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synopsis 
 

 
 

This paper is divided into three main sections:  
 
 

 
 
 
Section one: The Journey 
 
Deals with a particular and personal view of the genre of Western landscape 
painting since the Middle Ages. It includes a brief historical overview 
charting the activity as a form of epistemology and marking significant 
shifts in approach through to the present. 
 
Section two: The Vista 
 
Examines the space of the post-modern world. It focuses on the determining 
role of representational abstraction in shaping the Twentieth Century view 
of the landscape and of space. It also examines the role of post-structuralist 
thought and its consequences for representations of the material world. 
 
Section Three: Another View. 
 
In the light of the previous two sections, Section Three deals directly with 
the works presented for exhibition, describing general concerns and 
indicating their relation to the overall discussion of the landscape and space. 
 
 
 
 

 
 



 

 3 

foreword 
 

 

 
This work takes as its beginning the genre of landscape painting but by 

moving through it arrives at a place both adjacent and far removed. 
 

 

C 
ome, I propose a journey. Let us travel, go forth, to that far peak that lies unseen 
beyond the horizon and once there, to look upon the scene that reveals itself. The 
view is vast there and although I don’t expect we’ll be able to see it all, let us journey 
there nonetheless. There is a distance to travel before we reach that point though, 
and that probably doesn’t appeal. We are city folk, you and I - what use to us the 
landscape? More natural the well paved roads - we shun as habit the sprawl of 
Nature. No doubt too, it strikes you as not a little dull to tramp once again over this 
worn out landscape, a waste of time when the city calls - no doubt. Yet follow me 
and I shall point out the highlights of the view. I should warn you, our time is brief 
and we will only get a chance to look in one direction - West. 

 

 

C 
ome! As we walk we can talk and time will pass, quickly. The landscape lies before 
us and many messages lay inscribed there for those who would read them. I shall 
bring some books along and we can dip into them on the way. Keep your eyes open, 
though, the going gets slippery - do not worry I will point out the uncertain sections 
where we must look to our feet - they lie down there, below these open passages, 
down there where the undergrowth grows dense. Shall we ? - then follow. 
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Section One: The Journey 
 

 
 
 

H 
as it ever struck you how obsessed we humans seem to be with describing the 
landscape? Not content with its existence plain and pure we over-write it with myth, 
song and science. This activity is a necessity indicated by the notion of dialectical 
materialism - the landscape is part of the material world and as material beings we 
interact with it in order to survive. Our species reforms the landscape within 
language as part of this interaction - but we do more. We draw it, film it, name it, 
give to it what it does not have by its very nature - human qualities. It appears to us 
as outside ourselves, as Other, and thus affronted by its unconcern we project upon 
it our psychological and mental states so that it becomes emotional, rational, cruel, 
sublime and so on, when in actuality it simply is - magnificently unconcerned as to 
our existence. Indeed, lets not anthropomorphize it (although we do so ceaselessly) 
it’s not even capable of unconcern, it just is. 

 
Terrible proud though, we humans, and not likely to take lack of attention 

as anything less than an insult. We revenge ourselves by overwriting it, by capturing 
its unconcern in language and image - possessing symbolically what we cannot 
control in actuality or apprehend in totality. This, however, is not entirely true. Just 
as language is used to give the illusion of control over what is outside our direct 
influence, so too is it used as a lever to exert control. Just as we name a thing, we act 
on it. By naming anything, by painting it, in short, by representing it and then 
placing these representations within broader systems of epistemology - we alter it. 
Making it no longer a simple "is" but re-drawing it within our understandings for 
the express purpose of acting within it. Landscape painting as a genre has this at its 
heart - the apprehension of space - both in the sense of comprehending space and 
capturing it.  

 
The understandings or epistemologies we arrive at do not spring from some 

pure realm of the mind however, but are moulded by the space which surrounds us. 
The two extremes - the mental and the material, or the Human and the Other - are 
not two hermetic spheres, rather, there is a dialectic at work wherein the poles are in 
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fact part of the same process.1 Stop for a moment would you, and look around. This 
dialectic, Marx’s machine of history, historical materialism2 assumes a duality - as 
does much of Western thought - and really, isn’t that something else we humans 
seem inevitably to do (or at least, we in the Western tradition) to posit all experience, 
all nature, in terms of duality? Here we are - you and me - Other/Self. Now look 
over there - It/Us - Nature/Culture, Exterior/Interior, High/Low, Hot/Cold, on 
and on - on the one hand this, on the other that - ceaselessly recasting the world into 
binaries.3 I only mention it now because you will see it often along the path we are 
taking. 

 
Why landscape painting though? Of what interest could it possibly hold for 

we, so urban a creature? Indeed, why does the landscape continue to fascinate artists? 
Landscape painting seems a bizarre activity in our (post)modern world yet it 
remains a prominent and strong tradition, especially here in this most urban of all 
countries - a place which actually saw a resurgence of the genre throughout the 
1980’s.4 More,  why has the landscape featured so strongly as a source for the variety 
of highly spurious attempts to typify the elusive Australian identity? This last 
project in particular strikes me as unfathomable, patently hokey and repellent - 
enough to sully the entire genre. A partial answer to all these questions lies in 
landscape's configuration as a sweeping vista - an approach which allows the artist 
to literally picture a world-view, a panoramic overview, not only of the spatial 
                                                
1 Henri Lefebvre in The Production of Space gives an historical example of how these 
processes typically operate: “From about the Thirteenth Century, the Tuscan urban oligarchy of 
merchants and burghers began transforming lordly domains....Between poderi and mansion ran 
alleys of cypresses. ... These trees, the criss-crossing of these alleys, sectioned and organized the 
land. Their arrangement was evocative of the laws of perspective, whose fullest realization was 
simultaneously appearing in the shape of the urban piazza in its architectural setting. Town and 
country - and the relationship between them - had given birth to a space which it would fall to 
the painters....to identify, formulate and develop.” The Production of Space p.78  
2 For a basic outline see Frederick Engel’s Socialism: Utopian and Scientific. 
3 An obvious source for this dualism is the bilateral symmetry present in the human 
species, indeed, our very brains seem to be configured into two hemispheres. The formulation of 
the world into dualities might therefore be seen as a projection of our essential biological 
condition onto the rest of the world - a structural anthropomorphism. On the other hand, the 
fact remains that we are organic creatures of the world, as such, we are formed by the forces that 
rule it - thus these dualities may be an intrinsic feature of the world. Supporting this contention 
are other biological species which tend to exhibit a similar degree of symmetry. Then again, most 
of the inorganic world does not. Clearly, however, the origin of these dualities is the body 
projected, equally apparent is the usefulness of these dualities in interpreting the world, allowing 
us to refigure it in our own image. Just how accurate a depiction of the world these systems are 
in an objective sense is nevertheless open to question. The point may well be a moot one since as 
material beings we are to be unable to escape our bodily selves and thus cannot gain the external 
viewpoint which might allow us to achieve this supposed “objectivity”. 
4 A brief list of these might include local painters Geoff Lowe, Stephen Bush, Phillip 
Hunter, Rosslynd Piggott, John Wolsley, Lin Onus, Jan Nelson, Julia Ciccarone, Imant Tillers, 
Mandy Martin and many more besides. 
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arrangement of the world but of its intrinsic structure. I began to be interested in the 
genre in this light, one that assumed landscape painting simultaneously as a 
fundamentally representational genre which depicted "reality" (an unfeasible ideal 
in itself but one that pervades the mythology of the genre) and as an allegory that 
"pictures" the world. In other words, to treat it as a general epistemological outlook 
of a given era - one that had shifted along with the history of Western culture. 

 
In the Western tradition, landscape painting can be read as embodying a 

world-view in its vastest sense, and of locating our place within it - the way we 
imagine our relation to the material world. Landscape painting is a site in which 
culture confronts the living actualities of material space, and more, of a material 
space in a wilderness state - as something seemingly outside of the human. In this it 
is a site of projection as much as it is of representation. The notion of the artist 
standing before Nature and longing to paint something pure, transcending cultural 
restraints to imbue the canvas with a grand truth regarding the World, even perhaps, 
transcending the mere appearance of the world, is something intrinsic to the myths 
surrounding the tradition.  

 
“Thus, the history of landscape painting is often described as a 
quest .....for pure, transparent representation of nature......”5  
 

It strikes you and me, perhaps, as a hopelessly romantic project this "pure 
representation" (sharp post-modern beings you and I ) - we know the artist is subject 
to all manner of cultural, social and historical preconditions and assumptions which 
will colour the palette despite intention. As our friend walking alongside here, 
might put it,  
 

"Landscape is a natural scene mediated by culture”.6   
 

One spur for the journey we are now undertaking then, is the consideration of 
landscape painting as a cultural vista, a pictorial record that depicts Western 
culture’s changing assumptions regarding knowledge and being - that pictures our 
imaginary relations to the material world. It also strikes me as worthwhile to explore 
why the “landscape” remains such a potent metaphor for our understandings 
(generally, not just with regard to painting) despite our enormous distance from it.  

 
Perhaps the most predominant view of the tradition arises from the 

paintings produced in the Eighteenth and Nineteenth Century. This view of the 

                                                
5 W. J. T. Mitchell Landscape and Power p13. 
6 Ibid p 5. 
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landscape was closely tied to the central scientific/rational notions of the 
Enlightenment and saw the landscape, along with other manifestations of the 
material world, as fully understandable, predictable, measurable, concrete and real. 
In the overall consideration of the tradition, such adherence to verisimilitude is the 
exception rather than the rule. Historically most landscape painting has been rather 
more symbolic, allegorical or metaphorical than literal, the landscape often being no 
more than a backdrop for foreground narratives. Nonetheless, this literal view of the 
landscape genre tends to dominate general notions concerning the tradition. It is this 
view, and other broader Enlightenment ideals and outlooks, that have (haltingly) 
maintained a strong influence on thought and culture up until this time, despite a 
series of sharp ruptures which occurred in the early part of this century and since. 
The crisis of these Enlightenment viewpoints  is one feature of the contemporary era 
- because of landscape painting's close historical ties with the Enlightenment, it will 
be the landscape that shall bring us to see some aspects of this crisis more clearly.  

 
Wait a moment - before we go too far ahead, I'm afraid I dropped something 

on the path back there, forgive me while I back-track to pick it up. I noted before 
that the landscape reveals itself as the Other of our culture -  something seen as 
distinct and separate. This has not always been the case, nor indeed is it fully the 
case now - it is a phenomenon historically and culturally specific to the Western 
construction of society.  

 
As Alexander Wilson notes: 

 
"The love of nature flourishes best in cultures with highly developed 
technologies, for nature is the one place we can both indulge our dreams 
of mastery over the earth and seek some kind of contact with the origins 
of life - ... Since at least ... the Sixteenth Century, people of European 
origin have regarded nature as separate from human civilization, ... The 
native peoples of North America have never shared these attitudes. For 
them, the natural world is not a refuge - the "other" to an urban 
industrialized civilization - but a place that is sacred in and of itself."7 

 
Yet despite the closeness of tribal societies to the landscape they also capture it 
within epistemologies of their own, endowing it with symbols, rituals, songs and 
paint. They too anthropomorphize the space of nature. There are, however, several 
differences between the tribal and the Western view - one being that these rituals 
tend to strengthen their relationship with the land, reaffirming them as part of the 
process by which the landscape is reformed within a unending cycle of renewal 
rather than defining it as distinct. In particular, the tribal view of landscape is 
generally framed within an idea of cyclic time whereas we view the processes of the 
                                                
7 . Alexander Wilson, The Culture of Nature. p.25. 
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landscape as essentially linear.8 This schism is merely noted here, the reasons for it 
are too broad and span too great a time period for an investigation on this outing - 
this is not an overnight hike after all. The path we are following forks at this point 
but we only have time to travel West.9  

 
There are a vast number of landscapes we need to move through to arrive at 

a commanding view of those in the late Twentieth Century, so hang on, I’m afraid 
we need to pick up the pace. As a recognizable tradition the genre emerges as a 
small stream of Western art at a point near the late Medieval, early Renaissance 
period. Nascent too were several social forces closely linked to, and instrumental in 
developing, the fledgling flow. Primary among these was the rise of a proto-
capitalist class of bourgeois merchants who usurped feudal power, eventually 
gained ascendancy, and expanded both spatially and politically. With this rise came 
new means of production and a demographic trend which moved away from 
agrarian settlement and production patterns towards urban industrialization and 
habitation. The genre of landscape painting is intrinsically linked to this class and to 
the aforementioned shift away from the space of nature which their development 
heralded. 

 

                                                
8 “Despite its bond with the past, mythical pre-time was also the present and even the 
future”. Murad D. Akhundov Conceptions of Time and Space: Sources, Evolution, Directions. p41. 
9 This focus excludes Australian Aboriginal painting, a continuation of the world’s longest 
existing and continuous landscape painting practice, indeed, the longest continuous painting 
practice of any kind. This subject deserves separate consideration to which this work is unable to 
devote space. It is important to note that it is ignored here since the dualistic relation to the 
landscape which is a hallmark of Western industrial cultures is absent in this work. The 
landscape, for the traditional Australian Aborigines, is indistinguishable from their own existence 
- they are literally part of the landscape and tied to it through the myth and stories of the 
Dreaming. Painting is a ritual illustrating their relationship to the land - it reaffirms that 
relationship, and is part of the creation (or continuing re-creation) of the land. Many of the 
symbols and pictograms used have an exceptionally ancient history and have been used in this 
way for millenia. In short, even though it bears superficial resemblance to what Western art 
understands as landscape painting (and is now often produced and best known in a modified 
form for a Western audience) it is quite a distinct practice. Although such painting is indeed an 
epistemological representation of their world, it is also a seamless part of that world. They produce 
not re-presentations of that world but believe they are in actuality re-creating, replenishing the 
space they depict through the act of painting. It is a central concern of this work to explore the 
gulf between representation and the actual in Western art and hence my exclusion of Aboriginal 
Art here. 
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Here we find ourselves out in nature. Kenneth Clark 
(Landscape into Art) suggests this series of prayer book 
illustrations as amongst the first depictions of the landscape in 
the Western tradition. At this point we can see the space of 
nature had been sufficiently subdued to allow the Medieval fear 
of the forest to recede. As the landscape came under control, 
members of the new bourgeois class began to utilize nature as 
a place of pleasure. We are not yet looking confidently out at 
the landscape itself however, but direct our sights back toward 
the none too distant castle. 

 
“August, Falcon Hunt.” Illumination of the  
Brothers Limbourg. From the Tres Riches   
Heures du Duc de Berry, c. 1411. 
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The invention of linear perspective and its application is one example of a 

range of technological innovations that became fundamental at this time not only to 
the arrangement of objects in the visual space of landscape painting, but also 
provided the means for  increasingly accurate mapping of the real world. This 
development ameliorated the expansion into, possession, rationalization and 
colonization of geographic space. The Space of Nature was reformulated and 
reorganized along new lines of thought structured within the emergent 
empirical/rational tradition. From the Renaissance on, the Western landscape and 
those landscapes that came under the control of the West, underwent a process of 
abstraction from their natural state to be mapped and shaped according to these 
new principles, transformed to fit these new modes of organization and production. 
Thus over the centuries the sprawling dirt lanes of the Medieval village became the 
asphalt grids of the modern megalopolis, the un-scaled pictogram maps of the 
Middle Ages became the regular projections of Mercator and his kindred. 

 

 
Medieval Map c. 1280   Melways Street map c. 1980 
Seven hundred years and a completely different thought pattern separates these two maps. The medieval map shows a sensuous 
approach depicting areas and buildings as they might be experienced by a traveller on foot. Unscaled, they conform to no overriding 
system of calibration, they are indicators of location but only inexactly. The Melways map on the other hand is analytical, rational and 
uses an abstract system of symbols to indicate buildings and other geographic features. It is produced for the heightened acceleration 
through space that the automobile allows. Everything is precisely located within overlaid grids and corresponds to a generalized scale. 
The space represented is overwritten -  every road, every area is named or given a literal description. 

 

The genre then, is fundamentally linked to and charts this historical 
possession, rationalization, colonization and anthropomorphism of geographical 
space which was central to the rise of bourgeois capitalist society. The landscape, 
first glimpsed by this class distantly through the windows of the Fifteenth Century 
painting, took centre stage by the Eighteenth and Nineteenth Centuries.  
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Pietro Perugino “The Healing of 
Polissena”  
Panel 77.5 cm x 57cm c1473.  

 
 
Here the landscape is still an imagined space, an invented 
rather than an actual depiction. It is distant and viewed 
through, and captured within, the order of perspective - framed 
and entrapped by the window, as the background to a religious 
narrative. 

 
 

 

 
Claude Lorrain “The Judgement of Paris”, c 1645/46 
Here we are in the midst of the landscape yet its depiction is still justified by a narrative, this time  mythological rather than  religious. An 
on going tendency of landscape painting was this shift toward more secular subjects. With this secularization came an increasing concern 
with the depiction of actual rather than invented space. 
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Thomas Gainsborough, “Mr and Mrs Robert Andrews”, c 1748/50. 

 
This picture is an actual representation of a particular landscape, that owned by the bourgeois landholders standing in front  
of it. Again it provides a narrative backdrop but for an entirely secular story of ownership and possession. Note too how controlled the 
space is, arranged and formulated on rational principles, in this it calls to mind the parallel development of landscape gardening, perhaps 
the supreme indicator of the mastery over natural space - now so controllable that its manipulation might be treated as an art. 

 

 
John Constable, “Wivenhoe Park, Essex” 1816 

 
By this point the landscape has become its own narrative, one that invokes notions of the pastoral, the contemplative and even the 
nostalgic. Yet it is presented in a literal empirical way simultaneously demonstrating space as order, rational and benign. These sorts of 
realist images are still most usually called to mind when the landscape genre is invoked. 

 
 

Landscape painting has always been a site of imagining - embodying not 
only the imagined relations of a culture to the material world that surrounds it - but 
an imaginative space for the viewer’s eye to survey. The painted spaces allow the 
viewer to travel through distant scenes, to contemplate and speculate - this remains, 
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perhaps, one cause of the tradition’s popular appeal. The genre holds at its heart, 
however, some dark imaginings. For the colonialist (which the new class of 
merchants essentially became) such imaginings involved possessing at a distance, 
capturing space with the eye. 10  If rational mapping may be seen as one side of 
colonization - a visual representation that permitted incursions into ever-more far 
reaching tracts of space - then landscape painting can be considered as the other, 
returned side. These paintings might be viewed as that which comes back from the 
conquering of actual material space, an image that may be surveyed and speculated 
upon in the comfort of home but which signals the presence of Western culture in 
the distant places it represents. As such they record the success of Western culture’s 
assaults on material space and allow a view of the world as subdued, rational and so 
controlled that small segments might be plucked out and placed on an interior wall. 
For this class to whom the rise of landscape painting is indelibly linked, such 
painting revealed the land not only as it was, but as a site for further potential 
development - a potentially limitless vista. Not all eyes view or viewed the 
landscape in this way, of course, only those of a small minority with economic and 
social power, those to whom landscape painting was traditionally sold and who 
operated an economic hegemony within their society. In this sense, the vision of the 
landscape - the site of imagining which it produced - is fundamentally linked with 
colonization and Western expansion into the realm of physical space. 

 
Despite the above, it must be remembered that landscape painting has, for 

the most part, been a revolutionary genre, a fact difficult to reconcile with what is 
now its most renowned form - that practised by the amateur. Some commentators 
would even have it that the genre directly brought about the abstract or non-
representational painting of this century, perhaps one of the most radical shifts in 
the history of Western art.11 The class which produced it too was, at one point, a 
revolutionary class - no longer of course. It remains to be seen whether 
contemporary attempts to reinvent the genre might be successful or it too may 
remain as atrophied as the class that engendered its rise.  

 
Returning to the historical developments of Western culture; as urbanization 

increased the space of Nature came to be seen as more distinct and distant from 
humanity. Indeed, it became so, as urbanized space replaced it as the normal space 
of human habitation. As the Other of urban existence it became the site for various 

                                                
10  The eye itself has been held to blame by some for this attitude (See Martin Jay Downcast 
Eyes for a discussion of the ‘Cartesian eye” and its denigration in recent French thought) but 
even if we carve the body into its constituent parts, the eye can't be held entirely responsible for 
the plots hatched between the mind,the stomach and the penis. 
11 See Ernest Gombrich “The Renaissance Theory of Art and the Rise of Landscape” in 
Norm and Form: Studies in the Art of the Renaissance and Kenneth Clark, Landscape into Art.  
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psychological projections - the embodiment of a range of human psychological 
states. In short, natural space became anthropomorphized.12 

 
Space increasingly became subjected to and manipulated by a high degree of 

technological alteration and epistemological reformation, along with this came a 
parallel sophistication in the attempt to represent its form “realistically” within an 
emerging scientific/rational paradigm. This outlook was aided by the introduction 
of mechanical and theoretical devices ranging from perspective to the use of the 
camera obscura, camera lucida and indeed, eventually to the camera itself.13Beginning 
with perspective, these devices may be seen as ways to apprehend the world in the 
broadest sense. As Erwin Panofsky remarks: 

 
 “Thus the history of perspective may be understood with equal 
justice as a triumph of the distancing and objectifying sense of the real, 
and as a triumph of the distance denying human struggle for control; it is 
as much a consolidation and systemization of the external world as an 
extension of the domain of the Self”14 

 
By the Nineteenth Century, this approach had developed a view of the landscape 
which was empirical and positivist in outlook, where extremely literal transcriptions 
of the landscape were produced with an overriding concern for realism. 

 
By the Twentieth Century both visual and actual space became subject to 

ever increasing degrees of manipulation. At this point Time became a major focus in 
landscape painting as may be seen in the context of the following.15  The period saw 
the evaporation of perspective and its mathematical construction of space as the 
primary paradigm of painting. The vanishing point was replaced by the viewpoint of 

                                                
12 Lefebvre highlights the way this process operates through language:  
 “To be exact they decode, bring forth from the depths not what is there but what is 
sayable, what is susceptible of figuration - in short, language. Here is the source of the activities 
of speech, of language in action, of discourse, activities which might be more properly be named 
“metaphorization” and “metonmyization. What is the point of departure of the process? the 
body metamorphized. Do such representations of space and representational space, to the 
degree that they make use of such “figures”, tend to “naturalize” the spatial realm? No - or not 
merely - because they also tend to make it evaporate, to dissolve it in a luminous (optical and 
geometrical) transparency. The procedures involve displacement and hence also transposition 
and transfer.”  
The Production of Space. pp. 139 -140. 
13 See Martin Kemp, The Science of Art for a discussion of these devices and their 
importance and development in painting. 
14 Erwin Panofsky, Perspective as Symbolic Form p 67. 
15 See Stephen Kern The Culture of Time and Space 1880 - 1918,  for his discussion on art and 
the fourth dimension, pp 140-153. Duchamp echoes the importance of time to the general 
artistic concerns of this milieu in Pierre Cabanne Dialogues with Marcel Duchamp pp 39-40. Note 
too, that Einstein published his theories concerning the relativity of time in 1905. 
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the individual artist - the “objective” substituted by the subjective. This accorded 
with a range of new epistemological paradigms which stressed the role of the 
relative and the contingent. 16In landscape painting the tendency was to emphasize 
the role of the viewer and of the emotional, psychological or ideological view of the 
artist - the specific instant of the artist’s perception. The time emphasized was less 
that of the scene than of the mental state of the artist. Time, therefore, was central to 
such works since the status of space became contingent on the consciousness of the 
viewer and, in essence, to the time of the viewer. Additionally, and significantly in 
the current period, Time was seen as accelerating. 17 

 

                                                
16 To name just a few Quantum mechanics, Einstein’s relativity, the Heisenberg's 
uncertainty principle, Cubism, Freudian psychology, Bergsonian phenomology, Dadaism, etc. 
17 See Kern, especially Chapter 5 “Speed” The Culture of Time and Space pp109 - 129. 
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 Monet “House from the Garden” 1922. 
The focus on time in landscape painting is dramatically seen in the works of the Impressionists whose general approach was to capture 
the transitory effects of light on a given scene. The structures within their pictorial space remained, however, constructed on the basis of 
the realist paradigm - solid, three dimensional and even perspectival - despite the play of light across them. Later movements such as 
Cubism, Futurism and Expressionism were to stress the effects of time more prominently and in ways which demonstrated the effect of 
time in dissolving space. It might be noted that in this late example of Monet just how extreme the reformulation of material space into a 
sign for emotional space had become. 

 
There were many branching developments of landscape painting in the first 

part of the Twentieth Century, it must also be noted they were relatively short lived. 
From its central innovative role, landscape painting was fairly much abandoned by 
the 1950s as a serious pursuit of the fine art painter. 18 Concern with landscape did 
continue in sculpture with the various earthworks movements of the 1960s and 
1970s, as usefully pointed out by John Beardsley19 but painters largely abandoned 
the field to the enthusiastic amateur.  It was not until the 1980s that landscape 
painting was again embraced by large numbers of serious painters. Meanwhile the 
ensuing period had seen something of a transformation in the genre. These new 
works were unlike the intensely subjective works typical of the early century. - 
although these had been highly interpretative of space, such paintings tended to 
maintain a fairly homogeneous internal stylistic. The works from the 1980s, in 
contrast, tended to stress disjunction - underlined the role of cultural mediation and 
often overtly referred to the historical constructions implicit in the genre itself. In the 
extraordinary event that a painter ventured into the actual space to paint, the result, 
compared to earlier forms, was highly contrived, unnaturalistic and ensnared within 
                                                
18 There are exceptions here, particularly the post-war Australian artists who seemed to 
paint very little else, but these were essentially belated tropes on an International Modernism 
that came late to this country and which were tied to the ongoing Nationalist concern with 
differentiating Australian art and identity on the basis of the landscape. 
19 John Beardsley “Earthworks: The Landscape After Modernism” in Wrede & Adams, 
Denatured Visions: Landscape and Culture in the Twentieth Century. p110 ff  
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a variety of prior mappings and the viewpoints of many Others rather than the self-
proclaimed unique insight of a trans-historical individual that might characterize the 
work of early and high Modernist painters. 

 

 
Imant Tillers, “View” 1989. 
Many works form the 1980’s concerned themselves with landscape but the landscape was seen as distant, overwritten with cultural 
constructs, a site unknowable in an unmediated state. In this the landscape returned to a typical formulation of the genre - as a 
background or stage setting for a narrative. Many paintings, such as the above, pictured this narrative as one of over-abundance - a story 
of confusion and multiplicity-  where many storytellers compete at once for attention. 
 

More usual than a foray into actual space, recent work has tended to be 
drawn from prior representations, particularly photography, and produced entirely 
within the studio. This marks a significant conceptual difference from prior 
landscape painting in its extremely alienated methodology. Indeed, the approach is 
more akin to Medieval painting (to which it bears a superficial similarity) where the 
landscape was treated as an idea rather than an experienced physicality.20 This new 
construction of landscape painting is clearly different from what preceded it by 
sharply abandoning an observational approach to stress cultural mediation, 
disjunction and the dislocation of time and space. For better or worse such work is 
often referred to, as post-modern.  

                                                
20 There are pronounced differences in this comparison but one similarity to be remarked 
on is the arrangement of space within these two extremes. Both have little regard for a 
naturalistic arrangement of space - figures float in conjunction, abutting one another across a 
ground defined by an internal logic of design rather than of gravity or perspective. However, 
where one set of disjunctive juxtapositions is rigid and ordered by the centralizing tenet of a god, 
the other is decentred and subject to no totalizing system of order. 
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Here in the West, the natural landscape is increasingly lost to view. 

Dominated technologically, reformed, mapped, it has virtually become a metaphor. 
An unnatural site for urban dwellers it is a sight of speculation (both visual and 
economic). There are now many landscapes - mental, emotional, psychological, 
political, philosophical, social - the landscape has become a mere synonym for the 
conditions that surround. 

 
We have almost arrived at the horizon I mentioned earlier. Alas, I lied about 

the ease of the walk - we have travelled too far and too quickly to get anything but a 
glimpse of the landscape we have passed through - no matter, we are not 
professional surveyors. Just beyond this rise a valley presents itself, there we can sit 
and observe, admire the view. Before we do let’s pause for a moment to catch our 
breath. Look around - see what began as a small trickle, then formed a major stream 
of Western art, has branched and divided in this delta to become a diverse range of 
flows rather than a single current. Such a spread has made the ground slippery 
underfoot - less certain of our standing in this country - impossible to cover it all and 
hard to be sure of our next step. Never mind - lets trudge on regardless - hurry now, 
there is much to see but our time is moving ever faster. 
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Section Two: The Vista 
 

 
 
 

H 
ere we are then - the landscape as it lays before us now. Seen from this peak we 
occupy, so high above, isn't the view vast? Looking across it is breathtaking, 
bewildering, awesome. So complex the patterns made here in the late Twentieth 
Century. Are you sitting down? Perhaps you should, the air can be rarefied here, 
vertigo and dizziness are not uncommon. One minute in the valley, the next on the 
peak, the geography here is notoriously unstable.  Here - sit back and look - I'll pick 
out some points of interest. 

 
Looking out from here at the natural landscape the first thing you notice is 

its absence. Or, rather, the way it has shifted - there - can you make it out on the 
distant horizon? As for the rest down there, it has shifted from being a natural space 
to one reworked by culture. See how few trees there are? Literally we have 
exchanged them for words. We have cut them down by their millions, pulped them, 
turned them to paper and inscribed them with words, many of the words being 
used to describe this very process. Later, when I speak of space being supplanted by 
the representational, don’t forget, I’m not being merely metaphoric. 

 
Looking out from this point we see a strange landscape lying before us, the 

landscape of the post-modern. In the early part of the Twentieth Century new 
modes of thought arose which shattered but have not entirely replaced a range of 
paradigms articulated during the Enlightenment. These have continued, 
transformed, mutated, found themselves in crisis. Above all, many events of the 
Twentieth Century have reshaped the landscape of existence into something far 
removed from the empirical positivism pictured by the Enlightenment period, 
indeed which has challenged its basic presumptions.21 There are many charts which 

                                                
21 A lengthy quote from Harvey describes the Enlightenment ideal “...what Habermas calls 
the project of modernity came into focus during the Eighteenth Century. That project amounted 
to an extraordinary intellectual effort on the part of Enlightenment thinkers ‘to develop 
objective science, universal morality and law, and autonomous art according to their inner logic.’ 
The idea was to use the accumulation of knowledge generated by many individuals working 
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presume to map out this strange new territory but we don’t have time to discuss 
them all.  What I wish to focus on are two aspects concerned with representing 
contemporary space.  

 
Our rushed venture through the landscape genre pointed out that the 

landscape has been variously interpreted but often formed a backdrop or ground in 
which contemporary conditions of culture were set or projected. Broadly, it also 
showed an ongoing process of what might be called an abstraction from the 
landscape, where unstructured material space became more distant in both the 
physical realm - as Western society formed on an urban basis and the space of 
nature was overtaken - and in the theoretical realm, where material space became 
overwritten by increasingly sophisticated and comprehensive epistemologies. These 
twin processes were, of course, inseparable sides of the same dialectic process 
through which each was achieved. 

 
Epistemologies are primarily based in abstract systems of representation, 

most usually, the word or language. Throughout the previously examined period 
the word came to hold greater and greater power in determining relations with 
material space. As urban dwellers no longer contended directly with the vagaries of 
natural space, they were confronted by a space formulated on the basis of vast 
epistemological systems, that is, the rational space of the city. Significantly a 
contemporaneous development with the rise of bourgeois capitalism was the 
increasing ubiquity of the printed word, the Gutenberg printing press having been 
invented at same historical point as perspective. 22 

                                                                                                                                                  
freely and creatively for the pursuit of human emancipation and the enrichment of daily life. The 
scientific domination of nature promised freedom from scarcity, want, and the arbitrariness of 
natural calamity. The development of rational forms of social organization and rational modes of 
thought promised liberation from the irrationalities of myth, religion, superstition, release from 
the arbitrary use of power as well as from the dark side of our own human natures. Only 
through such a project could the universal, eternal, and the immutable qualities of all of 
humanity be revealed”.The Condition of Postmodernity  p. 12.  Such a brave project can still be seen 
as underpinning some of our “objective” social structures  - trade unions, democratic 
government, impartial public service. Simultaneously the grand ideals described above seem to 
have floundered in this century with such events as two World Wars, the Holocaust, the atomic 
bomb and so on. 
22 Gutenberg press c 1420-26, Brunelleschi’s perspective c. 1400. 
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Increasingly the word has come not merely to represent those aspects of the 

material world considered as ‘things’ but to describe vast systems of thought, 
theoretical constructs which have been formalized into entire disciplines containing 
sweeping epistemological assumptions. In the current period the word holds such 
sway that it is often mistaken for that which it merely represents, coming to 
supplant material processes. Thus, for example, economics is often seen as (and 
politically used as) some form of absolute, determining system rather than the 
inexact descriptive formulation it actually is. (Indeed, a discredited one if the 
objections raised against its methodology by Chaos theory and other critiques is to 
be believed). Having been used in this way however, as a truth in itself, the 
prophesy becomes self fulfilling - economics does determine material reality - 
although rarely in the way intended. This and many other contemporary systems of 
thought thereby treat themselves as Truths in the way that science was hoped to 
develop by Enlightenment thinkers as an irrefutable canon.23 The fact that they 
adopt such a certainty in no way guarantees their actual validity however. It must 
be remembered that these formal philosophical systems which were configured in 
the Eighteenth Century were the work of talented amateurs - dilettantes - who 
wished to establish irrefutable areas of knowledge. The areas that they classified and 
established have since become professions. As part of their practice these professions 
adopt a confidence in fundamental assumptions which even a brief glance at the 
history of science and philosophy should reveal as being highly contingent.  

 
Despite the faltering ideals of the Enlightenment, however, such all-

embracing systems of thought continue to exert a hegemony. Whilst there may be a 
diversity of cultures, standpoints and postures within Western societies (especially 
those of the new world rather than of the old which tends to mono-culture) these are 
constrained within an economic and political hegemony backed by state power. 
There may be variations within this, and innovations too, but at heart the relations 
of production and exchange upon which these societies are based, remain 
determining. Post-structuralist theory has emerged at this point to undermine the 
claims to authority held by such systems (or grand narratives) but, as will be seen, 
the solution posed is highly problematic. 

 
We experience and understand much of the phenomena of material space 

through representations including the pervasive one of language. It may be argued 
that this has always been the case, and this is true, but considering the degree to 

                                                
23 A useful survey of how this notion of science has come unstuck and the theoretical 
problems in defining the activity is A. F. Chalmers What is this thing called Science? 
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which it is so in the late Twentieth Century, we have achieved a point which, 
compared to previous historical periods, is one of representational saturation. As a 
further point of confusion the theoretical systems which map the space of late 
Western culture are multiple and often contradictory. The Enlightenment 
assumption of a singular “grand narrative” has been virtually extinguished despite 
the  claims of various orthodoxies. Having arrived at this lookout, standing here, 
brush in hand, wishing to paint a realistic, or at least, a representational or general 
outlook of the land, we are thus presented with a series of  problems. Not the least 
amongst these is that an unmediated view of space, as was supposed during the 
Nineteenth Century, has already been seen as an ideology in itself. Is a clear and 
broad view possible then, or only the extremely particular and contingent view of 
the individual? What hopes are there of a viewer being able to make sense of such 
specialized outlooks? What is it we are actually seeing - the landscape or its 
representation? I would argue that what we view is as it has always been - a 
dialectic: 

 
“Landscape is a natural scene mediated by culture. It is both a 
represented and presented space, both a signifier and a signified, both a 
frame and what a frame contains, both a real place and its simulacrum, 
both a package and the commodity inside the package.”24 

 
The dilemma is not so easily resolved however - culture is not a singular 

thing. The problem with the death of the grand narrative is that we are left with a 
variety of all-embracing and contradictory philosophical outlooks each of which has, 
at best, a dubious claim to authenticity. How, given this, does one speak of what 
surrounds us in a meaningful way without lapsing into a puerile pluralism where all 
statements are accorded equal truth value? Where, in effect, statements become 
meaningless? Where art becomes mere decoration capable of neither communicating 
or of harbouring any significance outside of its own discourse ? Where the only test 
for validating a system of thought is the force of its ultimate success or failure? In 
other words, where truth is not only politically determined (as it always is in part)  
but requires no other justification than its own dominance to be considered as true. 

 
As if this weren’t complicated enough, the ability of language itself to 

“mean” anything particular has been called into question by various branches of 
linguistic theory. I shall return to this later. In this section there are two points which 
threaten to block our view of the post-modern world. These are of such immensity 
and ubiquity in the current period that anyone undertaking the task of 
representation cannot ignore them without a grave naiveté. First: the apparent 
                                                
24 W. T. J. Mitchell Landscape and Power p 5. 
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abstraction of contemporary culture from material space both, physically, and by its 
mediation through a vast number of epistemological systems which appears to 
negate any hope of direct experience. The second obstacle revolves around the 
problems attendant with what seems (or perhaps seemed) the most likely candidate 
for liberating us from the authority of grand narratives - post-structuralism.  

 
For us here then, the landscape reveals itself primarily as an urban space. 

The space of nature still exists of course,  but not in an untouched condition. It is 
extensively mapped within representations and charted by cartographers of all 
types.  
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 A digital map of the human heart  - a colour enhanced digital subtraction angiograph showing  

  the coronary arteries in operation. (From Hall, Mapping the Next Millennia p. 242 ) 

 
If not a space known or occupied we assume to know it through general 

principles - systems such as physics, geography, botany, etc - in short, through a 
myriad of (largely empirical) epistemologies. Nature, space itself, remains however 
the material basis upon which our urban spaces are synthesized. Indeed it is the 
foundation for the production of the technologies which enable us to so thoroughly 
reshape space. I offer a definition of technology at this point, as space or materiality 
modified in order to suit human purposes and to allow additional interventions into 
the space of the material world. Technology’s link with nature is clearly seen in a 
stone axe, less so in a computer or in language and thus this point is often obscured 
or forgotten: yet we remain solidly forged to the materiality of existence regardless 
of the fact that it may seem a distant abstraction.  

 
Significantly one aspect often alluded to presents post-modern life as 

formulated on “secondary” realities. That is, where the representational has come to 
have the validity that once the ‘real’ had.  
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“In societies where modern conditions of production prevail, all of life 
presents itself as an immense accumulation of spectacles. Everything that 
was directly lived has moved away into a representation.” 25 

 
“To speak of things that one wants to connote as real, these things must 
seem real. The ‘completely fake’ becomes identified with the ‘completely 
real’. Absolute unreality is offered as a real presence.”26 

 
“Abstraction today is no longer that of the map, the double, the mirror or 
the concept. Simulation is no longer that of a territory, a referential being 
or a substance. It is the generation by models of a real without origin or 
reality: a hyperreal.”27 

 
The quotes above point once more to a duality - the Real and the 

Represented. Whilst they are evocative statements in themselves regarding the 
condition of contemporary existence, their approach seems to assume some area of 
the “really” real, untouched by representations. Moreover, they assume 
representations to be distinct from the real, somehow divorced from it. This 
typification (a Cartesian dualism) presents several obstacles to an untrammelled 
view of the present. Representations are distinct from what they represent but are no 
less real  in themselves. That is, they by necessity have a material expression, whether 
this be as a photograph, an image or a word - either written, or spoken, or thought. 
They have no other existence other than these concrete forms. Any other conception is 
idealist cant, metaphysical nonsense. With this in mind, it is no longer possible to 
speak of the world of ideas, ideas are part of the world.  Neither is it possible to suggest 
that representations which base themselves in other representations somehow 
“spiral” away into secondary and tertiary representations, away from Reality. They 
may become more mannerist or contrived but they do not leap to some hyper-realm 
as supposed by some popular recent theorists.28 Such a formulation wherein maps 
base themselves in maps, as it were, partake of a trope already recognizable in the 
tactic of “camp”- but lack the usual parody and humour. Such camp-like 
formulations are rampant and ubiquitous in late Twentieth century Western culture 
- a fact that makes Jean Baudrillard’s depiction a resonant one despite its 
inaccuracies. 

 
A general condition of representations is that they allow us to restructure 

the material world into another more transportable material - translating objects, 
                                                
25 Guy Debord Society of the Spectacle, p1. 
26 Umberto Ecco, Travels in Hyper-Reality, p.7 
27 Jean Baudrillard, “The Precession of Simulacra,” p.3 
28 Such a commentator is Baudrillard, see Ibid. 
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events and ideas into a new form which may then be abstracted further into a new 
space and time. This permits us to signify at a distance from the original referent, 
and to carry with us information regarding a multitude of sites/event/meanings etc. 
and to exchange this information with others.29 There is, however, a downside to 
this - the ease by which representations allow information to be transported is due 
to the high degree of abstraction and reduction incurred in the process. The gap 
between the subject and the representation becomes exponentially compounded 
with distance from the site of formulation. This can reinforce the situation where the 
representation is assumed to be the equivalent of that which it represents since the 
distance allows no recourse to comparing the referent with the subject. 

 
Representational technologies have developed in the Twentieth Century to a 

point where they seemingly transcend the material world. We may speak to 
someone thousands of kilometres away through the simple miracle of the telephone 
- the effective distance between the two people becomes their respective distance 
from the hand-set. More comprehensive in this defiance of space is the potential of 
“virtual” realities -  possibly allowing the performance of brain surgery on a patient 
thousands of kilometres distant from the surgeon.30 Contemporary technologies 
allow the absent to be present in increasingly “real” ways - denying the limitations 
imposed by spatial distance. Historically this victory over space has been tied to 
transportational developments31 but it is also coupled with, and more noted in, the 
sophistication attained by technologies of representation. Consider the Internet here, 
providing information on every topic imaginable from all over the world in seconds 
of time.32 Space in this setting has often been reformulated as a function of time since 
space itself proves less of a barrier than previously. The question is not how far 

                                                
29 Jacques Derrida, “Differance””,“The sign is usually said to be put in the place of the 
thing itself, the present thing, ”thing” here standing equally for meaning or referent. The sign 
represents the present in its absence. It takes the place of the present. When we cannot grasp or 
show the thing, state the present, the being-present, when the present cannot be presented, we 
signify, we go through the detour of the sign. We take or give signs. We signal. The sign, in this 
sense, is deferred presence.” in Margins of Philosophy  p.11  
30 G. O’Neill This article points out that the laying of optic fibres means the ability to send 
1 gigabit (one billion bits) of information through the telephone lines in one second. 
Theoretically this could allow the necessary speed of information transfer to permit a surgeon 
wearing virtual reality gear to operate on a patient through the intermediaries of the telephone 
and presumably some surgical machine responsive to their commands. The Age, Extra 
supplement, “Fine Slices of Brain Power”, 5/5/1993 .p12. 
31 See Kern’s The Culture of Time and Space 1880 - 1918 here for the development of these 
since the Nineteenth century and their profound impact on production and perception, Harvey’s 
The Condition of Postmodernity  for more contemporary developments along these lines.  
32 The Internet might be considered as the Eighteenth Century ideal of the encyclopaedia 
gone mad - information on every available subject, a compendium of all knowledge but one that 
never completes itself, one that spirals ever outward proposing evermore diverse and 
contradictory understandings of the world, written by the many rather than by the Authority. 
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something is, but how long it will take to get there. With mobile telephones for 
instance, the critical distance for the communication between two people is 
negligible - an arms length. The distance between these two people then is redefined 
as the time it takes to call someone. 

 

 
 

1500 1840 
Best average speed of horse drawn 
coaches and sailing ships was 10 
m.p.h. 
 
 
 
 
1850 - 1930 
Steam locomotives averaged 65 
m.p.h., Steam ships averaged 36 
m.p.h. 
 
 
1950’s 
Propeller aircraft 300 - 400 m.p.h. 
 
1960’s 
Jet passenger aircraft 500 - 700 
m.p.h. 

 
“ ‘The shrinking map of the world through innovations in transport which ‘annihilate space through time’. ” Space 
seems to have shrunk even further with the development of representational technologies. Chart reproduced 
from David Harvey.  The Condition of Post-modernity p.241 
 

In the regulated experience of urban Western capitalism immediate space 
itself has come to be divided and expressed as time. Thus we have work-time, home-
time, travel-time, leisure-time, quality-time - space is arranged to accommodate the 
tasks necessitated by these times. Each of these times is also subject to a 
commodification within the general principles of production, thus to service your 
leisure time requires the expenditure of someone else’s work time. Attendant to this, 
our notions of Time itself have undergone rapid and fundamental alterations 
becoming more linear and relative.33 

 

                                                
33 Compared to prior historical formulations Western time has become linear rather than 
cyclic, indeed, with the digital watch the very representation of time is not arranged as a cycle but 
as a progressive numeric series. More importantly the supposed universal time postulated by 
Newton has dissolved into the relativism of Einstein (See Paul Davies About Time). For a 
discussion of the technological aspects of time reformulation, especially with regard to the 
development of Greenwich mean time and navigation see the introduction of Kern The Culture of 
Time and Space. For the way spatial locations are now determined by time see Hall Mapping the 
Next Millennium  p 52 -70 for an explanation of satellite navigation systems. 



 

 28 

The ease by which representational information may be transported allows 
knowledge to be spread and digested faster than directly experiencing the material 
tasks they represent. Thus we hold notions about things exceedingly remote from 
our daily lives, such as what it is like to walk on the moon. We gain these ideas from 
a range of representational technologies, without ever having the physical 
experience ourselves. The ease by which representations may conquer physical 
distance in this way also allows them to supplant actual experience, or at least, to 
provide a framework within which it will be articulated. The negation of distance in 
time and space which representational technologies seem to abolish is in fact 
illusory. Although the trace of the actuality referred to may transcend the site of its 
creation, the gulf between the viewer and the subject still exists and the materiality 
within which it was formed remains absent - replaced by a new reductive material. 
Thus our notions of what it is like to actually walk on the moon are liable to be 
hopelessly inaccurate despite our imagined knowledge.  

 
The power of representations and their expression in technologies is such 

that they decentre space and modify the experience of existence to become the 
framework within which further existence is experienced. Indeed, representational 
technologies decentre or supplant direct experience at the most mundane level. To 
examine this let’s take an experience of extreme banality - death. For most people in 
the West 1,000s of representations concerning human death in a range of media will 
be seen before death is actually experienced. We have so many images and words 
pertaining to death, so many scenarios in out heads, when reality abruptly occurs, 
when someone lies dead in front of you there is liable to be a profound sense of 
dislocation and disjunction or confoundment. Into this vacuum may step a pre-
viewed, learnt response. Indeed, how often have we seen the news sound-bite where 
a bewildered witness at a tragedy scene espouses the flailing words - “It just seemed 
unreal” or “Like a movie”? And this is true not just of death, but of every facet of 
human existence. For any occasion there is a pre-structured representation of the 
event, or if there is not, you may be sure that there will be in the writings, films, 
news reports and mini-series which follow. 

 
Representations, and above all language, provides the illusion of being the 

actuality of what they are only a referent to, yet, the two things are not 
commensurate. This is easy to see in the above examples which stress the role of 
recognizably ‘high’ technologies but it is less clear at the low levels of technology 
such as language itself and its elaboration within epistemologies.34  It is also less 

                                                
34 Language itself might be considered a form of technology given the previous definition 
of technology as materiality modified in order to suit human purposes and allow expanded 
intervention into the space of the material world. 
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clear in the case of images - in particular photography and film - which make clear 
and literal reference to the subject represented. 35  With the ability of new 
technologies to manipulate the image what has been (albeit naively) attached to 
photography, a certain belief in verisimilitude, is called more closely into question 
and deepens the divide between reality and its representation. A simple division 
into fact and fiction is now an outmoded conception as the two cross over and blur 
regularly in the practice of these new technologies.36 Such alterations for the sinister 
purpose of misrepresentation are obvious examples of this obfuscation but the 
difficulties run deeper than this. 37 

 
As part of our imagined physical distance from Nature is the concurrent, 

extensive mapping of the physical world - thoroughly reformulated into 
epistemological systems. The extent to which space has been apprehended within 
such systems is such as to appear exhaustive. 38 Is this the case? No - much remains 
outside of these theoretical constructs, not so much in the sense that there persists 
uncharted territories beyond their spread (although these remain) but rather, these 
reductive systems exclude much in their reformation of the material into the abstract, 
representational order that is their essence. Further, they are restricted by the scope 
of their own paradigms, the particularity of their viewpoints, if you will, which 
excludes just as it encompasses. However, it is a function of these closed and 

                                                
35 “A specific photograph, in effect, is never distinguished from its referent (from what it 
represents), or at least it is not immediately or generally distinguished from its referent ...By 
nature, the Photograph...has something tautological about it: a pipe, here, is always and 
intractably a pipe.” Roland Barthes Camera Lucida. p 5. 
36 Consider the news bite showing a soldier moving forward and shooting over the 
barricades in some local conflict. He seems relaxed, haphazard in his movements - this is 
because such a shot is usually a staged event, the camera crew requesting an enactment at a time 
when filming is possible and less dangerous than at the height of battle. The particular view is 
therefore fake, yet it is also an activity the soldier has engaged in, and will again ‘for real’ - what 
then is the truth quotient of the shot? 
37 One example of this misrepresentation  appeared in The Age. This dealt with a 
photograph which accompanyed a previous report “of Professor Noam Chomsky with a book 
about Cambodia in his hands..(which) had been added by an artist (unknown). It is the Age’s 
policy to clearly indicate images that are computer-generated, but in this case the image should 
not have appeared.” It becomes obvious that newspaper editors are not only unable to tell when 
an image has been manipulated with computers but do not, or unable, to verify the veracity of 
the photographs which they publish.Noam Chomsky“A Postscript to Chomsky’s Australian 
Tour” The Age 22/7/1995  
38 See Hall Mapping the Next Millennia for a discussion of the new incursions into previously 
uncharted “spaces”. Interesting amongst these is scientist’s ability to not only ‘see’ down to the 
atomic level but to be able to manipulate individual atoms with a scanning tunnelling 
microscope (STM). Tellingly, the first such manipulation of atoms in this realm was to rearrange 
a series of xenon atoms across a surface of nickel to spell out the letters of the research company 
- IBM! Hall: ..”now when we acquire the ability to write with atoms, like gods, what is the first 
thing we write? A corporate logo.” p.244. I would point out that when we first acquire the ability 
to manipulate atoms like gods, what is the first thing we do - write! 
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ultimately self-referential systems to appear as if they are in fact totalizing, 
exhaustive accounts. Their construction within the recognized authority of texts, the 
ease and rapidity of transport now made possible, and our alienation from certain 
aspects of direct materiality, often makes it easy to overlay these systems onto 
existence without any but the most obvious conflicts becoming apparent. Thus the 
subjection of space to such abstract systemization becomes ever-more facilitated. 

 
What I have been arguing is that representations are not the same as the 

material reality they represent, but not only do they contribute to the structuring of 
that reality, they are often confused with being that reality itself. 39 The experience 
based in representations is not the same as actual experience - this is clear enough 
(sometimes) - but the problem is more confusing. Representations (including the 
word) are, in the broadest and most fundamental sense the only tools we have - it is 
through language and images that we comprehend the world. (There is nothing 
outside of the text.) This does not suggest a philosophic idealism - we do experience 
the world physically and, as I have pointed out, representations are no less a part of 
that physical experience, no matter how abstracted from it they may seem.  

 
To view the landscape of late Twentieth Century Western culture is not only 

to be subject to a multitude of framing systems, it is also to be aware of these frames. 
The self-conscious knowledge that the landscape is so over-written resulted in the 
recognizably “post-modern’ landscapes of the 1980s already cited. These paintings 
opened up a view of the landscape as a systematised space, but what of problems 
concerning interpretation? 

 
At this point I wish to turn to a brief discussion of some problems presented 

by post-structuralist theory. This may seem a diversion from the landscape itself but 
they are central to interpreting its perception. Post-structuralism has come to be an 
overwhelmingly prevalent theoretical system in recent years, and one that 
challenges certain assumptions regarding representation and meaning at a 
fundamental level. 

 
From the structuralist notion that all existence is experienced through 

structures (primarily language) post-structuralism focuses on the relationship 
                                                
39 “Between the signified and the sign there is a mesmerizing difference, a deceptive gap: 
the shift from one to the other seems simple enough, and it is easy for someone who has the 
words to feel that they possess the things those words refer to. And, indeed, they do possess 
them up to a certain point - a terrible point. As a vain yet also effective trace, the sign has the 
power of destruction because it has the power of abstraction - and thus also the power to 
construct a new world different from nature’s initial one. Herein lies the secret of the Logos as 
foundation of all power and authority; hence too the growth in Europe of knowledge and 
technology, industry and imperialism.” Lefebvre The Production of Space p.135. 
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between the text and that which it represents, questioning the relation by 
considering the ‘polysemic’ nature of the sign and its dispersal within the absence of 
presence which is language.40  In its attack on the authority of discourses which 
would totalize themselves, post-structuralism has become a powerful idea in late 
Twentieth Century thinking, presenting difficulties to a range of disciplines. It may 
also have had some unfortunate consequences. To outline this problem it is worth 
quoting at length from Henri Lefebvre: 

 
“The methodical study of chains of signifiers is thus placed at the 
forefront of the search for knowledge (connaissance). This search is 
assumed to begin with linguistic signs and then to extend to anything 
susceptible of carrying significance or meaning: images, sounds, and so 
on. In this way an absolute Knowledge (Savoir) can construct a mental 
space for itself, the connections between signs, words, things and 
concepts not differing from each other in any fundamental manner. 
Linguistics will thus have established a realm of certainty which can 
gradually extend its sovereignty to a good many other areas. The science 
of language embodies the essence of knowledge, the principle of absolute 
knowledge, and determines the order in which knowledge is acquired. It 
provides our understanding with a stable basis to which a series of 
extensions may be added - epistemology, for example which deals with 
acquired knowledge and the language of that knowledge; or semiology 
which concerns itself with systems of non-verbal signs; and so on. Seen 
from this angle, everything is reduced to signs and sets of signs, becomes 
part of knowledge so defined. As little by little, do all objects in that 
space.”41 

 
Post structuralism, with its exclusive emphasis on the text, according to 

Lefebvre, prompts “the basic sophistry whereby the philosophico-epistemological 
notion of space is fetishized and the mental realm comes to envelop the social and 
physical ones.”42 Whilst in agreement with Lefebvre’s hostility to the, perhaps 
unforeseen, effects of post-structuralism I would argue that the post-structuralist 
position is, on one level, philosophically compelling whilst the above ‘basic 
sophistry’ has become an often lived reality. There have been unfortunate 
consequences in the large-scale adoption of some (perhaps misunderstood) aspects 
of post-structuralist thought - consequences which Lefebvre is at pains to point out.  

 

                                                
40 “ In a language, in the system of language, there are only differences. ...these differences 
play:...” Derrida “Differance” Margins of Philosophy p.11. 
41 Henri Lefebvre, The Production of Space, p133. 
42 Ibid. p5 
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“The irony is that linguistics, in seeking to furnish knowledge with a 
solid core, has succeeded only in establishing a void, a dogmatically 
posited vacuum which, when not surrounded by silence, is buried in a 
mass of metalanguage, empty words and chit-chat about discourse. 
Caution - scientific caution- forbids any rash attempts to bridge the 
(epistemological) chasm between known and not-known; the forbidden 
fruit of lived experience flees or disappears under the assaults of 
reductionism; and silence reigns around the fortress of knowledge.”43 

 
Ferdinand Saussure pointed out44, and later post-structuralists45 developed 

the notion, that language is not a simple naming process, that the signifier and the 
signified are not strictly commensurate, indeed, are arbitrarily linked and are subject 
to slippage or reinterpretation - especially given the absence of the object to which 
they refer. I would point out however, that although the link between signifier and 
signified may be arbitrary this does not mean that it is unlinked altogether. The link 
may be tenuous in philosophic terms (described by Jacques Derrida as differance) but 
the signifier arises from and has its existence in the realm of the physical as much as 
it does in the realm of the representational (itself not apart from the material world). 
This is most clearly seen in the real world use of epistemologies and signs (it is this 
use of language as power that is actually the subject of Derrida’s critique) where 
these things are not held as contingencies but as absolute facts. Derrida’s 
deconstruction may point out that such a belief is philosophically unsound but this 
does not alter the tendency of discourses to attempt to totalize themselves in the real 
politic of the world - most obviously in the highly successful case of international 
capitalism.46 

 
Another problem is that whilst signifiers may be demonstrably arbitrary, it 

is not clear how arbitrary other languages which pictorially represent space are. After 
all, a photograph of a dog appears to be less arbitrarily linked to the signified “dog” 
than the non-indexical sign (word) “dog”.47  Signs in general may be subject to 
slippage, difference and varied interpretations, but they are not divorced from the 
                                                
43 Ibid. p 134 
44 Ferdinand de Saussure Course in General Linguistics 
45 Primarily I refer here to Derrida 
46 Henri Lefebvre wisely points out that capitalism is itself not a monolithic singular system. 
From a much longer quote:  
 “The diverse breeds of capital, and of capitalists, along with a variety of overlapping 
markets - commodities, labour, knowledge, capital itself, land - are what together constitute 
capitalism.” The Production of Space p10. 
47 Again Lefebvre on this point : 
 “It is not certain that systems of non-verbal signs answer to the same concepts and 
categories as verbal systems, or even that they are properly systems at all, since their elements 
and moments are related more by continuity and similarity than by any coherent systemization. 
The question, however, is still an open one. It is true that parts of space, like parts of discourse, 
are articulated in terms of reciprocal inclusions and exclusions.”The Production of Space  p.130-131.  
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physical reality from whence they sprung - this imposes a limitation on the 
possibilities of their signifying range. 

 
In short, linguistics’ focus on the doubtful correspondence of signs to 

materiality has ended in a further denigration of materiality’s role in determining 
human activity and understanding. It ignores its primacy, the dialectic relation of 
representations and language to it, and perhaps, has inadvertently contributed to 
the state where the space of the material world is  primarily perceived within 
ideological or epistemological terms. Ironically, some post-structuralists have come 
to lack a concern with materiality in their conceptions - considering all life as a series 
of texts - inadvertently echoing many Western ideological and philosophic systems 
of the late Twentieth Century which tend to be philosophically Idealist. 

 
Between the number of prior mappings (or epistemologies) available and 

the crisis which has arisen at the very basis of their theoretical suppositions (as 
described by Derrida) - what exactly is the relationship of language (in the broadest 
possible sense) to reality (even assuming that such reality is indeed singular) is a 
parenthesis filled problem. 

 
The artist, scientist, writer is thus confronted with a essential conundrum. 

They may wish to make a statement regarding the construction of reality, or Space, 
or the operation of the forces which form it but, even allowing for this to be a highly 
subjective interpretation modified by the over-determination of cultural frameworks, 
how can they be certain what is expressed will be possible to interpret? In other 
words, how can they be sure what they mean to say will say what they mean? If we 
accept the views of the post -structuralist’s (and these are fairly compelling here) 
then the answer must be that it is not, or at least not entirely - the work will be 
subject to a wide range of interpretations and re-interpretations according to 
circumstances and contingencies impossible to predict. However this does not by 
necessity render them incomprehensible (as some pop versions of post-structuralism 
might suppose it) but, as I would argue, merely contingent. Further, there are 
experiences which exist at a level which is obviously outside of the text. If I take up a 
brick and crack a semiologist over the head, there may be many potential readings 
of the event, but first (and most overwhelmingly) for the semiologist will be the pain 
experienced. On a less dramatic note, this holds true for the entire multitude of 
physical bodily experiences - indeed, what other experiences are there? The point 
here is that although there may be many readings of any event, what tends to 
dominate are the dry, authoritative pseudo-scientific readings rather than those 
which might enrich and amplify the nuances that such experiences present. These 
are usally discounted as unimportant or meaningless because they are corporeal 
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(but what isn’t?) 
 
The impact of post-structuralism on ontological statements concerning the 

nature of space or reality is profound - it renders them simply as texts and worse, to 
one among many to which no ultimate appeal to authority might be expected. The 
only limitation on their interpretation will be what Derrida terms a “condition of 
possibility”. Thus one might maintain several interpretations around a given set of 
facts but there will clearly be some contenders more successful in their explanation. 
As noted above, this is a potentially liberating condition but in the prevailing 
conditions of late capitalist society it may also allow hegemonies to assert 
themselves all the more strongly by being used to discredit the critiques of other 
interpretations. The “professionalization” of post-structuralism itself is a case in 
point here. Nonetheless, between this rock and the hard place blocking our view, I 
see a gap we can squeeze through. One where languages are neither completely 
determining or fundamentally self-referential. It lies up ahead. 

 
The space we have been overlooking is a highly abstract one. The landscape 

has faded to be considered a part of general space, and space is becoming 
indistinguishable from the systems that overwrite it. What might we say of Western 
industrial space of the contemporary era then? 
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Theoretical imaginings as landscape . From Hall Mapping the Next Millennia p. 240. 

 

That it is highly urbanized, mediated and mapped within many 
representations. 

That although epistemologies and spaces are various there abounds a 
perception it is language that primarily encompasses the construction of the world. 

Precisely what the relationship of language to external reality is has been 
called into question (by the influential post-structuralism) and more, the language 
we have to describe space seems to be lagging behind contemporary alterations and 
perceptions of it.  

Nature is perceived to be distant and abstract despite the fact that it 
forcefully underwrites our existence. 

The landscape has been reformulated to be an anthropological signifier - it is 
seen more as a metaphor than anything else. 
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Space has largely been reformulated within the dimension of time, and time 
itself has accelerated. 

We are engulfed in an ocean of representations and representational 
technologies, space is saturated by signs. 

The ‘campification’ of culture has increased and is seen as, if not the norm, 
then a predominant configuration of contemporary culture. 

The dualism which seems to underpin epistemologies remains to shade all 
our conceptions of the exterior world despite its unclear claim to validity.  

The economic structure of late capitalism continues to exert a hegemony 
over material space and its representations. 

The word is everywhere and everywhere seen as primary. 
 
From where we stand here then - what does the landscape look like now? 

One thing is for sure, it doesn’t look like it used to. Having brought you this far I’m 
afraid I must get going. You’re not lost are you? I’ve got my own path surveyed out 
from here - you’re welcome to follow of course, but it may not suit you. You can go 
your own way if you’ve got a better idea. Don’t rely on mine, from here on in, I’m 
making it up as I go along.  
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Section Three: Another View 
 

 
 

S 
till with me I see. All right, if you are going to hang about there is something I had 
better make clear. There is a problem with this section, a problem with words. Such 
is the power of the word that if I describe the theoretical considerations present in 
the works you are liable to believe these descriptions to be determining, absolute. 
You may consider the meanings of the works to be limited to what follows. You 
might even think they were all prior to the works - to assume that the conceptual 
side came first and fully formed - the paintings a mere illustration. On the other 
hand, I could tell you nothing, leave you to sort out the works by yourself. The thing 
is, you will do that anyway and I’m nervous that you might miss some concerns I 
don’t want overlooked. 

 
You see the problem. All or nothing then. No. Never. There are no such 

absolutes (except perhaps this one). What is required, what is inescapable, is a 
synthesis, a partial resolution of the two states - a dialectic. What comes below then is 
contingent, not defining, it is the result of the very dialectical process by which the 
work was produced. The ideas described below might appear as if they preceded 
the work but many were engendered by the work itself. They seem appear to define 
and determine the work but they should be read as just some of the potential 
considerations involved. What I want to remark on are some general concerns and 
strategies I employed in making the work and which the construction of the work 
then suggested. In this section we look at the work and, although it may not seem so, 
by viewing them you construct them along with me. So - please - after you. 

 
The exhibition then, is in part, a response to all of the above. It examines 

contemporary space, the "landscape" which now surrounds us - the “West Space”. It 
considers a view of the contemporary Western landscape as highly constructed, 
mediated and mapped - chiefly within language and its epistemological elaboration. 
Given the above then - how to picture the landscape of the present? 
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One solution to what has been presented would be to “return” to the 
landscape - to go back out into the space of Nature and paint the vista. This seems 
an inviting and simple possibility - but not for me. I’m a city boy, first and last - 
when I think of landscape it is the urban one I live in. 

 
Secondly, I have tried painting the space of nature and it feels really - deeply 

- weird. Unnatural one might say, and not a little pointless. I am too conscious of a 
past tradition and present conditions to be anything but self-conscious during such 
an activity. I can’t look at the space of nature without a hundred theoretical maps 
passing before my eyes. This is not to say I ignore the immediate physicality of 
nature, or don’t appreciate it, I just can’t paint it. 

 
Thirdly, it would be foolish to imagine that a return to Nature in order to 

paint it would be a direct experience of the material world as such. As already noted, 
centuries of such observations have more often than not simply overlaid and 
imposed meanings on the space. Moreover, the materiality of existence arranges 
itself all about us in either city or country. The landscape genre provides the obvious 
tradition within which to picture these conditions but, contrary to ignoring the 
philosophical systems which overwrite space, it is necessary to picture these as well 
if the representation is to be at all accurate. Space might be experienced in an 
unmediated way but is never represented so.  

 
For me at least, there is no simple way back to the landscape, and at any rate 

it certainly “doesn’t look like it used to”. What I am interested in is portraying the 
landscape of contemporary culture which stretches about us . For these reasons and 
those enumerated earlier, the exhibition takes as its basis certain key words, each 
one a descriptive term for the cardinal dimensions of physical and representational 
space as empirically understood - Height, Depth, Breadth, (and the more modern) 
Time. This exhibition was designed specifically for the space of Room 4 at the 
Westspace Gallery and, with good natured co-operation, it has arranged itself 
around these words of dimensional description, reflecting back the terms in its very 
physicality - not entirely of course, and this is part of the point.  

 
The room is basically a cube and comprises of four solid walls, one 

punctuated by a window. For each wall of the gallery a work has been  
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constructed around one of the above words. A central concern of the 
exhibition was to take an actual material space and overlay it with precisely the type 
of abstract dimensional categorization that has resulted in the way the actual space 
has been constructed and presents itself to us - as a rational four-sided cube - a basic 
and pervasive arrangement of Western space. 

 
The works are formed from grids which are used to produce letters via the 

same process by which a computer or fax constructs type (albeit in a more 
mechanical way). The letters are then fabricated from custom board by cutting out 
the negative areas of the letters which form the word. The word itself is thus defined 
in negation and only contingently present in the space between the boards. For the 
sake of brevity I will introduce a clumsy neologism to describe these works, I will 
call them "ideomorphs".48  

 
Many concerns are embodied in the general form the ideomorphs take. The 

ideomorphs are signs, that is they are linguistic signs (words), visual signs (images), 
their form is also intended to make oblique reference to, and undermine, the signage 
of advertising. The ideomorphs also refer to and play with some notions central to 
linguistics and its discourse. Included here is the notion from Saussure that there are 
no positive terms in linguistic systems rather, that a sign is determined by what it is 
not, by negation. 49 Therefore, only the negative areas of the words are present. 

 
Another linguistic maxim is utilized to produce a bit of a gag. The post-

structuralist idea that there is ‘nothing outside of the text’ is taken here and pushed, 
so that in the show, everything is literally outside of the text. (The only positive areas 
present are those outside of the text areas). Further, that which is excluded, or 
outside of the text, are images - something both the structuralist and post-
structuralist theorists have been notoriously unable to come to terms with, 
unconvincingly dismissing images as yet another language system. Simultaneous to 
this exclusion however, is an inclusion - the words themselves are formed by the 
surrounding space. Merging as they do into the space of the room, they suggest that 
perhaps, after all, there is nothing outside of the text.  

 
The works intend this uncertainty - on the one hand it maybe true that if a 

                                                
48 “Idea shapes” from ideo and morphe the Greek for “idea” and “form” respectively. 
Ideomorphs then, are not quite ideograms (the sign or symbol used to represent a word) and not 
quite idiomorphs (a mineral having many faces, a crystalline growth that has had free room to 
crystallize out)  
49 “In language there are only differences. Even more important: a difference generally 
implies positive terms between which the difference is set up; but in language there are only 
differences without postive terms.” Saussure  Course in General Linguistics p 120. 
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thing is not within language then we cannot know or experience it (at least we 
cannot communicate it), on the other hand, the materiality of space exists regardless 
of our comprehension of it and is experienced at a level both within and beyond 
language.  

 
The ideomorphs stress dialectics and binaries in their construction - 

presence/absence, negative/positive, material/ideal, black/white. Another such 
binary central to the works is calculated to cause an uncomfortable play  with the 
viewer. The eye is forced to vacillate between comprehending and recognizing the 
image or the word. That this fluctuation occurs is due to the eye’s ceaseless 
infatuation with positive space - blind to all else, the text remains hidden, yet once 
discovered, the word emerges and recedes remorselessly. With this Gestalt switch 
between the two poles I am interested to know if a third term is possible, a dialectic 
synthesis wherein the viewer could learn to maintain and see both terms 
simultaneously, recognizing both states but without oscillating between them. In 
short, I wonder if our binary “natures” can be overcome. 

 
The ideomorphs allude not only to the empirical/rational conception of the 

material world but to their own construction - their forms are described by the very 
words they represent. Several other puns revolve around their general construction 
and in the iconography choosen but these would make a tedious read. 

 
See the problem with words? There are many more angles and approaches 

to the works I have considered but to list them here would be to reduce the works to 
the sum of them. It would also be produce a long boring list. I feel like some video 
bore who invites you around to watch a movie then spends the entire time pointing 
out its high points, effectively ruining your appreciation of the thing. There is 
another general condition that links all of the works however, and which might be 
worth pointing to - the rabbit. 
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Finding images that best enlivened the works by enriching the field of my 
theoretical investigations was always going to be difficult. The presence of text in 
painting invites a literalness that I wished to avoid. For instance the possibility of 
laying a landscape across the surface suggested itself as obvious and bland. What 
was need was something reminiscent of the landscape, and of the landscape of the 
present. Any image needed to be associative - resonant rather than literal. Many 
ideas washed past until an appropriate possibility floated and finally resolved itself 
as the perfect vehicle for my task - a small plastic rabbit. 

 

             
              Pink plastic rabbit c.1995. 

 
Look at this thing. Grotesque yet compelling. Lurid and puerile, cheap and 

soulless, fabulous and significant. 
 
For me, the link between rabbits and the landscape has always been 

underlined. Partially, it is true, because of the demented ramblings of my family 
which seemed intermittently preoccupied by the numbers of them devastating the 
land and somehow personally affronted by their mere existence. (Being entirely city 
based as we were I never fully understood the depth of their concerns). Also, with 
any trip to the country, rabbits were amongst the first of any "wildlife" spotted 
(usually dead by the side of the road as it happened). Rabbits also have this strange 
ambiguity here in Australia - they are simultaneously universally despised in the 
abstract as destructive vermin, but admired as cute in the particular.  

 
I have spent much time looking at this rabbit - placing it, holding it in 
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various positions, building a box to house it while I painted it, considering its 
possibilities - thus it may be that the rabbit means much more to me than it may to 
you, but consider the following.  

 
From the first I recognized in the rabbit a poignant metaphor for what are 

perhaps, the three fundamental features of the space of late Twentieth Century 
Western culture - invasion, consumption and reproduction. Later, it came to mean 
much more. Reproduction here, by the way, is not meant primarily in the sexual 
sense (or at least not alone, since over-populating is certainly a prominent feature of 
this century) but reproduction in the sense understood as a characteristic of our era, 
once described by Walter Benjamin as “The Age of Mechanical Reproduction” - that 
is, the reproduction of representations. An age which has already been superseded 
by the hyper-production of the current ‘Age of Electronic Reproduction’.  

 
As an artefact of our culture I seriously hold that this small plastic rabbit is 

profoundly important. For us, here, now, this rabbit may not be as beautiful as the 
Winged Victory of Samothrace but it is infinitely more significant. Indeed, it is 
objects like these which will survive our culture long after it has passed the way of 
the Greeks. A few words about it then. 

 
Consumption - rabbits are notoriously voracious eaters, consuming and 

laying waste to large tracts of land. Here the rabbit also holds an obscenely large 
carrot. I consider the carrot to allude not only to the ceaseless consumption of the 
species, but as an emblem of capitalist production. For instance, its exaggerated size 
is suggestive of largess, abundance and excess. It is held clamped to the body, not 
presented to the viewer but is held away (possession, ownership, private property). 
What’s more, the carrot calls to mind another carrot, the one dangled in front of the 
less than industrious work-horse as an incentive to labour. 

 
Reproduction - As noted, rabbit’s are also infamous for their confounding 

reproductive capacity. Beyond that, this particular rabbit is itself a product of mass 
reproduction, the mass manufacturing techniques which are a hallmark of this 
century. It is one of possibly thousands of other like objects produced within strictly 
defined parameters in accord with Fordist production methods. It is also produced, 
like so many other products available in the West, in a third world country (in this 
case China). This third world exploitation of labour markets being a typical, 
pervasive and fundamental arrangement of space in the late Twentieth Century. 

 
Invasion - in this country at least, rabbits are invaders - colonizers who, 

when introduced to this place, overtook the land to its detriment. The colonization 
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and appropriation of space to the profound loss of indigenous populations 
continues today as a central feature of Western post-modern culture. Unlike earlier 
spatial colonization however, space in this period is primarily invaded electronically 
and ideologically, through technologies of representational reproduction. 

 
Beyond the above three categories, this rabbit alludes to other general 

conditions found in the landscape of the present. In its anthropomorphism it is 
situated within an ubiquitous trend - a longer tradition of anthropomorhization - 
particularly of rabbits (Bugs, Peter, Crusader, Easter, Thumper, Roger, The White 
etc). One of the appeals of this rabbit is that it does so in such a generic way. Its 
undistinguished look signals it as just another anthro-rabbit of the lowest grade -  it 
is a plain-label bunny. Being based within this tradition from which it freely 
plunders, the design partakes in the trope of camp which signals so much of late 
Twentieth Century culture.  

 
The overall form of the rabbit is minimal, reductive, bland and poorly 

finished. It is also new and shiny, infantile, but meant to enchant. Its wide eyed, 
intense expression is particularly disturbing. At first it appears as an expression of 
joy or wonderment but after a short contemplation, it appears rather too 
exaggerated, something overly intense - indeed, it appears as insane, beyond reason, 
a maniacal look, even malevolent in its fixed, delirious happiness - not unlike the 
consumer crazed families that adorn television advertising. (And what are those 
strange blue spots that appear on the body like some sort of pox - a disease or an 
ornament?) 

 
Finally, a not unimportant aspect of the rabbit is that it was a cheap, store 

bought item. Not so much a found object as a bought one. One that, despite its 
seeming undistinguished character, I spent many weeks tramping about to find. 
Eventually I was forced to travel to the very wilds in my hunt - out to far distant 
Chadstone Shopping Centre having tracked, but not bagged, hundred of other 
inferior rabbits. 

 
One other thing needs to be noted here. The window in Room 4 was, from 

the commencement of this project, going to be used to depict Time. Several potential 
ideomorphs suggested themselves around this involving materials such as perspex, 
glass, mirrors - in the end I dismissed them all as mere window dressing. The object, 
found and situated where it is, is perfect for my purposes and I include it in the 
exhibition whole and and changed only by its inclusion and the circumstances that 
surround it. 
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What then of the particular works ? I could go on at length here - describing 
each one, considering their material, evoking the potential word plays they suggest. 
To carp on about each ideomorph having broad allegorical and metaphorical 
significance, as do the words they encompass - indeed - which in common parlance 
extend beyond the description of physical space to chart the inner terrain of the 
human psyche. (Thus we have breadth of opinion, height of contempt, depth of 
feeling etc etc.) I could speak of the importance of the materials employed in the 
works and the meanings that these very substances and their physical effects have. I 
could go on and on about all this, in fact, I have - but ultimately I decided to spare 
you the details. You have your own eyes after all, I don’t want to clog them up with 
words any more than is necessary. 
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afterword 
 

 
 

W 
hat a walk hey? A bit further than either of us may have liked. All that way just to 
get back to where we started, at a place adjacent but far removed from the landscape 
- here - in the Western space of the late Twentieth Century. 

 
I suppose by now you have caught on to me, uncovered the reason for this 

exhausting travel. I’m trying to make art which deals with the time and space we 
live in. Reference it, critique it, picture it. It’s a sort of realist landscape, a perverse 
social realism - a mirror held up to the world - but one which is aware that society is 
not spelt with a capital ‘s’; that realism is a myth; that the landscape is always a 
construction, and that the mirrors which were once supposed infallible have all been 
smashed with only fragments remaining. It is a sort of realist landscape painting that 
wishes to avoid the prosaic, the literal and the pedantry of a spurious naturalism. It 
is a city-based landscape painting. A post-modern realism that tries to avoid merely 
repeating the literal juxtapositioning of images that was a feature of 1980s’ painting. 

 
Simultaneously though, I wish to avoid an approach of which denies the 

landscape altogether, which declares the real lost, which claims no truck with the 
material world. An intellectual conceit which declares all as artifice, advocates 
immersion in the text and the sign, and which surrenders to the mesmerising 
spectacle. I want to avoid making pictures which speak only about pictures, or 
which drown in the sugar-headed mush which supposes all viewpoints to be equal, 
all interpretations valid - in short - I want to avoid an intellectual approach which 
denies the political, the social, the material, but which doesn’t deny the theoretical. I 
want to deny the power of words, but I can’t. 

 
See? No wonder this walk seems to have gone on and on. A ridiculous 

amount of ground to cover in the time available, foolish to even attempt it, but then, 
what’s the point of having art, having artists, if not to do stupidly ambitious things 
that can’t hope to be fully successful?  
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Sorry if I had to drag you along. No pain, no gain, they tell me. Now, if 
you’ll excuse me, after all this, I think I deserve a little rest. 
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the exhibition 
 

 
photographic details from the exhibition: West Space. 
 
 
 
 
 
 

 
Title:.   One (Height)  
  Oil on shaped custom board. 2200mm x 2200mm 1995 

 



 

 48 

 

 
Title: Two (Breadth) (Detail: First two letters b & r)  
 Watercolour, Oils and traditional framers’ gesso on shaped custom board  
 500 mm x 5600mm 

 

 
Title:  Three (Depth) 
 Watercolour, acrylic, oils, photocopy transfer, polyurethane and traditional framers’ gesso on shaped custom board 
 1000mm x 3000mm 

   
 

Title: Four (Time) 
 Glass, wood, window stuff, light and outside world. (variable dimensions)  
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