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ABSTRACT

This thesis investigates the space created by the meeting of man-made structures
with natural forms and processes. The exploration of this space, the interface, aims to
identify the nature of experiences within the space through historical and cultural
references and translate these experiences through visual metaphor in the
accompanying studio research.
Central to this investigation is the geometric and formal nature of structure,
symbolised by the grid, against the open-ended processes of nature. The visual
language and meaning that emerge from the meeting of these entities are expressed
through interpretive possibilities in the studio. The resulting tensions and ambiguities
of this interface form the subject of my creative work.
The aim of this research is to strike a balance between the two polarities of the
interface – the formal structure of the grid and the arbitrary nature of painting through such means as colour, texture, transparency and mark-making through
painting, print-making and three dimensional work.
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PRELUDE
A few years ago, soon after I moved from Melbourne to the country, I was living in a
cottage situated on the edge of a eucalypt forest. I would often go for walks in this
undulating bushland which had several meandering tracks running through it,
originally leading to the mining shafts still visible in the encroaching bush, but which
often trailed off into undergrowth. I thought I knew the area well; I had been visiting
for years but had never ventured very far from the house.
One late afternoon, on one of these walks, I went further than usual and, without
thinking where I was heading, became lost. Only for about twenty minutes but, in
that short period, I experienced a sense of complete disorientation and confusion.
Several thoughts, mainly about my ineptitude, rapidly ran through my mind: how
could I be so dumb? How could I put myself in such a position of helplessness? My
only guide was the setting sun that kicked in as a distant and childish boy-scout
lesson. After changing direction several times searching for a landmark I finally
found a track that led me to familiar ground and home.
This brief but memorable encounter with the bush was not frightening as much as
bewildering.

There was also feeling of weirdness: that something that was so

familiar and pleasant could turn so rapidly to the opposite, something foreign and
potentially threatening. For those twenty minutes, anything physical that linked me
with ‘home’ was replaced by memory alone. Anything situated in front of me - trees,
a rocky outcrop, a rise in the ground – was recognisable only as an abstract reality
that was going to lead me nowhere.
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This experience of being lost comprised two elements investigated in this research:
the meanings we associate with man-made objects, in this case a track, and the
meanings we associate with natural forms and processes. In the first element, a track
was the first thing I had to find. This was my way back to familiar surroundings; it
meant that everything would be back to normal. The second element, the bush, was
suddenly something I didn’t know. It was a surreal and enveloping obstacle, creating
confusion rather than something good to look at and be in.
These two opposing phenomena form two side of the interface: the familiar and the
unfamiliar; the contained and the uncontained; the concrete and the abstract. The
space that is located in between these opposites connection of these two elements
forms the space of the interface.
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INTRODUCTION
The focus of this thesis is on an imagined space, identified as an interface, which sits
between fixed man-made structures and natural phenomena. The concept of the
interface is employed to create a territory in which meaning is derived from the
dynamics of this space. The tensions and ambiguities of the interface form the
subject of the accompanying studio research.
Concrete structures such as roads, fences and buildings can be seen simply as
evidence of human settlement and development. But they can also generate a sense
of belonging and identity through such symbols as place, home and purpose. Posited
against natural features such as topography, weather, erosion and plant life, a set of
contrasts, contradictions and relationships emerge that form the basis of this creative
research.
For the purposes of this thesis, the grid is utilised as a symbol of man-made
structures and order. Section 1 outlines the concept of the interface by referencing
historical and cultural aspects of the grid that are relevant to this thesis: as an
ordering system, as a power structure, as a container. The research places the grid in
a spatial and aesthetic context that relates to the accompanying studio practice: as a
frame that contains and contrasts with the fluid and arbitrary process of applying
paint and marks. Works by artists Agnes Martin and Karen Ward are included to
support the exploration of the grid.
The elusive, non-physical nature of the interface may suggest, to some, a non-visual
paradigm. The challenge lies in defining the concept through imagery: how is

3

meaning expressed visually? Section 2 addresses this question by placing the
experience of the interface within the visual context of my studio research. Devices
as space, narrative, deconstruction, earth and dust are employed as a means through
which visual metaphors are expressed. Throughout this section, artists are referenced
whose works have influenced my own work or add to the context of this
investigation: Rosalie Gascoigne, Sean Scully, Imants Tillers, Katharina Grosse,
Mona Hatoum and Nikolaus Lang.
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SECTION 1: concepts
The Interface
The term interface contains a spatial quality as it implies the meeting of two entities.
Definitions describe the interface as:
-

a surface regarded as the common boundary of two bodies, spaces or phases

-

a common boundary or interconnection between systems, equipment,
concepts or human beings

-

a thing or circumstance that enables separate and sometimes incompatible
elements to co-ordinate effectively

-

to bring together, connect or mesh (dictionary.com)

The interface is not a specific place that can be pinpointed, as much as an imagined
place. It is a space of movement and encounters, an ‘in-between’ space, a state of
mind, that has no concrete reality. Perhaps a no-man’s-land is an apt description: an
area in which two elements overlap. The interface in the context of this research is
formed by the meeting of two entities:
-

the rational and geometric nature of such structures as lines and forms created
by roads and fence-lines or the rectangular frame that delimits an image

-

the subjective open and arbitrary processes of nature such as topographical
features, erosion, growth and decay.
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The abstract nature of the interface that creates the space, or interstice, between these
two entities, operates as a metaphorical crucible for experiences that may occur
within its boundaries.
The early explorations for this project entailed charcoal drawings that explored the
relationship between the formality of the rectangular picture frame and the gestural
approach of drawing. The picture frame in this case represented a unit of a grid, one
single space that was then subdivided into smaller units within the same space.

Fig. 1. D Golightly, untitled 2009, compressed
charcoal on paper 30 x 90cm.

Fig. 2. D Golightly, untitled 2009, compressed
charcoal on paper 30 x 90cm.

The drawings (figs. 1 and 2) looked at ways of moving out of the blocks and lines
that dominated the composition. The spatial intervals, those areas of white paper
between the dense areas of black, redefined the idea of movement through the
landscape as these areas break down the orderliness of the grid. Later drawings
dissolved the grid even further:

Fig.3. D Golightly untitled 2010,
charcoal on paper, 25 x 60cm.

Fig.4. D Golightly untitled 2010, compressed
charcoal on paper, 25 x 60cm.
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The dense black areas of charcoal hold the drawing together in the same way the
squares and rectangles above contain the marks. In these drawings (figs. 3 and 4) the
nature of the charcoal allowed me to smear or brush charcoal dust across the paper
creating transparent veils between the blocks. The spatial quality that emerged from
this process was visually ambiguous in that the delicacy of the veils extended the
body of black from one form to another. At the same time, there is strength or
muscularity within these spaces giving visibility to what seems like negative space.
In order to accentuate the grid as a pictorial device rather than a frame in which to
place marks, I concentrated simply on a series of small paintings that embodied some
of the organic qualities of the drawings:

Fig.5. D Golightly, grid sketches 2010, oil paint on canvas, each approx 30 x 30cm.

The process of breaking the imagery down into smaller units led to the concept of a
grid as an internal element of the image as well as an external device in a group
arrangement as above (fig.5).
The objects painted within the frame of the panels possess a formality of their own:
stripes and blocks that echo the frame itself. The repertoire is deliberately limited in
order to form a vocabulary of repetition; to repeat the same relationship over and
over so that the images create a sense of familiarity in many guises. Those guises, or
7

different faces, are achieved through colour and the varied application of paint: such
methods as rough, hand-painted strips, floating edges and transparency. These
applications are the fluid symbols of response and interpretation that strain against
the rigidity of the grid. This dichotomy, the formal and the fluid, constitutes the locus
of the two surfaces of the interface and provides a contextual field in which
experience occurs: that is, the nature of everything that happens within the
framework of the grid.
This, in short, is the process of encounter and response within the interface: the
combination of shards of memory and glimpses that constitute recorded experience.
While references to landscape are included in this thesis, the emphasis is on the
context of the experiential nature of the interface: what we might experience in the
landscape rather than simply by looking at it. In ‘The Spell of the Sensuous’, David
Abram writes ‘The landscape as I directly experience it is hardly a determinate
object; it is an ambiguous realm that responds to my emotions and calls forth feelings
from me in turn’ (Abram 1996, p.33). Merleau-Ponty describes it differently: ‘...my
experience breaks forth into things and transcends itself in them, because it always
comes into being within the framework of a certain setting in relation to the world
which is the definition of my body’ (Merleau-Ponty 2002, p.353).
I am more interested in an amalgam or residue of memory that translates into an
entirely different and highly personal record of experience. The recording and visual
expression of these memories of experience is better understood in a more detailed
analysis of the two faces that make up either side of the interface.
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The Grid
By utilising the grid as symbolic of human presence, one side of the interface attains
a semblance of visibility. In its purest, two-dimensional form the grid has a simple
linear quality observable in such works as the drawings of Agnes Martin (figs. 6 and
7). These pared back, monochromatic images of formal grids emphasise repetition
and symmetry. One of the first impressions is the purity of line. The line-work is
self-evident and expressive of the nature of each unit replicating in its own exact
image: the lines repeat exactly and the spaces they create do the same. The
uniformity and symmetry of Martin’s grids conveys order and structure, a framework
that contains a spatial repetition as well as a linear repetition. The order that emerges
from this pattern has a systematised quality. In these drawings the geometry of the
grid is visible as a structure integral to itself.

This image has been removed due
to copyright.

This image has been removed due
to copyright.

Fig.6. Agnes Martin Aspiration, 1960,

Fig.7. Agnes Martin Wood #4 1970,

pen and ink on paper.

ink on paper.
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The line work is the prime focus; the lines create the structure and contain what lies
within; the lines come first. The opposite occurs in the painted arrangements of this
research in that the spaces, in the form of individual panels, are produced as separate
paintings and placed in varying arrangements (fig.8). The resulting alignments create
the dividing lines that form the grid; the lines come second. The paradox is that a
grid can exist unto itself, a primary condition as in Martin’s drawings, or it can exist
as a result of the placement other objects, a secondary condition as in my
assemblages.

Fig.8. D Golightly, untitled 2010, acrylic on wood panels
35 x 45cm.

As a symbol of infrastructure the grid conveys strength and power with each unit
supporting the other, a scaffold holding together something even greater. The grid is
often associated with urban planning (fig.9) and the complexities of cities. But rural
areas can be equally complex (fig.10). The complexity of land-division, however, is
not as evident until viewed from the air.
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This image has been removed due to copyright

Fig.9.

Central Melbourne; image courtesy of Google Earth.

This image has been removed due to copyright

Fig.10. Near Pitsworth Queensland; image courtesy of Google Earth.

These examples possess the intricacy of Martin’s exactly measured grids but the
symmetry and exact repetition are replaced by similarity: a rhythm of similar forms
that repeat themselves at irregular intervals. It is this quality of the similar rather than
exact reproduction that is a key element in my work as it is the irregularity that
produces tension and uncertainty in my image-making.

Fig.11. D Golightly, untitled 2010, acrylic on marine ply, 40 x 40cm.

The repetition of the units in fig. 11works on a number of levels:
-

the four horizontal levels create an even rhythm from top to bottom

-

each vertical, rectangular board is slightly different in width resulting in an
uneven tension reading across the image

-

the black devices are mostly painted freehand contrasting with the more
precise edges painted with masking tape

This combination of intersecting patterns establishes a staccato movement across the
surface; the movement may be from side to side or bottom to top. But this is not a
direct transcription of the aerial view in fig. 10; there is no north and south in these
works as they are, in a sense, directionless. The cardinal points of the compass may
be oriented in a manner that leads one astray rather than guiding to a destination.
This image is simply a set of possibilities, historical markers that take the viewer
along paths, around corners, down detours.
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The repetition of the grid is contradicted by the changing content within each unit.
The changing content is the metaphor for the process of change; the changing
landscape as one moves through the interface. We do not encounter exactly the same
thing as we interact with the interface, even if we visit the same place more than
once. The experience is coloured by such variables as the time of day, seasons and
even one’s state of mind. Merely revisiting the same site is a different experiential
phenomenon as there is the element of memory and familiarity to be considered; the
experience of encountering a place for the first time can never be replicated as all
subsequent encounters are influenced by the memory of the first.
The nature of the grid as a device that reflects experience is seen in the painted
constructions of Karen Ward incorporate grid formations influenced by urban
development.

Ward is influenced by architecture and, more specifically, sky-

scrapers. At the core of twentieth century building sits the grid-like skeletal
framework which supports the building. Not only is the building created out of a grid
it sits within another external grid, a network of streets and blocks that connect
everything.
Rosalind Krauss declared of the twentieth century, that the grid is its emblematic
form and that it appeared nowhere at all in paintings prior to this period (Krauss
1980, p.2). Ward places the grid on the front of the picture plane; the grid becomes
an integral piece of the image in the way that Agnes Martin’s grids are the image.
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Fig.12. Karen Ward, 5 Polychromatic Compartment ll 2007, 5 panels plywood, pinus radiata, oil
paint, varnish and wax, 124 x 122 x 6cm.

Ward states “We all live in the moment, suspended between the past and the future.”
and employs the term ‘synapse’ – a gap or space that when filled by two entities
creates a new entity/direction – to define the this moment (Ward 2011). There is a
similarity with the concept of the interface as an in-between place but, in Ward’s
rationale, the two entities that straddle the space are the past and the future. This inbetween state is also referred to by Merleau-Ponty who wrote “...the lived present
holds a past and a future within its thickness” (Merleau-Ponty, 2002, p.321).
This ‘nowhere-land’ becomes a temporal space, one that acts as a conduit for
experience and memory. It is also space that can never be definitively pin-pointed or
measured – how do we measure a ‘moment’? How do we define a point that lies
between the past and the future? Movement in this space, and the acting out of any
experience in it, is facilitated by the illusory perception of time.
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Ward’s work also focuses on the physical and psychological manifestation of home.
This resonates with my assertion that the grid, which includes the home, becomes a
physical and psychological symbol of place and belonging. On a fundamental level,
the lines we observe in the grid created by infrastructure may be simply roads, lanes,
buildings and fence lines each one of which performs a particular function or set of
functions. These all have some superficial value based on that function: a fence may
separate private land from public land; a road acts as conveyance for traffic; a strip of
land may grow a particular crop.
On another level, however, these marks contain a significance that transcends the
merely utilitarian: the perception of ownership, meaning, certainty, nostalgia,
connection, belonging and place. The fence that separates private land from public
may provide a sense of security and prosperity; the road that conveys traffic may also
act as a familiar symbol of homecoming or of escape. They further create a
predictive quality: we have placed these things where they are and we expect them to
remain there until we decide what will happen next.
The framework of the grid creates psychological space, a spatial awareness of our
surrounds, and allows us to translate this into something functional and familiar.
Lefebvre asks if the spaces formed by practico-social activity, whether landscapes,
monuments or buildings have meaning? He answers, ‘Obviously, yes’ (Lefebvre
1991, p.131). In this case Lefebvre is referring to the spaces formed by practicosocial activity: the production of space. But this is not the space in between objects,
it is the psychological space that results from our association with the objects. In
other words, the grid (object) creates a contextual field (space) in which experience
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occurs.

Meaning stems not simply from the objects themselves but from their

teleological foundation.
There are suggestions of intimacy here through the association of familiar objects
with place and belonging. Gaston Bachelard writes about two kinds of space:
intimate space and exterior space (Bachelard 1994, p.201). The concept of intimate
space springs from his analysis of the interior of the house: the symbolic safety and
cocooning nature of ‘home’, not simply as a physical construction but as a place of
refuge, warmth and familiarity. I suggest that similar principles of association may
apply to a road, a fence-line or a city skyline.
Imagine, for a moment, the above images of Australia (figs. 9 & 10) without the
traces of western civilisation: no roads, no buildings, nothing that indicates the
presence of an industrialised society. The first explorers and settlers in Australia,
who saw just that, perceived the continent as empty. The Eurocentric view saw the
land as wilderness – empty of anything that could be identified as culture: if one
cannot see traces or signs of one’s own culture in the land it must be ‘natural’ or
empty of culture (Rose 1996, p.17).
Movement through the open landscape by early explorers was the first step in
understanding the nature of the land. Documenting these journeys entailed not
simply ‘looking’ but describing and naming: applying culture and meaning to space
that, to European sensibility, was wilderness. Experience in this case was recorded
through diaries and journals:
The historical space of the white settlers emerged through the medium of
language. But the language that brought it into cultural circulation was not the
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language of the dictionary; on the contrary it was the language of naming, the
language of travelling. What was named was not something out there; rather
it represented a mental orientation, an intention to travel. Naming words were
a form of spatial punctuation, transforming space into an object of
knowledge, something that could be explored or read.....they were the first
authentic Australian poems, the first non-associational metaphors which were
at once unique and generally expressive, indicative of the nomadic condition
before it stiffened into dams, roads and telegraph posts (Carter 1987, p.67).
The imposition of those stiffening dams, roads and telegraph posts meant a changing
landscape not just physically, but mentally. The carving up of sections of land into
convenient plots for sale transformed the dynamic space of travelling into the fixed
and passive space of settlement (ibid). The grid symbolised restriction and exclusion
and had been used to great effect in the subjugation of natives in the New World:
The Spanish-American town was typically built according to a plan laid down
on the basis of standing orders, according to the veritable code of urban space
constituted by the Orders for Discovery and Settlement, a collection...of
official instructions issued to founders of towns from 1513 on. These
instructions were arranged under the three heads of discovery, settlement and
pacification...the occupation of a territory and how it was to be organised
under the administrative and political authority of urban power (Lefebvre
1991, p.151)
The result of this systematic approach is a strictly hierarchical organisation of space
...the production of a social space by political power – that is, by violence in the
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service of economic goals. A social space of this kind is generated out of a
rationalised and theorised form serving as an instrument for the violation of an
existing space (ibid p.151). The grid is more than an ordering system in the strictly
organisational sense; it becomes a symbol of power, authority and discipline.
The multifaceted character of the grid lends itself to a range of experiential
possibilities within the interface:
-

an ordering or measuring device

-

power and authority

-

connection and belonging

The purpose of including these symbolic values of the grid in this thesis is to place it
in a context other than simply a convenient frame in which I make art. The familiar
shape of the square or rectangle in either pages of sketch book or stretched canvas
contains a currency that translates into a multiplicity of applications such as the
picture frame, camera lens or movie screen.

In the context of my research the

manipulation of the grid becomes a key element in the process of assemblage and
repetition. The components that are being manipulated and assembled take on the
character of a pictorial device instead of a neutral background.
The fields of colour that are placed within the confines of the squares and rectangles
constitute the other side of the interface; those fluid and informal things that are the
opposite of everything the grid represents.
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Not grid
On the other side of the interface there are the open-ended processes of nature:
growth, decay, erosion, topography, weather patterns. The push and pull of the two
sides of the interface creates tension. This is a space of change, of processes that
occur despite the grid. The grid is an artificial construct, flattened, geometricised,
ordered, it is anti-natural, anti-mimetic, anti-real. It is what art looks like when it
turns its back on nature; its order is that of pure relationships. The grid is a way of
abrogating the claims of natural objects to have an order particular to themselves
(sic) (Krauss 1980, p.1).
To address this aspect of the interface I use my own manner of drawing and painting.
The way I paint and draw is patently opposed to the geometric rigidity of the grid.
The looseness of the paintwork, the patching and scraping, produced a counterpoint
to the squares and rectangles. This approach of drawing with paint signifies what
happens inside the squares and rectangles; personalised identification of content
through line and colour. The charcoal drawings (figs 1-4) were a way of exploring
experiential possibilities as the confining character of the grid was challenged and
contradicted.

Fig.13. D Golightly, Dissolving Grid 1 2010, acrylic on paper, 45 x 90cm.
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Fig.14. D Golightly, Dissolving Grid 2 2010, acrylic on paper 45 x 90cm.

The horizontal orientation of these paint sketches (figs. 13 and 14) develops the
spatial ambiguity of the charcoal drawings. These images, while made up of blocks
of colour, aim to blur edges and boundaries thus imbuing the shapes with ambiguous
movement. Breaking down the borders of areas, dissolving them, merges one area
into another; transparent layering accentuates the sense of movement and uncertain
space.
The fields of colour, dissolving into one another deconstruct the grid, like a melting
block of wax that will spread beyond the original limitations of the solid form. We
know the wax will run; we just not sure in which direction. The arbitrary nature of
the forms contained (for now) within the grid-like picture frame, may extend beyond.
What that ‘beyond’ consists of is hinted at by Krauss:
Logically speaking, the grid extends, in all directions to infinity. Any
boundaries imposed on it by a given painting or sculpture, can only be seen –
according to this logic – as arbitrary. By virtue of the grid, the given work of
art is presented as a mere fragment, a tiny piece arbitrarily cropped from an
infinitely larger fabric. Thus the grid operates from the work of art outward,
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compelling our acknowledgement of a world beyond the frame. This is the
centrifugal reading (Krauss 1980, p.6)
The contradiction here lies in the idea that the image extends beyond the picture
frame which is one module of the grid. Does the grid allow the image to continue?
Or does the image allow the grid to continue? This chicken and egg scenario echoes
Krauss’s suggestion that the grid is ‘anti-natural’ and that anything that may occur or
exist within its framework do so without any reference to the grid.
This ambiguity of space between the clearly identifiable sections is how I understand
the reference to the landscape by David Abram as an ‘ambiguous realm’. This realm,
unimpeded by the grid, could be described as open, in contrast to the
compartmentalised process of mapping for example. But the landscape is only truly
open when there is nothing to bar the way. The earlier reference to the ‘nomadic
condition before it stiffened into dams, roads and telegraph posts’ conjures up
notions of freedom of movement unimpeded by fence-lines and highways.
There is a seductive quality about moving freely over open country and to travel
where one pleases. But there is another side to the sentimental mythologising about
wilderness and returning to nature. To early explorers, moving in a country the size
of Australia, the vastness of the landscape could be all enveloping, overwhelming.
Paul Carter quotes Sturt who, in this situation, wrote, ‘”We stood as it were in the
centre of barrenness...I feel it is impossible to describe the scene”...to say, that is,
which way to go’ (Carter, 1987, p.88). The unfathomable vastness of the continent
was the geographical and cultural opposite of what British explorers understood,
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coming from a small, green island criss-crossed with roads and dotted with towns.
Bruce Chatwin hints at this in The Songlines:
He looked around at the immense sweep of country.
‘Pity we didn’t get here first,’ he said.
‘We the Russians?’
‘Not only Russians,’ he shook his head. ‘Slavs, Hungarians, Germans even.
Any people who could cope with wide horizons. Too much of this country
went to islanders. They never understood it. They’re afraid of space.
(Chatwin 1988, p.142)
These examples suggest a sense of being lost or at, least, showing an inability to
come to terms with wide open space. Perhaps this wide open space is also the place
of hallucinations and madness, the result of forays into the unknown by fools,
especially white men, who think they know what they are doing. Newly arrived 19th
century colonists in South Australia, landed on Kangaroo Island and decided:
they would walk through the bush and should most likely reach Nepean Bay
(on the island’s north side) as soon or sooner than the ship... Three of them,
after wandering in the woods nearly a week were discovered and brought in
exhausted through fatigue and want of nourishment...while the other two have
never since been heard of (Carter 1987, pp.205-206).
The implications of this example are that not all experiences that occur at the
interface are positive. The suggestion that the grid is an impediment to freedom of
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movement and expression may seem romantic, but is also disingenuous. Carter goes
on to state that ‘...there were circumstances when the absence of a grid-like structure
seemed to lead not to a heady sense of freedom but to a wandering state of mind
bordering on insanity’ (ibid, p.228). The pleasure one experiences on encountering
wide open space may turn to calamity.
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SECTION 2: context
Studio Methodology
The studio research that constitutes the visual component of this thesis has moved
through several phases and mediums: painting, collagraphic print-making and, more
recently, combining plant cuttings with dry pigments. Central to each stage of
research has been the practice of assembling various parts to form a larger piece of
work. The impetus behind this originally stems from a departure from conventional
painting on stretched canvas, using sections of wood panel as an alternative.
The process of assembling can likened to laying out images of a previous experience,
as in pasting photographs in an album, or planning for a journey yet to take place.
The experience of putting these works together parallels possibilities of experience
within the interface described in section one: of moving through the unknown
landscape with all its messy and unpredictable features, needing something to assist
us in this journey.

Fig.15. D Golightly, Grey Field 2010, acrylic on wood panel, 42.5 x 37cm.
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Fig 13 is a combination of these elements: the formality of the internal rectilinear
sections contrasts with the loose application of paint, almost erasing what lies
beneath in what appears to be attempts to cover tracks.

Fig.16. Grey Field, detail.

Scrubbing over the original marks with paint (fig. 16) is a version of revising what
went before but leaving just enough evidence of the original image. This is akin to
layering one memory over another; each infuses the other with something of itself
with a resulting blurring of distinctions. Placed in the context of other similarly
ambiguous fields of colour, the viewer is presented with a panoramic view of a series
of experiences: a track, a gate, clouds, sky, horizon etc, but with none of the
figurative characteristics that identify these elements as such.
This approach allows greater flexibility in tailoring different forms and dimensions.
Rosalie Gascoigne’s works utilise a similar process of assemblage with found
objects. The finished works speak of journey’s she has undertaken with the final
image a composite of documentary evidence. The jumbling and realignment of
pieces broken down from a large whole, or several whole objects, indicate a
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complete re-invention of the experience of finding the object and assessing its value
in the context of her work. .

This image has been removed due to copyright

Fig.17. Rosalie Gascoigne ‘Foreign Affairs’ 1994, sawn wood on craftboard 77.8 x77.2cm.

There is a suggestion of the archaeological about Gascoigne’s work; not only are
these pieces found objects, they have a history and provenance that is separate from
the individual pieces and adds to the cocktail of interpretive possibilities. These
images speak of a pre-existing condition: the sections in Foreign Affairs (fig. 15)
wereindustrial waste; they served some purpose before they were incorporated into
this work.
The pieces incorporated into my images are not found objects; they have been made
specifically to resolve a set of relationships between multiple parts and are adjusted
accordingly. There is the added potential of serendipity – the unexpected resolution
that results from moving pieces around. The final format possesses profiles that are
uneven due to the deliberate imperfections in the shaping of individual units. The
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resulting undulations around the edges soften the rigidity of the formal grid. Coupled
with the loose application of colour, this ‘hand-made’ quality heightens the sense of
personal interaction with the space within the grid and the manipulation of the grid
itself.
This methodology – assembling and joining – has been integral to this work as it
provides a multiplicity of possibilities not present in simply painting on a single
canvas. The wood panels provided a wide range of dimensions to work with hence
the variation in unit size in each painting. No grouping is the same. Paint is brushed
in thin layers building up a patina of similar colours in a semi-transparent finish.
Most colours leaned towards a neutral palette emphasising form rather than colour
which can act as a distraction. The grid in this case is not a consistent pattern but a
changing series of geometric shapes with each finished piece consisting of a different
arrangement (figs. 18 and 19).

Fig.18. D Golightly, Five Fields 1

Fig.19. D Golightly, Five Fields 2

2010, acrylic on wood panels.

2010, acrylic on wood panels.
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The repetitive and symmetrical nature of the grid is replaced by similarity and
asymmetry. Each field is a separate physical form, incorporated into a larger image.
Shapes nestle up to one another; any linear quality is a secondary consideration; the
space contained with each field has a different character to the others through colour
variation or textural quality. The organic nature of space within the picture plane
becomes the transcendent element that speaks of the experience within the space as
well as the experience of creating the space. Taking the assemblage process a step
further, the natural progression leads to a deconstruction of the panels by separating
them, introducing the possibility of installations in future work.

Space
While the grid has been utilised to create a pictorial framework, it is the space that
lies between the lines that is the locus of the research as this is the experiential heart
of the interface.
Space is not the setting (real or logical) in which things are arranged, but the
means whereby the position of things becomes possible. This means that
instead of imagining it as a sort of ether in which all things float, or
conceiving it abstractly as a characteristic that they have in common, we must
think of it as the universal power enabling them to be connected (MerleauPonty 2002, p.284).
Line work that emphasises the structure or pattern of the grid creates the perception
of negative space: those areas contained within the lines. This is the space of which
de Kooning spoke as having its own power and how he sought a seamless image in
which each, the positive and the negative, received its due (Stevens/Swan 2004,
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p.105). But de Kooning was working with shapes placed on a single canvas, one
intact picture plane. While the lines in my images exist as markers or boundaries, the
spaces between become the ‘containers’ in which things happen. It is within these
spaces that the content of the studio work sits. The idea of containing has a quality
that reflects the ‘matrix’: a substance, situation or environment in which something
has its origin, takes form or is enclosed, or a surrounding substance within which
something else originates, develops or is contained.
Derived from the Latin ‘mater’ (mother) its original usage applied to female animals
used for breeding. This obsolete usage was also applied to such meanings as
‘source’, ‘origin’ and sense of ‘place or medium where something is developed’
(dictionary.com). Such terms as ‘origin’, ‘enclosed’, ‘develops’ or ‘contained’ all
speak of elements of the related studio work through the construction of grid-like
arrangements that contain; the spaces created by the grid are places in which things
develop. By aligning these spaces or units into larger, more complex arrangements, a
greater range of experiential possibilities is evident. The metaphor of space as an
organic medium is similar to the Eastern philosophy that regards space as having
value: contained within it the pregnant possibility of everything. From this invisible
cornucopia issued forth all that was substance. In contrast to a homogenous
Euclidean space that never changes, the Eastern view suggests that space
evolves...has organic characteristics (Shlain 1991, p.160).
This idea of space as an organic entity that evolves gives space form or a tangible
presence rather than a vacuum that is waiting to be filled. A series of gouache images
sketch this approach by emphasising the nature of the space rather than the nature of
the grid.
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Fig.20. D Golightly, Blue Space 2009, gouache and acrylic on paper.

The relatively quiet blocks of colour in my earlier paintings (figs. 18 & 19)are
replaced by a vigorous application of colour that conveys energy and movement as in
Blue Space(fig. 20). The loose brushing of a wash-like layer is not restricted to
particular areas but is applied to most of the surface. It is this energetic brushwork
that simultaneously unites the composition and contradicts the formal qualities of the
fields camouflaged beneath. In this case, the energy within the space of the interface
spills out of the confines of the grid and possesses an active life of its own.
Blocks of dark colour sit in asymmetrical formation; boundaries are blurred with
smears of black and indigo. These acrylic paintings draw heavily on the rhythms and
divisions of the first block paintings on wood panel. In these images fine bands of the
white paper are left between darkened squares and rectangles allowing light to pierce
the dark wash of colour. The separation of colour blocks is less distinct than the early
paintings, producing a sense of movement and ambiguous space. The movement
could be back and forth taking one’s eye into the picture plane; or it could be as a
series of sliding panels. The relationships between the solid blocks are unclear. We
cannot tell on which plane they rest.
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Further explorations produced a much looser version of the grid in which borders
were indistinct and the application of paint more gestural.

Fig 21. D Golightly, untitled 2009,

Fig.22. D Golightly, untitled 2009,

acrylic on paper 60 x 90cm.

acrylic on paper 60 x 90cm.

These works on paper (figs. 21 & 22) were a departure from the central method of
assembling parts: these are completed on one surface with no additions. The division
of the surface is still based on blocks of colour that are definable yet ambiguous. The
purpose with these works was to deliberately create a structure within the image in
which the activity within the structure took precedence over the structure itself. The
energy that emerges from the fields of colours indicates the process of painting and
marking; in a sense these are drawings in paint. The act of painting the spaces
contained within the grid becomes a metaphor for the experience in the interface.
The loose application of paint, the indeterminate forms with overlapping edges and
the suggestion of transparency all act against the order of the grid. The arbitrary
placement of line and colours refers to the open ended movement of nature that can
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produce emotional responses as the relationships in these drawing may produce
emotional responses.
The other departure from the previous works was orienting these paintings vertically.
I found that the absence of a horizon does not detract from the feeling of moving
through the landscape. In fact, it seemed to enhance it by drawing one into the work
instead of simply looking from side to side.

Fig.23. D Golightly, Drawing for Movement in the Landscape
2010, acrylic on paper 70 x 90cm.

The block-like arrangements echo the paintings of British artist Sean Scully. While
his paintings reflect the rectilinear structures of architecture, he regards his paintings
as landscapes. He refers to the sections in his paintings as bricks in Night (fig. 24),
built up like the walls he photographs, but it is his application of colour that produces
a shimmering quality we see when observing objects from a distance or through the
distortion create by rising heat. There is a hint of the mirage in his paintings that
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contradicts the solidity of the bricks. Perhaps it is our knowledge that a brick is not
only solid but extremely dense and heavy that creates this contradiction.

This image has been removed due to copyright

Fig,24. Sean Scully, Night 2003, oil on canvas.

It is tempting to consider these paintings as flattened representations of the
landscape, especially given Scully’s photographs of walls. But our responses to the
geometrical nature of these works are challenged as Scully’s rectangles move, hover
and interweave, jostling for space. Each shape firmly presents its own reality and
place in the painting yet requires the presence of a neighbouring shape to declare
itself as an entity. Further, the abutting shape/s may be as concrete as the next or may
be negative space. The resulting ambiguity of space/object or positive/negative is
heightened by the layering of colours hinting at transparency, fragility and
impermanence.
Scully’s grids remind us of the division of land seen from the air but they largely
stem from the verticality of architecture. His photographs of walls provide material
that links his travels to his art work in a similar manner that the journals of early
explorers provided descriptive passages rather than drawings. But there is not
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necessarily a direct correspondence between his photography and his paintings
(Phillips 2005, p.32).

This image has been removed due to copyright

Fig.25. Sean Scully, Morocco, photograph.

Scully’s paintings are not transcriptions of his photographs, but they speak of his
experience in the landscape, the sorting and reinterpretation of memory and response.
While his paintings may be called landscape, however, there is a strong sense of
verticality about them that is strongly linked to the ‘wall’. The wall suggests
structure, height, human habitation and boundaries.
The application of colour to create a translucent apparition is a quality that was used
in a series of collagraphic prints, Blackened Field and Seven Bands(figs. 26 and 27).
Using the gouache paintings on paper as a starting point, a series of prints followed
in which the shellacked cardboard plates were left clean and uncluttered by objects
glued to the surface. Detail was achieved through the transparency of the ink.
Printing with oil paint, the result was a series of hovering fields that changed with the
application of each new layer.
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Fig.26. D Golightly, Blackened Field 2010, 20 x 45cm.

Fig.27. D Golightly, Seven Bands 2010, 30 x 60cm.

The plates were simply a series of squares and rectangles of varying sizes. The
method involved moving the plates along a predetermined format that allowed
successive layers to be either left as the original colour or printed over. While the
process is quite straightforward, complex relationships were formed by the planes of
colour fluctuating between a positive/negative dynamic. Colour planes possessed the
quality of screens that can slide from side to side changing the configuration and the
colours.
Blackened Field and Seven Bands are in a horizontal orientation as in most early
paintings of this research. Subsequent prints (figs. 28 and 29) were exhibited in a
vertical format which changed the nature of the viewpoint: the direction is forward,
facing multiple horizons. This is the holistic view of one great journey; or it is the
documenting of many journeys through different landscapes at different times. These
images become the visual counterpart of a log or diary, the storyline encapsulated in
the successive layers of colour.
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Fig.28. D Golightly, A Great Walk 1

Fig.29. D Golightly, A Great Walk 2

2009, collagraphic print, oil paint on

2009, collagraphic print, oil paint on

paper 30 x 120cm.

paper 30 x 120cm.

These vertical works, a Great Walk 1 and 2 were made by joining two sheets of
paper together. The elongated format not only transformed the perception of space in
the picture plane, it allowed more information to emerge. This is perceived through
the greater scope of the picture plane and through the greater complexity achieved by
the manipulation of the paint: varying degrees of transparency, clashing colour
combinations or scrapng back layers. The illusion of texture and the spatial
ambiguity heightens the contradicitons between the geometry and certainty of the
grid.
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There is a further contradiction between the multiple horizons within the image and
the vertical frame that contains it. The frame can be regarded as an end in itself – this
is all you get; this is the ‘picture’. The assumption with this view is that there is
nothing beyond the edges, we can only see as far as the edge of the picture plane in
the same way we can only see as far as the horizon allows us. But the self-replicating
nature of the grid implies that there is more. If this vertical rectangle in fig. 28 is one
module of an infinite grid, then we are drawn to the possibility of an expanding view:
there is the perception of the space of the image contained within the grid-like
confines of the frame and there is the perception of the open, infinite space that lies
outside the frame. The issue that is raised here is not simply one of infinity but of
direction. The two-dimensional realm of the flat image takes on the potential of an
illusory three-dimensional experience.

Narrative
Thethree - dimensional experience suggests the sequential nature of movement and
the recording of the sequences as a contining storyline. By joining segments of
paper, as in figs. 28 and 29, a greater potential for continual narrative appeared
within the work. There is no figurative imagery in my works so any narrative comes
from their sequential nature, the apparent repitition but with a new appearance at
every turn. The nature of the grid is suggestive of ‘sameness’ or ‘reproduction’:
reproducing itself in its own exact image. It can also suggest ‘place’ as we position
ourselves at some point in the interface and move through it at the same time. The
temporal quality that emerges from this coupling – place and movement – speaks of
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the past, present and future. It also speaks of memory and travel and the process of
documenting these experiences.
The ensuing tension refers to the ‘push and pull’ of relationships between parts.
Rather than simply paint or draw specific areas or forms on a surface, which form a
set of relationships by default, objects are pieced together like a puzzle. This method
is akin to the process of manufacturing or building, but those structures are built with
the guide of a predetermined plan or blueprint; the final outcome is envisioned in its
entirety before the object is completed.
The uncertainty in the studio is similar to the uncertainty we may experience
exploring unfamiliar terrain. The difference is that not only am I exploring the
unknown, I am creating it. The individual components of my work are isolated
blocks of information; each piece contains some element of exploration be it in
colour, layering or drawing. It is not until these units are placed in some grouped
order that a visual cohesion emerges.
Repetition has worked in this research on two levels: methodological and contextual.
On a methodological level, the re-working of a process or an idea is similar to
teasing out or refining a particular use of colour or material that adds something to
the final piece. In this sense the act of making is embedded in the production of the
imagery and can parallel a perceived narrative. On a contextual level, repetition can
be likened to familiarity – we have been here before, we know this place. But it can
also refer to being lost, finding oneself in a place that is unfamiliar. It may contain
features that may make abstract sense (e.g. we know that this is a ‘hill’) but no
landmarks that one can recognise.
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Fig.30. D Golightly, Landscape with Signs 2011, acrylic on wood panels, 60 x 300cm.

The repeated use of the same motif in Landscape with Signs (fig 30), can siginify
two possibilities: first that these are views of similar signs at different points of your
journey, indicating that you are on track and will soon arrive at your destination. All
is well. Second, that these are exactly the same sign over and over indicating that you
are going around in circles. All is not well, placing these possibilities at opposite
ends of experience – positive and negative.
The use of multiple pieces offers the possibility of a changing narrative. The
paintings of Imants Tillers are records of journeys but through very different space
and utilising an entirely different language. The documentary nature of his work
reveals a mass of movement, place-names and information, all placed within a
carefully constructed grid of canvas boards, each one of which is numbered. Through
the configuration of small rectangular boards the larger vision is revealed, rather like
laying out the pages of a never ending diary. The journals of the early explorers did a
similar job recording movements across unfamiliar terrain, applying cultural overlays
as they travelled. The space of the landscape became an internal memory, a mental
construction based on the gathering and sorting of information. Tillers does the same
thing in the construction of his paintings and extends this interaction to viewers of
his work:
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For Tillers, art is both ‘a solitary journey of introspection’ and ‘above all, a
“way of knowing”’. The works that are produced provide the opportunity for
others to enter into the artist’s world, and to engage and respond to it,
inevitable influenced by the artist’s own structuring of the information, but
empowered to chart their own pathways and to form their own mental sets
(Morphy 2006).
In Nature Speaks (fig. 31) the dominant text declares “There is no horizon”. Partly
based on the Walbiri inventory of graphic signs (Ibid) this painting has a sense of the
aerial view in which no horizon is present: a place that has no logical spatial
definition with which we can identify. These are landscapes of the mind.

This image has been removed due to copyright

Fig.31. Imants Tillers, Nature Speaks 2002, synthetic polymer paint and gouache on 16 canvas boards,
101.6 x 142.2cm.

The landscape is deceptive with structures and distances seducing the
observer/explorer. The nature of Tillers art is open ended; beginnings without ends
(ibid). In a sense this is what maps do. You may follow the directions if you wish;
you may go where you please; you may do neither. But there is a neutrality in
mapping that is not present in Tillers’ paintings. His statements that emerge from
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these images are powerful declarations of movement within the landscape. The
sweeping view across the horizonless space in Lacrimae Rerum (for Dzidra) (fig. 32)
is part aerial view, part immersion, part memory. The journal metaphor is a good one
but this has an overtone of the mechanical documenting of mundane daily events.
Lacrimae Rerum is much more than this: it is a meditation on death, extinction and
the travails, disappearance and survival of cultures, languages and places (BarrettLeonard, 2003).
The structure of Tillers panels recalls the deconstruction of familiar images in cubist
rearrangements: the world outside the eye is more like a mosaic than a perspective
setup, a mosaic of multiple relationships, none of them...wholly fixed (Hughes 1980,
p.17). Similarly, Tillers presents us with a stretched layout of journeys and
encounters, shards of memory patched together in one unified and visible whole.

This image has been removed due to copyright

Fig.32. Imants Tillers, Lacrimae Rerum (for Dzidra) 2007, acrylic, gouache on 288 canvas boards
304.8 x 914.4cm.

The grid created by the canvas boards can be the pages of a journal or a fold out map
– take your pick. But the grid of mapping that conveys a sequential logic of distance
and time is not the same grid in Tillers’ paintings. Each unit or module is the same
but the content is different in each one. The map analogy now becomes a spurious
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proposition as sequences in a map are critical to a successful journey. But how do we
read ‘success’ in Tillers’ paintings? This is the grid of an ongoing journey, selfreplicating in its own exact image, each unit containing an elusive possibility of
place and meaning.
Lacrimae Rerum and Nature Speaks rely on the repetition of the page-like format of
the canvas boards. The pages become almost invisible as we ‘read’ the painting and
search for clues; the story in the bigger picture transcends the pages. The sequential
nature of the grid is transformed, however, when the grid itself is transformed as my
collagraphic print, Long Bar Code (fig.33). Approximately 6 metres long, the work is
made up of several prints lined end to end. The scale of the work is designed to
expand the experience of moving in the interface: the viewer must stand back to take
the whole work in or must walk from one end to the other to observe detail.

Fig.33. D Golightly, Long Bar Code detail 2011, collagraphic oil print on paper, full size approx.
30cm x 6m.

Originally conceived as a parody of the bar-code, this work also speaks of identity:
the identity and meaning we associate with systems and structure, either physical,
societal or metaphorical. This analogy reflects the structure of the interface but the
experience of the structure through a work this size is open ended, just as Tillers’
painted journals are open ended. We may recognise blocks of colour as symbolic of
barriers, or slivers of light as spaces but we are able to navigate our way through by
the imagined movement that this work implies. At first glance it might seem
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daunting; perhaps this is too big for a print? But transparent fields of colour heighten
the sense of going ‘through’; yielding translucency diffuses any rigidity and
mathematical certainty.

Deconstruction
The process of assembling has entailed the handling of sections that form the final
body of work. Each section has its own integrity and presence and the placement of a
section alongside another results in a relationship that alters the individual units with
a multiplicity of sections creating a more complex set of relationships. The focus on
individual sections first i.e. making and then gathering them before a larger piece of
work can be identified, has isolated the nature of the individual sections as objects in
their own right: rather than produce the units specifically to join with others, later
experiments in the studio increasingly pointed towards the spatial separation of
sections.
This has led to the deconstruction of works. This development applies to the physical
deconstruction of art work but it also applies to the subversion of the grid: the
realignment of the relationship formed between the grid and that which it supports or
contains.
In some cases, larger paintings on board have been cut down to provide fodder for a
new work. The first paintings and drawings produced at the outset of this research
were based on the traditional format of the rectangle, the frame that contains the
image: the stretcher, the picture frame, the sheet of paper. The documentation
process that recorded the changing imagery throughout this research was done
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through the rectangular lens of the digital camera, downloaded as a rectangular
image file and viewed through a rectangular computer screen.
My files contain hundreds of images that appear as a grid:

Fig.34. D Golightly, details 2009-11, digital photographs.

The banks of images I access in my computer form a grid by default as a result of the
computer program. I fossick through these files for images in the same way I fossick
through old work and materials in my studio. The development of work during this
research has involved the process of photographing, downloading and assembling
digitally. Many of the ideas incorporated in this research have originated in
Photoshop or Publisher, cropping, cutting and pasting. It is not surprising, then, that
the practice of cutting and assembling filtered through to finished pieces.
The idea of cutting pieces up, repeating modules of colour lends itself to the nature
of the grid. It presents the opportunity to multiply the rectangles (or squares) into a
series of views with the resulting fragmentation mirroring the multiplicity of
memories that record our responses to experiences at the interface.
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The process of breaking up a work into many small pieces then reassembling or
rearranging, recalls the process of gathering one’s thoughts. We are not looking at a
single object; we are observing a series of experiences, a memory line that lays out
much that can be recalled. These parts can be the selective memory of place or
experience or physical objects encountered in these places. These are redefined in my
work to basic elements of line, form and colour. As our memory blurs details over
time the reduction of experience to an elementary series of units is appropriate: rather
than a literal transcription, these elements acquire a symbolic quality. Memories
may be vivid or indistinct but our replaying of personal experiences can overlap,
repeat and include exaggerations as well as information gaps. Memories are fallible
and are compounded by other ingredients such as fear, superstition, moral codes,
value systems, love and hate, grief and loss.
Codified Landscape (fig. 35) is based on the fragments of memory we experience on
any journey. Each unit contains a detail of that journey or a series of journeys the
combined grouping of which gives us the ‘bigger picture’. This is a series of
journeys, a series of horizons and a series of memories. The arbitrary sequencing
may make no literal sense but there is logic as a linear progression. This further
suggests a sequential process; one experience after another, a series of encounters
that merge into a unified visual whole as Tillers and Scully do with their respective
pages and bricks.
Each section is symbolic of memory and time and, being one of many small pieces,
speaks of fractions or microscopic parts. Willem de Kooning referred to this as a
‘slipping glimpse’, recalling the prostitutes in the red-light district of Amsterdam
who would titillate potential customers by flashing their breasts for a fraction of a
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second.

De Kooning attempted to capture in paint those quick, oblique but

illuminating moments that the eye registers almost subliminally (Stevens/Swan 2004,
p.32).

Fig.35. D Golightly, Codified Landscape 2011, acrylic on wood, 150 x 300cm.

Codified Landscape employs a similar methodology of many glimpses, strung
together in linear formation, a sort of DNA sequence. Each line may be a journey or
a leg of a journey. The unified whole sums up a series of experiences that
collectively enlarge and aggrandise those experiences. The separating of each unit
gives this work a flexibility not possible with a traditional painting, fixed as it is
within its frame. The spatial versatility enables the work to double in size, to fit an
irregular configuration e.g. a corner or to be installed vertically. The relationship
between the work and the viewer consequently changes: the perception of distance
and orientation alters as if we are observing from a further viewpoint.
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Fig.36. D Golightly, Codified Landscape detail,

Fig.37. D Golightly, Codified Landscape detail,

2011, digital photograph.

2011, digital photograph.

The act of deconstructing or separating segments is highlighted in figs. 36 and 37.
The units of colour become isolated fragments of the whole and present a different
image. Shorn of any supporting background, the lines float freely in a white ground
that has no reference point. Even the white sections of the lines dissolve into the
ground, emphasising separation. This distilled view of the details pares back any
hand-made quality of the wooden pieces and flattens the colour. The work assumes
an almost cartoon-like quality that further separates, not just the pieces from each
other, but the whole work from the act of making.

Subversion
The notion of subversion refers to the mental repositioning of the meaning of the
grid. It becomes subservient to the forces that previously succumbed to its strength
and power. This can be seen in the work of German artist, Katharina Grosse, who
presents a counterpoint to the layering of structures over natural features by layering
colour over structures (figs. 38 & 39). Using acrylic paint, she sprays smears of vivid
colour over lobbies, hallways, rooms and other, mostly architectural, structures.
Occasionally she will include other elements such as furniture or mounds of earth but
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the main focus of much of her work is the building. While Scully utilises
architectural forms as a starting point that takes them to a new interpretation of the
grid, Grosse incorporates architecture as an integral element in her work.
The application of paint appears as an attack by a demented, furious child. There is
nothing quiet or contemplative about theses marks; they are confronting and
explosive; mud, silt, magma, slime. We are presented with an almost violent
repudiation of any sense of order, structure and function.

This image has been removed due to
copyright

This image has been removed due to
copyright

Fig.38. Katharina Grosse, Cheese Gone Bad

Fig.39. Katharina Grosse, untitled 2004,

1999, acrylic on wall.

acrylic on wall and various objects.

In fig. 39, Grosse sprays a bedroom and its contents, one of the most private and
intimate spaces humans can occupy. The use of the spray technique resembles
graffiti, something traditionally held to be anti-social, undesirable or ugly. The
symbolism of the grid as a structure extends to the personalisation of the grid as a
meaningful entity. Nothing is sacred.
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The sheer scale of some of Grosse’s work emphasises its intrusive nature; we are not
simply observing art, we are in it; it has become a part of the environment in which
we live or work. Consider, too, the effect this art may have on people who regularly
use the building: the character of the place changes through an act of apparent
vandalism. The character of art changes from a process of contemplation to an act of
desecration. In Cheese Gone Bad (fig.38) the paint conjures up bruising of the skin,
fleshy and aching, colours seeping through cloth like blood increasing the metaphor
of violation.
The combining of these opposites – the formal structure of the grid and the arbitrary
marks of paint – highlight the relationship of the two faces of the interface. In the
case of Grosse’s work it becomes a symbolic gesture, a reaction against the order
and, perhaps, the staid respectability of architecture; not just the buildings but
everything that happens in them. It is an act of refuting the grid and allowing those
fluid processes that the grid denies, to take precedence.
The process of symbolically deconstructing the grid can also be seen in the work of
Lebanese artist Mona Hatoum. Born in Beirut of Palestinian parents, some of
Hatoum’s works reflect the complexities of growing up as a displaced person - a
Palestinian in Lebanon – as well as a woman living in a strongly patriarchal society.
The concept of the interface takes on a different meaning when viewed in the context
of Hanging Garden (fig. 40). This work consists of jute sacks, stacked to head level.
They form a 10 metre long wall similar to the sand barricades used as defence from
enemy gunfire during battle and other war zones such as check-points and border
crossings. The sacks are filled with seeds that sprout, greening the wall. The piece
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deals with the friction between notions of home, security, warmth and their
opposites.

This image has been removed due to copyright

Fig.40. Mona Hatoum, Hanging Garden 2008, jute sacks filled with seeds, approx 10m long by head
height.

In Hatoum’s work we see the opposite of the associations with intimacy and the
home suggested by Bachelard. This symbol of the grid, the manufactured sacks piled
neatly in brick-like formation, represents the absence of intimacy. The grid, instead
of being a place of comfort, becomes associated with fear, loss and danger. The
growth of the plant seeds is the opposite of the grid. The man-made construction,
built to protect humans from another man-made folly, war, is challenged by the
unruly and disruptive forces of nature: plant growth. This work exemplifies the two
opposing faces of the interface but within a different set of relationships, in this case,
life and death (Mikdadi,S. 2008). The power of the grid as a defence structure is
diluted by the ironic but reassuring growth of plant matter: this is the uncontainable
and spontaneous process of a force that continues despite the war raging around it.
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Deconstruction in these examples by Grosse and Hatoum means not necessarily the
physical deconstruction of the grid, but the deconstructing or subverting of the idea
of the grid. These works dilute the power and architectonic nature of the grid and its
cohesive facility that unites and contains. Instead of sitting firmly on the surface
declaring its own presence, it succumbs to the forces of what lies above.

Earth and Dust
While the basis of studio research in this project has largely revolved around the
process of painting, detours have appeared that have led me to other practices but
utilising related mediums. Most paintings are acrylic with the occasional addition of
charcoal or graphite. At one point in the research I added whiting to gesso to produce
a smoother undercoat that disguised the texture of canvas. I then added it to paint
which thickened it without altering the colour. I found this valuable as it produced a
densely matt finish that spoke of dried earth, something we are familiar with in the
Australian landscape.
It also allowed an increased ability to draw on and scratch through the dried paint,
techniques I had frequently employed decorating ceramics. Regular acrylic paint
finishes tend to have a tougher surface that can have a slightly plastic appearance.
The dry surface can be sanded, scraped and stained providing a curious transparency
in a medium so dense. The ability to remove layers was a technique often employed
by Willem de Kooning: scraping back layers to reveal what lies beneath. There is an
archaeological aspect to this technique as there is with Gascoigne’s assemblages. But
de Kooning created his own earth, his own foundation. He had to dig deep to find the
history and structure of his own paintings.

51

The exploration with whiting led to the idea of pigments, earth and dirt – the stuff
that forms the foundation of the landscape. Stepping outside the restrictions of the
frame, pieces were tested using bunches of twigs and dry pigment (figs 41 and 42).
The twigs become the canvas – the material which is to receive the colour. But the
twigs, despite the relative orderliness of the bunches, and the coat of primer in fig.
42, retain a complex, intertwining appearance with a linear thrust against the
direction of the stripes of pigment.

Fig.41.D Golightly, untitled 2010,

Fig.42. D Golightly, untitled 2010,

twigs, pigment, acrylic paint.

twigs, pigment.

These are exercises in layering the grid over natural forms. This is a reversal of the
process of producing a design/image within a predetermined frame. The concept we
associate with the frame, the grid, is presented in a very different guise in these
images. The geometric application is in the form of the stripes of pigment, gently
sprinkled over a linear arrangement. The grid is created by pigment: loose granules
of colour, delicate, easily disturbed, temporary; the fragility of the pigment
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contradicts everything we associate with the rigidity and rational nature of the grid.
In this case, the roles are reversed as the grid becomes secondary to the material from
which it is contrived and to the form on which it sits.
The use of two extremely simple versions of the faces of the interface led me to test
larger works. The frame/grid became blocks of wood; paint became a one-colour
addition of powdered pigment:

Fig.43.D Golightly, White Grid 2012, wood blocks and pigment 250 x 250cm.

Fig. 43 is a distillation of the wider research, a reductive process that utilises two
symbols of the relationship between the grid and what it might contain or support.
This reduction of the basic elements of the interface has emerged from the
deconstruction of works described in the previous section (Deconstruction p.48) and
has led to a pared back depiction of the relationship between these elements. In the
case of fig 43, the grid is depicted by blocks of wood: hard, geometric and repetitive.
However, they dominated by the soft layer of white pigment, smothering and
disguising the solidity of the wood and softening its hard edges. The blocks are
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painted white to heighten the ambiguous nature of the relationship and suggest the
potential of transference or interchangeability.
This relationship becomes a version of the game ‘scissors, paper, rock’: each element
has a strength and a weakness; the relationships change and the power of each
fluctuates, creating uncertainty and ambiguity. Despite the apparent order in this
arrangement, there is a sense of fragility and impermanence. This contradiction is
embodied in the perception of the grid and that which it contains or supports: the grid
can be both an impediment to freedom by its presence and a path to madness by its
absence.
Artist Nikolaus Lang’s Terra Nullius (fig. 45) utilised mounds of ground pigments
and samples of earth from Central Australia to symbolise disappearing Aboriginal
culture and the power of Aboriginal rites and ceremonies. The neat rows of piles of
earth form a grid of colour that ripples across the gallery floor. Contained by the
squares of paper, the pigments belie their subterranean origins and speak of culture,
order and pattern. They are restrained by the grid, laid neatly on the gallery floor.
Once again we see an archaeological connection, not just with the digging up of earth
but with the association with an ancient culture that pre-dates the grid.

This image has been removed due to copyright
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Fig.44. Nikolaus Lang Terra Nullius, 1992, collected ochres and pigments on white paper,
6 x 600 x 504cm.

The materials Lang uses are closely connected to the traditional art and are loaded
with metaphors. Lang regards Australia as a country of extremes. Of
discontinuity....and veers between feast and famine, boom and bust, drought and
deluge, enlightenment and myopia (Ochre & Sand, 1987). This series of dichotomies
echoes the fluctuations at the interface, the pairings of possibilities swinging this way
one moment, that way the next.
In an extension of the cube/white pigment work in fig. 43, I devised a vertical piece
that still incorporated the cube and pigment (fig. 46). Small wood cubes were
adhered to the wall and red ochre pigment was heaped on the flat tops of each cube
spilling over the edge into a pile below. Faint smears of red dust appeared on the
pristine white of the wall as the pigment dropped from the overflowing cubes. The
nature of the pigment – messy and unpredictable – countered the order of the cubes
and the evenly spaced gaps in between. The dust on the floor spilled out in several
directions, bisected by the sharp line where the wall meets the floor, drawing
attention away from the orderly rows above.
The nature of the pigment, one of the ingredients in paint, has been allowed to
emerge as its own character that alters the appearance of the artwork. The pigment,
as in Lang’s piles of earth, forms a key element in the image making as it symbolises
the act of making the piece as well as an element of the interface: an organic entity
that contradicts the formality of the grid.
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By pouring pigment over the geometric forms, the powder is not an adjunct to
painting i.e. a colouring ingredient concealed within the image, it is the image; it is
permitted to behave in a manner peculiar to itself rather than being suspended in

Fig.45. D Golightly untitled, 2012, wood blocks and pigment.

medium. The pigment forms light dustings over flat surfaces, piles up in corners or
smears the wall as it falls. It creates transparent veils on the floor around the grid as
the finest particles of dust finally settle. These are the fluid and open movements of
natural processes adjusting to the angular rigidity of structure.
The structure, order and meaning that can be associated with the grid, become equal
partners with the pigment in the balancing of these images. The frame, transformed
from the invisibility of the background, becomes a key pictorial element within the
image. This contradiction in mediums - the hard edges and unyielding density of the
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cubes against the voluptuousness and malleability of the pigment – reflects the
relationship between the two faces of the interface.

CONCLUSION
This research has set out to explore the concept of space at the interface and explain
experiences in this space through visual metaphor. With the idea of interface as the
locus, I have used the geometric form of the grid as a symbolic element that opposes
the open-ended processes of natural phenomena. A range of relationships that
illustrate the character of the interface has been utilised to illustrate this position.
The two elements, the grid and natural processes, that constitute the essential
characteristics of the interface, have appeared through the research to possess a range
of ‘personae’ or appearances: the grid as infrastructure, as a power structure or
simply as a picture frame; the open processes of nature as plant growth, as the shape
of the land or as marks and colour placed by the artist on a surface. These examples
have been employed to examine the changing relationships between the surfaces of
the interface and the way this space operates as a crucible for experience.
As the research progressed, it became apparent that a clearer understanding of the
dynamics of the interface was better demonstrated through a simplified model. The
complexities in Landscape with Signs (fig 30, p.39.) for example, could speak of the
multiplicity of directions and signals one may encounter at the interface, but the
relationship between the two entities that create the interface was camouflaged.
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Reducing the interface to a simpler version was achieved mainly through the studio
research with the separation of the two elements of image making: a vehicle that
carries the image and the image itself. The picture frame, as a symbol of the grid, has
been shown to be one part of a ubiquitous series of rectilinear delineators such as the
camera lens and the computer file.
I have interpreted the grid as a ‘container’ as analogous to structures such as
background, support mechanism, medium and format. The opposite of the grid has
been likened in this paper to the act of painting: arbitrary marks, colouring, layering
and texturing which contradict the formality of the grid. The exploration of the
shifting spatial dynamic between container and image was the rationale of the studio
research.
One of the key findings in this research has been the simplified expression of these
central elements of the interface – the relationship between the formality of the grid
and the open-ended process of mark-making – by paring back the complexities of
colour, lines and forms that appeared in the first works such as Blue Space (fig.20, p.
30). While the unifying process in the studio has been painting, the accompanying
processes of printmaking and three-dimensional works have led increasingly to
simplified versions of the picture frame and that which it contains.
This has largely been achieved through the process of rearranging and assembling.
The original process of addition, through the assembling of panels or sections, has
necessitated the identification of the basic elements of the interface in the act of
image-making: the frame and that which it contains. The experimentation of
separating of the frames into individual, moveable units resulted in the process of
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reduction: reducing the elements of the image to basic building blocks as in my work
Codified Landscape (fig. 35, p. 46), or Sean Scully’s Night (fig. 24, p.33), and
further reducing the materials to singular elements as wooden blocks and pigment.
This reductive element had the effect of highlighting the spatial tension of the
interface: Codified Landscape could be re-oriented, compacted or expanded by
simply moving the pieces around changing the view-point of the observer; the
translucent bricks in Night challenge the spatial dynamics of solid objects
accentuating the illusory character of the interface.
By reducing the geometry of the frame to a cube and paint to pigment, the
relationship between the two materials, or entities, is simplified and clarified. The
arrangements of these two fundamental materials focuses our gaze on the aesthetic
outcomes of White Grid for example (fig. 43, p. 53), as well as the nature of the
materials themselves: hard, solid and angular opposed to soft, fluid and yielding.
I have used the process of collagraphic print-making to simplify the square and
rectangle matrix, the forms of printing plates themselves, as an image integral to
itself, rather than as a carrier or vehicle for other mediums such as texture. The result
has been a set of heightened relationships between these modules within the
completed image. The flattened imagery takes on a new spatial characteristic through
the layering of colour and the translucency of these layers. There is a sense of
integration between the plate and the applied colours that reflects the pairing of
wooden cubes and pigments. The result is a metaphorical appearance of space and
movement within the interface.
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Prompted by the exploration of cultural and historical examples of spatial dynamics
researched for this thesis, I approached the idea of wilderness as a romantic space
that symbolised freedom of movement and travelling, freedom from the strictures of
societal pressures and as an aesthetically preferable contrast to the built environment.
While wilderness may still evoke images of escape from urban life and conjure up a
sense of ‘connection’ to the ‘land’, it appears that it can also have the opposite effect.
Wide open spaces and the absence of the grid can lead to disorientation, loss and
madness. The track that leads us to empty space acts like an umbilical cord or lifeline that returns us to safety.
The idea of the ‘edge’ as an expression of the interface presents the notion of two
entities that co-exist as tangible objects such as frame and paint, but it also refers to
the existential nature of meaning and response. The exploration of the interface leads
to the possibility of other spatial experiences: the edge between the land and the sea,
night and day, life and death and the transference of meaning or being between these
spaces. The energy created at the meeting points of such examples, and how this has
been expressed historically, culturally and visually, is the focus of further research.
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