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Introduction
I have worked in diverse roles that have all been connected
to natural history, wildlife and conservation. I started working
as a trainee technical officer at the Museum and Art Gallery
of the Northern Territory working in both the Entomology
and Marine Sciences divisions. During this period of my
career I became an avid diver spending many hours diving
and exploring the underwater world collecting marine
specimens for taxonomic research projects and assisting
Museum researchers through illustrating scientific papers
on newly described species of soft corals. I travelled
overseas to study with the Guild of Natural Science
Illustrators at Eagle Hill Wildlife Research Station and at
The Philadelphia School of Art and Design after receiving
funding from the Queen Elizabeth Silver Jubilee Trust
on both occasions. I have worked as a zookeeper in the
Aquarium and Aviaries at the Territory Wildlife Park then
moving into education and interpretation. Through this
work I have developed a deeper love and understanding
of our flora and fauna of this region and a passion for
educating about wildlife conservation. Throughout my
working career my I have always been connected to
wildlife and the natural world.
As an artist/educator and interpreter for most of my working
life I have focused on depicting wildlife in my work. Recently
in my roles as Interpretation officer, Artistic/Narrative Officer
and General Manager of Visitor Services at the Territory
Wildlife Park my focus has been on developing interpretive
displays and arts/conservation education programs that
involve community engagement in the creation of public
art installations. As a freelance artist I have worked in
diverse mediums ranging from graphite pencil, coloured
pencil, pastel, watercolour, flame-worked glass, earthen
and polymer clay and most recently in recycled metals
and mixed media. Through my own artistic practice I have
facilitated and curated a number of group exhibitions both
for the Territory Wildlife Park and for my own studio gallery.
All of these exhibitions have focussed on wildlife themes
and conservation issues. I have also developed and run
art technique workshops teaching from pre-school aged
students though to tertiary level students teaching a range
of drawing and painting techniques.

Jasmine Jan
MOBILE: 0499884345
Email: jasminejan@bigpond.com
GPO Box 2126, Humpty Doo 0836,
Northern Territory, Australia
www.jasminejan.com.au
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Report Overview Executive Summary
To study sculpting, mould making and Cartapesta (papier
mache) techniques with Master Artists in Italy with a view
to developing community art projects and events based
around using these techniques and incorporating sculpture
using more accessible mediums such as paper and recycled
materials.
From April 6th – June 2nd I travelled to Italy (Florence, Viareggio, Venice),
Thailand (Chiang Mai) and Singapore as part of my Churchill Fellowship.
My travel involved the following aims:
ITALY

To train with master sculptors and mask-makers in
Florence and Venice to develop skills, experience
and knowledge in sculpting in various materials and
mediums to create customised moulds which are then
used to build papier mache masks and sculptures. To
visit and view museums, galleries and studios in Italy
where examples of Cartapesta (Papier mache) have
been used to create sculptures for festival, parades
and themed events. To visit art galleries, museums
and exhibitions where diverse art forms have been
used to communicate messages around themes
and determine suitability for using in community arts
conservation projects.

THAILAND

To visit and investigate papermaking facilities that
are making paper using recycled materials and other
studios/galleries using different mediums to create
sculptures and installations that may be suitable for
use in zoos, parks and aquaria. To look at interpretive
mediums used for communicating conservation
messages in a variety of tourism experiences that
focus on flora and fauna.

SINGAPORE To visit and study artworks and styles that have been
used in interpretive displays for zoos, botanical
gardens, aquaria and museums.

6

Communicating Conservation
issues through Art
How the visual and performing arts
shape environmental behaviour.
The project ‘Creating Inspiration How the visual and
performing arts shape environmental behaviour’ has found
that there are three main pathways through which the
arts can shape behaviours that are more environmentally
sustainable, and which might be successfully utilised
by extension practitioners and others wishing to build
capacity in the community for environmental sustainability
(Curtis etal. In press). These pathways are:
·

communicating information

·

connecting us to the natural environment; and

·

catalysing environmentally sustainable economic
development

……The visual and performing arts are able to synthesise
complex ideas and present them to lay audiences in
an engaging form….Some art forms or works of art are
particularly valuable in prompting new ways of looking at
problems.
The visual and performing arts can be applied to changing
environmental behaviour for most if not all, land, water,
vegetation, and urban issues, including: Climate change
and greenhouse gas emissions, soil salinity, biodiversity
loss, decline in water supplies and quality, urban sprawl
and waste management.
Art forms useful in affecting environmental behaviour…
include (but are not confined to):
Individual fine-art works, including photographs, paintings,
drawings, sculptures, video art, jewellery, ceramics, prints,
etchings, sculptures and other art forms in the natural
environment, environmental and ecological art, murals and
other public art works, art exhibitions, field studies programs
with visual arts students, art installations and special
purpose events, one-off art competitions or exhibitions
in schools, street or paddock theatre, play-building in
schools, travelling theatre groups, specially commissioned
theatre or performance works (orchestral, choral, dance,
visual and theatrical spectacles), concerts, street parades,
community art events and festivals, participatory art forms,

such as community arts and theatre, writing workshops,
storytelling, film, happenings, landscape architecture and
concerts in the natural environment.
A wide variety of techniques can be employed to involve
the arts community into activities which seek to promote
changes in environmental behaviour (Curtis, in press;
Curtis, et al. in press), including (but not confined to):
Commissioning special purpose art-works, using the
status and fame of artists and performers to engage the
community, generating schools-based activities, such
as play-building pieces with Drama students, or circus
activities, using visual or performing artists to facilitate
planning processes, incorporating visual and performing
artists into planning processes, inviting performing artists
to perform at particular events.
From an extension point of view the visual and performing
arts can be used in many contexts such as (Curtis, in press)
facilitated workshops, field days, special events, training
days, social activities for Landcare groups, tree planting for
Landcare days, conference and promotional purposes.”
(Reeve, Curtis and Reid 2005)
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Itinerary
Summary Fellowship
Program
ITALY
LECCE

FLORENCE

8

Bottega del Piccolo Artigiano (Studio of Vincenzo
Calcagnile)

8 April

Cartapesta di Bottega di Francesco Di Vita (Studio of
Francesco Di Vita)

8 April

La Cartapesta di Claudio Riso (Studio of Claudio Riso)

8 April

Terra Carta Fuoco Laboratorio di Cartapesta di Stefania
Guarascio (Studio of Stefania Guarascio)

8 April

Museo Fantasy Art Ed Effetti Speciali (Special effects
museum of Gabriele and Vittorio Magri)

9 April

The Florence Studio Sculpting and mould making with
Frank Rekrut at The Florence Studio

11 - 26 April

Studio of Agostino Dessi Master Mask Maker

13 April

Palazzo Pitti

14 April

La Specola Medical Anatomy Museum in Wax

14 April

La Specola Natural History Museum Biological collection

14 April

La Specola Natural History Museum Minerals Gallery

14 April

Museo di Palazzo Davanzati (Museum of the Old
Florentine House)

16 April

Museo Galileo (Galileo Science Museum)

18 April

Museo Nazionale del Borgello (Art and Sculpture Museum)

19 April

Palazzo Pitti Costume Gallery Animalia Fashion exhibition

20 April

Palazzo Pitti Kiki Smith Textile and Sculpture Exhibition

20 April

Woodworkers Studio

20 April

National Archaeological Museum Florence

21 April

Giagardini della Rose Firenze (Garden of the Roses
Florence)

21 April

Accademia

24 April

Alberto Cozzi Antico Laboratorio Artigianale (Marbled
paper and bookbinding studio)

24 April

Duccio Banchi Bronzista Firenze (Duccio and Lamberto
Banchi – Bronze working studio)

25 April

Palazzo Strozzi Exhibition Verrocchio il maestro di
Leonardo

25 April

VIAREGGIO

Museum of the Carnival Viareggio and Carnival Cittadel

VENICE

Ca’Macana Studio - Cartapesta and the art of Mask
Making with Davide Belloni at Ca’Macana Studio
La Moretta Mask Studio

15 April
30 April 16 May
1 May

Museo Ca Rezzonica

10 May

Museo Di Storia Naturale Venezia Natural History Museum

11 May

Casin dei nobili (Dorsoduro – Venice) Studio of Stefano
Oliani

12 May

Ca’Macana Atelier Studio of Carlos Brasseco and
Carolina Vincente (Cannaregio – Venice)

12 May

Galleria Giorgio Franchetti All a Ca’ Doro – Dysfunctional
Exhibition (Cannaregio – Venice)

14 May

Venice Design (Palazzo Michiel, Venice)

14 May

Sculpture in the Park Venice Biennale 2019

14 May

Personal Structures (Palazzo Mora, Venice)

14 May

Venice Biennale 2019 (Arsenale – Venice)

14, 20 May

Murano Museum of Glass (Murano – Venice)

16 May

Simone Cenedese Gallery ( Murano – Venice)

17 May

The Glass Cathedral Ex Chiesa di Santa Chiara (Murano
– Venice)

17 May

Giudecca Art District ( Giudecca – Venice)

20 May

Orsoni Colour Library (Cannaregio – Venice)

23 May

Bronze Sculpture Factory

25 May

Wood carvers Factory

25 May

Umbrella Making Factory

25 May

Siam Celadon Ceramics Factory

25 May

Elephant Poopoopaper Park

26 May

Orchid Garden Chiang Mai

26 May

Rachadamnoen Rd Night Markets

26 May

S.E.A Singapore Aquarium

29 May

Buddha Tooth Relic Temple and Museum

29 May

Singapore Botanic Gardens

30 May

National Orchid Gardens

30 May

THAILAND
CHIANG MAI

SINGAPORE
SINGAPORE

Chinatown Heritage Centre

31 May

Singapore Zoo

1 June

River Safari

1 June

Gardens on the Bay

2 June
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HIGHLIGHTS
- PHOTO
SUMMARY

There were just so many amazing
experiences throughout this trip that it was
really difficult to narrow it down to just a few
highlights.
Travelling overseas, being exposed to the culture,
food, street art, people, having conversations about
art, politics, local and global issues and making
serendipitous discoveries was also a highlight of the
trip which is difficult to convey in a report such as
this. Travelling on this adventure of discovery and
learning has been an incredible experience and
something that I am incredibly grateful for.
As part of sharing my learning and experiences
whilst I was overseas I made sure that I took lots
of photos and every day I posted photos and
wrote commentary on what I was experiencing and
learning on my public facebook page – Jasmine Jan
Studio/Gallery. It was lovely to stay connected to
people back home via this page and I received lots
of appreciative comments about sharing my journey.
It was interesting when I returned to Darwin I had
complete strangers coming up to me and asking me
questions about my Churchill Fellowship experience
as they had been following my page whilst I was
overseas. The power of social media. Below are
some of the comments that I received on my page
while I was posting from overseas. It was difficult
working out which photos to use for the highlight
summary so I have to just pick out some of the
standout experiences from a trip that was just back
to back amazing.

Barbara Williams – Your mask is awesome and
so are you. What an amazing experience you are
having. You are taking us on an incredible journey
through your eyes as an artist and I thank you for
taking the time to upload photos and comments.
Kate McKay – Have been really enjoying your
adventures and commentary as you have made
your discoveries Jasmine. Thanks for sharing all
the wonderful pictures.
Doreen Dyer – Oh Jasmine. You’ve given us such
a rich tour of Venice. I have never been to Italy , so
have just loved your photos.
Kristi Stinson – Thanks Jasmine, it’s been really
inspiring watching all these things you have been
learning. Appreciate you sharing it.
Barbara Eather – Keep up the foreign
corresponding. Was at an art exhibition tonight and
a few of us was talking about you – all nice.
Gail Lee Kelly – Thanks for the fabulous insight
to areas we didn’t discover. Maybe I’ll take your
itinerary next time I go to Singapore.
Pauleen Cass – Your scholarship has given us all
the gift of seeing wonderful places and enjoying
your experiences.
Kathryn Borrow – Wow Jasmine so many beautiful
things to see. Yes the ceramics is fantastic thanks
for sharing.
Deborah Wace – I am loving the level of detail
you describe. What a thorough experience you are
having. Thanks for taking us along! Where does
your Churchill Fellowship take you next?
Buttons Pickering – Wow, Jasmine. Loving your
posts they are sooo interesting. Thankyou for
sharing your learning journey.
Kat Ika – Thank you for taking the time and
sharing your experience.
Lyn Minchin – I am just loving your daily reports
and progress. Go Jasmine.
Helen Schalcher – Loving your photos, what a
wonderful opportunity you have had over there.
Bronwyn Toft – Think you might just explode if
you absorb anymore artistic culture!! Lucky you…
seems like study trip of a lifetime.
Sharron Noske – Jasmine what a wonderful trip
you are having and how beautiful that you are
sharing this with us all on facebook. Loving your
posts.
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Florence – Palazzo Pitti Costume
Gallery had an amazing exhibition on
called Animalia Fashion. Each room in the
palace had gowns and accessories themed
around different groups of animals e.g. birds,
insects, crustaceans, fish, spiders, reptiles
and more. This was a beautifully curated
and thoughtfully interpreted exhibition
showing how the animal world has been
a major influence in design in the fashion
world. Stunning exhibition which I had to
walk through twice because it was just so
breathtaking.
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Florence - STUDIO VISIT to master
Mask Maker in Florence, Agostino Dessi.
One of the first mask makers that I met
on my trip and visiting his studio/gallery
was like entering an amazing cave of
treasures. Interestingly Antonio has also
developed a mask making technique that
uses leather instead of papier mache.
The technique for building these masks
is quite different where a positive mould
is used and the damp softened leather is
pressed down onto the mould and nailed
around the edges. The leather is allowed
to dry and harden on the mould and left
until it has fully dried and hardened.
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Florence - STUDIO VISITS to traditional
woodcarving, framing, bookbinding and paper
marbling studios in Florence. Every day before and
after my sculpture classes at the Florence Studio
I would go searching for other artisan studios and
visit museums and galleries. The great thing about
Florence is that they stay open really late so I was
able to pack in a lot of experiences every day. It
was really inspiring to see in Florence a thriving
artisan community with many of the studios being
family business’ that had been operating for 2030 years. I wondered whether the woodcarvers
studio with the hands were the ones responsible
for building the wooden mannequins that were
used in the Animalia Fashion exhibition at the Pitti
Palazzo Costume Gallery.
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Venice – ORSONI COLOUR LIBRARY. On my last day in
Venice I managed to get myself on a tour to the Orsoni
Colour Libraru and glass furnace. This is the last surviving
operating furnace in Venice as all the other glass furnaces
were ordered to relocate to Murano Island to reduce the
risk of fire in Venice. As a glass artist this place is literally
heaven. Orsoni produces Smalti, traditional handcut glass
tiles that are used in mosaic art. The handcut mosaic
glass tiles produce a completely different look and feel to
mosaics that use molded tiles. As part of the tour which
was incredibly fascinating, the guide had lots of really
interesting history and information on the glass making
process. We were able to see the furnace where the glass
is mixed, the cutting and processing areas. The piece de
resistance was actually walking through the glass library
an Alladins cave of coloured glass sheets all stacked and
catalogued in shelves by colour just like a library of books.
The library was an exquisite masterpiece in itself.
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16

Venice – By sheer luck the timing of my stay in Venice
to study mask making coincided with the Venice Biennale,
Venice Design and an exhibition called Dysfunctional. Apart
from the Official Biennale exhibition site having exhibition
pavilions filled with contemporary art from countries all over
the world there were also many exhibitions throughout
Venice occurring at the same time. As an artist I could
not have asked for a better experience in Venice. I was
inspired and gained so much more to think about when
it comes to curating exhibits in public spaces, developing
community art projects, installation and site specific art
and showcasing art in collaborative events. There was
a very strong recurring theme in the exhibitions around
sustainability, global warming, pollution and environmental
issues. The overall theme for the Biennale this year was “
We live in interesting times”. A lot of the exhibiting artists
were focusing their work on making a comment around
environmental issues which was really “interesting”. It
almost felt like serendipity that I was in Venice studying
mask making with the idea of developing community
arts projects around conservation issues and here I am
surrounded by exhibitions and artists commenting about
the state of the world and the environment.

Murano - Whilst in Venice I
took time to also visit Murano
and was able to visit a number
of glass studios and furnaces
where I watched artisans
working glass in the furnace
and also viewed incredible
collections of beautifully curated
glassworks. I visited the Murano
glass museum and also visited
master glass tool makers studios
and glass sellers.
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Chiang Mai – I visited the
Elephant Poopoopaper Park which
is a tourist experience where
visitors can learn the process of
how paper and various paper
products are made using Elephant
Poo. The facility is extremely
well set up as an interpretive/
educational centre and interactive
visitor experience with also a
large retail souvenir/gift shop
and crafting activity centre. The
themes of sustainability, recycling
and creative activities are all areas
that I was interested in looking at
for future developments at the
Territory Wildlife Park.
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Singapore – I spent a full day at
Gardens on the Bay photographing
and checking out the art
installations, interpretive signage
and displays. The Flower Dome has
an everchanging program of floral
displays throughout the year and
the Cloud Forest has impressive
art installations throughout the
exhibit. The theming and curation
of artistic installations throughout
the Flower Dome, Cloud Forest
and public gardens was amazing
and inspiring to see.
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Singapore – Whilst in Singapore
I visited S.E.A. Aquarium, Singapore
Zoo, River Safari and Night Safari all
very different wildlife conservation and
tourism venues. It was fantastic to be
able to see such amazing landscaping,
exhibit design and the incorporation of
art also within these attractions. I was
particularly impressed with the attention
to detail and scale of exhibit design at
the S.E.A Aquarium. I have visited many
aquarium around the world and this
one was particularly impressive.
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Cartapesta is a paper sculpting technique often
referred to as “The poor man’s marble”. Carta
“paper” + pesta “crushed, ground, beaten”
translates literally as “crushed paper”.

What is
Cartapesta?

In Italy the papier mache/ cartapesta technique is used
in a number of regions for a number of purposes. As part
of my fellowship research I travelled to three main areas
in Italy to study this technique. In southern Italy (Lecce)
I visited a number of artists in their studios, in central
Italy (Viareggio and Florence) I visited the Carnival of
Viareggio Museum and Citadelle to view the giant papier
mache sculptures and visited the studio of a master
mask maker in Florence. In northern Italy (Venice) I
trained at Ca’Macana Studio and learnt the mask making
technique and a number of techniques for decorating
and finishing masks with master mask makers.
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Evolution of an ancient paper
sculpture process From messiahs to mermaids
In Southern Italy (Lecce) many religious figures, statues
and church ornaments are made using this technique. It
was a low-cost alternative to marble and is used in a similar
fashion to plaster or carved wood. It also produces a very
strong yet lightweight structure that is also very robust.
Using this technique and medium made it possible to carry
the religious sculptures into the streets for special festivals,
events and religious celebrations. Today Cartapesta
artisans still produce commissioned religious figures and
sculptures for Churches however artisans are now also
designing and creating cartapesta sculptures of every day
figures and dioramas depicting the lives and settings of
village life as decorative pieces for collectors and tourists.
Whilst in Lecce I visited a number of artists in their studios
to observe and record their individual approaches to using
cartapesta.

1			

Cartapesta sculptures begin with an internal armature or
supportive frame that is then packed and filled (different
materials are used from shredded wood shavings, wool,
straw and paper straw) to create the padding around the
armature. Details such as the face, hands and feet are
generally constructed by hand out of clay and then fired.
These elements are then attached to the central armature
before the layers of paper and glue are added to create
the outer form, structure and detail of the sculpture.
Softened layers of paper can be draped and folded to
recreate the folds and draping of clothing and garments.
Once the armature and internal packing has been formed
then paper soaked in a glue mix (different variations and
mixes of glue are used from flour paste glue, wallpaper
glue to PVA glue mixed with water). A stiffer brown paper is
used by the Cartapesta artists in Lecce whereas the mask
makers in Venice use a more flexible blue coloured wool
paper which is softer, making it easier to press into the
plaster mask moulds.

2		

1. Cartapesta di Bottega di Francesco Di Vita
(Studio of Francesco Di Vita)

2.

Terra Carta Fuoco Laboratorio di Cartapesta di
Stefania Guarascio (Studio of Stefania Guarascio)

3.

La Cartapesta di Claudio Riso (Studio of Claudio Riso)

4.

Bottega del Piccolo Artigiano
(Studio of Vincenzo Calcagnile)
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3			

4

This process uses materials that are relatively inexpensive
and there are variations between studios and in the
different regions where Cartapesta is practised as an
artform with artists having preferences for using certain
papers, glues and finishes depending on their own arts
practice and the type of works they are creating.

Small demonstration series in the studio of Claudio Riso shows
4 stages in the development of a sculpture.

On larger Cartapesta works and sculptures many of the
artists use a heated brazier to burnish and push down the
paper helping the layers to meld together. This technique
is not used in the mask making process which will be
described in greater detail in the Technical training in
Venice section of this report. Once all the layers of paper
on the sculpture have been heat pressed together and
have dried and solidified the sculpture can then be coated
in a heated mixture of plaster and gesso to form a smooth
surface upon which paint, patterns and designs can be
added.
From this stage then the sculpture can be painted and
decorated. At Claudio Riso studio I observed that airbrush
was used to apply paint which creates a smoother finish
and allows for subtle tonal graduations and colour mixing
to occur on the sculpture. Not all Cartapesta artists use
airbrushes for painting some still use brushes and acrylic
paint to apply colour.

Detailed parts of the sculpture such as heads, hands and feet
are hand sculpted from clay. Artists have their own recipes and
combinations of techniques that they use to create their Cartapesta
sculptures.

Mask makers have a myriad of techniques and materials
that they use to decorate masks and this will be outlined in
the Technical training in Venice section of this report.
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A heated brazier is used by the artists who construct the larger sculptural pieces and the heat from the brazier helps to bind the layers of
paper together. Once the sculpture has been completed and has dried and hardened a warmed plaster and glue gesso mix is painted over
the sculpture to smooth and seal the paper.

Cartapesta artists have incorporated new techniques and mediums
into their practice. Stefania Guarascio uses silicon moulds to create
the very detailed shells for the necklace on the life-sized mermaid
sculpture. The delicate textures of shells and starfish are captured
by using paper pulp and pushing it into a silicon mould that has been
made using actual shells and starfish. Once the paper pulp has dried
and been removed from the mould Stefania then paints and details
the shells and starfish so they look incredibly realistic. From the front
the mermaids necklace looks solid and heavy however when you
pick up the necklace and turn it over you can feel and see the piece is
hollow and lightweight. The mermaid sculpture that Stefania created
has had extra texture added by gluing flat glass beads onto the tail.

Mermaid detail from Stefania Guarascio’s studio showing how the mermaids
necklace was made using paper pulp pressed into a silicon mould.
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Cartapesta is a centuries
old sculpture technique
however contemporary
cartapesta artists are
taking advantage of new
materials and mediums
to decorate and finish
their sculptures.

A series of small vignettes from the studio of Claudio Riso where the figures (Green Grocer, Baker, Cheesemaker, Farmhand and
Carpenter) have been created using Cartapesta. The detailed elements of vegetables, bread loaves, cheeses, animals have been
handcrafted from clay and painted by hand.

25

Examples of figures and sculptures produced using Cartapesta from the studio of Stefania Guarascio.
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Carnival Time - The giant movers
and shakers of Cartapesta
In Central Italy (Viareggio) there is an annual carnival, the
Carnival of Viareggio where massive floats made of papier
mache are paraded up the main street. These enormous,
mobile, articulated floats are papier-mache effigys
constructed over a wire or wooden armature. Unlike the
Cartapesta sculptures in Lecce these floats are hollow
inside and in some cases the space allows for a person or
a number of people to be contained within the sculpture to
operate moving parts. Some parts of the floats are made of
fibreglass that has been stretched over an armature. This
naturally significantly increases the cost of building the float
however it ensures that these details are durable and will
survive a significant period of time. The Viareggio Carnival
runs for a full month of day and night parties with giant

parades of floats, masked balls, festivals and associated
events taking place in this region. At the end of Carnival
floats are destroyed to make way for next years collection
of floats and work begins again on designing and building
a new array of floats. This annual event has become a
major tourist attraction drawing hundreds of thousands of
visitors to Viareggio to witness the spectacle of Carnivale.
The Viareggio Carnival Museum houses an extensive
collection of maquettes showing the different designs for
the winning floats for each year as well as the conceptual
drawings and paintings and examples of sculptures in
various stages of completion explaining the process of
how a float is developed and constructed.

The Citadelle which is also located in the same area as the museum is a huge complex of “stables” that are used to house the floats whilst in
construction and once completed. During the carnival period the Citadelle is opened to the public so that visitors can visit and view the floats up closely.

Adjacent to the huge stables that house the floats whilst in construction are a series of smaller studio workshops where the smaller
papier mache elements are constructed.
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In contrast to Cartapesta in Lecce, the
massive sculptures and floats produced
in Viareggio use recycled newspaper
as the paper source for building. This
series of photos shows a number of
stages in the development of a giant
papier mache head of a dragon. The
rear view of the mask shows the internal
mechanisms of the dragons head
where a series of pulleys and levers
are operated by pulling on a length of
rope which moves the eyeballs of the
dragon from side to side.
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Another series of models displayed
at the Carnival Museum showing
the development of a giant mask
sculpture. Left to right.

1.

Building the internal cane armature

2.

Covering the armature with paper
and sealing with waterproof paint

3.

Building a plaster cast mould
over the sculpted face

4.

Papier mache being pressed into
the mould to make the giant mask

5.

Papier mache mask removed
from mould

6.

Papier mache mask painted
and decorated
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Photos showing the scale of the papier
mache sculptures. Top photo shows the
internal armature which has been made
using thin lightweight canes that are then
strapped or fixed together to create a
light but strong base on which the paper
layers are glued. The two heads below
have been made using fibreglass instead
of papier mache allowing them to be
displayed out in the weather whilst the top
head has been made from newspapers
and flour glue and therefore fragile and
stored undercover out of the elements.
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Photos showing details of
internal armature, scale
of sculptures, preliminary
sketches, mechanism of
a moving hand sculpture
and the basic materials
(newspaper and flour glue)
used to build the sculptures
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Final float, concept
drawing and photo
of the actual papier
mache heads of
the giant figures
on display in the
Carnival Museum.
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A small papier mache maquette
or model is constructed based
on the concept drawing before
work begins on constructing
the giant sculptures to ensure
proportions and mechanisms
will function effectively on a
larger scale.

The Carnival Museum
showcases a collection of
maquettes of the winning
float for each year of the
Viareggio Carnival. The
maquettes are miniature,
full colour replicas of the
original floats.
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A Masquerade
of Masks

Casin Dei nobili - Studio of Stefano Oliani
visited whilst studying mask making
in Venice. Stefano’s masks were quite
distinctive in their design with many of the
masks decorated with heavily sculpted
decorative flourishes that had rich metallic
finishes (gold, silver or copper), encrusted
with gemstones and further enhanced with
richly coloured shrouds of feathers.

In Northern Italy (Venice) the Cartapesta technique has been used for the creation of elaborate
masks which are then decorated and embellished using a diverse range of materials and
techniques. Masquerade events, carnivals and balls are a big feature of the Venetian calendar
and there are many studios and shops in Venice where artisans are using the technique and
then also adapting and incorporating new mediums and effects to create modern mask designs.
Each studio has their own style and emphasis on mask design.
Ca’Macana Atelier Studio of Carlos Brasseco and Carolina Vincente. There are two different mask making studios in Venice both
called Ca’ Macana. Carlos Brasseco was originally a partner with Mario Belloni who owns Ca’ Macana Studio where I studied
mask making with his son Davide Belloni. Carlos and Mario started a mask making business in Venice together as young graduate
Architecture students trying to make some money. However after a period of time they ended their partnership and continued
running their own separate business’ focussing their interests in different areas. Ca’ Macana Atelier doesn’t run classes teaching
mask making and focuses more on the design and production of masks and sculptures to sell. I was not able to meet Carlos however
I met one of his mask makers in the studio/shop in Cannaregio, pictured here.
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Whilst in Venice studying mask making at Ca’ Macana Studio I took the opportunity to explore and photograph masks
from as many mask studios and shops as possible to obtain a visual record of the incredible diversity of techniques
that are used to decorate masks. A mask could basically be considered a blank canvas upon which any variety of
mediums, techniques and materials could be employed to create a uniquely decorated mask. Some studios have
even used leather instead of papier mache to produce some incredible masks with a totally different look because
the base material was different.
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Conclusions and
Recommendations

There is huge potential for using Cartapesta techniques
for building sculptures, masks, props and displays here
in Australia. The main challenge going forward will be
finding equivalent low cost materials such as the wool
paper used in building the masks and a similar type of
plaster of paris used in preparing the moulds for the
mask. Most of the other materials used in mask making
are easily obtained. Development and consolidation of
the skills and knowledge that I have acquired during my
time in Italy will be required before I will feel completely
confident in running workshops and teaching others
what I have learnt.
In terms of sculpture building using the Cartapesta
technique newspaper, flour glue and canes are readily
available so this is a technique that could easily be
used as the basis for community art projects where
there is a limited budget. This technique has been used
in schools for many years however visiting Italy and
seeing the scale on which these sculptures are built
has provided an amazing insight into the potential of
this medium for projects on a grand scale.
Into the future I would like to explore further the concept
of using recycled handmade papers in building masks
and larger scale sculptures and I have some excellent
connections locally in Darwin. I know of and have
collaborated with two different papermaking artists
who specifically work with making paper from local
and recycled materials. I also have a great connection
with Curtin Springs Station where I undertook an artist’s
residency at the station and hope to see how I might be
able to incorporate their papers made from native and
introduced pasture grasses. I think there are a number
of stories that can be told and developed in raising
awareness of major environmental issue around weeds
and invasive plant species.
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Dissemination and
Implementation

•

Whilst overseas I posted to my facebook page
Jasmine Jan Studio/Gallery a daily account of
what I was doing and provided quite detailed
explanations of what I was learning and seeing
while I was overseas. Some of the comments have
been recorded in this report.

•

Presentation/mini-workshop for Art Educators of the
NT – I will develop and deliver a talk on my sculpting
and mask making experiences in Italy with a view
to collaborating and potentially developing a future
project linking Territory Wildlife Park with schools.

•

Presentation/mini-workshop for Territory Wildlife
Parks current and previous Artists-in-the-Park at
Territory Wildlife Park – As part of my role as coordinator of the AIP program at the Park I will
provide a networking and artists talk opportunity
at the Territory Wildlife Park to talk to previous
and current Artists-in-the-Park about my Churchill
experience and give an insight into my experiences
with applying for and then undertaking a Churchill
fellowship with a focus on community arts and
conservation

•

Presentation for staff at Territory Wildlife Park –
Using the extensive collection of photos taken
whilst visiting numerous zoos, botanic gardens
and aquaria I will prepare a number of powerpoint
presentations to be delivered to staff at the Territory
Wildlife Park on a number of themes ranging from
interpretation, exhibit design and the use of art in
zoos, aquaria and botanic gardens as an interpretive
tool.

•

Presentation for Rotary in Jasmine Jan Studio/
Gallery – Vic Minchin has asked if I could do a
presentation for his Rotary group from my studio

•

Followup Radio Interview for ABC Darwin – Liz
Trevaskis interviewed me prior to travelling overseas
for the fellowship and asked to do a follow-up
interview once I returned.

•

Podcast interview with John Pastorelli
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APPENDIX:
Technical training in Florence
at The Florence Studio with
Frank Rekrut
In Florence I undertook training in sculpting and mould making with master sculptor, Frank Rekrut. For the first couple
of days I worked on sculpting a small male torso in clay and learnt a range of techniques for measuring and finding
proportions. I learnt about using a non-reactive metal (Aluminium) wire for building an internal support and armature upon
which to build a clay sculpture and was taught different techniques for smoothing and shaping the clay onto a figure.
After working on the torso I moved to working on creating a clay sculpture of a face of one of the stone lions that I saw
at the Pitti Palazzo. This was a great exercise in understanding how much or how little detail is required when building a
portrait and also the effect of undercuts and how this affects how hard or easy it is to remove a plaster cast from a silicon
mould. As part of this learning process I learnt how to reinforce a plaster casting using aluminium wire and also how cuts
in a silicon mould can be made to make it easier to remove a plaster cast. Through the training with Frank I was able to
get a deeper understanding of the different techniques and materials used in sculpting and model making.

My first attempt at sculpting in clay. I worked on a male torso using one of Frank Rekrut’s
plaster of paris torsos as a reference and then modified the torso and turned it into a merman to
practice using some other techniques whilst working in clay. Sadly the details of the fins on the
merman were too fine and fragile to cast however this was a great learning lesson for me. Frank
recommended that I should try working in wax when sculpting this sort of fine work and then using
a lost wax casting method which would make it possible for me to cast sculptures in bronze.

Frank covered a range of mould making techniques using different materials
alginate, silicon and different techniques such as waste and 2 Piece moulds.
Whilst at the Florence Studio I was also able to watch other students learning
various sculpting and painting techniques. Laura Thompson also co-owner of the
Florence Studio and an accomplished painter who works in oils and has extensive
experience in Trompe l’oeil (visual illusion in art, especially used to trick the eye
into perceiving a painted detail as a three dimensional object) was able to run a
1 day finishing workshop for me. In this class Laura showed me how to work with
paint creating different textures and finishes on sculptures. Some of the effects
that I learnt included antiqueing gold finish, gold leaf, bronzeing, leather effect,
grey stone, sandstone, marble, verde gris, red glass and woodgrain.

41

The two photos show how I started my first sculpture and then how I finished it. The evolution of merman.
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Making a mould of my hand using slow set alginate. This technique is a waste mould technique where only one
cast can be made as the alginate mould is cut away from the plaster cast once the plaster sets and cannot be reused. This technique captures incredible detail. The plaster cast of my hand had all my fingerprints and creases and
wrinkles in the skin of my hand. The process is a very quick as depending on the type of aginate that is used and
temperature of the water it can take between 4-8 minutes to set. The alginate is a water based moulding technique
and the mould will start to shrink and distort very quickly as it dries so it is best to cast soon after the mould has set.

First photo shows the completed
clay sculpture that I made working
from an enlarged photo that I took
of one of the Pitti Palace lions as
a reference. Second photo shows
the set silicon mould removed from
the clay sculpture. The clay caught
in the silicon mould when removing
the mould from the original sculpture
has to be cleaned out of the mould
thoroughly before pouring a cast
using the mould.
Making a mould of my Lions face
using 2 layers of silicon. 1st Layer
(very liquid) is painted onto the clay
sculpture and captures the detail. This
silicon is very soft and will form the
thin detail layer of the silicon mould.
It is the white coloured silicon. 2nd
Layer (thicker consistency) is applied
once the first layer has dried and set.
This silicon layer forms the body and
support medium for the mould and in
the photo is the cream coloured layer.
When working with silicon moulds it
is important to use non-sulphurated
plasticine clay otherwise the silicon
won’t set. Normal clays do not contain
sulphur so are fine for making silicon
moulds over.
Because silicon is soft and flexible a
rigid shell must be constructed to help
support and maintain the form of the
silicon mould when casting. In this
instance we built a fibreglass/plaster
of paris shell that was reinforced with
lightweight wooden rods. The white
fibre powder used to help stiffen the
plaster of paris shell is the same kind
of fibres that are added to concrete to
increase the binding and strength of
concrete. This stiff paste is smeared
onto the outer most silicon layer
(cream coloured)
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Technical training in Venice at
Ca’Macana
Studio with
Davide Belloni
Step by step
process to
developing a design
and building a mask
1. Sculpting a clay design
2. Building a plaster mould to create a
negative
3. Extracting the clay sculpture and
preparing the negative mould
4. Preparing the paper (soaking and
glueing)

A pre-existing plaster positive of
a face can be used to establish
the size of a mask e.g. child or
adult side. The clay positive
should be constructed on a
wooden or Perspex base board
that has gridlines marked. This
makes it visually easier to check
scale and proportions by using
the gridlines as a reference
point. Sketches or photographs
of the intended design for the
mask from a number of different
angles can help when building
a mask design in 3D. For my
project we used a number of
photographs of Frill-necked
lizards from front on and in
profile and various angles.

5. Applying the paper to the mould
6. Extracting, trimming and tidying
the mould
7. Cutting the eyes and priming
the raw mask
8. Decorating and
embellishing the mask
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The photo below shows a number of masks that have been made
by workers at Ca’ Macana studio that have already had the primed
white layer applied and are now ready for decorating. As part of
my fellowship I undertook private one on one training in mask
designing, building and decorating with Davide Belloni so that I
could learn the technique in detail in order to create original mask
designs.

Once all the details of the mask have been completed then an
outside edge and lip that is approximately 3mm below the edge o f
the mask is built around the entire edge of the mask. This will create
the border of the plaster of paris mould.

Blocks of clay
were packed in
underneather the
frill of the lizard to
provide support
and allow the frill
to be bent upwards
in certain areas to
give the frill more
movement rather
than just being a
flat border

Water is painted
over the surface
of the mask with
a wet soft bristled
brush to smooth off
the surface of the
mask. Then a clay
slurry is made and
this is brushed all
over the supporting
back board. This
makes it easier to
clean off the dried
plaster of paris
once it has set.

Enough plaster of paris is mixed up in a bucket to be able to create at least a 4-5cm thick mould over the entire mask and the outer
lip. A quantity of plaster of paris is poured on the edge of the board to help slow down the setting as repeated dipping of the scoop
into the bucket of plaster of paris will speed up the setting time. The thicker plaster of paris is poured slowly over the highest point
of the mask and then continually added to build an even coating of plaster over the entire mask.
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As the plaster of paris starts to thicken it becomes easier to scoop and pour it onto the higher parts of the mask allowing it to stick and build
up the layers. It is important to have a consistent thickness over the entire mould to make sure there are no weak points. Once the mould
has been poured it then has to sit until it has fully dried and set. Drying and setting time will be affected by temperature and humidity.

Once the plast of paris
mould has dried, set and
hardened then the clay
positive is removed and
any traces of the clay
removed. Care must be
taken to not damage the
internal surface of the
mould as this will affect
the quality of the mask
that can be produced
from the mould. After all
clay has been removed
three to four applications
of Vaseline should be
rubbed into the mould. A
warm hair dryer should
be used between each
application to ensure the
Vaseline penetrates the
plaster mould and then
dries well. This process
is critical otherwise it will
be difficult to retrieve the
papier mache mask from
the mould once it has
dried.
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Equal proportions of wallpaper glue (mixed according to manufacturers
instructions) and PVC glue is mixed together to use as the binding glue.

The blue wool paper used by Ca’ Macana studio is imported from Germany and is the paper that is used to line handbags. It is a soft, flexible
but very strong paper. Before using the paper to make masks it is dipped in water, the excess water is allowed to drip off and then blotted
between sheets of newspaper to remove most of the water. The aim is to just have the paper damp so that it is soft and flexible and can be
pressed and rubbed into the plaster mould without tearing. The wallpaper and PVA glue mix is then brushed on to cover one entire side of
the sheet. The sheet is then torn into long strips ready to apply onto the mask.

Where there are deep crevices and fine details in a mask design small strips of the glued paper are rubbed into the mould with the glue
side facing upwards and then smaller pieces are torn and wrapped tightly into compact pieces that are then pressed into the crevices. The
aim of this is to avoid having any air pockets between the layers of paper that are being laid down on the mask mould as these will create
weak points in the mask. Once a level even surface has been achieved then big strips of paper can be pressed into the mould working
around the mould and ensuring to overlap the strips each time. Masks should have at least three complete layers over the entire surface of
the mask in areas such as the ribs/ridges of the frill extra strips of paper should be layered in to provide reinforcing strength to the mask.

Where the strips of
paper extend over
the edge of the mould
these can be folded
back over towards the
centre of the mask to
create a neat round
edge around the outer
edge of the mask.
The mask needs to be
thoroughly dried before
removing from the
mould and a hair dryer
on the warm setting
can be used to speed
up the drying process.
Once the mask has
been removed a special
gesso mix is used to
paint over any join lines
or ridges create where
paper strips have been
overlapped. This helps
to create a smoother
surface on the mask.
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Once the surface of the mask has been smoothed out, they are usually painted with a runny acrylic mix to create an ultra smooth
surface for painting on. Because this mask was going to have a textured surface it wasn’t necessary to paint this smoothing layer
on. Instead thick white acrylic paint was dabbed onto the surface of the mask where a piece of nylon mesh had been laid over the
mask. The mesh once removed from the mask leaves a scaley pattern. Care needs to be taken when laying the mesh over the lizards
face to ensure that the scales are going to be running in the correct direction. The piece of nylon mesh will need to be removed and
repositioned to be able to paint the scales over the entire mask.

The white acrylic
paint used to create
the scaley texture
and the acrylic
paints used for
colouring the mask.

Test swatches to check how to get the best
colour effect for the mask are carried out on
scrap paper. Then the base coat of orange is
painted onto the white textured surface and
allowed to dry.
Once the orange paint layer has dried,
eye holes are measured, checked and
marked on the mask and then a sharp
scalpel or modelling blade is used to
cut out the eye holes in the mask. In
this instance it was done as discreetly
as possible so that the eye slits
disappear into the design of the mask.
Orange base, brown applied on top and then rubbed back quickly to remove bulk of brown. Other highlight colours used red, yellow & blue.
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My completed mask
and all the other masks
and prototypes that
I made whilst being
trained by master mask
maker from Ca’Macana
Studio, Davide Belloni.

I also learnt to make a prototype mask so
that I could bring this mask back to Australia
and use it to build a new plaster of paris
mould over the top of it. The original plaster
mould was too heavy to bring back. The same
process for making a mask is used however
the paper is extended beyond the actual
edge of the mask and then trimmed to create
the edge or lip of the mould. The whole mask
is then painted with a waterproof acrylic
barrier which hardens the mask and seals it
to protect from the wet plaster of paris. The
underside of the prototype mask is reinforced
with mesh and plaster of paris to give the
prototype mask enough strength to support
the weight of the plaster of paris when
making a new mould.
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Different patterns
of nylon mesh
can be used as
templates for
creating different
textures on the
masks.

Feathers can be used in multitude of ways to decorate and embellish masks. Hot glue guns are used to attach feathers
to the mask and various cutting, trimming and curling techniques are used on the feathers. Studying millinery and the
various techniques used by milliners could also help with decorating masks using other materials.

Different antiquing and paint finishes are also use in mask decorating.
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