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of Australia is of standard US ‘letter’ Collection, State Library of Victoria 
size, rather than A4, with the ‘extract’ 46 Once Jacks had returned to Australia his 
works linked to An Unfinished Work being correspondence with Printed Matter shows 
acquired in 1977. that rather than taking cash payment for 

30 A copy of this edition is held in the the sales of his books, he would receive 
collection of the State Library of Victoria. selections of other artists’ books from the 

31 Selenitsch, Australian Artists Books, 2008, catalogue and, as a result, he expanded 
p. 25 his own substantial existing collection of 

32 Selenitsch, Australian Artists Books, 2008, works in this field (Robert Jacks, personal 
p. 28 papers). 

33 In 1981 Peter van Beveren curated the 47 Anderson, The Artist’s Books of Robert Jacks, 
exhibition and publication The Archives: 2009, p. 31 
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Hasselt, 1981, which included work by both vertically and horizontally. The 
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34 Robert Jacks to Peter M van Beveren, May cool greens and the tones all met at the 
1973, box 32, folder 7, MS 14346, Robert middle’. Dianne Byrne, ‘Robert Jacks’, Art & 
Jacks Archive, Australian Manuscripts Australia, vol. 18, no. 1, Spring 1980, p. 56 
Collection, State Library of Victoria 49 In Jacks’s 1975 exhibition at South Yarra 

35 Burn, ‘Conceptual art as art’, 1970, p. 170 Gallery, he exhibited three screenprints 
36 Sol LeWitt, ‘Paragraphs on Conceptual art’, based on the horizontally divided paintings, 

Artforum, vol. 5, no. 10, Summer 1967, p. 84 as well as two large works divided into six 
(This essay was published in a special issue sections of grey-green hues, one of which 
of Artforum on American sculpture, which – Transitions (1975) – was acquired by the 
Jacks may have read while still in Australia.) National Gallery of Victoria. 

37 Jacks to Kolisnyk, 31 July 1970, box 33, 50 Anderson, The Artist’s Books of Robert Jacks, 
folder 2, MS 14346, Robert Jacks Archive, 2009, pp. 29 & 32 
Australian Manuscripts Collection, State 51 This latter work is illustrated in Simeon 
Library of Victoria Kronenberg, Robert Jacks: On Paper 1958– 

38 Jacks to van Beveren, May 1973, box 32, 1990, Ian Potter Gallery, The University of 
folder 7, MS 14346, Robert Jacks Archive, Melbourne, 1990, p. 21 
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Library of Victoria Franklin Furnace Archive, Museum of 

39 Anderson, The Artist’s Books of Robert Jacks, Modern Art, New York 
2009, p. 25 53 Robert Jacks in Anderson, The Artist’s 

40 ‘Both Evans and Jacks narrate the changing Books of Robert Jacks, 2009, p. 27. While not 
position of an incised line from an oblique strictly ‘books’ these packages of stamp 
to a right angle through seven and eight works were sold by both Franklin Furnace 
paintings respectively … Jack’s [sic] work and Printed Matter. In January 1976 Jacks 
is grey enamel on paper’. W Neil Marshall, sent three ‘books of rubber stamps’ to 
‘Toronto letter’, Art International, vol. 17, Printed Matter in response to its initial 
no. 6, Summer 1973, p. 41 December 1975 letter to artists (see note 10 
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45 M (Martha Wilson) to Robert Jacks, 5 May pages of book listings, and a cover page 
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Jacks Archive, Australian Manuscripts Diagonals (1976) in front of a work that 
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is similar in format to Transitions (1975). 
While the ‘inventory’ lists the hand-
stamped book that Jacks produced in 
Melbourne, Horizontal & Vertical (1978), it 
is printed on US letter paper, and may have 
been produced in the United States just 
before Jacks returned to Australia at the 
beginning of 1978. If this is the case, then it 
is unlikely that the work in the background 
of the cover image is in fact Transitions as 
suggested in Anderson (The Artist’s Books 
of Robert Jacks, 2009, p. 13), as that work 
was purchased by the National Gallery of 
Victoria directly from Jacks’s South Yarra 
Gallery exhibition in November 1975. 
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pages needed an image, now I’d like to 
see them monochrome again. I made new 
monochrome versions in 2007, although 
the paper does not have quite the same 
crispness as the first set’. Jacks in Anderson, 
The Artist’s Books of Robert Jacks, 2009, p. 33 

69		 Jacks in Macleod, ‘Printed Matter’, 1998, 
p. 3 

70		 Paul McGillick, ‘Robert Jacks – a journey’, 
Aspect: Art and Literature, no. 21, June 1981, 
p. 36 

71 Paul McGillick, ‘Robert Jacks – a journey’, 
1981, p. 28 

72		 For example, Jacks’s exhibition Robert Jacks: 
Paintings/Sculptures Melbourne/New York 
1967–, Tarra Warra Museum of Art (2004) 
or Never Ending Project Anna Schwartz 
Gallery (2005), which preceded the 
production of the 2006 edition of 
An Unfinished Work. 

73		 As well as producing new ‘envelope’ 
stamped card works based on a set of 
motifs linked to his ongoing interest in 
James Joyce – Bloomsday (2006) – in 2009 
Jacks also produced a number of unique 
works reusing the stamps that provide 
the foundation for his ‘hand-stamped’ 
books, for example, Lines Dots (2009). See 
Anderson, The Artist’s Books of Robert Jacks, 
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OBITUARY

It is with great sadness that we record the 
death on 5 November 2014 of Patricia 
Reynolds, first La Trobe Librarian at the 
State Library of Victoria. 

Edna Patricia Reynolds was born in 1920 in 
Canterbury, Victoria. After completing an 
Arts degree at the University of Melbourne 
in 1940 she became secretary to the 
stockbroker Ian Potter, a leading financier 
who dominated the Australian business 
scene from the 1940s to the 1970s. Pat 
came to this position through the network 
of her father, Edward Thomas Reynolds, 
a barrister and Member of the Legislative 
Assembly for Toorak. She recalled Potter’s 
efficiency, professionalism and prodigious 
capacity for work, from which she learned 
a great deal. 

After travelling in Europe for nearly a 
year in 1949, she returned to Melbourne 
and, in 1950, qualified as a librarian at the 
then Public Library’s Training School. In 
1951, her first job at the Library was as an 
assistant to the celebrated librarian PVL 
Garrett, under whom she gained invaluable 
experience. At this time, Professor Max 
Crawford of the University of Melbourne 
proposed the creation of the La Trobe 
Library as a distinct department of the then 
Public Library that would hold a discrete 
collection of Australiana. The role of the 
proposed library was to provide facilities 
for the study in Victoria of Australian 
history and literature. The foundation 

stone of a new Library building in La Trobe 
Street was laid on 2 July 1951, as part 
of the anniversary celebrations of the 
establishment of Victoria as a separate 
colony.  

Pat Reynolds was appointed Deputy 
La Trobe Librarian in 1964 (this role was 
later titled La Trobe Librarian), in which 
role she oversaw the establishment in the 
La Trobe Library of what was to become 
one of Australia’s premier Australiana 
collections, creating from State Library 
holdings a separate collection of published 
and unique material relating to Australia, 
New Zealand and the Pacific. Pat dedicated 
her considerable management skills to 
enlarging the original staff of seven to 50 
and she met the challenge of the library’s 
opening, which was scheduled to take place 
less than two years after her appointment, 
with efficiency and professionalism. The 
new library opened to the public on 
29 March 1965, and was formally opened 
on 5 September 1965. 

Insisting on the highest standards, staff 
training was a notable feature and strength 
of Pat Reynolds’s management and an 
important foundation for the excellent 
reference and research work for which 
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the La Trobe staff were renowned. She 
trained many staff who went on to make 
major contributions to the development 
of Australian collections and to archival 
management. 

Under Pat Reynolds’s leadership, a wide-
ranging biographical indexing project was 
undertaken, the results of which have 
benefited subsequent researchers. Such 
invaluable resources and finding aids enabled 
in the late 1970s, for example, a fruitful 
collaboration between the La Trobe Library 
and the Australian Dictionary of Biography, 
of which at this time the eminent historian 
Geoffrey Serle was one of the editors. 

Following the opening in April 1966 of the 
purpose-built Irving Benson Hall, adjacent to 
the State Library’s La Trobe Street entrance, 
Pat Reynolds was instrumental in directing 
La Trobe Library staff in the curation of 
22 exhibitions showcasing rare and 
interesting items from the Library’s 
collection. 

During her 15 years as La Trobe Librarian, 
the image of the Library flourished. As a 
collection builder, and using her extensive 
network of contacts in academia, history 
circles, the Lyceum Club and the business 
world, Pat Reynolds brought much 

significant material into the Library. In 1966 
she instigated with Geoffrey Serle and AGL 
Shaw the establishment of the Friends of 
the La Trobe Library, later Friends of the 
State Library, with such influential luminaries 
as Tristan Buesst, AGL Shaw, SRC Wood, 
Geoffrey Serle, Margaret Carnegie and RR 
McNicoll as early committee members. As 
a result of Pat’s personal research a great 
deal of significant material, including works 
by photographer Antoine Fauchery and the 
artists Henry Burn and Henry Gritten, was 
acquired for the collection. 

Shortly after her retirement from the State 
Library in 1979, Pat Reynolds married James 
E Wilkie, a practising accountant who had 
been an officer in the Australian Army 
during World War II. Pat was predeceased by 
her husband. 

Pat Reynolds’s dedication and ability to 
inspire staff was the single most important 
factor in bringing ‘The La Trobe’ to 
prominence as a cultural institution. Her 
contributions to the field of Australian 
Studies and to the State Library of Victoria 
were immense. 

Dianne Reilly, AM 
La Trobe Librarian 1982–2008 

(Above opposite) Patricia Reynolds, the first 
Deputy La Trobe Librarian, at the official 
opening of the La Trobe Library, State Library 
of Victoria, 29 March 1965. Photograph 
by Leone Mills, State Library of Victoria, 
H27965 
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SUPPORT 
STATE LIBRARY 
VICTORIA 

FOXCROFT FUND 
Do you appreciate the beauty, scarcity and 
significance of rare books? The Foxcroft 
Fund offers you the opportunity to 
contribute to building and preserving the 
State Library’s collection of rare books and 
examples of the book arts. The extraordinary 
History of the Book Collection is a central 
and irreplaceable part of Australia’s 
bibliographic heritage. Join those past and 
present who have had the vision to keep 
treasures in trust for all of us. 

To make a donation or for more 
information, please contact 
Adrienne Conway on 03 8664 7517 
or aconway@slv.vic.gov.au. 

FRIENDS OF THE LIBRARY 
Since 1856, the State Library has been 
a cultural centre for Victoria, inspiring 
generations of writers, artists, researchers 
and students. Through your support we 
can continue to develop and conserve our 
collections, be a leader in the discovery of 
information, and be a centre for knowledge, 
creativity and the generation of new ideas. 

Friends of the Library annual membership 
is $85 (incl. GST) for individuals, $100 
for couples and $75 for regional members 
(100km from Melbourne). 

To become a Friend of the Library call 
03 8664 7280, email friends@slv.vic.gov.au 
or visit slv.vic.gov.au/friends. 

Join us and celebrate this great cultural 
and heritage institution. Your support will 
help the State Library acquire, house and 
conserve significant collection items, as well 
as mount exhibitions, events and programs. 
There are many ways to get involved, from 
one-off donations to ongoing memberships 
that offer great benefits and experiences. 

For information on how to get involved visit 
slv.vic.gov.au/get-involved 

BEQUESTS 
All bequests make a difference and help us 
protect and share Victoria’s extraordinary 
heritage now and into the future. Making a 
provision for the Library in your will – be it 
financial, a percentage of an estate, a book 
collection or work of art – helps us maintain 
and grow our historic collection. 

To thank you for your generosity, those who 
nominate to support the Library in their will 
are acknowledged with a complimentary 
Redmond Barry Society membership. 
Members enjoy a varied program of special 
events throughout the year. 

To leave a lasting legacy through a bequest, 
please contact Adrienne Conway on 
03 8664 7517 or aconway@slv.vic.gov.au. 

CORPORATE MEMBERSHIP 
As one of Australia’s top cultural 
destinations, the Library is synonymous with 
heritage and learning. Become a corporate 
member of State Library Victoria and align 
your organisation with one of Australia’s 
premier cultural institutions. Enjoy special 
rates for the Library’s grand event spaces, 
invitations to exclusive cultural experiences 
and networking opportunities with 
prominent thought leaders. 

To become a corporate member contact 
Elisabeth Kerdelhué on 03 8664 7591 
or ekerdelhue@slv.vic.gov.au. 



 

 
 

SPONSORSHIP 
There are many opportunities to partner 
with State Library Victoria, including 
sponsoring our world-class exhibitions, 
cultural and educational programs, 
collections and more. 

For more information about sponsorship 
contact Elisabeth Kerdelhué on 03 8664 
7591 or ekerdelhue@slv.vic.gov.au. 

FELLOWSHIPS PROGRAM 
Fellowships are offered annually to 
independent scholars, artists and writers 
who propose innovative ways to explore and 
use the Library’s extensive collections and 
resources to create new works. Fellows are 
awarded grants, scholar privileges and the 
use of an office at the Library. 

The fellowship program is the largest 
program of its kind in Australia and has 
supported more than 140 artists, historians, 
composers, academics, playwrights, writers, 
poets and other creative researchers 
with over $1.5 million in funding since it 
commenced in 2003. 

The Library aims to celebrate the work 
of our Fellows where possible through 

(Above) Des Cowley, History of the Book 
Manager, State Library of Victoria 

performances, publications, talks, exhibitions 
and other events. The 2014 exhibition Rome: 
Piranesi’s Vision resulted from the Redmond 
Barry Fellowship undertaken by Dr Colin 
Holden. The exhibition was visited by over 
84,000 people. 

The Fellowships Program is made possible 
thanks to partnerships with organisations 
such as the University of Melbourne, 
and through philanthropic donations and 
bequests. 

To support the program please contact 
Adrienne Conway on 03 8664 7517 or 
aconway@slv.vic.gov.au. 

State Library of Victoria Foundation team 

Foundation Council: Christine Christian 
(Chair), Robin Campbell, David Evans, 
Michael Kay, Stephen Kerr, Richard Lourey, 
Eddie McGuire, David Mullaly and John 
Wylie AM 

Giving Manager: Adrienne Conway 
Partnerships Manager: Elisabeth Kerdelhué 
Partnerships Officer: Julia Dyer 
Membership, Research & Administration 
Coordinator: Martine Botha 

For more information please contact 
Adrienne Conway on 03 8664 7517 
or aconway@slv.vic.gov.au. 




