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Saint II 1981
acrylic on paper 
42.0 x 44.5 cm
Exhibited at Jackson’s first solo 
exhibition in Sydney at David Reid’s 
Gallery (Mary Place), Sydney in 1981.
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Delineations 1981 
acrylic on paper 
38.5 x 40.5 cm (paper 42.0 x 59.0 cm)
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Roy Jackson had an association with the Mary Place Gallery that went all the way back 
to 1980, when it was still David Reid’s Gallery. Subsequently, between 1998–2002, 
Jackson’s “contemporary abstract landscape paintings” were exhibited in group and 
solo shows at Mary Place, as he recounted:

“For a few years before 2002 I had been independently running my own shows at the 
Mary Place Gallery. I had left a major gallery in Sydney where I had shown for about 
15 years. I wanted to do my own thing and have direct contact with people who came to 
see my work. That was all quite hard, but the feedback was such a wonderful experience, 
and I had no one to blame for any failings of the shows but myself. I liked that.”

The current exhibition, consisting of thirty paintings representing the last decade of 
Jackson’s working life, has been selected from the Roy Jackson estate and is presented at 
Mary Place by Defiance Gallery. Some visitors to the exhibition will remember previous 
exhibitions and these same walls configured with different sets of paintings, and they 
will remember the atmospheres (very distinctive, never the same twice) of Jackson’s 
prior exhibitions. They may remember also how the gallery space seemed galvanised by 
the artist’s presence and his readiness to engage in conversation, by his commentary on 
places and circumstances that inspired particular works, about his materials and working 
methods, and (perhaps a little more reticently) about his general aims and ideals. 

Y

Roy Jackson at Mary Place
by Terence Maloon 
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Installation of Stone Country,  
Roy Jackson’s exhibition in Mary  
Place Gallery in 2002
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The qualities Roy Jackson most prized in painting were, he said, “rhythmic structure, 
spontaneity plus deliberation – raw, primal, natural”:

“I never had a strong feeling for classical composition,” he explained. “I wanted to 
compose … or didn’t want to compose: I wanted something inevitable, that was going 
to be done anyway, whether by me or someone else. There’s always been a kind of 
haphazardness in my work. In the best of it there’s a kind of inevitability, although it’s 
not the kind of completeness that says: ‘That red is perfect with that yellow. That form 
is perfect with the other form’. That’s not my language, it’s not what I’m about, though 
I can appreciate it in other people’s work.”

Born in England in 1944, Jackson’s first extended stay in Australia occurred between 
1959-61 in the company of his parents. He returned to settle permanently in 1965, 
having completed his art school training in London at the Wimbledon School of 
Art. From his earliest encounters with the Australian landscape, its uniqueness 
impressed and challenged his imagination profoundly, as did the dawning awareness 
of the longevity of human occupancy and the myriad traces it had left all across the 
continent.

“I went into the outback very early on,” Jackson remembered, “when I was 15, seeing 
a landscape that I’d never seen before, coming from Surrey, and camping out there in 
the bush, with that dryness and that huge sky and those great vistas in South Australia. 
Following on from that time, going out camping, everywhere I went all the colours were 
dry and everything had this dryness. Eventually, when I walked into Ian Fairweather’s 
show [it was Fairweather’s Drunken Buddha exhibition at the Macquarie Galleries in 
Sydney in 1965], I thought: ‘This is Australia, this is a different world, a different place 
and it’s got nothing to do with oil, nothing to do with a shiny surface, it’s got everything 
to do with the earth.’”

An creative practice which had “everything to do with the earth” became Roy 
Jackson’s desideratum:

“The dryness is still really important to me. I could never just paint in oil paint, to me 
that belongs to Europe. I left Europe a long time ago and, although I go there and I 
love oil painting when I see it, it doesn’t do it for me here… There’s something a bit too 
slick about it, a bit too shiny, a bit too lavish. For me this landscape isn’t lavish. It has 
wonderful mystery and austerity.”
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Native garden 2004 
acrylic on board
126.0 x 120.0 cm

Notebook entry 18 August 2004

‘The clarity of rawness, elegance of roughness
directness of just done, the off-hand mark’
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Jackson’s creative adaptation and artistic maturation involved – as we have remarked 
– internalising a sense of place, as well as finding his orientation and establishing his 
identity within the local world of art. Ian Fairweather and Tony Tuckson became his 
elected precursors and principal role-models – two painters of British origin. who (like 
Jackson) had come to Australia as adults, and had in quite spectacular and inexplicable 
ways “gone native”. The power of the landscape to refashion the souls of unwary 
settlers has been commented upon elsewhere – by the Australian writer Geordie 
Williamson for instance, who noted:

 “What is interesting … is the degree to which this slight, transient human 
superstructure is seen as perched on top of land that is ancient, land that partakes of 
deep time, like some great geological imperative that shapes its residents without their 
knowledge or consent. It’s a method that suggests great taproots of narrative operative 
beneath and about the residents: a landscape pregnant with meaning, but one lying 
beyond Europeans’ psychological and linguistic ken.”

As was the case with Fairweather and Tuckson, Jackson’s art seemed to have been 
taken hostage by this “great geological imperative”. 

Yet it should also be noted that, along with Fairweather and Tuckson, Jackson 
had felt the full impact of post-war American painting, and these artists’ common 
exposure to its influence may well have increased their propensity towards the kind of 
“Aboriginality” we have noted.  Jackson’s ambivalent attitude towards composition/
anti-composition (mentioned above) can be identified as a typical feature of Abstract 
Expressionism, as was his unwavering focus on the materiality of painting and drawing 
and the kind of animism or vitalism that went along with it. But the truly momentous 
and most transformative contribution of Abstract Expressionism to Australian art, was 
its conception of a work of art as a unitary field. This notion of “the field” provided an 
extraordinarily effective cross-cultural bridge which became a means of transmitting 
and translating Indigenous visual practices across the cultural divide. 

Y…
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Cross Country 2005
acrylic on canvas 
160.0 x 240.0 cm
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In 2013, Roy Jackson recorded a series of interviews with Terence Maloon at 
Jackson’s house and studio in Wedderburn. We have selected several extracts, 
plus a selection of notes from Jackson’s diaries which visitors to this exhibition 
may find illuminating:

TM: Could you tell us about the time that you climbed Uluru?

RJ: As with all stories, this one starts before the beginning… It was in 1967, a night of 
the full moon, probably in the winter, probably in June. I was travelling in the outback 
with two guys, one of whom was Ron Lambert. Ron wanted to climb Uluru at night 
– I was prepared to give it a go, but the other guy didn’t want to come with us and 
stayed in the car down below.

We began the ascent holding onto the chain provided for climbers. We were quite a long 
way up when I decided I wanted to sit down and look around. Ron disappeared, he just 
kept going, so I found myself completely alone on the side of the rock. It was like being on 
the side of a huge animal – a flea on the rump of an elephant, very scary but exhilarating.

 I lay back and closed my eyes, then opened them to look at the stars. The night sky 
was amazing even with the moon up – it was a vast panoply of stars. And while I was 
watching, the stars seemed to link together as if there were connecting lines between 
them. It was like lacework, and in the lace were all these animals and figures, figures 
of warriors, Aboriginal warriors with kangaroos – all suspended in the sparkling light 
which was like a spider’s web in the dew.

I lay there scared completely witless. I don’t know how long this went on for, but at a 
certain point it must have stopped. Obviously it was an hallucination and I needed to 
get up and move. Literally I made my way down the rock on my bum, sliding down bit 
by bit. It was a long way down. The car at the bottom was just a tiny dot. I reached a 
place where I could get on my feet and walk the rest of the way. 

I wrote down the experience in a notebook but I’ve hardly mentioned it to anyone. 
Later I had described to me, and I also read about, Aboriginal ideas about the stars. 
What I was seeing could have been that – without knowing it – if that’s possible.

TM: Do you think this experience influenced the character of your work subsequently?
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Bold granite range 2004
acrylic on canvas
160.0 x 240.0 cm
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RJ: I didn’t think about it like that. I never had that kind of approach: “that’s a great 
idea, I’ll do it”. 

TM: But many works of yours are like constellations.

RJ: Yeah they are.

TM: They’re not composed in classically western ways – they’re based on webbing and 
scattering, pulsating points in space…

RJ: I think “tapestry” is a good word. There’s a process of joining, weaving lines 
together. I think an experience like that has to do with the feeling of what reality is, of 
what the visual nature of the world is. Certainly, connectedness and linking are very 
important, but that doesn’t come through in any predetermined or programmed way.

RJ: Figure/ground – they’re just words to me. It could be figure/figure or ground/
ground. There’s not necessarily any separation or duality, at least when it comes to 
painting. Elsewhere in life those dichotomies can be useful – when we talk to each 
other, when we describe things generally – but in painting I don’t find it necessary to 
distinguish between them; for me space isn’t a separate thing.

TM: Our words “texture”, “textile” and “text” have the same etymology. Some of your 
paintings make these categories converge and lose their separateness.

RJ: Basically, I don’t want things to be separate. I think we’ve separated ourselves too 
much. I guess my painting is doing everything it can to try not to do that. When it 
comes to words and writing, it’s taking the height of our abilities as civilised human 
beings who have developed language and putting it all back into this. I guess that’s 
what I’m doing, I don’t know.

I don’t want to tell you anything other than you can see with your own eyes. I don’t 
want people to stop, I actually hate stopping and reading texts in artworks. They’re 
so separating from everything else, and I don’t want that separation. I want the 
embedding or even the finally disappearing … so that one thing doesn’t stand out any 
more than anything else.”

Y
opposite
Backwards forwards 2010–11
acrylic, oil, emulsion
160.0 x 92.0 cm
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TM: You have quite a distinctive way of creating shifts of focus which makes the spaces 
in your paintings seem to open up and breathe. 

RJ: I’m actually working at arm’s length – at the most – when I’m painting. I gave up 
putting down a brushstroke on the easel or on the wall and stepping back to look at it, 
I gave that up years ago. I found that I was becoming a spectator to my own sport.

TM: There’s a video showing Emily Kngwarreye working on that big black-and-white 
painting (Big Yam Dreaming 1995, 291 x 801.8 cm) in the National Gallery of Victoria. 
The canvas was on the ground and she was sitting on it, changing her position this way 
and that, not seeming to look very hard at what she was painting, let alone stepping back 
to see how the image was developing. The painting is an amazing masterpiece, but it’s 
impossible to figure out how it could turn out so great, given her way of working.

RJ: She didn’t work it out, she just painted it. It worked itself out. Because she’s 
consistent in the painting, the painting works itself out. It sounds mad I know, but she 
doesn’t have to step back and she doesn’t have to compose, the act of painting and her 
absorption in it takes care of all of that, and if she doubted for a second, then it would 
show.

TM: That would be the case with Jackson Pollock’s work too I suppose.

RJ: It’s the dance in the painting, isn’t it? But I’m not like Pollock, I don’t work like 
that, I’d probably be closer to Emily. I’ve sat on the floor and painted like that. And 
when I couldn’t reach any more, I’d just move my bum and keep working. I don’t 
know how it works, but it does. It comes from having trust in something. Maybe it’s 
the completeness in the way you work that brings about something complete in itself.

TM: It’s the unconscious working, it’s been set free somehow. Artists develop ways of 
suspending control and letting their intuition take over.

RJ: Definitely, but that’s no big deal for me.

Y…

Untitled (Faultline) 2009
acrylic on board 
214.0 x 183.0 cm
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opposite
There, Than, There 2003
acrylic on canvas
150.0 x 100.0 cm
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Paganus 2005
Acrylic on canvas 
150.0 x 150.0 cm

Notebook entry

‘Paganus = of the country, of a village, rustic.’
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Untitled (Way of way) 2005
acrylic on canvas 
146.0 x 150.0 cm
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Bridged 2005
acrylic on board
180.0 x 120.0 cm



Notebook entry 18 June 2006

‘The mark is the form of any image – image is nothing but 
material happening through hand and tool – it is also a kind of 
tracing of a time or a journey – a history of moments stopping, 
starting and continuous.’ 

20
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Gillbri 2006
acrylic on board 
46.0 x 41.5 cm
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above
Ridge 2007
acrylic on board 
40.0 x 83.0 cm

opposite
Last light 2007
acrylic on board
83.0 x 40.0 cm
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Notebook entry 20 September 2007

‘See without words. Undifferentiating eye.

Catch the brain not labelling the seen. It’s that moment when 
seeing and marking happen instead of looking and naming.’ 



25

All this from this 2007
acrylic on canvas
180.0 x 200.0 cm
Estate of Roy Jackson
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Habitat 2007
acrylic on board
62.5 x 119.5 cm
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Verandah 2007
acrylic on board
90.0 x 63.0 cm
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Ceramics 2008
acrylic and graphite on board
55.6 x 37.7 cm
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The corner 2008
acrylic on paper
55.4 x 37.4 cm
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Cliff 2008 
acrylic on paper
56.0 x 38.0 cm
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View 2008
acrylic on paper
56.0 x 38.0 cm
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Ledge 2008
acrylic on paper
56.0 x 38.0 cm
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Flora 2008 
acrylic/graphite on board 
56.5 x 37.5 cm
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Notebook entry 15 May 2008

‘Forgotten that the work through the late ’80s into the ’90s 
was a dialogue of visual symbols. Then it stopped because I 
didn’t want the figure anymore and had obviously confused 
the one as the other. But the figure is incidental and not the 
same as if making visual portraits or figure studies.

Set up the dialogue.’ 
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Untitled (Fragments) 2009
acrylic on canvas 
87.0 x 69.0 cm
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EmmMont 2009
mixed media on board
43.0 x 60.0 cm
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Tranc and things 2009
oil on board 
40.5 x 50.5 cm

Notebook entry 20 July 2009

‘Much thinking about “Graffiti” – not the new stuff, but ancient 
and up to the use of modern concrete- which has stopped 
scratching – and gouging into the surface. Graffiti is a 
message, statement and dialogue. Image and words.’
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Bodegones 2008
acrylic on board
57.0 x 68.0 cm
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Heavy Session 2009
oil on board
41.0 x 58.0 cm

Notebook entry March 2009

‘The paintings on board reference what is seen in and around 
the studio. Looking at things around me; paint-pots, brushes, 
dried flowers, tables, chairs, anything that interested me. The 
forms were brushed in quickly, painted out, others put in. 
Gradually with much reworking the composition arrives at a 
complete state, a feeling of place (the painting).’
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Sencha 2010
mixed media on board
57.0 x 76.0 cm
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Pompei 2010
mixed media on board 
59 x 79 cm
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Script 2010
mixed media on board
59.0 x 79.0 cm
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Untitled (Besides Knowing) 2011
mixed media/collage on board 
60.0 x 43.5 cm

Notebook entry

“Besides knowing it’s there there’s nothing to know”
STONEHOUSE (from The Mountain Poems of Stonehouse)
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 1944 Born Surrey, England
 1959 Arrived Australia 
 2013 Died Wedderburn, New South Wales 

Worked in Australia and Europe
 

STUDIES 

 1960–61 National Art School, Sydney
 1961–62 Sutton Art School, London. UK 
 1962–65 Wimbledon College of Art, London, UK
 1965 National Diploma in Design (Major in painting), UK 

SOLO EXHIBITIONS 

 2015 ‘Inch Time Foot Gems’ and ‘At the Yellow House’, 
Defiance Gallery, Sydney 

 2013–6 ‘Roy Jackson 1963–2013 Retrospective’, Drill Hall 
Gallery, ANU, Canberra & subsequent tour to S.H. 
Ervin Gallery Sydney, Wollongong Art Gallery, 
Tamworth Regional Gallery, Maitland Regional Art 
Gallery and Orange  Regional Gallery, NSW.

 2013 Defiance Gallery, Sydney 
 2010  ‘To a dry land’, Sheffer Gallery, Sydney
 2009  ‘Line of sight’, Heiser Gallery, Brisbane
 2007  ‘Hinterland’, Martin Browne Fine Art, Sydney
 2005  ‘This and that way’, Martin Browne Fine Art at the 

Yellow House, Sydney
 2005  ‘There Then There’, Heiser Gallery, Brisbane
 2004  ‘Ekseenda’, Martin Browne Fine Art at the Yellow 

House, Sydney
 2002  ‘Stone Country’, Mary Place Gallery, Sydney.
 2001  The Customs House Gallery, Tyne and Wear, UK
 2001  The Gallery, Queens Hall Arts Centre, 

Northumberland, UK
 2001  Mary Place Gallery, Sydney
 1999  Mary Place Gallery, Sydney
 1998  Mary Place Gallery, Sydney
 1996  ‘Jowalbinna’, Watters Gallery, Sydney
 1994  Watters Gallery, Sydney
 1992  Watters Gallery, Sydney
 1990  Watters Gallery, Sydney

 1989  Milburn + Arte Gallery, Brisbane
 1989  Watters Gallery, Sydney
 1988  Powell Street Graphics Gallery, Melbourne
 1988  Watters Gallery, Sydney
 1987  Michael Milburn Galleries, Brisbane
 1986  Watters Gallery, Sydney
 1984  Watters Gallery, Sydney
 1982  Mori Gallery, Sydney
 1981  Powell Street Gallery, Melbourne
 1981  David Reid’s Gallery, Sydney
 1980  Powell Street Graphics Gallery, Melbourne
 1977  Abraxas Gallery, Canberra
 1975 Abraxas Gallery, Canberra.

SELECTED GROUP EXHIBITIONS

 2016 ‘Heads and Figures’, Roy Jackson + Michael 
Buzacott, Defiance Gallery at Yellow House, Sydney.

 2014 ‘Figure & Ground’, Roy Jackson & Paul Selwood, 
RAFT artspace, Alice Springs, NT.

 2013 ‘Crossing Paths III’, Raft Artspace, Alice Springs, 
NT [posthumous]

 2012  ‘Abstraction in Landscape’, Defiance Gallery, Sydney
 2011  ‘Abstraction’, Drill Hall Gallery, Australian National 

University, Canberra
 2011  ‘Artist Artists’, Benalla Art Gallery. Benalla
 2010  ‘Blue Chip’, Liverpool Street Gallery, Sydney
 2007  ‘3 x 2 by Two’, Roy Jackson + John Peart, Heiser 

Gallery, Brisbane
 2006  ‘Crossing Paths II’, Martin Browne Fine Art, Sydney
 2004  ‘Depth of Field, Anamorphosis’, Utopia Gallery, 

Sydney
 2003  ‘The Way of the Brush: Ian Fairweather, Roy Jackson, 

Tony Tuckson’, War Memorial Art Gallery University 
of Sydney 

 2003  ‘Crossing Paths’, Martin Browne Fine Art, Sydney
 2000  ‘Dog’, King Street Gallery on Burton, Sydney
 2000  ‘Impact’, Campbelltown City Bicentennial Art 

Gallery

Roy Jackson (1944–2013)
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 1999  ‘Recent Works: 6 Artists’, Mary Place Gallery, 
Sydney

 1999  ‘Prize Pictures’, King Street Gallery on Burton, 
Sydney

 1998  ‘6 from Wedderburn’, Casula Powerhouse Centre, 
Sydney

 1997  ‘Roy Jackson, John Peart, Works on Paper’, Watters 
Gallery, Sydney

 1996  ‘Faces’, Watters Gallery, Sydney
 1995  ‘Up, Down and Across’, Campbelltown City 

Bicentennial Art Gallery
  ‘Recent Small Works’, Watters Gallery, Sydney
 1994  ‘Two Painters One Sculptor’, Watters Gallery, 

Sydney
 1993  ‘Within a stone’s throw’, Campbelltown City 

Bicentennial Art Gallery and King Street Gallery on 
Burton, Sydney

  ‘Paul Selwood, John Peart, Roy Jackson’, Watters 
Gallery, Sydney

 1992 ‘Artists from Watters Gallery’, Third Australian 
Contemporary Art Fair, Melbourne

  Gore Street Gallery, Fitzroy, Melbourne
  ‘Terracollaboratis’, King Street Gallery on Burton, 

Sydney
 1991  ‘The Figure’, Graham Gallery, Kembla Heights, 

NSW 
‘Microcosm,’ Garry Anderson Gallery, Sydney 
‘SHE: Portrayals of Woman’, Watters Gallery, Sydney

 1990  ‘40 Artists, 40 Works’, Watters Gallery, Sydney
 1989  ‘A Show of Heads’, Watters Gallery, Sydney 

‘Roy Jackson, Ron Lambert’, Watters Gallery, Sydney 
‘Portrait of a Gallery’, Watters Gallery, Sydney

 1988  ‘Max Watters Collection’, Muswellbrook Regional 
Arts Centre, NSW 
‘Wedderburn Connection’, Campbelltown City 
Bicentennial Art Gallery 
‘Abstraction by Degrees’, Milburn + Arte Gallery, 
Brisbane

 1986  ‘Big Abstract Drawings’, Hogarth Galleries, Sydney
 1985  ‘South Coast Painters’, Wollongong City Gallery, 

NSW
 1984  ‘Works on Paper’, Campbelltown Art Gallery, NSW
 1983  ‘Figures and Faces Drawn from Life’, Heide Park 

and Gallery, Melbourne
 1981–82  ‘Twelve NSW Young Contemporaries’, Wollongong 

City Gallery & travelling

 1981  ‘Selected works from the Michell Endowment’, 
National Gallery Victoria 

 1980  ‘1st Sydney Annual Art exhibition’, Reid’s Gallery, 
Sydney

 1979  ‘European Beginnings: Eight Australian Artists from 
Europe (David Aspen, Gunther Christmann, Alun 
Leach-Jones, Roy Jackson, Vic Majzner, Allan 
Mitelman, David Rankin and Andrew Sibley)’, Ivan 
Dougherty Gallery, Sydney 
‘Sixties Returned’, Wollongong City Gallery

 1967  ‘New Directions Survey Show’ (six painters), 
Blaxland Gallery. Sydney

AWARDS AND PRIZES 

 2002  Mosman Art Prize 
 1997  Maitland Art Prize 
 1995  Fisher’s Ghost Art Purchase Prize,  

Campbelltown City Art Gallery.
 1994  Warringah Art Prize
 1992  Fairfield Festival Art Prize 
 1990 Fisher’s Ghost Art Prize: Contemporary,  

Campbelltown City Art Gallery
 1988 Fisher’s Ghost Art Prize,  

Campbelltown City Bicentennial Art Gallery
 1986 Faber-Castell Prize for Drawing
 1980 Nepean River City Council, Jubilee Art Prize
 1976 Campbelltown Graphics Prize
 1966 Scone Prize

GRANTS AND RESIDENCES 

 1994–97 Artist in Residence, Jowalbinna, Cape York Peninsula, 
North Queensland.

 1990 Travel Grant, Visual Art/Craft Board, Australia 
Council, traveled extensively through Europe, 

 1979 Special projects grant, Visual Arts Board, Australia 
Council.

 1978 Cite des Arts Internationale (Power Studio), Paris
 1977 Travel Grant, Visual Art/Craft Board. Australia 

Council [studio in New York 1978]. 

COLLECTIONS 

National Gallery of Australia, Canberra
National Gallery of Victoria
Art Gallery of New South Wales
Art Gallery of Western Australia 
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Centre of Contemporary Art, Hamilton, New 
Zealand
Campbelltown City Bicentennial Art Gallery, NSW
New England Regional Art Museum, Armidale, 
NSW
Newcastle Art Gallery, NSW
Wollongong City Art Gallery, NSW
Maitland City Art Gallery, NSW
Mosman Art Gallery, NSW
Manly Art Gallery and Museum, NSW
Faber-Castell Drawing Collection
Artbank
Macquarie Bank
Janet Holmes à Court Collection 
Baker and McKenzie, Sydney
Allen, Allen and Hemsley, Sydney
University of Southern Queensland 
University of Wollongong, NSW
Australian National University, Canberra
Private Collections in Australia and UK 
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