


Foreword

Ring the bells that still can ring  
Forget your perfect offering  
There is a crack, a crack in everything  
That’s how the light gets in 

- Leonard Cohen

There is a perceived and commonly accepted correlation between mental health and creativity that 
has led to a romanticised framing of the artist as a tortured genius within popular culture. But is this 
fact or is it dangerous because of its implications?  

Mental ill-health does not discriminate and applies across every community demographic. What is 
evidence based and has been well established is that arts and creative interventions can provide multiple 
therapeutic benefits to many who experience mental health issues such as anxiety and depression. 

Mental health and suicide prevention awareness has gained more relevance and importance in the 
past few years at a time when the COVID pandemic and the subsequent required social isolation and 
community and economic impacts have taken a toll on individuals, bringing about an increased sense 
of loneliness and anxiety. 

The exhibition There’s a Crack in Everything takes its evocative title from the refrain of the 1992 
Leonard Cohen song. Developed by Carrie Lumby, the exhibition pairs leading contemporary 
artists with artists who have lived experience of mental and emotional distress to co-create works 
that translates these experiences as a way of making meaning from them. Through the public’s 
experience of these works, the exhibition aims to communicate openly about, and help dispel 
the stigma and prejudice associated with, these common human experiences that we can all be 
vulnerable to. 

Through self-expression, art becomes a therapeutic activity that offers an opportunity for 
contemplation, self-honesty, and vulnerability. The process of healing through art does not fall on the 
artwork itself but is in the process of creation. If one creates, one tries to get better.  

There’s a Crack in Everything supports the notion that visual and symbolic expression is a powerful 
form of communication that gives voice to experience and empowers individual, communal, and 
societal transformation. 

Wollongong Art Gallery would like to thank the participating artists Liam Benson & Caitlin Kozman, 
David Capra & Katrina O’Brien, Tina Havelock Stevens & Lizzie, Daniel Mudie Cunningham & Wart for 
their unique partnered contributions to the exhibition and for sharing their experiences with us.  

Finally, we would like to thank curator Carrie Lumby, a passionate mental health and suicide prevention 
advocate whose community advocacy and development work has been motivated by her own lived 
experience. There’s a Crack in Everything demonstrates the significant role that art can play as a 
platform for communicating ideas surrounding important social and community issues. We hope you 
join us in experiencing this exhibition and the stories it tells. 

John Monteleone  
Gallery Program Director
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David Capra & Katrina O’Brien 

Through the process of talking about what they 
might work on together, David Capra & Katrina 
O’Brien discovered a shared love for the 1939 
film The Wizard of Oz and this became the 
inspiration for their collaborative work. David has 
been a member of the International Wizard of Oz 
fan club since he was 6 years old, and the film 
continues to bring a comforting continuity to his 
life. As he says: “I’m always finding ways to bring 
Oz into my real life. As a child I had dreams of 
visiting the set. That’s why I make props from the 
film, I want to own them, touch them. It freezes 
a moment in time - when you watch the Oz film 
you remember who you were, where you were.”

It would be easy to view David & Katrina’s ceramic 
reproductions of the film’s symbolic elements as 
simply a nostalgic yearning for a fantasy borne of 
childhood. But the reasons a child might need to 
imaginatively escape are not always benign. For 
some, Dorothy’s catchcry ‘there’s no place like 
home’ embodies a longing for family; for others, 
it’s a helpless cry in the face of that symbol of 
safety being swept away.

David has focused on the spooky imagery 
associated with the film’s central villain, the 
Wicked Witch of the West. In addition to 
ceramic pieces, the artist has created a poster 
reproduction of a drawing he did of Oz in primary 

school. It features an interview with Gita Dorothy 
Morena, great-granddaughter of L. Frank Baum, 
writer of The Wonderful Wizard of Oz (1900) 
which is also displayed on the feature wall 
that stands behind Katrina’s deeply personal 
interpretation of the ‘yellow brick road’.

In the process of creating the ceramic tiles 
that make up this ‘road’, Katrina says the bricks 
developed a life of their own. Katrina believes 
she’s made 5368 of them - representing the 
number of days her niece Kaia was alive. The 
road, which starts as neatly placed, well-formed 
yellow tiles and becomes increasingly made up 
of a random assemblage of unbaked slabs, is a 
way for Katrina to depict both the complex PTSD 
Kaia suffered from before she died by suicide 
at 14, and the traumatic aftermath of her death. 
It specifically expresses how Katrina felt in the 
hospital the night Kaia died: “It felt like all of my 
insides turned to porcelain and fell in slow motion, 
then shattered on the ground. Every road before 
and after me felt like it had been ripped up and 
there was rubble in every direction I turned.”

With Oz as their meeting point, the artists 
have produced a collaborative work that, when 
viewed through the prism of childhood trauma, 
illuminates how art can provide a powerfully 
symbolic way to speak the truth. 
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David Capra, Surrender Dorothy, 2022, glazed ceramic. Photo by Jennifer Leahy.

Katrina O’Brien, Follow the Yellow Brick Road, 2022, mixed media. Photo by Jennifer Leahy.

David Capra, The Forest of No Return, 2022, glazed ceramic. Photo by Jennifer Leahy.



Liam Benson & Caitlin Kozman 

The starting point for Liam Benson and Caitlin 
Kozman’s work was a desire by Caitlin to make 
poetic sense of her traumatic experiences as an 
involuntary psychiatric patient by constructing 
her own version of a ‘seclusion room’. The first 
iteration of this structure was quite literal, with 
Perspex walls and a locking door. In working 
through the concept, however, it was stripped 
back to its current minimalist form made up 
of generic PVC pipes. This stripping back has 
liberated the seclusion room from its oppressive 
context – the walls have come down, the 
structure is now light and portable, leaving the 
artist both vulnerable and free.

Caitlin’s performative interactions with the 
structure on a local beach incorporates 
movements she originally developed to release 
her pent-up energy when in seclusion and 
communicate the despair and helplessness 
a person endures under surveillance and 
restraint. These expressive gestures can also 
be understood as an attempt to re-author her 
experiences, to transform a seclusion room into a 
safe space for expressing who she is.

While Caitlin encouraged Liam to do his own 
performance with the structure, Liam was 
concerned about claiming a space that wasn’t 
his – either personally or artistically. So, their 
collaboration shifted focus to finding a way to 
communicate what psychological safety means 
to each of them by locating the structure in 

places they felt at home as younger people: for 
Caitlin, the beach; for Liam, the bush.

The two-channel video that resulted is consistent 
with Liam’s longstanding practice of queering 
conventional symbols of Aussie masculinity. The 
beach and the bush – literal and metaphorical 
sites in which this national identity plays out - 
have been subverted by two artists who identify 
as queer into culturally safe spaces where people 
can experiment outside the bounds of dominant 
social norms and work out who they are.

Liam & Caitlin’s companion textile series provided 
another way for them to find their own path 
through a common cultural language. The 
artists’ stitching onto found pieces of ‘surfie’ 
clothing can be read as attempts to remake the 
heteronormative rules that circumscribe youth 
culture. The repetitive thread marks they’ve 
made across these fabrics are suggestive of 
the psychological scars left by the traumas of 
growing up ‘different’; the beading - glamorous 
embellishment associated with drag culture 
– a signifier of a marginalised community that 
celebrates its difference.

Liam & Caitlin’s collaborative work is 
simultaneously a powerful reminder of the 
common humanity in our experiences of 
emotional pain and psychic distress, and the 
importance of honouring the diverse ways that 
people find a sense of belonging.
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(Detail) Liam Benson & Caitlin Kozman, Southerly, 2022, Recycled garments, beads, thread, pins, and timber. 
Photo by Jennifer Leahy.

Liam Benson & Caitlin Kozman, Southerly, 2022, Recycled garments, beads, thread, pins, and timber.  
Photo by Jennifer Leahy.

Liam Benson & Caitlin Kozman, Seclusion / Solitude, 2022, digital video, duration 04:29. Photo by Jennifer Leahy.



Tina Havelock Stevens & Lizzie 

The recent shift away from medicalised responses 
to mental ill-health in favour of non-clinical 
alternatives has seen us turn our attention to the 
therapeutic benefits of connecting to animals.

We’re told that pets can play an important role in 
our mental health – providing companionship and 
unconditional love, and a reason to get out of the 
house to exercise and socialise. Certainly, one way 
we survived a global pandemic was by turning to 
animals to get our emotional needs met. But now 
that people are returning to their social routines, 
these ‘lockdown pets’ are being abandoned in 
droves; they’ve served their purpose like any 
other impulse consumer purchase that makes 
us feel good for a while until we’re distracted by 
something newer and shinier. Not only are these 
animals being abandoned, but they also face a 
particular set of challenges arising from being 
bought during a period of confinement. They 
weren’t socialised with other animals and were 
often bred under conditions focused on economic 
efficiency rather than animal welfare.

Through the intriguing placement of a goat 
on a musical instrument, Tina Havelock 
Steven’s collaboration with Lizzie (the goat) 
literally compels us to consider the way we 

instrumentalise animals to satisfy our own selfish 
desires. And by surrendering her drum kit – an 
essential feature of her identity as a musician and 
an artist – to animals roaming around the field of 
a farmed animal sanctuary, Tina also asks us to 
reflect on what we would be prepared to give up 
in order make ethical space for animals to occupy.

One type of therapeutic modality that is claimed 
to be mutually beneficial to human and animal 
is equine therapy. For people experiencing 
complex trauma, developing a bond with a horse 
has been shown to rebuild trust and enhance 
emotional healing. It’s claimed that the horse-
human relationship is a naturally reciprocal one 
in the context of trauma because of a shared 
preoccupation with trust and safety, and a 
horse’s innate capacity for emotional mirroring 
as a prey animal which needs to be exquisitely 
attuned to its environment.

But how do we really know what animals feel 
about us? While this is impossible to answer, 
what Tina’s collaboration with Lizzie the goat 
encourages us to see within our frame of 
understanding is that all sentient creatures 
have a right to live free from trauma borne of 
exploitation and a cruel indifference to suffering.
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Tina Havelock Stevens, GOAT BEAT, 2022, Single-channel video with sound, 1 min, 33 seconds, Filmed and edited 
by Tina Havelock Stevens, Colourist: Yanni Kronenberg, Composers: Tina Havelock Stevens and Lizzie, Drums: Lizzie, 
Thanks to Where Pigs Fly Farm Sanctuary, Laguna, Jackie Wolf, Nicole Durling, Paul. Photo by Jennifer Leahy. 

Tina Havelock Stevens, And Lizzie on Drums, 2022, Chromogenic print.

Lizzie’s bio
Lizzie is the sweetest little goat. When Tina met her, she was only 6 weeks old and had been 
living at the animal sanctuary for a month. She was found lost and alone by people who brought 
her to the sanctuary. Apparently, her mum and the herd had been taken off to slaughter.
Goats typically only get to live from 24 hours up to 3 years. Lizzie is safe and she can expect to live 
out her natural lifespan of 15 – 20 years.



Daniel Mudie Cunningham & Wart 
 
Daniel Mudie Cunningham and Wart set out 
on their collaborative path to make stylised 
performance works inspired by an old poem of 
Wart’s about a paper bag. Their collaboration 
began with a playful photo series where the 
artists were working out a common performative 
language. Before they were able to film the 
performance for their companion video work, 
significant life events interrupted their plans. As 
Wart described it to Daniel: 

I’m a good working schizoaffective when I’m 
going, but I got rattled the night that you and 
another friend went overseas just after my 
brother had died. I was feeling very ‘in my 
vulnerables’. I went into a psych ward, I was in 
a type of mania, so I was a chatterbox head and 
I wanted to talk to the world. They put me in 
seclusion, they call it ‘low sensory’. There’s 
nothing there – there’s a mattress on the floor, 
a hallway with a dunny at the end and a sink. 
They gave me tablets that I can’t remember 
taking. I walked towards the dunny and my 
legs collapsed because of the strength of the 
sedation. I fell and smashed my arm on the sink 
on the way down and broke my radius bone.

The artists’ commitment to the process and 
each other saw them determined to find a way 
to complete their video work, despite Wart’s 

significant physical limitations. Rather than a 
formal performance, Drawing Breath became 
instead a filmed conversation between the 
artists - an intimate video portrait of grief, loss 
and friendship.

Daniel & Wart have this conversation wearing 
paper bag hats and making odd gestures 
in a room carpeted by bags they blew into, 
crumpled up and discarded, as if it’s the most 
natural thing in the world. Their work stands 
as a reminder of how artists present us with 
unconventional ways of making sense of life 
that can reframe our own experiences. It’s also 
suggestive of what we miss when we consider 
the unusual psychological worlds that people 
like Wart sometimes inhabit only in terms of 
their ‘lack of insight’. There is much to be learnt 
from the unique perspectives on reality these 
experiences can bring.

Daniel & Wart’s work is a testament to the sheer 
grit and determination of people who experience 
life-altering trauma and the delightfully weird 
and wonderful ways these experiences can be 
transformed into creative practices that expand 
our view of the world. The artists’ conversation 
in their video work is ultimately a life-affirming 
meditation on living with and breathing through 
the cracks in everything. 
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Daniel Mudie Cunningham & Wart, Drawing Breath, 2022, Single-channel video with sound, 10:09 min,  
Camera and Editor: Vera Hong, Instrumentation: Wart, Sound: Phil Downing, Location: Katie Vajda.



Cover image: Daniel Mudie Cunningham & Wart, Drawing Breath, 2022. Photo by Katie Vajda. Courtesy the artists.
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