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In today's podcast, we are talking to celebrated Australian Torres Strait Islander artist Brian Robinson, who 

really needs no introduction as his work is loved by all for its intricate detail and imaginative storytelling. 

Brian's prints, sculptures, and public artworks offer rich opportunities for exploring culture, storytelling, and 

visual symbolism. His practice draws on Torres Strait Islander traditions, maritime history and mythology while 

also incorporating references to Western art history and contemporary popular culture. In this episode, we will 

talk to Brian about his work, art processes and the meaning of life. I may be kidding about the meaning of life. 

We cover the big topics. So hard hitting. Brian, thank you so much for chatting with us today. We are excited 

to pose some hard hitting questions. Welcome.  

BR Thank you very much. Pleasure to be here.  

The Art Room.Okay, Brian, first question. Uh, and we are a little bit bleary eyed today because we are 

recording this interview the day after QATA’s  successful state conference, QATACON, has ended. 

QATACON opened last week with Brian chatting to guests at Onespace Gallery about his stunning work. 

Floriate, which is situated in the entrance of the new Glasshouse Theatre at Southbank. Following the talk, 

guests met at the sculpture and it was such a delight to see you with your beautiful work lit up at night as we 

were listening to you and Natasha from Urban Art Projects answering questions, we noticed how many 

members of the public joined us. Such was the impact of your work. There would be thousands of people, 

probably millions, that see your public artworks but may not know you, the artist. So our question to you today 

is do you worry what people think about your work?  

BR No, no, I don't actually, you know, sort of creating work for me is it's a personal thing. I create for me, you 

know, for, for the things that I like, you know, the things that I enjoy. And so, you know,  it's really personal. So 

I create art first and foremost for my pleasure. If other people like it. You know, that's a plus. But, I'm someone 

who loves the act of, you know, sort of creating, creating works. Some of the works get a little bit, you know, 

sort of long in the tooth through the process of making them. Um, but I suppose it's all, you know, sort of part 

and parcel of, of the practice. There are works that are made, spontaneously, that are developed quite, quite 

quickly. and before I know it, they're sort of on gallery walls or, sort of hanging in people's houses in sort of 

institutions. But then there are others that are meticulously, you know, sort of planned out that feel like they 

take years and years and years to actually create. Public art is one of those, you know, sort of aspects of the 

practice  that drags on quite a bit. The Floriate sculpture, I think we developed that work over three years. A 

lot of aspects go into, you know, sort of public artwork. It's not just the aesthetics, um, materiality of the works, 

because it sits in public spaces, there's, there's safety aspects. So, you know, there's a lot to actually deal with 

and there's quite a few collaborators on, you know, on each and every piece out in the public realm. 

The Art Room  I think we're going to ask you about that actually soon about who you collaborate with. So how 

do you imagine the public will interact with your work like, such as kids climbing over the structure? Do you 

like that?  

BR I create work for people to interact with. I don't want them to just be static, you know, objects that sit there 

and hopefully look good, for, for people to enjoy. I want people to, interact with the works, physically climb on 

works and, do, do all of that. I know a number of the pieces that I've created, um, depending on, you know, t 

the client, um, sometimes, you know, barriers have been put up around them. Signage has been, sort of 

placed nearby. “Please do not climb on sculpture”. Um, but you know, the, the nature of public, they're going 

to do it anyway, whether that, that signage or that, that barrier or fence is there. I've got a sculpture up in 

Cairns which is the Citizens Gateway to the Great Barrier Reef. It's, you know, six metres high. It sits on 

stone-hard concrete. Um, and I've seen some local kids, you know, sort of halfway up the sculpture. Um, but 

I've heard stories of young backpackers and, you know, Cairns is, you know, a hub for backpackers from right 

across the world. I've heard stories about backpackers actually standing on top of the sculpture. Six metres 

up, so and you, you try and build, you know, sort of sculptural work that, you know, will, sort of take the, take 

the the force of, you know, people climbing on them and stuff like that. And you try and, um, you know, sort of 

mitigate some of the, some of the safety, you know. Yeah, sort of or yeah. Unsafe sort of aspects of them. 



Um, but yeah, people will find, find a way. Um, but I'm, I'm happy with that. I'm happy for people to, you know, 

to, to do what they do and particularly enjoy the sculpture. I love that.  

The Art Room  It's probably an Instagram challenge. Oh, yeah. To be honest,  

BR it could it could be. I'm not on, you know, any any of that sort of social media. So I couldn't, you know, 

comment on that. But who knows. It could be. Well, if we see anything we'll let you know. Yeah yeah yeah. 

We might hear back.  

The Art Room So thinking about that sculpture that you just mentioned, The Gateway to the Reef, you've got 

another one, the Woven fish on the Esplanade in Cairns. Yeah, yeah yeah, yeah. Correct. Yep. Um, and there 

are symbols that you incorporate in your work. Can you think about the symbols that you have incorporated 

into Floriate and whether they are shared symbols between some of the other public artworks, like the woven 

fish and the gateway. And I know also you did the running track for the games. So when teachers and kids 

unpack your work, understanding the symbols is one of the things that they'll look at and think about the 

traditional meanings and also contemporary meanings and personal meanings that those symbols will have. 

So maybe if you could share some of those ideas.  

BR Okay. Okay. Yeah. Um, that's a few questions all sort of rolled into one large one, isn't it? Really? Yeah. I 

know it's early in the morning. Um, there are reoccurring, you know, sort of symbols, um, that go across a 

number of different artworks, not not just, you know, sort of my, my public artwork, but those that, you know, 

sort of go into, into printmaking and, you know, other other sort of sculptural forms as well. Um, you, you 

mentioned the, the woven fish on the Cairns Esplanade. Well, that symbol, the woven fish symbol itself has 

been used time and time again. Um, just that the woven fish, sort of object, it's being created into a children's 

playscape at Skygate, part of the DFO shopping precinct out at the Brisbane airport. Mhm. Um, so it's a 

whole, sort of, um, school of these, woven fish, but these ones, you can actually climb over. Yeah. Well that's 

right. You know, the, the aspect of, you know, that that playscape, um, the woven fish in the, you know, 

swimming lagoon when you look at um the, the sculpture as well, there are actually little woven fish that have 

been hand drawn into the inner track of that sculpture. And it sort of reoccurs through a lot of the print work 

that I make as well. Another common element that runs across a number of my public artworks, particularly 

those that have been cast elements is, is that idea of a tactile, sort of hand carved surface. And those patterns 

are the same patterns that I use in my printmaking. So they're, they're based on traditional Torres Strait, 

patterns or mark making. So it's literally taking that mark making from my two dimensional, printmaking and 

painting and now adorning objects that make up these public art sculptures as well. So there's elements of 

that, that run over the back of the large stingray at the front of the Citizens Gateway. Um, it's all, you know, 

sort of hand carved pattern that goes into that, that stingray. Then the, the inner track of the Floriate sculpture 

as well is all hand carved, you know, sort of patterns. Um, again, some similar sort of mark making. So it sort 

of runs across, you know, a number of different artworks, but then you look even deeper into the, into the 

patterns and you then find a lot of, um, pop culture, you know, sort of icons that have been used. Um, and, 

some that have, you know, sort of reoccurred time and time again is, um, is a Batman, sort of symbol. There's, 

um, there's a Superman symbol there as well. There's sort of references to a lot of DC and Marvel, you know, 

sort of superheroes just through the use of their icons. Um, and that goes again into the printmaking practice 

as well. So there are a lot, you know, quite a few different, um, objects, um, icons that have spanned, you 

know, the breadth of the practice over, over many years. Um, but I think people really enjoy, you know, finding 

these, these symbols and objects, um, and trying to decipher, you know, where, um, where they're placed in 

the work, but also why they're placed in the work as well. And you get, you know, a whole host of different, 

you know, um, different scenarios about that. You know, people have, you know, asked me, yeah, quite a few 

questions over the years about why and when and how and all of this sort of stuff. But, um, yeah,  

The Art Room Brian that's what makes your work so wonderful to use in the classroom because the students 

love looking. Now it's hard to get kids to really look, but with your work, they want to look because they want to 

find those things that they're familiar with. Yeah, yeah. And it really resonates with them. So I use your work in 

many, many classes. The eight boys love it. Oh my God, that's a Batman. That's a Lego, there’s  Superman. 

Then they really look. So that's, I think that's brilliant. So yeah, it does resonate. That's great.  

BR I was always a big fan of you know, Where's Wally. Yeah. And you know it sort of goes to, you know, that 

idea of really looking at the artwork so, you know, getting people to stop and, really, really engage with works. 

Yes. And, that's what my work does.  



The Art Room What about that connection? But that's yeah, I like that. I might bring that up at school actually. 

So I'm just going to head backwards a little bit. And I just wanted to talk about, um, we were saying about how 

long it takes your public artworks to get going and the collaboration it takes. So I just wondered if you could 

actually talk about the collaboration between you as the artist, Urban Art Projects and Blaklash and Onespace 

Gallery when you're actually producing these large works. Like, I mean, you said it takes a while. Can you sort 

of explain that collaboration? What happens there?  

BR Um, well, collaboration itself, you know, um, I don't often think of myself as a, you know, a true 

collaborator because, you know, my, my workshops are my domain. I didn't consider myself a true 

collaborator, um, because, you know, I sort of work, um, I work in silence, you know, I'm someone who closes 

the doors of my studio when I'm in there. So it's sort of my domain. A lot of my, my work, I suppose in that 

space is done, under, under the veil of darkness, you know, secrecy and all this sort of stuff. Um, but the, the 

more and more, you know, I sort of thought about, um my practice, you know, sort of overall and this is both 

the, the public, works that, are sort of placed in civic spaces, you know, sort of across the country. Um, as well 

as my exhibition practice, there's collaboration that runs right across both aspects of it. So my exhibitions 

practice and because I do a lot of, um, printmaking, um, that's probably the, the first, you know, sort of 

collaboration that I can think about. Um, I'm, I'm, you know, I'm good at carving block, um, drawing, but, I'm 

hopeless at printing. Absolutely hopeless. I used to do a lot of my own printing in college, straight after 

college. Um, but I found that I'm a lot better at creating the blocks than, sort of doing the printing of it. And so 

I've been collaborating now with my printer, a gentleman by the name of Theo Tremblay for, for quite a large 

number of years. And he, he prints, you know, the works perfectly every, every time, but not only printing, you 

know, there's that, that, that conversation that happens about how the works could develop even further, how 

colour could be added to highlight, you know, sort of various aspects of the print, how the work should be 

printed, you know, what sort of paper should be, should be used. So, you know, there's all of these 

conversations about those areas of printmaking that I suppose, you know, sort of most people wouldn't, um, 

wouldn't really consider. Sculpture in my own studio is all me. I create everything myself. I'm out there with, 

you know, the power tools with the spray paint, um, jigsaws and you know, everything like that. But once the 

works then leave, leave the studio. I rely heavily upon local freight companies that carefully pack my artwork 

and, you know, sort of get it to destinations around the country, around the world for, for exhibition. Um, my 

local framer and I've been using the same framer, you know, for probably thirty years or something like that. 

Um, he will drop everything that he's sort of doing if I've got work that I definitely need to get framed, you 

know, sort of  urgently. And yeah, you know, it's, it's amazing that, you know, over the years, you build up 

with, you build these strong, you know, sort of relationships with people that, that you rely on. And so I class 

all of these people as my collaborators in my, in my practice. Yes. But then when it comes to public artwork, 

I've been, you know, collaboration just blows up even further. Um, because again, um, I'm the, I'm the person 

that comes up with the, the overall idea for, for the sculpture. I write all the conceptual, you know, sort of 

statements for the sculpture. I do all the hand drawings so people can visualize what the sculpture will look 

like and how it'll function. Um, but I then collaborate with my public art management, which is Onespace, to 

pull all of those ideas into a nice, succinct, you know, sort of package that can be presented to the client. And 

then it goes on from there. Um, there's amazing, fabrication companies, um, that come into the, into the 

collaboration as well. Um, companies such as Urban Art Projects, Stainless Aesthetics, um, Tilt Industrial 

Design, um, there are companies over in the West that I've collaborated with down south further and you 

know, sort of Sydney and Melbourne. So I look for companies that are in close proximity, I suppose,  to the 

sites where the work's actually going to end up, in that way. You know, you don't have to worry about two too 

many sort of freight bills to, to move some of these, you know, large sculptural works around the country 

before they're, you know, taken to site for, for installation. Um, but from the fabricator, there are then, local, 

um, government authorities that are usually, clients for, for the project overall. There are other engineers, um, 

that look at structural integrity of the sculptural forms. There are painters, people that do the industrial renders 

for the works. You know, you can list them quite, quite endlessly, actually, when you look at, public art and 

how many people all assist, in that one vision,  

The Art Room Maybe after you've had all these years build up and you've done all that collaboration, it must 

be good to get back in your studio and just be on your own and just do your own thing.  

BR Yeah. It is actually. Yeah, yeah, yeah. Yeah, definitely. 

The Art Room  Is your studio under your house or something,  like close by?  



BR It's in the property. You know, I've got a, it's not a really big property, but you know, big enough for a 

number of sheds, I suppose, which have become, you know, sort of my studios. Um, and again, you know, 

they're, they're my domain. Yes. Yeah. Not too many people come into my domain.  

The Art Room So While your practice is very diverse, what does a typical day in the studio look like for you?  

BR Um typical day. Well, I'm usually up, um, around five thirty six in the mornings, um, after, you know, a 

couple of cups, cups of coffee, you definitely need the coffee and you have to get, you know, get you going. 

Um, my first, uh, my first, you know, sort of activities for the day would probably be, um, you know, more 

administrative tasks. Um. And that's, you know, writing artist statements to, to invoicing, um, to even, you 

know, sort of sketching out a few, sort of rough ideas and things like that. From there, I'll go into a bit of 

printmaking in one of the studio spaces and I'll carve for a couple of hours. From there a couple of more hours 

of sculpture, uh, a couple of hours of, you know, maybe designing some public artwork in, the computer or 

hand drawing, you know, some, some public artwork. And so I sort of cycle around, um, a lot of the projects 

that I'm, you know, sort of currently working on, um, just so everything's sort of moving along and nothing’s 

sort of sitting there, um, being static.  

The Art Room So you're, if you're in Cairns, are you in the studio every day?  

BR Yeah, yeah. Every day. Yeah. Every, every day I'm there. Yep.  

The Art Room And are you, is it because you really need to be in there every day? Like, you really feel the 

need to make, or is it that you're that busy, you have to be in there every day? 

BR Oh, bit of bit of both. Bit of both. Yeah. Depending on, you know. Yeah. What, what projects I've got on at 

the, at the time um how many exhibitions I'm working towards? Um, so that'll determine how long I actually 

spend in the studio. But, I spend time in there just cleaning up after each project as well. So I, I feel like, um, 

once a project finishes, I need to, you know, sort of clean the space as much as I can or, the, the main work 

area to then start a new work. So start, you know, start afresh with, with, with a new piece. Um, and then I've 

just sort of fallen, fallen into that sort of mode of working.  

The Art Room No. That's understandable. Yeah. Getting ready for the new space. Clearing your head.  

BR Yeah. Yeah. That's, that's right. Yeah yeah yeah yeah yeah. But I generally I've always known, you know 

what, what's next on the, on the table.  Um, because, you know, while I circulate between, you know, all of 

those different, um, activities on a daily basis. When I'm carving blocks, there's not just the one block in front 

of me. I've usually got probably about five or six blocks of various sizes. There's always, you know, three or 

four sculptural works that are being created. There's always, you know, a couple of public artworks, you know, 

that are on the go at various stages. So it's a constant, you know, sort of moving feast between all of these 

different areas and different mediums and… 

The Art Room This must require quite a lot of brain gymnastics to be able to go between the works and 

remember what you’re meant to be doing. I mean, obviously, you're very organized and I can imagine your 

studio would be very, very organized and you’ve planned things out. But I would find that very difficult 

because I'm one of those people who just has to focus on a thing until that thing is done, you are an 

exceptional creator to do that. 

BR Yeah, I can take on quite a few projects, you know, sort of simultaneously. And it's it's yeah,  

The Art Room You don't get lost like you don't. Oh my God, it's five o'clock. And I didn't move to do those 

other things.  

BR Oh, sometimes, sometimes I will, you know, depending on what I'm doing and how, how engrossed I am. 

And, I am getting it done or, you know, the deadlines and things, but um, generally. Yeah.  

The Art Room Well, we had a question here about how you maintain a work life balance or are the two 

entwined. And it sounds very much to me like your, your work and, and your life are very entwined.  

BR Oh, very much so. While I say, you know, my day is, chockers with, you know, arts arts practice. I still find 

time to take my, um, my youngest one to, to school, um, pick him up, take him to work. Um, you know, do the 

grocery shopping.  



The Art Room All the normal things.  

BR Um, and yeah, do all of those normal things, you know, um, play with the pets. Um. So, yeah, it's all part of 

um the daily ritual I suppose. Cook the dinners, you know, and because I work from home, I, you know, I cook 

probably ninety percent of all, all the dinners at home as well. So.  

The Art Room Oh my gosh, you're a renaissance man, Brian. We all want you in our lives. 

 BR Hey, medicine and science. Okay. Yeah, let me tackle all of that.  

The Art Room Now we're going to actually talk a little bit about Floriate because I know that our members will 

really want to actually know about the work. Um, and for those that couldn't make it the other night, it was 

amazing to go and actually have a look at the work. So just wondered if you're going to have a little, just talk a 

little bit about the idea of the work, how it was conceived in relation to the location at QPAC, at the entrance 

there to the Glasshouse Theatre. And you know what each of the flowers represent. And um, and do we see 

those particular flowers? You've already spoken about the symbols in other works.  

BR The Floriate sculpture. Yeah. Yeah. I mentioned, you know, the three years in the making for that one. 

Um, so it's probably the longest project that I've worked on, um, to date. I think even longer than, you know, 

sort of Citizens Gateway project. Mhm. But you know, there are, there's a lot to consider when, when you look 

at, you know, that type of work, um, its symbolism, its, its placement. Um, but all of that, all of that idea about 

the sculpture itself, um, really, I sort of kicked into place once I got the artist’s brief. So, you know, I sent in a 

tender for the project, was selected from, you know, the, the expression of interest. Um, and then you're given 

the, you know, the full artist’s brief that will outline, you know, the curatorial, you know, sort of parameters of 

the, of the project. It'll give you, um, general themes to consider. Um, and one of, one of those themes was to 

have it connected to, to water.  

The Art Room Right. Um, being so close to the river 

BR  Yeah, yeah. To Maiwar (Brisbane River), you know, um, and it made sense, um, to, to do that. Um, and 

one of the, one of the other things that that sort of stemmed from that connection to water was the, um, the 

watershed, um, ecosystems and, you know, prior to doing that project. I didn't know anything about, you know, 

watershed ecosystem. Um, so from winning the tender, you're then given, a full artist's brief, which outlines 

the curatorial framework for the site. Um and for the sculpture that, you know, they want you to um, want you 

to work on, it'll outline various concepts as well that were developed by, by the client, um, that will position the 

work in terms of, you know, sort of the building, the site, um, into that overall curatorial, you know, sort of 

framework for, for the, for the area as well. So it's just, you know, sort of responding to all of that material that 

you're presented with. Um, and I'm, I'm someone who can soak up a lot of that, um, a lot of that text, um, and 

visually, you know, sort of see, um, a sculptural work just from, you know, the words on the, on the paper. And 

that's how I can really, you know, sort of delve into the sculptural work, you know, that, that I make particularly 

for, you know, sort of public artworks. Um, and they, you know, sort of sitting, sitting at various sites across, 

you know the country. Um, and so there was, um, there was aspects of the watershed, um, ecosystem that, 

you know, run across the state. It mentioned seven in the, in the brief, um, seven major ecosystems, but you 

know, there are more than, you know, just the seven um, so I started to focus on those watershed, you know, 

sort of ecosystems. I had no idea what a watershed ecosystem was prior to this project. Um, and it's not 

terminology that I was, you know, familiar with. So I had to, you know, sort of research this and, you know, 

what is a watershed? And these are, quite, um, diverse, Biological, sort of areas that are contained, you know, 

in close proximity to, to bodies of water. And it's the bodies of water that, that nourish these ecosystems. Um, 

and the ecosystem itself is both important to both fauna and flora to those particular regions. Um, and so the 

seven were scattered across the state. Um, and so I looked at that area, um its connection to the water and 

then that water connection to Maiwar as well, which is, you know, just a stone's throw away from the building 

site itself. Um, but then thinking about, you know, these, these ecosystems and the plant life, the animal life, 

contained in the, in the different, systems and so my mind immediately went to, flowering forms because, um, 

it's just an extension of a lot of the, the other sculptural work that I've, I've built, you know, sort of personally 

myself, um, all of these large plastic, flower sculptures that, that speak of traditional gardening practices, 

particularly up in the Torres Straits and how gardeners would tend to their crops and, you know, read the stars 

and know when the monsoons are coming, when to, plant various, material, um, and so on, so forth. So 

immediate went, went to that and I then started to research about, you know, the different plants that would be 



contained in these different areas. And so I then, um, focused on a particular plant from, from each of the 

watershed ecosystems, but those plants that were, um, connected to local Aboriginal, um, ways of life. Um, so 

those plants were either sources of food, sources of medicine or the, the tree or the plant that it came from, 

the timber was used for weaponry, or for stripping down to weave baskets. So a whole host of different, you 

know, sort of activities that focused on those individual plants. Mhm. Um, so that that was the main, you know, 

sort of idea for, for the, for the sculpture itself. But then I had to think about, you know, how, how do I connect 

these different flowering plants into one cohesive, aesthetically looking, pleasing, um, sculptural form. And 

then I thought about the meandering, sort of water system, um, and how it moves across the landscape and 

then how it rolls over rock surfaces, falls down. You know, waterfalls. And so I then came up with that idea of 

the, um, of the, of the spiral form that connects all the different flowering plants.  

The Art Room So when you got that brief and then you looked up, um watershed, did it form pretty quick, like, 

was it a quick that you could see it, because you said that you can read the text and then you sort of envisage 

it.  

BR Yeah, yeah, yeah.  

The Art Room So it came pretty quick? 

BR It came pretty quick. And you know, when I look at each and every public art, you know, sort of project that 

I've worked on, um, I, I go a little bit crazy, you know, right from the start, the brain, you know, sort of kicks 

into, you know, creative mode. And before I know it, I've created anywhere from two designs up to, you know, 

six designs just for that one job.  

The Art Room You need to tell that to the kids  

BR and I then. I then go through a process of refining, um, the best designs out of that group, um, down to a 

point where I then select the final design that I think best suits, the site best suits, you know, the, the concept 

that, you know, the client wants to put forward, but also best suits the budget. Yes. So, you know, yeah, all 

these different things.  

The Art Room Brian, the end product, the one that you end up making, is it, is it ever the very first one that 

you come up with?  

BR Generally It is! I find that, yeah, I find that really bizarre because, you know, like the Floriate sculpture, you 

know, I could show you a drawing of, you know,  the first design that I did. And it looks, you know, it looks 

probably eighty percent close to what is there.  

The Art Room But would you have known that it was the best had you not come up with other ideas as well?  

BR No, no, I don't, I don't think I would have. So it's about, you know. Yeah. Getting all of these different ideas 

down on paper, you know, sort of straight away, whether they're really bizarre or they, they don't really 

connect. Um, it's just, you know, sort of regurgitating everything onto paper. So, you know, I've got something 

to visually look at in front of me. 

The Art Room Like a visual brainstorm.  

BR  yeah, yeah, yeah, yeah. You know, um, art students, I suppose in, in schools are, uh, you know, sort of 

taught to, you know, sort of work on their visual diaries and all this sort of stuff. And yeah, I know it from, you 

know, visiting so many schools across the country. That's not something that I started doing, um, in, in, you 

know, sort of throughout my, um, art classes in school. I was never into doing these visual diaries.  

The Art Room A lot of students aren't either. We’'d like them to be.  

BR I've got folders and folders and on top of folders of public art designs that you know, someone you know 

someday will find all these folders and go, okay, okay, all of these public art, you know, we'll make them and 

get them out.  

The Art Room But you do the drawings and you visualize your ideas through drawing. So whether that's in a 

visual diary or not, it's still, it's, it's a valid practice. Yeah, yeah, yeah. And as a kid, you did a lot of drawing, 

didn't you? 



BR Yeah. I did a hell of a lot of drawing. Yeah, yeah. Yeah. It's drawing for me starts off every bit of art 

making, um, process that I do. I never used to think of the drawing as the final product. Um, it was, you know, 

the path leading into, say, printmaking or leading into, you know, development of a sculpture or something like 

that. But I have created works over the years that I have stopped and just left the drawing as is, you know, for 

to be exhibited. Um, but it's, it's, you know, it's, it's that pathway through to, you know, creating other works. 

Um, so as a child, I would sit for hours at the, um, at the kitchen room table. I'd sketch from, from memory, I'd 

pull out, you know, encyclopedias, you know, there's always images and things as encyclopedias. I'd, you 

know, draw those. I'd draw, you know, sort of faces of famous people from Women's Weekly. And all of these 

different, you know, sort of areas. Um, I used to do a couple of landscapes. I, you know, jump on the, on the 

pushy with the, um, with a pen and pad and go and sit somewhere on the island and, you know, sort of sketch 

away for a little while 

The Aer tRoom  and that's brilliant. Did you see, did you see yourself as an artist then, or just a kid who liked 

to draw?  

BR No. I saw myself as an artist. Right, right. Quite early. And it was something that I always wanted to 

pursue. Um, but, you know, you're told by your parents, um. Art. Yeah. Well, you're not going to make any 

money, you know, making, doing art and it's just seen as, you know, one of those side hobbies that, you 

know, a lot of people have. And yeah, it was the same conversations, you know, in, in my house that, you 

know, probably it's very similar to a lot of households across the country. Um, but I was determined to, um, to, 

to make a go of it.  

The Art RoomOh that's fantastic. So there was no other option. You just knew you wanted it 

BR I knew yeah. Right, right from, right from, you know, a young age that I wanted to be an artist.  

The Art Room Did you have any other artists in your family?  

BR Um, not probably in the formal sense of, of being, being an artist. Um, my mother, my mother's 

handwriting, you know, calligraphy, style handwriting is absolutely amazing, and it's what she was taught, you 

know, she was taught that way throughout schooling to, to write, you know, in, in that particular manner. Um, 

she was a, um, she was a pianist. Um, so she played, you know, the piano, the organ, um, and a few other 

instruments. There was always drawing material around the house. Um, there was Hobbytex because my 

mother was into, um, uh, into sewing and, you know, sort of drawing on fabric and stuff like that. So there was 

all of this material around the house constantly. Um, and so, you know, sort of growing up in that, in that 

environment where you've got access to, you know, all of this material, um, even, um, even through, you 

know, the houses, um, on Thursday Island, there was, you know, little landscapes that would, would hang on 

the walls and those landscapes were drawn or painted by my stepfather. Um, there were turtle shell, um, that, 

that would hang on walls. There were drums that would be placed and, leaning on walls and, you know, in the 

corner and things like that. So there was a lot of visual material. that surrounded me on a daily basis.  

The Art Room So you just absorbed all of that, isn’t that wonderful? 

BR Yeah. Yeah. Yeah. Yeah.  

The Art Room Well, were you aware of other contemporary artists or artists who might have influenced your 

thinking? You know, I guess you learn about artists at school.  

BR Yeah. Well, that was my first introduction, I suppose was, um, was once I probably got to, you know, 

towards the end of um, end of primary, I would say. And, you know, end of primary, I could draw quite well just 

from, that daily grind of, you know, sitting, sitting there and drawing quite, quite a bit. Um, I thought, you know, 

because you live on an island surrounded by water and you don't see too much, you know, else around you, 

you know, you see the horizon, you know, just the water sort of fades off into the distance. That becomes your 

world.  

The Art Room Sounds delightful actually.  

BR You know, it becomes your world. And so I didn't give too much thought about, you know, the world 

outside of that, you know, the island contained, you know, everything that I needed at the time. Um, but I was 



always interested in, you know, television. So I'd watch cartoons and that again, started me down another 

path or, you know, yeah, drawing, cartoons and, just that world of, animation and, and stuff like that.  

The Art Room But look where it's led.  

I know, I know. Yeah, yeah, yeah. I'm constantly absorbing all of this material, you know, each and every day.  

The Art Room So did you have a good experience of art at school? 

BR  I did yes. Yeah. Yeah. Amazing. Amazing teachers. Small island. You know, we still had amazing 

teachers that came and taught at Thursday Island  State High and, and stuff like that. Very, very supportive.  

The Art Room Did you finish school on Thursday Island?  

BR I did, yeah. Yeah. Yep. Mhm. Um, art class, I suppose for me was quite easy. Uh, I must admit, um, I 

would because I was drawing, you know, sort of creating quite a bit. Um, a lot of that material, um, I could use 

for art class. Um, and I suppose, you know, towards the end of, uh, about halfway through high school I, you 

know, I sort of fell in love with, um, the game of basketball. And so there would be a lot of art classes and the 

art class was right next door to the basketball court. So a lot of the art classes, I suppose I would be out there 

on the basketball court because I'd already completed, you know, what  was required in class for the art 

lesson? Um, at one point, I think it was my Year Twelve, art class, I was the only guy in the class I was 

surrounded by. Yeah. Everyone else was, you know, was, was all the girls. I was the only guy. I still do see 

that. Yeah, I was, I was fine with that. Yeah yeah yeah. 

The Art Room Um, I was going to say too, was it your, your art teacher in high school that introduced you into 

printmaking and was that your first experience? Was it someone else? 

BR Yeah, my, my introduction into printmaking was a bit of a horror story actually. Um, I think it might have 

been Year Eight or Year Nine was the first time, you know, we were given printmaking tools and, you know, a 

piece of old vinyl. It was a Hessian back, you know brown. Yes. Brown vinyl. Yeah.  

The Art Room You had to sit on it, to make it warm enough to carve.  

BR It was really crappy, actually. And I don't know if it was because, you know, it was a remote school, you 

know, with not a lot of access to good supplies or we all had it anything like that. But the brown piece of vinyl, 

it was absolutely crappy. Sorry about  that terminology, but it was really crumbly. I couldn't carve properly. So I 

was happy to bin it, you know, before walking out the class that day. But it's something that I, that I 

immediately fell in love with once I got to, um, got to art college at um, the Cairns TAFE and I've been carving 

ever since and 

The Art Room Used lino without the Hessian on the back? 

BR No, no, we were still using the Hessian back, but it would it turned into the Silk Cut. So the good old gray 

stuff. Um and I've been. Yeah. I've been carving into that for. Yeah, quite a large number of years before I 

found or was introduced to flooring vinyl um, and the flooring vinyl then went into wall vinyl and yeah, I've, I've 

never looked back.  

The Art Room So do you, do you reckon you're a, a carver sculptor rather than a printmaker as such, I mean, 

or do you call yourself a printmaker?  

BR Oh. I suppose you know I'm not, I don't do the the full range of printmaking, I probably I'm like I said, you 

know, carving the block. Yeah yeah, yeah. But I'm happy to, you know. Yeah.  

The Art Room Do you ever carve up wood and stuff, you know, other things or like sculptural?  

BR When I was a lot younger, um, I would carve, you know, um do reduction carving. Um, but that's, that's 

dropped off actually quite a bit over the years. Um, and that carving has become, you know, the shallow mark 

making that you see on, you know, the printmaking, um, these days. 

The Art Room Well it's an interesting idea. It is. What's next for Brian Robinson? What have you got in the, in 

the pipeline. He's a busy man. He is a busy man.  



BR Yeah. Well I've chewed off quite a bit this year, I must say. Um, starting with a solo exhibition down at the 

Newcastle Art Gallery in the, um, the first exhibition in their new temporary gallery space, um, a show called 

Multiverse actually appropriately named, I think with, yeah, with the, uh, the artworks that are on display in 

that particular show. Um, from there it went to, um, I went to CIAF just recently. I've had a show just recently 

open over at the WA Museum over in Perth. Um, we're now gearing up to do Sydney Contemporary.  I've just 

finished Vivid with animation and um and light sculptures. There's a show towards the end of the year, I think 

it opens early October at Artspace Mackay. Um, there's the show that's just recently opened here in Brisbane 

at Onespace gallery As above, so below, um, another painting show that opens in mid November over in 

Perth with Mossenson Galleries. Um, I've got a major publication coming out sometime in August. Um, there's 

a trip over to New Zealand, you know, for a week for, you know, I've got some work that opens in a show over 

at the Maritime Museum there. And there's, you know, always a number of schools that I regularly visit as well 

for, for workshops. Um, so I've actually got, um, I think there's about three or four schools that I'm visiting in 

October, mid October here in Brisbane as well. So, and then, you know, it all sort of cycles around and moves 

into, you know, twenty seven so there's shows, you know, into twenty seven, a few projects and things into. 

twenty eight. There's always public art stuff that I'm developing as well. So you're a busy man. It's my my 

entire life is sort of surrounded by, you know, visual art practice. 

The Art Room Do you ever just go, no, I'm not doing any art for a few weeks. I'm having a break? 

BR No. I find that hard to do. I find it extremely difficult to switch off the creative brain.  

The Art Room You are so immersed in so many different things.  

BR Yeah. Yeah. And it's the way that I want to be.  

The Art Room Oh, isn't it lovely? Isn't it lovely that you have found that happy place? Yeah. Yeah, yeah. It's 

definitely my happy place. Yeah. We're very honored that you have given us some time today.  

BR Oh, it's my pleasure.  

The Art Room We probably should ask our last question. We have a final question for you.  

BR Here we go.  

The Art Room Maybe we have two final questions. Maybe before you ask that one, I will ask if you have 

advice for art teachers who are our primary audience, what would you say to them? Think about your own 

experience at school. Do you have anything that you can offer?  

BR Oh, geez. Okay. I'm happy to go into any art class. You know, should the opportunity arise 

The Art Room That is very generous, actually. 

BR I just love being around, creative people, whether they're, whether they're young, middle aged, old. It's, I 

find it really fascinating talking to other creatives and, you know, how they produce their work. And often, you 

know, I'll go to an opening and someone's, you know, sort of pulling out their phone and showing me their 

practice and all that sort of stuff. And I'm happy to, really engage. in that conversation, look, you know what 

they create and stuff like that. I think the best advice that I could give to art teachers would be to, would be to, 

to let you know the, the, the young creatives’ minds explore, you know, whatever they want to explore. Don't, 

don't set boundaries. I, I do realize, you know, why, why boundaries, you know, put in place. Um, but, you 

know, if, if you can, you know, sort of pull down some of those, some of those barriers and open up, you 

know, that that pathway to, to being creative a lot more. That, that, that creativity and that, that, um, that 

enthusiasm will then filter down into other aspects of their education. And I truly believe that.  

The Art Room That's a great answer. Thank you. Now it is a final question. So if you could collaborate with 

any artist, living or dead, who would it be and what would you make?  

BR Oh oh oh. There's so many. Um, and because I work at, work across so many different mediums, um, 

there's a whole host of artists just for you to each and each and every medium. Um. I think, you know, my 

mind stretches back to back to Renaissance. I would love to, you know, um, develop work with, you know, 

people like da Vinci, um, not as one of his, you know, uh, uh, assistants or anything like that. It'd have to be, 

you know. Yeah. One to one, you know. Yeah. We we both sit on the same, parallel, sort of platform. Um, and 



yeah, not be one of his apprentices. Um, but I think the conversations that you would have with, you know, a 

person such as that, would be mind blowing. But then, you know, bringing it forward a little bit more, someone 

like, M.C. Escher, like, yeah, if you, if you could delve into that, that guy's mind. Oh yeah. The, the world, the, 

the places it would take you would be absolutely bizarre, but absolutely rewarding and very amazing. Doctor 

Seuss.  

The Art Room Oh, what a great answer. That is brilliant.  

BR You know, but there's, there's also, you know, my senior, you know, sort of mentors that I would, I would 

have loved the opportunity to work with them when they were a lot younger. Um, people like Ken Thaiday 

senior. Who makes amazing, you know, um dance headdresses. And I've sat down, you know, with Ken over 

many years. I've interviewed him on many occasions. Um, so yeah, you know, but I've never had the, the 

chance to create art with Ken. Um, an old fellow who's um, who passed away, and quite a few years ago,, 

Edrick Tabuai, again, another amazing man who created these very elaborate  traditional based headdresses 

from Saibai. When you spoke to him, and again, he was someone else I interviewed on many occasions have 

written about him on, you know, quite a large number of occasions as well. But just the way he would, he 

would yarn to you. Everything was a story. And so, you know, I could sit there for, for days on end just filling, 

filling my head with, you know, all, all the knowledge that came from him. Um. And there's a whole host of 

other people as well. So I don't have, you know, yeah, just any one person that, you know,  I admire,  I love, 

you know, the whole host of them. Walt Disney. Um, yeah, 

The Art Room It's funny, I called you a renaissance man before. And then it was funny that you mentioned 

Leonardo. Yeah, yeah. Yeah. You have been so generous with your time, Brian. We're very grateful. Yeah. 

We are very grateful. Um, it's been a pleasure chatting with you again. We can't wait to see what you do next 

because you are truly amazing with all of these projects on the go. So we thank you very much, Brian 

Robinson. Thank you so much.  

BR No, no, it's been an absolute pleasure, you know, hanging out today with, with yourselves being 

interviewed, all these hard hitting questions. I feel like I'm, you know, sort of Sixty Minutes or something like 

that, but, you get yeah, you get used to it. But, you know, at home I'm dad. Yeah. I'm dad. You know, I dag 

around the house. I wear, you know, Marvel t-shirts throw on an apron.  

The Art Room I notice you've got a, is that a monkey magic. You know what? You might be a dag at home, 

Brian, but when you come to us and you're in front of the art teachers and the students, you're a rock star. 

You are. You are a rock star to us, Brian. You always will be, especially when you wear your dark glasses. So 

thank you, thank you. Thank you very much. 

BR My pleasure. 
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