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Peter Stichbury
Ephor Caul
2025

QOil on linen
77.5x60 cm




Peter Stichbury

LANTERN (Localised Anthropogenic Reality Engineering Node)
2025

Oil on linen

77.5 x 60cm




Peter Stichbury

‘Telepath’ (Sonia Komarova)
2024

QOil on linen

50 x 40cm



Peter Stichbury
Promethean Problems
Installation view




Peter Stichbury

Terrence McKenna disciple self-administers Dimethyltryptamine to
alter ontology (Communing with an annoying jewelled, self-dribbling
basketball)

2018

oil on linen

600 x 500mm




Peter Stichbury
Altered States
Installation view
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Peter Stichbury
Altered States
Installation view




Peter Stichbury

Dr Eben Alexander, NDE, 2008
2018

oil on linen

600 x 500mm



Peter Stichbury

Pam Reynolds, NDE/OBE, 1991 / Hella Hammid remote viewing a
submerged monolith, Santa Catalina Island, July 1977
2018

oil on linen
1200 x 950mm / 600 x 500mm



Peter Stichbury

Ingo Swann perturbs a shielded quark detector at Stanford Research
Institute, 1972

2018

oil on linen

1200 x 950mm




Peter Stichbury

Dr Mary Neal, NDE, 1999 (Barron Trump)
2018

oil on linen

600 x 500mm
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Barbara Robbins, Westall High
2014

oil on linen

600 x 500mm




Peter Stichbury
Gordon Cooper 1976
2014

oil on linen

600 x 500mm



Peter Stichbury
Marco Eli Chereze
2014

oil on linen

600 x 500mm




Peter Stichbury

Ray Bowyer

2014

coloured pencil on paper
420 x 350mm



Peter Stichbury
Paul Bennewitz
2014

coloured pencil on paper
420 x 350mm




Peter Stichbury

Born 1969 in Auckland, New Zealand
Lives and works in Sydney, Australia

EDUCATION

1999
Postgraduate studies, University of Auckland (Masters/Honours Scholarship)

1997
Bachelor of Fine Arts, Elam School of Fine Arts, University of Auckland, New
Zealand

SELECTED EXHIBITIONS

2026
Grand Guignol, Lett Thomas, Auckland, New Zealand (solo)

2025
Soft Machines, Fine Arts, Sydney (solo)
Panspermia Siblings, Mother’s Tankstation, London (solo)

2024
Promethean Problems, Michael Lett, Auckland (solo)
The Anticipation of Joy, Michael Lett, Auckland

2022

Limited Hangout, Fine Arts Sydney, Sydney, Australia (solo)

Among Friends: Three Views of a Collection, The FLAG Art Foundation, New
York City, USA

The Truth is Out There, The Dowse Art Museum, Wellington, New Zealand
(Curator: Dr Chelsea Nichols)

2021
Ecology of Souls, Michael Lett Gallery, Auckland, New Zealand (solo)

2020
Recent Paintings, Michael Lett Gallery, Auckland, New Zealand (solo)

2019

Animals of God, Fine Arts Sydney, Sydney, Australia (solo)

2018
Altered States, Michael Lett Gallery, Auckland, New Zealand (solo)

2017
High Strangeness, Gallery Baton, Seoul, South Korea (solo)

2016
Peter Stichbury: Anatomy of a Phenomenon, Nevada Museum of Art, USA
(Curator: JoAnne Northrup)

2015

Arstronomy: Incursiones en el cosmos, La Casa Encendida, Madrid (group)
Tracy Williams / UNTITLED, Miami Beach, Florida (group)

Ways of Recording, Gallery Baton, Seoul (group)

Michael Lett, Auckland (group)

Why Can't It Be Everlasting? Tracy Williams Ltd, New York (group)
Unpacked — Treasures from Te Papa, Whangarei Art Museum, Whangarei
(group)

Gallery Baton, KIAF / Art Seoul, Coex Hall A&B, Seoul (group)

Michael Lett / Art Basel Hong Kong, (HKCEC) Hong Kong (group)

Tracy Williams / Art Los Angeles Contemporary, Barker Hangar, Los Angeles

(group)

2014

Art Los Angeles Contemporary / Tracy Williams, Ltd, Los Angeles (group)
Anatomy of a Phenomenon, Tracy Williams Ltd, New York (solo)

Sources & Methods, Michael Lett, Auckland (solo)

2013

Populate! Christchurch Art Gallery Te Puna o Waiwhetu, Christchurch (group)
Art Los Angeles Contemporary / Tracy Williams, Ltd, Los Angeles (group)
Warhol Aotearoa, Museum of New Zealand Te Papa Tongarewa, Wellington

(group)

2012

Superfluous Man, Tracy Williams, Ltd, New York (solo)

Art Los Angeles Contemporary / Tracy Williams, Ltd, Los Angeles (solo) Eugene
Y, Tracy Williams, Ltd, New York (solo)

2011



My Definitive Chief Aim, Art Brussels / Tracy Williams, Ltd, Belgium (solo)
Art Los Angeles Contemporary / Tracy Williams, Ltd, Los Angeles (group)

2010

The Proteus Effect, Tracy Williams, Ltd, New York (solo)

Hong Kong International Art Fair / Tracy Williams, Ltd, Hong Kong (group)
Art Los Angeles Contemporary / Tracy Williams, Ltd, Los Angeles (group)

2009

Peter Stichbury, Starkwhite, Auckland (solo)

Peter Stichbury, Art Los Angeles Contemporary / Tracy Williams, Ltd, Los
Angeles (solo)

2008
The Alumni, Dunedin Public Art Gallery, Dunedin (solo) The Alumni, Te Tuhi
Centre for the Arts, Auckland (solo)

2007

Less Than Absolute Zero, Starkwhite, Auckland (solo)

Art of The Nation/Contemporary Focus, Museum of New Zealand Te Papa
Tongarewa, Wellington (group)

2006
Passport To Magonia, Starkwhite, Auckland (solo)

2005
Small World, Big Town: Contemporary Art from the Museum of New Zealand Te
Papa Tongarewa and City Gallery Wellington, Wellington (group)

2004
Piggy In The Mirror, Starkwhite, Auckland (solo) Sticky, Randolph Street Gallery,
Auckland (group)

20083
Portraiture: the Art of Social Commentary, Te Tuhi Centre for the Arts, Auckland

(group)

2000
Measure of Strangeness, Artspace, Auckland, (group)
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Bulletin 172, 2013 Christe

urch Art Gallery

tm Paton in conversation with Peter Stichbury

NDE, Worcester Boulevard, Christchureh

Justin Paton: Your porirait paintings are finely worked and usually only a few feet across.

How has it felt to make such a painting knowing that it will be blown up to billhoard seal

Peter Stichbury: It fecls slightly str ingz it will be transformed into a huge (llumination
All the

turnl brushstrokes. | should reallv be pain

smoall b

sweating over will end up as scruffy foot-long

s and tmy details T've be

ing with a microscope, Actually, once it's blown up,

even the lmen will look like the moon's surface

Have von made a public artwork hefore? Have yon felt like a *public artist” while

Mo, this s the first one. Makmg a show usually revolves around the relationship of each pame

to the others and of the pamtings w the given space, 304 sin

guler public artwork 15 a novel

cen outside o

challenge. | think studio painting ok oddly disconnected when it's

he scale of namre and bui

davlight and forced to contend with y particular kind of

painting seems 10 need an intemal srchitecturnl context to make ser

a guiei and protective

incubator o exist within, Iromically

of the great things about this project is the opporiunity 1o

beceme uneéncumbered by the rules I ereate for gallery shows,

What do you reckon it will do on the exterior of C chu

el Art Gallery that it might not
do if seen on a wall inside it?

I'm hoping that being the large outdeor transparency wil ing a mirage quality, the

technological deity on a giant computer sereen looking over the nearhy streets

Though you're immersed in the tradition of portrait painting, vou're not at all opposed te
photography and reproduction. Indeed, vou have oceasionally tampered with yvour own
paintings — ¢loned and altered them. How exactly do you do this, and why?

After your've lnboured over astmgle work for six weeks, it's hiberating to digitally play Dr

Frankenstein with the finished pamting. Photoshop gives me the ficedom 1o accentiate or degmde

the images beauty or gsymmetry, | remember when they ¢loned Dollv the sheep at the Ro

of'h

Institute in Scotkand, there were rep

clone was renderad. | think there must be drawers and drawers of malformed amimais hadden away

somewhere. [ quie like the wdea of having
Valid' churacters in Gattaca ~ though 1 do g
aft of the

worrect or botched mampulated pantings, like the "In-

tal

o the point where [ need to put down the d

studio.

tools and get back to the hard

We're u
been th
porirait 1o stand apart from that kind of imagery or to overlap with it confusingly?

el to seeing perfect Faces on a vast scale, inm billboards and advertising. Have you
iking about those Kinds of faces as you made this painting” Do vou want your

It is unavoidable to think about the overlap, but | explored these ideas extensively in my first

ows, Now subverting advertis a twicesdead horse; 1

iple

people
didd trv 1o 1ake photos of

imagery is like (loggin

radveriiser transaction. However, leading up to this project, |

omplicit in the consur
cosmenics counter lighi-box at LAX, but 1 found out that Chanel doesn't
aph of Brad it Maybe they tho

il was

take Kindly to rogue artists photographing a phot

industrial espionuge

People familiar with your work will recognise the woman in this werk: she’s a model you've

en used, ealled Estelle. But here you've refrained from naming her, and also left out the

background detalls you sometimes include. Where is she? What's happening to lor?

about

cality 10 another. | v

xander's near<leath experience and then stared investipating other

people's similar experiences. The commonalities of their visions close to desth are uncanny and

they exist zcross religious beliefs, culture and time. There's the cliched beckoning light or tunnel

g them into the afterlif;

ved ones welcomi

and the person's Often there's @ communing with a

it's not their time 161 or fol

1 God explammg tha and they must go back to their body. Whel

TANSMIter:

ue or hallucinat r lack of oxygen in the
brgin at time of death is anyone's guess but the experiencers truly perceive that what they have
gone through is real. When they reeover from near death and retum to their everyday lives they

often report being less materalistic, more loving and altruistic in general.

Where else have your internet searches been leading you lately”T Y ou seem o Keep a close

eye on some of the stranger developments in contemporary psychology, which feed the

crackpot back-stories vou give v harueters,




Hah, yes the back-stories can get somewhat convoluted and a little crackpot-ish. Their invisibility
is o real pardox bt | enjoy traipsing over o huge terrain. This year I've been researching ufology
and its folklore, specifically Leslie Kean and Stanton Friedman's work on the subject. The
mythology surrounding ufos or uaps (unidentified aerial phenomenon) 15 full of the most bizarre

slorics.

There's nothing ebviously bizarre about vour portrait, but the eves suggest she might hersell

Bave seen something very unusual, What's with that gaze?

15 0 middle distance gaze, A state of reverie, lostin thought, Tliked the ambiguity it gave the
character. Is she the angel” beckoning the depared 1o the afterlife or the person experiencing a
viswem or hallucination’”

Does the gaze have art historieal precedents? I've seen that book on Ingres in vour studio...

The historical precedent in this case and with many of the Estelles is Lucian Freud's Gied With A
Kitten from 1947 but I had also been looking at Antonello do Messina's Chrise ar the Column. |
discovered the work of Domenico Gnoli recently, The way he painted hair was incredible, and 1
suspect his example has crept in somewhere too,

Public art has to carry quite a burden of responsibility; it"s expected to be all things to all
people. Instead let’s imagine just one person walking along Woreester Boulevard one night
in June and encountering your work. What, ideally, do you hope they will see?

T agree public art does carry quite a burden — affen a need for approval revolving sround sensation
ard visual punchlings. But 1 like that it can also be enigmanic and mysterions, A giant Moating
portrait close to the heavens will probably eheit more questions than answers. Who 1s this? Why
do they have that particular expression? I'm hoping it won't make much rational or narrative sense

but will mduce an uncasy emotional response, like witnessing a UFC.

Justin Paton in Conversation with Peter Stichbury, Christchurch Art Gallery, Bulletin 172, 2013
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Peter Stichlury

Tracy Williams, Lid. New York

“In theafternoon of April 6, | 266, one of the most famous UFO cases in the world oceurred over
a school in Westall, Australia,” begins a passage on a handout that accompanied "Anatomy of a
Phenomenon.” New Zealand painter Peter Stichbury™s recent exhibition. “Pupils and teuchers
were told not to talk about what they had seen, and the chemistry teacher, Barbura Robbing, who
had taken photos with her camera, was forced by authorities to hand it over.” In Stichbury’s
portrait of the woman, Ms. Robbins s depicied as an oval-faced blonde with haunted, wide-set
eyes that suggest the persistenge of o traumatic memory—und give her something of an
otherworldly sppearmce. This particular look is a longtime signature of the artist’s, and in this
exhibition, he explained it by asserting that those pretured were all Vexperencers™ —mdividusls

wha have suppesedly had a close encounter with aliens or their craft,

Al Tracy Williams, Lid., Barbara Robbins, Westall High tall works 2014) was joined by four
other portraits ranged along one wall. These faced off spainst five black-and-white paintings
buged on published photographs of UFOs, and o sixth such pair hung together in o separaie space.
Picturing mostly saucer-like shapes—and, in one casg, the elongated inverted teardrop of a
weather balloon—the UFC senes made the exhibition's basis in the culture of sightng, encounter,
and abduction visweally expleit. The images” intermal ambiguity—the peometric simplicity of their
forms and near-feaiurelessness of their aerial backgrounds make them appear virally absiract—

not only established an effective contrast with the portraits but also sparks o dislogue around the

nature of perception, representation, and reportage that extends far beyond the particulanties of

alitn-spotting,

Thie portraits in Stichbury’s previcus exhibition at this gallery, 20127 “Superfluous Man, ™ shared
the current crop’s slicked-back hair and smooth skin, symmetrical features, and glazed
expressions; on that earlier occasion, the artist linked his subjects” apparent torpor 1o the
existential angst associated with the nineteenth-century Russian literary archetype from which the
show borrowed s title, And two years before that, in “The Proteus Effect,” he tetherad the
unreality of his steely, Lempicko-esque visages 1o the robotie idenlization of digital avatars.
Although his style remains consistent from project to project, this continoal thematic reinvention

has allowed the artis’s oeuvee 10 gradually accumulate an absorbing breadih and complexity.

Perhaps Stichbury’s work 14 linked, however, not only via explanation but also via contimuing
mystery. Just as the UFOQ phenomenon is shrouded i layers of disinformation, eonspiracy theory,
and myth that no ameount of investigative reporting or academic debunking seems able to
Lu[ICILI!\I'l-'Ii'ly penetrate, so too do Sucl]bury ] portrmts depict the citizens of an alternate nfulllg
that hovers just out of reach, visible but partially suppressed. The stony-faced likes of Milton
Taorres, a military pilot who was ardered to open fire on a UFD over England, and Gordon Cooper,
i astronanl and repeal experiencer, confront the viewer with a seeming candor that ultimately
repels helpful analysis. The photo paintings oo are self-conseiously frustrating, offering only
tantalizing glimpses, never the longed-for head-on view. The UFOphenomenon is real in the sense
that it continues 1o generate reporiage and debate (not 1o mention entertainment), but, as with the
“phenomenon” of art, 18 interpretation is unfixed, perhaps unfixable. It is like the photographs on

Barbara Robbins's government-confiscated catnera, removed from common view,

Michael Wilson, “Peter Stichbury,”Artforum, January 2015



