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t h e    s p a c e s    b e t w e e n 

 

 

 

It is a blisteringly hot day in Kings Cross, London, July 2017. 

Myself and about 8 other artists and educators are standing in ‘the 

street’ at CSM (Central St Martins College of Art and Design, 

part of the University of the Arts London Campus). The street is 

this kind of cross way, within and between the studio areas and 

other essential parts of the college architecture. We are standing 

here awaiting our guide. 

 

“You are not allowed to talk. Please turn off or mute your 

electronic devices. Follow me.” A small slip of paper each of us 

have in our hands read. I look up and around at those who are 

with me, they too are reading this text, and presently they also do 

the same. What are we about to do? Nobody knows, but we 

follow the orders anyhow. 

 

We file out of ‘the Street’ into the furnace that the city is building, 

and the usual water feature filling the plaza in front of the arts 
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faculty is not operating, intensifying the heat. People are darting 

this way and that, but we have another pathway to follow, and 

orderly do so at the heels of our guide. 

 

My mind begins to wander, taking in the talk of the many 

workmen, the rhythmic combustion of the passing bus, the 

birdsong. That birdsong is different to that which I am used to, the 

New Zealand soundtrack, what kind of bird is it? Where is it? 

Never mind. 

 

We continue down the main road, towards the tube station, veer 

right and track up through the church grounds, across and 

industrial block, over the railways and through two sets of 

differing housing estates before returning to the school. Nothing 

is said, sweat is shared, thoughts track this way and that. Upon 

returning there is no discussion of the collective experience we 

have just shared, as individuals, as a group. But we shared this. 

 

This is but an intermezzo. Something in-between. 

 

The idea of moving between spaces is, on experience, often lost 

on the anticipation of what might be occurring at the destination. 

Destinations have the drawing power, but also destinations might 

	
	

be intangible. The works of the four artists shown here at the AS 

Gallery interrogate this idea, where the destination becomes the 

intangible, the marriage between the physical, visceral real and 

the expansive, untethered mind. 

 

A collection of painters and photographers were approached to be 

the first exhibitors in the space. Their media areas are specific to 

explore the positions of the idea of action, which can apply to the 

broadness of paint, and thought, where in photography the 

indicated moment refers to a past event, carrying with it a range 

of historical narrative and hinging the moment on possible future 

narratives. Each of the exhibitors connect somewhat across both 

mediums, either deliberately or in part via a history of the media.  

 

The works negotiate the space between places, the objective space 

and the projected space, alluding to physical and psychological 

moments. Concerns of the public, shared environment, as singular 

and plural are broached in both Mandy Joseph’s often cavernous 

interiors of swimming complexes and Alex Lovell Smith’s rented 

apartment spaces, areas where one carries a history, a clutch of 

memory, that concerns and conceals a public/private physical 

moment. It is in these two bodies of work that the promise of 

connection is made, a glance, a gaze, a reflection.  
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Robyn Bardass uses the a priori intangible of perspective, so 

common in the photographic image that it is often overlooked as a 

descriptor of human presence in the work. In doing so she draws 

our attention to the moment of interchange, between things, walls, 

moments of memory and collective understanding. These areas 

are charged, inviting and contended. Kevin Douglas Miles also 

posits the position of the viewer, as participant in history. 

Imaginings of times past, ruins and monuments that escape our 

transitory view, Miles makes concrete the motion of shifting 

between and around isolated instance, digitally reordering the 

pixels that constitute stories which set in motion shared histories, 

reflections and lineages. 

 

Reflections feature throughout the exhibited work in the first 

cycle, reflections off water, reflections off digital transmissions 

beaming through the stratosphere, strange mythic like 

representations of times passed, and challenging contested areas 

of world history that ghost life. 

 

All of the works have a sense of the artist being present, a kind of 

‘where you are at’ question. But the position of the artist is easily 

slipped towards to position of the viewer, making a much more 

complex relation to the work, part singular, part plural. So the 

	
	

crossover, the connection of pathways, as described in my own 

experience of walking through London on a hot day, where many 

are present but all on their different destination paths inhabit these 

works, sending forth a place of mute contemplation, and of 

periodic refelction.  

 

These works in the collective sense act as conduits to shared 

experience, and to individual contemplation. Feelings that are 

experienced in connection to specific places, shared spaces of the 

swimming pool, the coastline, the motel room or the 

geopolitically charged historical sites of desitination tourism and 

religious pilgrimage. Each exhibitor processes the idea of the 

space between, between the idea presented and the idea contested. 

Each exhibitor forces us, the viewer to re-establish a haptic 

connection to where we are at, and where we are from. Each 

exhibitior through the sensitive notation of their medium are able 

to separate us, physically and imaginatively to enter this space, 

inhabit it for a while and ultimately reconnect.  

 

The AS Gallery is the collaboration between the Dunedin School 

of Art and Webb Farry Law, built out of a set of conversations 

around how the public space of a gallery and the semi-private 

space of a commercial office environment alter, and add to the 
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viewing and experiencing of art. These conversations lead to the 

establishment of this project. From humble aspirations, the project 

is now into its fourth cycle of exhibitions. Each student has the 

space for approximately three months and the proposal of use was 

that a student part-way through their post graduate study take 

their work from the studio and test it in a space that is charged, 

other than that of the traditional gallery space. The artists were 

chosen from a curatorial plan, having similarity of project, surface 

or other connecting  features, the first being ‘the spaces between’.  

 

It has been a pleasure to work with the artists involved in this 

project, and the staff and partners at Webb Farry Law. This final 

part of the project, the documentation and communication of the 

works and ideas shown during each of the curatorial passes, is 

exciting and will prove, I am sure, to be a fitting companion to the 

exhibition season. 

 

 

Michael Greaves  
MFA, BA, Btchng(Sec) 
Curator of the AS Gallery 
Lecturer in Painting at the Dunedin School of Art 
Otago Polytechnic 
New Zealand 



Time(s) IV, 2014. Digital photographic print and gouache on Epson 100% rag, 
300gsm paper. 1.2m x 1m
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My horizon is not your horizon, because my eye level is not yours.  

The horizon line tells us where we are in the world.  It leads us 

through time and possibility.  

 
Locate. Horizon. Line. is the title of my MFA Master of Fine Arts 

2016 research.  It is a study of the ways that horizontal lines in 

painting can locate the viewer in place, time and spirit.  It argues 

that horizontality in painting can be used not simply to produce 

stasis but also to evoke the more disrupted senses of multiplicity, 

movement, connection, interruption.  My Jewish heritage 

fundamentally informs the text and works through language, 

place and loss. Temporality is expressed through marks that 

suggest breaks in movement and interventions in continuous 

lines, which start and stop.   

R O B Y N   B A R D A S 

T H E   L I N E

 

 

Malcolm Anderson in Landscape in Western Art writes: 

Landscape in art tells us, or asks us to think about, where we 

belong. Important issues of identity and orientation are 

inseparable from the reading of meanings and the eliciting of 

pleasure from landscape.i  

 

Human perception of a line between sky and earth was my 

starting point.  A viewer’s physical relationship to earth is 

uniquely time bound.  Varying placements of horizontal lines 

provoke multiple understandings of time as now, fleeting, or 

constant.  Horizontal form is the method here through which a 

sense of loss, transcendence and connectedness is addressed.  The 

text and works examine a long line of connectivity, layered within 

time and place, which contains the contemporary sublime and 

loss in human experience. 

 

The works  

 

Time(s) I,II, III, IV shown at AS Gallery in Dunedin were made 

from photographs I took in Jerusalem following a visit to Israel 

in 2014. These works were exhibited half way through my 



17 18

 

 

Masters research, and were critical in the development of the 

works in my final exhibition.  The walls here are the 

contemporary perimeter walls of the old city of Jerusalem near 

Jaffa Gate.  There is no singular history of Israel. I hope to convey 

multiple realities of ‘now’ from pre-antiquity, across the aeons, 

and through the possibilities of what is to come.  Works can ask 

us to stand in the now, and perceive other ‘nows’ simultaneously, 

in a multiplicity of narrative, that challenge familiar 

metanarratives, for example, of the Bible or The Guardian 

newspaper, by making them local and particular to the maker, the 

viewer, and time.  They are an offering to open-mindedness, non-

prejudice and penetrating human experience.  These wall works 

show at least six visible different styles and eras of stone masonry 

technique, signifying multitudinous times in human existence in 

one localised 10 x 7 metre assemblage of architecture.   

 

The concept of wall in Jewish culture is loaded.  The Western 

Wall or Wailing Wall in Jerusalem is the closest remaining wall 

to the holiest place of the repeatedly sacked and ruined ancient 

Jewish temple.  Jews make pilgrimage here to pray, remember, 

and post tiny notes in the cracks to God, while being blocked from 

closer contact to the holiest of places.  Walls entrapped people in 

 

 

the ghettos of European towns in the second world war, and 

surrounded concentration camps.  A fence or wall surrounds the 

Palestinian Territories in the West Bank, charging our idea of wall 

further. 

 

Time.  

 

Time is an ongoing trope considered throughout this study.  

Narrative may be considered linear, as in a sequential story across 

time, and so where there are many lines there are many narratives.  

Jean-Francois Lyotard’s works on postmodernity and 

metanarrative draw attention to individual moments as petits 

recits rather than ‘universal’ stories.ii   My painted photographic 

works are particular and localised to places in Israel, and later in 

my research to slices of roadside landscape in Central Otago 

where I live.  They align with Lyotard’s emphasis on smaller 

individual moments which “bring into focus the singular event.”iii   

 

For Lyotard, an event is not part of a chronological sequence, but 

the fact that something happens and changes everything, or rather 
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the fact of something happening and introducing a break in the 

space-time continuum.iv 

 

Starting and Stopping. 

  
A sense of recurring starting and stopping is an aspect of the 

study, referencing a continuing line of settling and eviction in my 

personal and common Jewish Diaspora history.  Place in my 

research is sited in New Zealand where I live, Australia where I 

grew up and Israel from where I am descendant.  It manifests in 

layering, layout, repetition of lines or cropped viewpoint, and 

overpainting.  Overpainting and borders also enact the starting 

and stopping of peoples and politics.  Brick walls, painted walls, 

painted veil, internal and external surfaces can prevent, protect, 

connect, divide, continue, remain.  Walls are pierced regularly by 

doors and windows, which break or stop their continuity.  

Threshold may be considered liminal space, expressed in my 

Israel works.  They also form a barrier, thereby stopping and 

containing spaces, and evoking simultaneous thoughts of beyond 

and future.   

 

 

 

 Early in the MFA programme I travelled to Israel and daily sent 

home post-cards on which I had painted lines.  From these small 

works the process was scaled up in the studio with my own 

photographs and further overpainting.  The lines here are 

between:  between the stones, between the histories, between 

physicality, a study in liminality.  Essentially a long thin 

rectangle, a line may be read as void or portal, as entry or exit. 

This space may be read as a landscape, spacescape, or as an 

internal environment, emotion, or state of being, mindscape.  

Painted layers are designed to allow a certain dreaminess or 

imagining to emerge, breaking through fixed time and viewpoint 

set in a photograph. I lay my acrylic painted line horizontally onto 

digital photographic prints, intervening with the ubiquity and 

autonomy of the photograph, both physically and metaphorically. 

 

Continuity. Connect. 

 

While we cannot not physically exist in two places in one time, a 

work of art may allow the viewer simultaneous thoughts in time.  

My work Continue (fig. 5) consists of twenty or so individual 

drawings, paintings and mixed-media works, aligned by their 
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imposed horizon line.  One reads along a line as if it were written.  

My lines are often made right to left as with Hebrew, linking them 

with the ancient written language and a Jewish sensibility.  This 

differentiates my experience from conventional Christian culture.  

Concurrently we are all subject to the actual earthly horizon, from 

our own uniquely moving viewpoints. The architecture of our 

physical world constantly repeats the horizontal form in floors, 

ceilings, joinery, and furniture.  Our upright nature forces a 

perpendicular response, making the horizontal line one great 

continuous link. In this way the horizon links the physical 

universe to itself by wrapping infinitely around the planet.  A long 

line may perform as an arrow, directing the viewer, moving 

attention along time, or in simultaneous time with another aspect 

of the picture plane.  Lines repeated along a given level in text 

read as dotted line, adding to a visual implication of continuum. 

McBryde in Who owns the Past says, in relation to time, narrative 

and simultaneity:  

 

Obviously no one owns the past, for the past does not exist.  The 

things we call objects from the past are in fact objects of the 

present.  Albeit they may have been constructed, or come into 

being at some past time.  They represent evidence that a past has 

 

 

existed but we can never know such things as they were in the 

past…it is the story we tell; or the story that someone who did 

exist in the past has told and managed to record.  We, as human 

beings, live in a flat time world, our total reality is only an instant 

thick.v 

 

I suggest that particular strategies in visual art allow us to 

negotiate relationships between past and present, here and there. 

Narrative structures are considered here in three ways: as stories 

across time, through the modernist sense of presence, or the 

‘now’, and in a post-structuralist fractured experience of picture 

plane with multiple viewpoints, which connect stories and private 

perceptions.  Layering and repetition produce many narratives in 

contemporary painting.  Dividing a work into multiple horizontal 

spaces breaks the linear narrative, particularly when each line 

may be read internally as a long thin painting in itself.  

 

 

 

 

 



Time(s) I, 2014. Digital photographic print and gouache on Epson 100% rag, 300gsm 
paper. 1.2m x 1m



Time(s) II, 2014. Digital photographic print and gouache on Epson 100% rag, 300gsm 
paper. 1.2m x 1m
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Loss 

 

A further private narrative of loss and the imprint of my personal 

experience of Holocaust are underlying. An idea of horizontal 

line here incorporates the Hebrew idea of olam (world), where 

time looks both forward and back, and sits upon the horizon.  

Olam incorporates a continuous connectedness, which contains 

the broken repetition here.  The notion of ‘far distance’ as being 

just at the cusp of comprehension is implied and connects to the 

contemporary sublime. 

The notion of the sublime is another intersecting filter in this 

study.  I characterize the sublime as an idea-which-isn’t, a non-

representational non-thing.  Inconceivability, or a failure of 

comprehension in the face of vastness in nature, develops into a 

role that the artwork itself plays.  It may be considered a ‘God’ or 

‘spiritual’ proxy in a post-religious Western world.   

 

The life and works of philosopher Walter Benjamin pertains to 

this project.  Benjamin was a German Jewish intellectual who 

took his life at age forty-eight in 1940 while fleeing Nazi 

persecution.  Most of the major critical theorists of the Frankfurt 

 

 

School, where Benjamin was affiliated, were exiled German Jews 

who escaped Nazi Germany to New York, including Max 

Horkheimer, Theodore W. Adorno, Herbert Marcuse, Erich 

Fromm, Siegfried Kracauer and Leo Lowenthal. Benjamin 

evaluated painting in relation to printing, both of which are used 

in my studio work.  His friendship with modern Kabbalah scholar 

Gershom Scholem indicates his interest in Jewish mysticism, 

which closely informs my praxis.  Benjamin discusses the 

differences between a painter and cameraman, and the 

phenomenology of being in the space of making either movies or 

painting.  The still into the moving image are connected yet 

different, each adding to a sense of completeness and brokenness.  

He writes: There is a tremendous difference between the pictures 

they obtain.  That of the painter is a total one, that of the 

cameraman consists of multiple fragments which are assembled 

under a new law.vi 

 

Subjectivity. 
 

French theorist Julia Kristeva first wrote in Desire in Language: 

A Semiotic Approach to Literature and Art how cultural objects 

refer to and shape each other.vii   Her term intertextuality discusses 
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Interpretation on the part of the image-maker must always be 

matched by the interpretation of the viewer.  No image tells its 

own story.ix 

 

I argue that the horizontal line can be a subjective device, 

allocated and positioned to depict the artist’s moving emotional 

and physical positions.  It places the viewer in relation to a 

vanishing point, and therefore in relation to the earth, often more 

than once, confounding an idea of one singular idea or viewpoint.  

As a long plane, we examine a line’s internal life, which may lead 

into an inner psychological subjective landscape.  The 

subjectivity of` landscape may be considered in terms of the ideas 

of Kant and Descartes, who wrote diverging works on the theory 

of subjectivity.  Hubert Schwyzer writes that Descartes allows 

only one’s inner life to contain subjectivity, while Kant includes 

exterior life and objectivity in his definition.x As subjectivity 

includes the artist’s experience as well as the viewer’s, both 

definitions are applicable. 

 

 

 

 

 

Liminality 

 
Liminality may be considered in physical space, or a political no-

place where people live between places.  Liminal space is interim, 

transitional. It is a fluid non-space or place between others like a 

stairwell or hall.  It operates as connective space, threshold or 

boundary.  This study considers the use of wall, portal, and 

roadside as liminal.   Limn as right of passage, as well as an idea 

of the Wandering Jew and diaspora is considered.  Liminality 

calls attention to an idea of boundary and edge; what’s in and 

what’s out; edges touching; contingency.  Horizontal lines in my 

work, in print, paint and format operate as liminal spaces. 

 
The Hebrew word da’at means knowledge or consciousness, and 

also embodies an idea of limn.  In the Jewish spiritual practice of 

Kabbalah, da’at is an internalised ‘empty slot’, not always 

accepted as existing.xi  Horizontal lines occurring in my works 

may be read as an ‘empty slot’ or interfering otherness, 

incongruous yet internalised within the whole.  The Jewish 

Diaspora may be considered a liminal space also, where the 

‘Wandering Jew’ is between communities, and between place, 



Time(s) III, 2014. Digital photographic print and gouache on Epson 
100% rag, 300gsm paper. 1.2m x 1m

Olive Press II, 2014, Digital photographic print and acrylic on card.  21cm x 30cm
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yearning for Israel and maintaining self.  In Diasporic Identities 

and Spaces Between 2012 the editor Robert Kenedy discusses 

liminality in context of diaspora communities and hybrid 

identities:   

 

Diasporic subjects therefore find themselves ‘in-between entities’ 

that are simultaneously real and imagined operating in the 

interstices between exit and entrance which might open for a 

single generation or extend for thousands of years.xii 

 

Place. Identity.        

 

Place here is discussed as a physicality existing in time and space 

as well as a metaphysical belonging.  Identity, place and 

displacement are linked in an experience of Diaspora. Lucy R. 

Lippard writes:  “Much has been written beyond the art world in 

the last twenty years about ‘a sense of place’ or ‘the spirit of 

place’, which are symbiotically related to a sense of displacement, 

‘longing and belonging’, or longing to belong.”xiii   

The etymology of ‘Place’ includes the internal and external. The 

Greek word topos and the Latin word locus also refers to 

 

 

boundaries or named spaces.xiv  By defining that a version of 

‘place’ requires that it be named, ‘place’ becomes not just a 

physical location, but one that only exists via human processing:  

if it hadn’t been named, it wouldn’t exist, argues Paul Carter in 

The Road to Botany Bay.xv 

 

In Jewish mystical creation theory, the world is created by the 

Hebrew alphabet, which descends from the spiritual realm to 

produce the world of matter, and therefore place. “Meaning 

“rests” (hovers) above individual letters, yet “resides” (lives) 

within words.”xvi  The primordial letter is the letter yood drawn as 

a small straight line with a calligraphic curl at its start.  Here line 

is at the very beginning of our concept of physical place, 

originating in the spiritual universe, and in existence via line in 

the form of the aleph-bet (alphabet).   

 

In Hebrew we read right to left, marking place as performatively 

opposite to English/Latin based literacy and Western logic.  I 

paint right to left, consciously and unconsciously.  For the English 

word ‘view’ are ten words in Hebrew.  While the English word 

includes these meanings, the Hebrew language and Jewish mind 



Olive Golan I, 2014, Digital photographic print and acrylic on card.  21cm x 30cm Gallery Installation, Line-up, 2014, mixed media on paper



Olive Press I, 2014, Digital photographic print and acrylic on card.  21cm x 30cm Olive Golan II, 2014, Digital photographic print and acrylic on card.  21cm x 30cm
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is programmed to be particular in this idea, and Talmudic 

scholarship is formed by discourse on viewpoint at its very basis.  

The Jewish in-joke “Two Jews, three arguments” is pertinent 

here. We are trained to have individual viewpoints, and to voice 

multiple viewpoints at once.  

 

Israel, 20,000 square kilometers of highly contended place, is a 

third smaller than Otago’s 32,000 square kilometers, half the size 

of Canterbury, or approximately Wanaka through Dunedin to 

Christchurch and back.  I have been to Israel five times and lived 

there for a year in 1985. Something inexplicably profound is often 

felt there, by peoples of all religions and religiousness, which is 

at odds with its international controversial persona.   

 

Since the sixth century BCE when Babylonians conquered the 

kingdom of Judah, Jews have been periodically displaced from 

Israel forming the Jewish Diaspora.  Being a Jewish people is 

about place and displace, experienced in a pattern of global 

settling and moving; welcome, hate and indifference.  Forever 

tied to Israel, and embedded in host countries, we belong and 

 

 

don’t belong, we feel attachment and distance.  A sense of 

movement, starting and stopping is ongoing. 

 

Dualities of the physical and metaphysical in the saying: as 

above, so below as set out by Hermes Trismegistusxvii in antiquity, 

is here extended into concerns with multiple viewpoint, 

intertextuality, and new historicism.  Drawing the line, 

overstepping the line, are founding tropes.   

 

The notion of the sublime here has offered me a language to 

contain a diasporic spirituality.  My ongoing methodology of 

painting with photography brings the digital into the present.  It 

allows me to interact with tactility, bringing touch back into the 

works, and countered the distancing machine-made nature of the 

print.  These foundational works on wall/portal of Israel saturated 

the Masters research process with connection to place and time. 

 

The idea of horizon lines alludes to histories.  The artwork may 

operate here as a placeholder:  a reminder of invisible 

metaphysical places or sensations, which are present but are hard 

to locate or hold on to.   
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Excerpts from Locate. Horizon. Line. 2016, Robyn Bardas. Dissertation 

completed in partial fulfilment of Master of Fine Arts. 
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T R A C I N G    
I S L A N D S 

 

Kevin Douglas Miles 

 
 

Apart from activities like fishing, walking, 

sailing, camping, cycling and flying; one particular 

activity seems to be increasing in popularity at the 

shoreline, namely surfing. This activity seems poignant 

as something that harnesses the movement of waves but 

also suspends the participants within the foreshore zone 

floating in that liminal area where tide rises and falls. It 

also seems to have characteristics that can be described 

as ranging from a state of limbo to one of propulsion. 

Gilles Deleuze, however, sees it as a sign of the times in 

his description of new societies of control where the 

“disciplinary man was a continuous producer of energy, 

but the man of control is undulatory, in orbit, in a 

continuous network.  

 

Everywhere surfing has already replaced the 

older sports.”1 Deleuze hints that he could be referring to 

the physical rather than the sedentary form of ‘surfing’ 

involving the Internet although the web version shares a 

root meaning with the former as it suggests moving from 

‘site-to-site’. Surfing: an obscure derivative of surf, 

which is the line of foam or part of the wave breaking on 

a shore or reef, is probably influenced by the spelling of 

surge. It is an extension of swimming that requires a 

board which allows the rider to float or ride just above 

the surface of the sea and to be propelled forwards 

sometimes at speed. This recalls the kind of courage to 

which Bachelard refers in Water and Dreams in the 

second to last chapter “Violent Water” where he presents 

us with a phenomenological look at the water of the 

ocean, using “a classification of dynamic characteristics 

of marine experience.”2 Curiously, Bachelard does this 

by showing us firstly the swimmer’s courage and then 

their complexes by citing the poet Algernon Charles 

Swinburne, and reading his love of swimming and 

accounts of the ocean in terms of what he calls the 

“Swinburne Complex.”3 The poet’s enthusiasm for the 

act belies the first experience of the child flung into the 
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water by the initiator (the father or swimming instructor, 

both laughing but in different ways) which carries 

associations with terror rather than pleasure, “the inner 

terror of the initiate”.4  

 

This rite of passage Bachelard describes as the 

“leap into the sea, more than any other physical event, 

[it]awakens echoes of a dangerous and hostile 

initiation…There are no other real leaps ‘into the 

unknown’. A leap into the unknown is a leap into water. 

It is the first leap of the novice swimmer.” 5  The 

Swinburne Complex then involves aspects of masochism 

and sadism that exist in being thrown or throwing 

oneself into the water and in particular the violent waters 

of the ocean that becomes a “schema for courage.” 6 

Bachelard similarly cites Byron, Charpentier, Hugo, 

Faust and Balzac and others who write about swimming 

and oceans concluding, by following Nietzsche’s drift, 

that a desire to “govern the sea is a superhuman dream. It 

is both an inspired and childlike will.” 7  This will is 

deeply wrapped up in the imagination of all who 

confront it and constitutes a will to power.  For my 

project it also explains and describes the relationship 

between space, matter, the imagination and the liminal 

boundary between the known and the unknown that 

draws us outward from the interior of the island to “curb 

the tumultuous sea with a glance, as Faust’s will desires, 

to throw a stone at the hostile floods, as Michelet’s child 

does.”8 It is the “extraordinary correspondence” that is 

established between the universe and man that is 

confirmed here; “an internal, intimate, substantial 

communication”9, suggests that there is more to learn 

from a study of the coastal place. In some of the images 

presented in this dissertation, this correspondence is 

suggested or evident. It is not the exterior actions that are 

depicted, but inward contemplation inspired by the 

external elements of ocean, whether in tempest or calm. 

 

Bachelard’s ‘topoanalysis’ can be defined as “the 

systematic psychological study of the localities of our 

intimate lives” 10  using an approach that focuses on 

certain poetic images and placial properties of space, for 

example the house and how the psyche is imprinted on it 

and in it – as discussed earlier. The purpose of 

poeticizing and philosophizing for Bachelard is to lay 

bare a topology or logos (account) of the topoi (places) 
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that we experience intimately. Phenomenology of this 

kind has been developed through the work of Husserl, 

who made the first breakthrough in his Logical 

Investigations and thereafter by Heidegger, Sartre and 

Merleau-Ponty, among others who developed the 

phenomenological movement. More recently Abram has 

expanded upon the life-world of Husserl to describe how 

human experience is enmeshed with the natural 

environment. In his book The Spell of the Sensuous he 

discusses the phenomenological foundations of language 

in comparing oral cultures with those irreversibly altered 

by the alphabetically written word.11 He points out that 

oral cultures recount stories in a way that is ‘place-

based’ and reciprocal whereas the written account of 

myth and story is disengaged from space and time, 

becoming fixed rather than cyclical; space becomes 

homogenous and time becomes linear. In oral traditions 

such as the ones he describes in North American Indian 

cultures, and Australian Aboriginal Dreaming stories; 

time is cyclical and also inseparable from place: “a time 

that is cyclical, or circular, is as much spatial as it is 

temporal.”12  

 

With the written word civilization lost the 

flexibility of spoken traditions in conveying experiential 

truths within stories and myths. In the oral universe time 

and space are indistinct. Abram cites two examples to 

begin with: that of North American tribes’ delineation of 

time as described by the emergence and setting of the 

sun around the horizon through the year, especially on 

high plateaus where the horizon is vast.  Similarly an 

“indistinction of space and time” are discussed in 

relation to Aboriginal Australian notions of the 

Alcheringa or Dreamtime in more than one chapter of 

Abram’s book in what he sums up as the “temporal and 

psychological latency of the enveloping landscape.” 13 

Rather than a notion of the past as being closed and far 

away, specific paths through the present landscape that 

resonate with individual topographies such as rocks and 

waterholes, access the stories of the Dreamtime. Through 

enactment people participate in the Dreamtime’s 

“coming-to-presence” and demonstrate the link between 

oral and cyclical space-time.  

 

 

 



Barq, Laughing Water 14-01-1870 (1)#1 2014,  digitally scanned 
medium format negative film 6x6

Barq, Laughing Water 14-01-1870 (1)#4 2014,  digitally scanned 
medium format negative film 6x6
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In my Western culture historical events and 

stories are generally written down and so therefore lose 

this phenomenological link with place that oral cultures 

maintain. This however shows us that ‘separable “time” 

and “space” are not absolute givens in all human 

experience. Our Western ideas of time as being linear or 

non-linear are after all a product of the imagination and 

are fictitious, along with other ‘beliefs’, whereas time as 

a part of the Life World, is apparent in the rise and fall of 

the sun: wax and wane of the moon and the ebb and flow 

of tides, as experienced in most given natural 

environments. This reflects in my work as a 

phenomenology of photography discussed earlier 

suggests that, traces of the object or of place and of event 

are maintained through the photograph, or by the 

experience of first making and then viewing the 

photographs. My images of the shoreline are first 

experienced in the moment of making, then again in the 

experience of developing and printing and thirdly in the 

moment of viewing. More importantly it is the 

photograph’s transparency that puts us in “perceptual 

contact with the world”14  

 

As a phenomenological approach to an island 

through photography, the body is considered the primary 

site of knowing and understanding the world. 

Photographs, as has been explained, are 

phenomenologically linked to ‘what they are of’ and 

indeed bare traces of that phenomena. The exhibition of 

this work is a means of bringing my bodily experience of 

these places to the viewer. 
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The Pool series of paintings was inspired by photographic images taken in 

and around the Moana pool complex in Dunedin. The pool provided the 

structure to support an exploration of formal, or picture making concerns, 

initiating an engagement with concepts of space. 

 

Painted in acrylics on canvas or paper supports, the layered and reflective 

nature of the composition of these paintings is expressed in the materiality of 

the paint. The image is built up in multiple acrylic washes, to allow in places 

for underlying layers to show through. As each wash is applied over the 

previous, a transparent quality is created. Layers can be indicative of time, past 

and future, of memory, forgotten and remembered. As one layer recedes into 

another, the image becomes a palimpsest, revealing multiple layers within the 

single image. 

 

POOL
Mandy Joseph

Blotting and masking techniques allow in places underlying layers to emerge. 

Layers and reflections invite consideration of concepts of space and reality. 

Reflections confuse the juncture where inside meets outside and interrupt the 

pictorial plane. An ‘other” space is suggested by the ambiguity created 

between figure and ground, something and nothingness. This third or “other” 

space reference’s ideas such as Khora, Heterotopia and the Liminal, all of 

which have multiple and potentially ambiguous applications. 

 

Masking fluid is used in the initial stages of these paintings to ensure the 

strongest ‘lights’ in the image are not lost. The areas masked are areas of light 

or reflected light. The built environment is revealed or emerges from the space 

created when the masking fluid is removed after the application of acrylic 

paint washes. This process transfers the focus from ‘object’ or ‘figure’ to light 

and space that in traditional painting practice occupies that area described as 

ground. Figure/ground concerns become a focus of the painting process, 

where the built environment is painted as a byproduct of the marks made to 

capture light and space, challenging traditional conceptions of space. 

 

The traditional representation of figure and ground, where figure is given 

primary importance, and ground is merely that which supports it, reflects 

philosopher Jacques Derrida’s (1930- 2004) analysis of the inherent hierarchy 

existing between binaries. The figure-ground binary operates at a broader 

cultural level as a mental construct or system of looking at the world, to which 

Western civilization is deeply committed. This system perpetuates a certain 

view of the world, directing focus to figure. Cubism’s impact on this binary was 



Pool 4, 2014, acrylic on paper, 70 x 105cm Pool 5, 2014, acrylic on paper, 70 x 105cm
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to flatten the figure-ground value structure, deconstructing the hierarchical 

dialectic, and opening our ways of seeing figure and ground in both painting 

and in a broader application to our view of the world in general.1 

 

Khora and the Space Between. 

 

Derrida’s strategy of deconstruction and its application to the binaries; figure 

and ground, real and unreal, inside and outside suggests a space may exist 

somehow outside of or between these oppositional categories. In the Pool 

paintings, there is ‘inside’ and ‘outside’, but also an ambiguous area of overlap. 

The suggestion is that a third dimension exists, a space that hovers somewhere 

between our traditional understanding of inside and outside. This is a space 

Derrida called khora. 

 

The Greek term khora was first explained in Plato’s Timaeus,2 and although 

difficult to translate, has been referred to as an “empty abyss, a no-place we 

experience in the fear-and- trembling moment of uncertainty and loss, a dark 

night of the soul waiting without response.”3 Derrida took khora to mean 

“other” space, the place that exists between the real and un-real. 

Deconstruction allows us to think of space, non-space, but also some “other” 

space, which exists somewhere between the two. Khora is this “other” space. 

In the Pool paintings, the architectural reality of the pool space is dismantled 

– or deconstructed. The built environment dissolves, and an “other” space 

remains, a space revealed behind the diminishing or dissolving structural 

environment. 

 

Heterotopic Space. 

 

French philosopher Michel Foucault (1926-1984) also discussed space, 

introducing the term heterotopia to the social sciences in The Order of Things 

(1970)4. In similarity to khora, Heterotopia is a place of “otherness”. Foucault 

appropriated the term heterotopia from anatomy where it “refers to parts of the 

body that are out of place, missing, extra or like tumours, alien.”5 Kevin 

Hetherington defines heterotopia as spaces of alternate ordering; 

 

Heterotopia organise a bit of the social world in a way different to that 
which surrounds them. That alternate ordering marks them out as 
Other and allows them to be seen as an example of alternative way 
of doing things. Doing things in a different way is what modernity 
has always been about.6 

 

Heterotopian space is related to utopia. Utopia is a concept derived from two 

Greek words eu- topia meaning good place and ou-topia meaning nowhere, 

essentially; a perfect place which does not exist. Louis Marin (1931-1992), in 

Utopics: The Semiological Play of Textual Spaces,7 explores utopias and 

examines the space or chasm that exists between eu- and ou- topias. This 

is a space between the good and the non-existent, and Marin suggests this is 

where Foucault’s heterotopia lies. Heterotopias physically exist, and they are 

a space somewhere between a utopia and nowhere. 

 

Heterotopia has proven to be problematic to define, largely because 

Foucault’s infrequent and brief references to the concept are limited. Peter 



Pool , 2014, acrylic on canvas, tryptich, 3 x 100 x 160cm
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Johnson gives a contemporary reading of the concept heterotopia to include 

among other things, spaces of free time, with an emphasis on play and 

holiday.8 They are institutions and places that provide an interruption to the 

normality of quotidian existence. It is here that heterotopia becomes relevant 

to the Moana Pool project, which concentrates on a public space, a swimming 

pool (possibly a heterotopian space), producing images which reference a 

space somehow outside or beyond everyday space. 

 

British Artist Rachel Wilberforce (b. 1975), explores the idea of heterotopia 

in her practice. Wilberforce subtly reveals “other” space in seemingly banal, 

everyday contexts. Wilberforce speaks of her desire to pose questions 

about space in the everyday and our ambivalent relationship towards it.9 

Referencing Cubism, she reassembles fragmented photographic details, 

creating a palimpsest or layered image which explores binaries such as; 

historical and present, fictitious and real, liminal and fixed. At the core of her 

practice is the concept of heterotopic space as it exists in the contemporary 

commonplace: 

 

[Wilberforce] engages with the concept subtlety and obliquely, 
revealing the ‘other’ side of seemingly quotidian spaces, or to put it 
in another way, her work finds heterotopia in the most unexpected 
places.  In photographs, film, collages and installations, Wilberforce 
discovers places with uncertain borders, sites on the edge, cut off and 
precarious, hovering between different histories, uses and 
meanings.10 

 

 

 

Hilde Heynen in Heterotopia Unfolded (2008)11 questions the usage and 

interpretation of heterotopia, suggesting it may be “too slippery a term to be 

of any fundamental significance in the discourse on space and culture.”12 

However, Heynen goes on to say that “arguably, the wide range of 

interpretations is even symptomatic of the ambiguity of the notion itself, and 

encourages crucially thought provoking probing of the contemporary urban 

condition.”13 She states: 

 

Pursuing the idea of heterotopia offers a productive strategy to 
investigate these conditions, because it introduces a third term in 
situations where strict dichotomies – such as public/private; 
urban/rural or local/global – no longer provide viable frameworks 
for analysis.14 

 

Liminal Space. 

 

When considering ‘Space Between’, liminal space describes that space 

bridging the path or providing a portal from one space or time to another. 

Architectural elements are used to suggest that space between one world and 

another, public and private, real and unreal. Quentin Stevens describes liminal 

space occurring “at building thresholds which mediate between different 

behavioral settings, between public and private realms and between indoor 

and outdoor space, people experience release from the limitations and order 

of spaces where they have defined roles and commit their attention to 

specific tasks.”15 

 



Untitled, 2014, acrylic on paper, 70 x 105cm Untitled, 2014, acrylic on paper, 70 x 90cm
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Victor Turner defines liminal space primarily in terms of tribal rituals in pre-

industrialised societies.16 Liminoid phenomena including modern art, leisure 

and entertainment, refer to those practices that have liminality as their essence, 

but lack the ritual aspect of tribal rites of passage. Sharon Rowe, in Victor 

Turner and Contemporary Cultural Performance17 examines the distinction 

Turner makes which excludes sport and leisure activities such as would be 

undertaken at a public pool.  She states: 

 

Modern Industrial societies, as uniquely secular, are often thought 
empty of ritual, thus empty of genuinely liminal phenomena. But I 
will argue that contemporary sports present this ludic essence, and 
thus are modern-day variants of the liminal. I will further argue that 
there is no need to distinguish liminal and liminoid as Turner 
does to distinguish modern sport from its ancient variants.18 

 

Thus, in contemporary societies liminality can be read as a time outside 

reality, where it is possible to play, to disengage with the mundanity of the 

quotidian. It can be referred to as those places or spaces that literally or 

symbolically create a passage or threshold to transfer from everyday 

formalities into a space where creativity, spontaneity and reflection are 

enabled. 

 

The use of window and door frames, and the impression of architectural 

structures in the Pool paintings position the viewer within one space, the 

‘inside’, looking out to other multiple spaces, both real and reflected, ‘inside’ 

and ‘outside’. Archways or passages, windows and doorways infer liminal 

characteristics. The viewer’s eye is drawn through the passage, which in 

liminal terms expresses a portal acting as a metaphorical device for the space 

that is “betwixt- and-between.” 

 

In conclusion, Dunedin’s Moana swimming pool complex provides the motif 

to support an engagement with concepts of space in the Pool series of 

paintings. Concerned with binaries, Derrida’s deconstruction strategy 

provides a theoretical framework through which binaries such as figure and 

ground, inside and outside, reflected and real can be thought of as dismantled 

or overturned. This opens the discussion to the possibility of “other” space 

existing between traditional definitions of these binaries. This third or “other” 

space may exist as concepts such as Khora, Heterotopia and Liminality, all of 

which are shown to have multiple and potentially ambiguous applications. 

Nevertheless, and despite their ambiguous nature, an awareness of the theories 

and concepts discussed here can provide a useful adjunct to the analysis of 

the Pool series. 
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The Space Between 
“Rather than dismissing the trend as a side effect of digital culture
or a sad form of exhibitionism, maybe we’re better off seeing selfies
for what they are at their best — a kind of visual diary, a way to
mark our short existence and hold it up to others as proof that we
were here. The rest, of course, is open to interpretation.”

Jenna Wortham reflecting on the Selfie. 
- New York Times, October 19th, 2013.1

Our lives are more documented than ever before. The food we eat, the activities we partake 
in and the places we travel to have all become part of a trail of images, likes, geo-tags, check-
ins, shares and uploads.  Our lives have become molded and extended through technological 
intervention. We can instantly see the actions of people half a world away from us; all through a 
device that sits in the palm of our hand

It is cliche to say that we live in a time of greater connectedness; and yet the technology that 
enables this “connectedness” is imbedded into our lives. The photograph has been co-opted as 
the vehicle for this connection; snap, edit, share, repeat. 

Visitors to the AS Gallery exhibition would feel an itch of familiarity with the large images 
displayed during the show “....travelling alone, sir?...” These hyper realistic images of 
20-somethings turning their cameras upon themselves sit next to smaller observational images 
and a group of six polaroid prints. Viewers recognise the shift that our photographic consumption 
has undergone in the last decade. With the images now created on, and shared by, a singular 
device the scenes shown here are no longer uncommon. The large scale prints become ironic 
within the AS Gallery space; they are of an event that has begun to preclude us from having to 
set foot in a gallery space to view such images. Photographs are now piped directly to us, our 
phones, our screens and our tablets and it this familiarity with Selfie images, and the process of 
their creation, that is exploited in this exhibition.

This unquestioning acceptance of the authenticity of the social media Selfie was put to the test 

1.Wortham, Jenna. My Selfie, Myself. October 19, 2013. http://www.nytimes.com/2013/10/20/sunday-review/my-selfie-

myself.html?_r=1 (accessed March 17, 2015)

 

A L E X   L O V E L L   S M I T H 



in September of 2014. A Dutch Graphic Design student named Zilla van den Born hit headlines online for 
conducting and publicissing an unorthodox experiment. Through the manipulation of found photographs 
and social media accounts she convinced friends and family that she traveled from Holland to South East 
Asia for a 42 day long holiday. She in fact never left her home town and, with the help of her boyfriend, 
recreated photos in her apartment complex using props and decorations and constructed others through 
the use of digital manipulation. In her words, the project was

“…to show people that we filter and manipulate what we show on social media,
and that we create an online world which reality can no longer meet. My goal
was to prove how common and easy it is to distort reality. Everybody knows that
pictures of models are manipulated. But we often overlook the fact that we
manipulate reality also in our own lives.”2

Van den Born’s project highlights the argument put forward by Boris Groys3 that documentation, 
especially photographic documentation, cannot be discerned through sight alone. Van Den born’s project 
also prompts a discussion about the creation of a narrative history through the use of photographs, and if 
selfies, or the images of selfies being taken ties into this creation of photographic narrative.

Are the online lives and actions that we see represented in photographic form on social media the reality, 
or are they fabricated and manipulated in the same manner as Van den Born’s project? The placement of 
digital photographs within these online platforms is a reflection of Boris Groys’ discussion on the use of 
photographic documentation when presented in a gallery environment. Groys discusses the way in which 
it is possible to place documentation of life within a gallery without perverting the documentation itself.
He argues that the gallery space is in of itself a “life space”4 and so placing art documentation within 
such a space achieves the same goals as narrative does to describe time - it becomes an inscription of 
life within the space. Following this argument, has the Internet and the social media outlet become a 
substitute for the gallery space? It seems that instead of achieving the same status that Groys outlines, the 
Internet and social media platform is currently in an awkward middle ground. As highlighted by Van den 
Born’s project, it is neither a gallery environment, nor is it purely a collection of empty Selfies, the hollow 
noise of people desperate to communicate. Instead it is an experimentation that asks the question - if 
something is photographically documented and uploaded online, did it really happen? Or, is everything we 
see online, every photo and Selfie, every news article, a cunning construction of the reality that suits the 
subject?

2. Burgett, Gannon. Dutch Girl Fakes a 5-Week Vacation to South East Asia by Posting Phoney Photos to Facebook. September 11, 2014. http://petapixel.com/2014/09/11/dutch-girl-fakes-
5-week-vacation-south-east-asia-postingphoney-photos-facebook/ (accessed January 19th, 2015).
3. Groys, Boris. “Art in the Age of Biopolitics: From Artwork to Art Documentation.” Documenta, 2002: 108-114.
4. Ibid

The Aura of an artwork, as described by Walter Benjamin, is something that is created at the same 
moment that it is lost - it emerges only in the second that something is reproduced. The way in which the 
viewer absorbs a photographic work can also define its lack of aura.  If you stepped into the AS Gallery 
space to view these images then you have moved yourself physically in space to these works, as opposed 
to finding them reproduced online or in this publication. If we travel to see the work, if we are forced to 
move, to leave the comfort of our homes in order to view the work in a gallery then that work must be an 
original.

“Originality has not been lost… it has become variable…”

- Boris Groys.

The way in which an artwork is placed in context, its history and its site within which it was created all 
contribute to this aura and thus to its originality. Mechanical reproduction and visual determination are no 
longer the means to determine an original from a copy and instead site, context, history and aura are more 
important.

Experiments like Van den Born’s project appear, in relation to Groys’ theory, as an example of the way in 
which our relationship to the photographic image has shifted and altered in the last decade. In a short 
space of time our consumption and absorption of images has undergone an insidious change. We are 
now potentially saturated and overwhelmed, by the volume of images captured, disseminated and viewed 
through hand held devices and screens. This shift has created an image-viewing culture that is obsessed 
with creating narratives through carefully selected images, narratives that are forgotten and lost the 
second they are not being observed. We no longer have to travel to a specific site - a gallery or museum - 
to see photographs; instead they are piped directly to our phones and screens.

On display within the AS Gallery were a selection from the 15 images that make up the series of 
35mm photographs, which in turn are part of the larger MFA project The Server Room [50°05’07.2”N 
14°24’46.5”E]. This selected series of images range from street scenes in Marrakech and DresdenLondon, 
to the sea and dunes around the northern tip of Denmark as well as interiors, people and events from six 
months spent in Europe during 2015. 

The images are not about observing the environments placed before the lens of the camera but instead 
are about the effect that these environments have on the photographer. The particular images that make 
up this series have all been chosen to reflect the way that the places photographed have become stuck 
in the photographer’s mind, existing outside of the huge volumes of digital ephemera generated over 
the course of six months of travel. There is a causal nature of image making that becomes apparent with 
digital media and smartphone cameras that is not present when the process of 35mm photography is 



used. Even with over 2.5 billion camera equipped smart phones5 out in the world today there is a process 
and methodology that is inherent to the 35mm format that requires a greater sense of engagement 
than that of the digital realm. The images taken in these spaces were not to be seen immediately, not to 
beuploaded instantly in order to garner “likes” or “shares” on social media, they were part of a process 
that extended out beyond the 10, 20, 50, 100 seconds that they were taken in. Non-digital image making is 
about witness, evidence and document6 and this series of 35mm images is a culmination of that process.

The use of this technology was also a reaction to witnessing the digital images
being made in almost every location visited. There was no longer the presence of photography as an 
embalmer of time, and instead people were taking, sharing and uploading photos just as quickly as they 
could get cell phone reception. To shoot with 35mm was a conscious decision to slow this process down, 
to evaluate what was within the frame and select the images made, physically made, and whether they 
were of something that was worth carrying onwards on the journey. At the same time, they play a Devil’s 
advocate role, with some of the images being taken in an identical snap shot style to the myriad of digital 
images being made in these locations. This use of 35mm is a way of holding a mirror up to the act of 
observing after the act of observing has taken place, turning those that are being observed into a tangible 
object that can be both physically and symbolically possessed7.

Slick Selfies is a series of seven large-scale, high-resolution images that all feature subjects engaging with 
their mobile phones or other digital image making devices. The images in this series are so familiar in 
content - people photographing themselves, taking Selfies in odd locations, posing in front of their own 
cell phone lens - that we overlook their staged nature and instead engage with the subjects, that are in 
turn engaging with themselves. The construction of these images and the relationship between the viewer 
outside of the frame, and the subject engaging with their smartphone, oblivious to the viewer, creates an 
uneasy dislocation between subject and object, viewed and viewer. They are straddling the line between 
the instantaneous and the critical; holding a mirror up to the act of Selfies while trying to remain critically 
distant.

This series is refuting the shift in our relationship with the image and creates a paradox of delayed images 
taken of instant images being created; Selfies that were never transmitted via social media captured 
in digital format that has not been deployed in any other way. The “Digital Revolution” of the 1990’s 
and the increase in digital photography is indicative of a desire to untether the camera from its lack of 
instantaneity. The precedent for this desire exists with the invention of Polaroid “One Step” film but even 

5. Lunden, Ingrid. 6.1B Smartphone Users Globally by 2020, Overtaking Basic Fixed Phone Subscriptions. June 2, 2015http://techcrunch.com/2015/06/02/6-1b-smartphone-users-globally-
by-2020-overtaking-basic-fixed-phonesubscriptions/#.x16onic:RPIH (accessed October 12, 2015)
6. Wall, Jeff. “”Marks of Indifference”: Aspects of Photography in, or as, Conceptual Art.” UCLA Department of Art. UCLA.1995. http://www.art.ucla.edu/photography/downloads/wall001.
pdf (accessed December 5, 2014).
7. Sontag, Susan. “The Image World.” In On Photography, by Susan Sontag, 153-182. London: Penguin Books, 1979.

this was not enough as a method for “instant” image sharing.

The smartphone camera is the step beyond this, providing a method of capturing parcels of time and 
transmitting them instantly, globally, all in one device. But there is no chance, no accident when it comes 
to this method; you are able to choose the image, to orchestrate it, edit it, and then disseminate it across 
social media networks. 

Slick Selfies is a documentation of this process, of the orchestration of the “instant” image that is clearly 
the construction of a fiction. These images are a step outside of the frame of the smartphone screen, 
bringing a level of complexity to the constructed image and loading the snapshot style with layers of 
complex construction. Drawing from the layers of dislocation and pictorial confusion present in both Jeff 
Walls Picture for Women (1979) and Velázquez’s Las Meninas (1880) this series explores the complexity 
ofthe social media image, the Selfie as it exists in the world. 

The images presented at the AS Gallery show are a culmination of the past two years of research 
and experimentation. This project arose from a fascination with the Selfie, and the acceptance 
of it in our now predominantly image based culture. What developed out of this fascination was 
a specific interest in the idea of conceptual photography, and how this differs from the Selfie 
and social media image.  These experiments explore methods of resistance to the changes the 
Selfie has wrought. The different processes and technologies used in these final works is not an 
obsession with the technology involved in photography, instead this range of technology has 
all had some part to play in creating a body of work that is a document of a life. These formats 
and images are all concentrated on removing things from sites and placing them in new sites; 
taking the landscapes and people photographed in one part of the world and re-territorialising 
them within this country, project and gallery environment. This de-terrortorialisation and re-
territorialisation is what gives this body of work greater meaning than the simple snapshot 
digital Selfie and the images presented in this exhibition are neither a promise for future work 
nor a referent to a past work. They are embracing the fluidity of the new photographic realm 
but are maintaining a critical awareness, an ability to see their own construction, each deploying 
a postmodernist strategy to carry their conceptual ideas forwards into a new, vastly changed 
photographic world.
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