
The Mesh 
 
All the works in this exhibition – paintings, Lightjet photographs and projected spaces - are 
derived from 3D modelling software. All 3D scenes are constructed by first making a 
‘wireframe’ armature of objects within the software. This structure is a web of interlocking 
lines, known as a polymesh, or more simply, as a mesh. The mesh may be made solid and 
coated with various ‘skins’ capable of emulating any material. It may be moved, animated 
and combined with other objects to create more complex forms. Finally, the scene is 
rendered as the computer calculates billions of light rays projected from virtual lights placed 
within the scene. These rays bounce from any surface they might encounter to a virtual 
camera positioned within the space. No matter how complicated the resulting scene, 
however, the structure of the mesh underlies it. 
 
The mesh has become increasingly important in this work. Not least because 3D modelling 
programs themselves have become evermore central to the design and building of everyday 
environments – our landscapes, our architecture and our objects - all begin as a mesh. If 
these programs seem ever better at emulating the real world, it is in part because the real 
world has been reshaped to emulate the programs. 
 
The mesh embodies a string of metaphoric and poetic associations that are evocative. The 
mesh has a net-like form and like a net, may ensnare us. Its lines may continue beyond the 
bounds of the picture plane to form a connective surface capable of covering the entire 
world. The internet is a form of the mesh, its nodal interconnections linking to form an 
enveloping field of intercommunication. The mesh suggests synchronization, as gears may 
mesh together, and its ubiquitous form increasingly renders the world as a single, 
homogenous space. The mesh makes manifest what is fundamental but is often transparent 
or overlooked - the web of social interrelations and connections that at once, sustain and 
restrain us, and that link us together, even at great distances. We live and regard the world 
through a mesh, a screen that mediates between us and direct experience. And, just as in the 
virtual world, the mesh is a fundamental structure that underpins surface appearances and 
determines actual space. The mesh is a mirror through which we view the world.  
 
In the modernist period of the 20th century many artists and theorist focussed on the grid as 
the fundamental organizing principle of the age. Its logic underpinned modern, rational 
space, pictorial space and the hierarchical social structures of the day. The contemporary 
post-modern period often regards the grid and other associated determining principles as 
having been replaced by an uncertain condition lacking in any defining structures. This is not 
the case. For all its dissolution of staunchly defended hierarchies, post-modernity did not 
eradicate determining structures. These remain - more fluid, more open, more capable of 
adaptation - but they have not been simply abolished. The grid has not been broken, or 
abandoned, or deconstructed - it has morphed. The grid has been replaced by the mesh. 
Unlike the grid, the logic of the mesh is not planar and two dimensional but three 
dimensional. Its metaphors are not self contained and reflective, but evoke webs, networks 
and inter-dependencies. In the 21st century, the mesh is what the grid was to the 20th century.  
 
This is not to champion the mesh or to denigrate the grid, it is merely to observe what is 
now the case. As the mesh envelops us, it has the capacity to restrict us, but also to connect 



us all within its web. It is capable of oppression as well as giddying beauty. It is capable of 
taking any form the operator may wish of it.  
 
About the Process 
 
The use of 3D modelling software is central to my drawing process. Some drawings become 
paintings; their carefully rendered, smooth surfaces are no less expressive than the most 
florid of mark making - they just express something else. Many recall the smooth screen of 
the television, the computer monitor and the cinema screen. Some works contain dramatic 
optical effects and a range of other evocative associations drawn from various sources. 
Other works – that I have termed virtual photographs and projected spaces -  also involves 
long and labour intensive operations.  
 
The ‘virtual photographs’ are Lightjet photographic prints, a process that takes a digital file 
and exposes photographic paper to light, dot by dot, via a laser. The result is then chemically 
developed as a C-type photograph. Just like standard Lightjet prints, these images are 
produced by a photographic process. Here though the ‘negative’ is not a scanned 
photograph but are forms entirely constructed by, and existing entirely within, the digital 
space of the computer. They are virtual rather than actual subjects. This process and this 
technology thus heralds a new age in photography and is a fundamental challenge to 
traditional definitions of the medium. Photography has always assumed an ultimate indexical 
relation to its subject. That is, it has always been assumed that no matter what manipulations 
might occur in the camera, or in the darkroom, the subject of the photograph once existed in 
actuality, in the real world, before the lens. In these ‘virtual photographs’ the subject referent 
is no longer actual, but entirely virtual, and photography’s tenuous relation to the ‘real’ is 
recast in a new, non-corporeal, light.  
 
Still other images are constructed and animated to become ‘projected spaces’. These are data 
projected images of virtual scenes that explore the possibilities of this new technology but 
are markedly different from other screen based media such as cinema and television. They 
are intended, whenever possible, to become part of an actual space – existing as both 
projections and as installations in order to activate a viewer’s body within the space. Unlike 
much contemporary video, these are intended as experiences designed to beguile and 
immerse the viewer into a hypnotic contemplation akin to viewing a painting. Like all the 
works, they are intended to enmesh.  
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