuals and
communities to learn, create,
discuss and eat together.
Founded in 2012 by artistcurator Will Foster and artist
Gabrielle de Vietri, the project
takes place in homes, studios,
galleries, on the street, by
the river and in the bush,
depending on where topics
and presenters take their
audience. In response to
shortfalls of educational
institutions, A Centre for
Everything was formed to
stimulate social connectivity
through learning, creating
and agitating together.
Every collaborative event brings
together three diverse topics as
performances, presentations,
workshops, readings, discussions,
demonstrations, critiques and
meals. The artists invite the
public to sit and listen, eat and
talk, play and make with like
and unlike-minded adults.

Gabrielle de Vietri works with
language and people. In video,
performance, sculpture, text,
events and images, she explores
the ways in which social codes
are used, interpreted and
manipulated to create or
distort meaning.
In 2013 de Vietri completed
a Master of Fine Art on The
Lecture in and as Art for which
she was awarded Monash
University’s Vice Chancellor’s
Commendation.
While her work often takes place
outside the conventional gallery
setting, de Vietri has exhibited
in institutions across Australia as
well as in galleries and museums
in Berlin, Toronto, Chicago,
Auckland, Copenhagen and
Singapore. Selected exhibitions
include: Art as a Verb, Artspace,
Sydney (2015) and Monash
University Museum of Art
(MUMA), Melbourne (2014);
Basil Sellers Art Prize, The Ian
Potter Museum of Art, University
of Melbourne (2014); Garden
of Bad Flowers, Earlwood Farm,
Sydney (2014); Mystemera,
Künstlerhaus Bethanien,
Germany (2012); Talk American,
Museum of Contemporary
Photography, Chicago (2012);
Mortality, Australian Centre
for Contemporary Art
(ACCA), Melbourne (2010).
Gabrielle is a founding codirector (with Will Foster) of
A Centre for Everything and
a current Sidney Myer
Creative Fellow.

julia
deVille.

mishka
henner.

the hotham
street ladies.

georgie
mattingley.

Born 1982, New Zealand.
Lives in Melbourne.

Born 1976, Belgium.
Lives in the UK.

Cassandra Chilton born 1974,
Melbourne. Lives in Melbourne.

Born 1988, Melbourne.
Lives Melbourne.

Julia deVille’s practise includes
jewellery design under the
label Disce Mori (Learn to
Die), as well as sculpture and
installation. While studying gold
and silversmithing at NMIT,
Melbourne (2003), deVille
completed a mentorship with
expert taxidermist Rudy Mineur.

Mishka Henner is among a new
generation of artists redefining
the role of photography in the
internet age by appropriating
automated images found online.
He holds a Masters degree from
Goldsmiths College, London
(2013).

Molly O’Shaughnessy born 1973,
Melbourne. Lives in Melbourne.

His works have featured in large
historical surveys such as: Views
from Above, Centre Pompidou
Metz, France (2013); Now
You See It: Photography and
Concealment, the Metropolitan
Museum of Art, New York
(2014); and Beastly / Tierisch,
Fotomuseum Winterthur,
Switzerland (2015). He has also
participated in contemporary
surveys such as Ocean of Images:
New Photography, MoMA, New
York (2015); Plotting from Above,
McCord Museum Montreal,
Canada (2013); From Here On,
Les Rencontres d’Arles, France
(2011); A Different Kind of Order,
the International Center of
Photography, New York (2013).
Henner was shortlisted for the
Prix Pictet (2014); Awarded the
ICP Infinity Award for Art and
shortlisted for the Deutsche
Börse Photography Prize (2013).
He was the recipient of the
Kleine Hans award (2011).

Lyndal Walker born 1973,
Melbourne. Lives in Berlin.

Georgie Mattingley works
predominantly with photography,
painting and through social
collaboration. Often adopting a
playful humour and a quirky use
of visual aesthetic, her work aims
to beautify confronting spaces
or events, as a tool to question
people’s limits and values. She
holds a Masters of Fine Arts
from the Victorian College of
the Arts (2014).

She has exhibited extensively
in Australia as well as in Europe
and the USA. Notable recent
exhibitions include: Dark Heart:
2014 Adelaide Biennial of
Australian Art, Art Gallery of
South Australia, Adelaide (2014);
Degustation, in Melbourne Now,
National Gallery of Victoria,
Melbourne (2013-14); Theatre
of the World, Museum of Old
and New Art (MONA), Hobart
(2012); Memento Mori, The
Dowse Art Gallery, New Zealand
(2008); Primavera, Museum
of Contemporary Art, Sydney
(2007). Her works are held in
public and private collections
in Australia, New Zealand,
France, China and the USA.

His works are held in the Tate
Collection, London; Victoria
& Albert Museum, London;
the Metropolitan Museum of
Art, New York; New York Public
Library; the Centre Pompidou,
Paris; the Nelson-Atkins Museum
of Art, USA; Museum of Fine
Arts, Houston; Portland Museum
of Art; and the Cleveland
Museum of Art.

Sarah Parkes born 1977,
Melbourne. Lives in Melbourne.
Caroline Price born 1970,
Melbourne. Lives in London.

The Hotham Street Ladies are
a collective of five women who
since (2007) have made street
art, installations, public art,
recipe books and cakes with
their primary materials as icing,
fondant, buttercream icing, royal
icing, food colouring and gumpaste. Working collaboratively,
their practice embraces themes
of home life, feminism and
craft in a humorous and critical
manner. Each of the HSL’s has
lived at one time in a share house
in Hotham Street, Collingwood.
Recent notable projects include:
Christmas at The Windsor, the
Hotel Windsor, Melbourne
(2015); Dark Tea in A Storm in a
Teacup, Mornington Peninsula
Regional Gallery, Mornington
Peninsula (2015); At Home
with the Hotham Street Ladies,
in Melbourne Now, National
Gallery of Victoria, Melbourne
(2013-14); BACKFLIP: Feminism
and Humour in Contemporary
Art, Margaret Laurence Gallery,
Melbourne (2013).

Recent notable exhibitions
include: We bAbattoir, Next
Wave Festival, Melbourne
(2014); White Soup and Weighty
Air, JAUS Gallery, Los Angeles
(2013); and Future Now, The
Substation, Newport (2013
and 2014) which also toured
regional galleries across Victoria.
She has undertaken research
residencies at Space118 in
Mumbai, India; Cowwarr Art
Space in Victoria; and in the
Emergency Department of South
West Healthcare Hospital in
Warrnambool. She is currently
mentored by the Australian artist
Ivan Durrant, through a Graduate
Mentorship Scholarship awarded
by Melbourne University and
Creative Victoria.
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patricia
piccinini.

kenny
pittock.

superflex.

sam taylor
-johnson.

Born 1965, Sierra Leone.
Lives in Melbourne.

Born 1988, Melbourne.
Lives in Melbourne.

Jakob Fenger born 1968.

Born London, 1967. Lives in
London and Los Angeles.

Patricia Piccinini is one of
Australia’s most acclaimed
contemporary artists. Selected
to represent Australia at the
Venice Biennale (2003), Piccinini
created We are Family, a project
that transformed the Australian
Pavilion into a home of the
future. Piccinini’s reputation is
evident in solo exhibitions such
as: ComCiência, Centro Cultural
Banco do Brasil, Brasilia, Brazil
(2016); Once Upon a Time,
Art Gallery of South Australia,
Adelaide (2011); Hold Me Close
To Your Heart, Arter Space for Art,
Istanbul (2011); Patricia Piccinini,
Leeahn Gallery, Daegu and Seoul,
Korea (2010); Retrospectology,
The World According to
Patricia Piccinini, Australian
Centre for Contemporary Art
(ACCA), Melbourne (2002);
Call of the Wild, Museum of
Contemporary Art (MCA), Sydney
(2002);The Breathing Room,
Tokyo Metropolitan Museum
of Photography, Japan (2001);
Superevolution, the Centro de
Artes Visuales, Lima (2001). She
has also participated in various
Biennales including: Berlin (2001),
Gwangju (2002), Liverpool (2002),
and Sydney (2002), and has
exhibited widely overseas and in
Australia.

Kenny Pittock uses humour
and sentimentality to playfully
engage with everyday
contemporary culture and
iconography. He holds
a Bachelor of Fine Arts
(Honours) from the Victorian
College of the Arts (2010 –
2013). He works across a range
of mediums including ceramics,
drawing, text, photography,
video and painting. He is
also a prolific blogger.

Piccinini’s work is held in
numerous Australian and
international collections including:
National Gallery of Australia,
Canberra; National Gallery of
Victoria, Melbourne; Art Gallery
of New South Wales, Sydney;
Queensland Art Gallery, Brisbane;
Art Gallery of South Australia,
Adelaide; and internationally,
Phoenix Art Museum, Arizona,
USA; Middelheim Museum,
Belgium; 21C Museum, Louisville,
Kentucky, USA; and others. She is
represented by Tolarno Galleries,
Melbourne and Roslyn Oxley9
Gallery, Sydney.
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Notable recent exhibitions
include: NEW14, Australian
Centre for Contemporary Art
(ACCA), (2014); PICA Salon,
Perth Institute of Contemporary
Art, Perth (2014); Art as a Verb,
Monash University Museum of
Art (MUMA), Melbourne (2014);
and Artspace, Sydney (2015);
Nothing’s Happened Since
Yesterday, Galleria 291, Rome,
Italy (2014).
Pittock’s work is featured in
several collections including
the City of Melbourne State
Collection and the Melbourne
University Union Collection.

Bjørnstjerne Reuter Christiansen
born 1969.
Rasmus Nielsen born 1969.
All were educated at the Royal
Academy in Copenhagen and
live in Copenhagen.
SUPERFLEX is an artists’ group
founded in 1993 that consider
their works as tools that influence
their social or economic contexts.
Projects are often rooted in their
particular location and invite
participation from the visitor.
SUPERFLEX work within and
outside traditional art contexts,
collaborating with architects,
designers, engineers, businesses
and marketers.
Solo presentations include Modern
Times Forever, IHME Festival,
Helsinki, Finland (2011); Free
Sol LeWitt, Van Abbemuseum,
Eindhoven, the Netherlands
(2010); Flooded McDonald’s,
South London Gallery, UK (2009);
and Blackout, in collaboration
with Simon Starling, Kunsthallen
Brandts, Odense, Denmark (2009).
Notable group shows include: Print
Out, Museum of Modern Art, New
York, USA (2012); TRACK, SMAK,
Ghent, Belgium (2011); Singapore
Biennale (2011); Without Reality
There Is No Utopia, CAAC,
Seville, Spain (2011); and The
World Is Yours, Louisiana Museum,
Humlebaek, Denmark (2009).
Selected public institutions include:
Gfzk, Gallery for Contemporary
Art, Leipzig, Germany; Arken
Modern Museum of Art,
Denmark; National Museum
of Art, Denmark; MOMA, New
York, USA; Royal National Photo
Collection, Denmark; Museo de
Arte Contemporáneo de Castilla y
León, Spain; Louisiana Museum of
Modern Art, Humlebaek, Denmark;
Netherlands MUSEION, Bolzano,
Italy; Queensland Art Gallery,
Australia; Kunsthaus Zurich, Zurich,
Schwitzerland and many more.

Originally a sculptor, Sam
Taylor-Johnson began working
in photography, film, and video
in the early 1990s.
Taylor-Johnson has had
numerous group and solo
exhibitions, including the Venice
Biennale (1997), where she
won the Illy Café Prize for Most
Promising Young Artist, and
was nominated for The Turner
Prize in 1998. Solo exhibitions
include Kunsthalle Zurich
(1997); Louisiana Museum of
Modern Art, Humlebaek (1997);
Hirshhorn Museum and Sculpture
Garden, Washington DC (1999);
Museo Nacional Centro de Arte
Reina Sofia, Madrid (2000);
a retrospective of her work at
the Hayward Gallery, London
(2002); State Russian Museum,
St Petersburg (2004); MCA,
Moscow (2004); BALTIC,
Gateshead (2006); MCA Sydney
(2006); MoCA, Cleveland (2008);
and the Contemporary Art
Museum, Houston (2008).
In 2008, Sam Taylor-Johnson
directed the BAFTA and Palme
d’Or nominated, Sundance
Film Festival winning short
film Love You More, written by
Patrick Marber and produced
by Anthony Minghella. Her
directorial feature film debut
came in 2009 with the critically
acclaimed Nowhere Boy which
was nominated for four BAFTAs
including Best British Film and
Outstanding Debut for direction.
2015 saw the release of TaylorJohnson’s directorial feature,
Fifty Shades of Grey. As Universal
Pictures’ highest-grossing R-rated
international release, it also
marked the biggest opening in
history for a female director. In
2011 she was made an Order
of the British Empire (OBE).

kawita
claire
vatanajyankur. anna watson.

andy
warhol.

Born 1987, Thailand.
Lives in Thailand.

Born 1977, Melbourne.
Lives in Melbourne.

Born Pittsburgh, 1928.
Died New York, 1987.

Kawita Vatanajyankur is a video
artist whose works often involve
performing extreme feats of
endurance as an examination
of the psychological, social
and cultural ways of viewing
and valuing women’s everyday
labour. She graduated from RMIT
University, Melbourne with a
Bachelor of Fine Art (2011).

Claire Anna Watson is a
Melbourne based artist, curator
and arts writer. She creates
installations, photography and
video-based artwork and holds a
Master of Fine Art from Monash
University (2012) and a Graduate
Certificate in Public Art from
RMIT University (2005).

Graduated from the School of
Art and Design at the Carnegie
Institute of Technology (1949).

Vatanajyankur has exhibited
widely across Australia, as well
as in Asia and Europe. Recent
notable exhibitions include:
Video Video, Campbelltown Arts
Centre, Campbelltown, NSW
(2016); Tools, The Jam Factory,
Bangkok, Thailand (2015); The
Carrying Pole, Screen Space,
Melbourne, Australia (2015);
Finalist in the Jaguar Asia Pacific
Tech Art Prize, World Trade
Center, Taipei, Taiwan (2015);
Thailand Eye, Saatchi Gallery,
London (2015) and Bangkok Arts
and Culture Centre, Bangkok,
Thailand (2016); New Grand
Narrative, Next Wave Festival,
Testing Ground, Melbourne
(2014); The Ice Shaver, Centre
for Contemporary Photography
(CCP), Melbourne (2013).
Vatanajyankur’s work is held in
private collections in Australia
and Asia. She is currently
represented by Stills Gallery,
Sydney, Australia.

Watson has devised public art
projects for the shores of the
Black Sea in Turkey, a forest
in Finland, the rural plains of
Portugal and the snowfields of
Australia. She has presented
her works nationally and
internationally and has been
awarded international residencies
that have culminated in major
public art works. Watson has
held several solo exhibitions
including Heterochiral Sequence,
Brenda May Gallery, Sydney
(2015); Reverie, Gippsland
Art Gallery, Gippsland (2011);
Sortie, BLINDSIDE, Melbourne
(2011); and Ephemeral Works
2005-2008, Counihan Gallery,
Melbourne (2008). Her video
and sculptural works have been
curated into numerous group
exhibitions, including Sydney
Contemporary, Carriageworks,
Sydney (2015); the NETS Victoria
exhibition Made to Last the tour
of which included McClelland
Gallery, Langwarrin, and QUT Art
Museum, Brisbane (2012-2014);
and FEAST: Pleasure + Hunger +
Ritual at Lexington Art League,
USA (2015).

Warhol was a leading protagonist
in the development of Pop Art,
and his influence extended
beyond the world of fine art to
music, film, television, celebrity
and popular culture. Warhol
created some of the most
defining images of the late
twentieth century, through his
exploration of consumer society,
fame and celebrity, media,
advertising and politics.
Warhol began working as a
commercial artist and illustrator
for magazines before creating
fine art in the 1960s, directly
inspired by consumer products
and advertisements. In 1962
he adopted screen-printing
processes which allowed him to
repeat images, often on a single
canvas, thus mimicking the massproduced nature of American
consumer society. During his
career he also experimented
with painting, film, instant
photo-booth strips, Polaroids
and x-rays.
Warhol’s studio, which he
appropriately called The Factory,
became a cultural hotspot for
poets, artists, musicians and
actors, many of whom became
the subject of his work. This
creative atmosphere ended in
1968 when Warhol was shot by
radical feminist Valerie Solanas.
In 1969, having recovered from
this assassination attempt,
Warhol created Interview
Magazine, which allowed him to
mix with celebrities, politicians
and sport stars. His works are
held in most major collecting
institutions globally.
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