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ABSTRACT 

This doctoral project presents an aesthetic inquiry into works on paper and installation that 

are distinguished by a contemplative development of non-mimetic patterns. Relief etchings 

and linocuts dominate the research, spanning a range of media, including drawings, 

monoprints, kinetic sculpture, and video. This research is based upon an improvisational 

methodology that is diversified in response to the interactivity between ideation and 

material engagement. Change and constancy, motion and stasis, and form and formlessness 

are co-dependent, conceptual binaries establishing the foundation of this dialectical inquiry. 

Seeking to reconcile a transformative flux with constancy, geometry is examined as a means 

of understanding the relational dynamic between mind and matter and as a reference for a 

speculative, cosmological inquiry. Through my studio research, I have developed a pictorial 

language from essential motifs, and the exegesis argues that through its metaphoric agency, 

the particularity of art indicates an immanent materiality. This is consolidated by my 

research on how physics informs our understanding of materiality, with etchings made in 

response to the philosophy of physicist David Bohm. 
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INTRODUCTION 

This exegesis aims to outline the theoretical context for this doctoral project, to 

demonstrate its operational and conceptual development, and to indicate the potential new 

understanding expressed at the level of individual works and the summative impact of the 

final exhibition ‘Infinitude’. 

The project is framed as a cosmological quest to create a convincing, geometrically based 

abstraction of the universe. I use printmaking as my primary methodology, as making art is 

materially factual but also grounded within its imaginative, ideational development. 

Consequently, the exegesis follows a structure of interlocking rather than sequential 

chapters and because of the critical reflexive link to practice, the exegesis contains a 

lengthier discussion on technical production than is typical. The structure of each chapter 

mirrors the larger form of the exegesis in using individual works as building blocks to explore 

concepts that are usually expressed in metaphoric terminology, such as tabula rasa, veil, 

synaesthesia and consciousness; these terms are common to the metaphysical domain that 

exists at the intersection of philosophy, physics, and art theory. Here, all such terminology is 

made concrete or given specificity in the writing, not only by citational linkage to the 

sources in those fields but also by demonstrating operational application to specific works 

or methods of creation. 

Tom Barone and Elliot Eisner argued in their 2012 publication Arts Based Research that 

when research by a creative artist involves individual speculation, it is an acceptable and 

necessary instance of the minimum (n=1) sample size.1 Long before the contemporary 

framing of art as research, or art as a way of making sense of the world, a diverse range of 

twentieth-century artists, such as Kurt Schwitters, Sonia Delaunay and Joseph Beuys, 

demonstrated that a personal, metaphorical reconstruction of the world in terms of 

cosmological or metaphysically geometric form could have global impact. However, my 

approach differs from many twentieth-century artists, such as Barnett Newman, who sought 

to create a personal mythology to reintroduce mystery into abstract art. This affirms the 

exegetical demands of my overall thesis.2 
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Therefore, I stress the speculative nature of the insights I have gleaned from my exegetic 

research: my interpretative insights rely upon a contingent understanding of the 

interdependent correspondences between my studio and theoretical research. I emphasise 

that my artworks are indicative rather than representative of cosmological theory. It is 

through an exegetic analysis of my artworks that I establish cosmological principles that rely 

upon the theoretical research I’ve undertaken, and to which my artworks conceptually 

cohere as primary entities. While the necessary first-person register for exegetical writing is 

slightly amplified, as might be expected in describing or contextualising a personal 

imaginative quest, I have stayed attentive to the demands of discursive argument, clarity 

and citation protocols in any academic investigation. 

I have not modelled myself on any particular artist, but naturally my art overlaps with 

various practitioners. I have an affinity with artists such as Bridget Riley, Sean Scully and 

Martin Puryear, all of whom value modernism and recognise that artists work within a 

historical continuity. It could be suggested that the metaphysical character of my exegesis is 

trans-historical, but I hold an abiding respect for tradition and the aesthetic inheritance it 

provides.3 Nature is my primary exemplar and consciousness is a primary medium. Much of 

the aesthetic correspondence I share with artists stems from those who are astute 

observers of nature, such as Paul Klee. During the 1990s I drew largely from nature4 for five 

years using only pencils, followed by drawing with black pens for about five years. In this 

latter duration, an abstract, more personal visual language slowly evolved as I shifted from 

depicting the appearance of nature to articulating its unseen mechanics. My aim was to 

construct a distilled concentration of natural principles. 

The emphasis the artist Jean Arp places upon the principles of birth and growth is a 

common point of ideation. My calligraphic etchings such as Elemental (2019) (Fig. 2) explore 

the theme of natural motion, which can be observed in the water or wind, and similarly 

recognised in Leonardo da Vinci’s series of Deluge drawings. Central to these drawings is a 

recognition of pattern in flux. My use of a ‘dot’ motif in particular linocuts presents an 

aesthetic resonance with contemporary acrylic paintings of the Australian Central Desert art 

movement. My artworks have no cultural relevance to this movement. As I note in this 

exegesis, my use of different size drill-bits to rapidly and accurately multiply dots or points 
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across gradient fields over the soft linoleum surface form part of a personal cosmological 

exploration. Unlike Australian Indigenous painters, printmakers such Brian Robinson have 

often opted for pictorial motifs rather than regular geometric patterning, but the density of 

repeated forms does create an optical correspondence with my work and is common to 

many cultures using complex repetitive patterns. I have stayed conscious to this and moved 

closer to the optical flow associated with pure geometric repetition. 

My linocuts also share a stylistic affinity with paintings by Yayoi Kusama; however, I have a 

greater interest in pictorial structure than the visually shallow proliferation of marks in 

Kusama’s paintings.5 My use of spatial plasticity has a closer affinity with the structural 

optics of Riley. My conceptual approach to structure corresponds with the printmaker M.C. 

Escher’s consistent interest with the infinite. While my aesthetic style contrasts dramatically 

with Jackson Pollock,6 my approach to drilling linoleum has a parallel with his systematic use 

of pattern to compress visual layers.7 

The series by Josef Albers titled Homage to a Square demonstrates that a visual magnitude 

can be suggested by inserting a square into a square, which can be observed in my etching 

Image (2019) (Fig. 67). Based upon a relational dynamic between stasis and motion, the 

geometric plasticity of Albers’ 1950s series Structural Constellations suggests visual volumes 

and pictorial tensions similar to the central component of Revolution (2015) (Fig. 93). The 

austere systematicity observed in Sol LeWitt’s Small Etching/Black & White No. 1 (1999) 

(Fig. 50) corresponds with the visual vocabulary I have developed to engrave works such as 

Reflection 2 (2015) (Fig.49). My drawings present dense visual surfaces that resonate with 

artworks by Agnes Martin, such as Tremolo (1962) (Fig.30). The following literature review 

includes various aims of my project. 

3 

 



LITERATURE REVIEW 

My idiosyncratic focus upon the cosmological implications of geometry intersecting with art 

practice means that the discursive sources I have engaged with span across several 

disciplines—in particular, art and music theory, philosophy, and science. Consequently, the 

range of resonant and relevant arts practitioners is more narrow than usual. I have 

undertaken extensive annotation of many texts to establish a better understanding of my 

broad topic. The following outlines my primary sources, including key aims of my doctoral 

project. 

Researching J. V. Luce’s An Introduction to Greek Philosophy was invaluable in 

understanding some of the foundational principles upon which Western art is established.8 

For instance, Aristotle proposed the concept of an essence relating to our use of metaphor; 

Pythagoras’s philosophy regarding number and the cosmos relates to creative uses of 

pattern, vibration and metaphysical geometry; and the Stoics outlined the regenerative 

character of the material world.9 As the emerging theme of infinitude increased in my 

response to researching patterned continuums, so the Neoplatonic tradition assumed a 

greater relevance, in terms of its proposal that existence is a finite subset of an infinitude. 

My interest concurs with Plotinus emphasising an artist’s engagement with geometric 

principles that underly a sentient universe demonstrating an expressive implacability. 

The ancient idea that the material world can be understood as a type of active intelligence is 

suggested by aspects of modern physics. In some respects, the physicist David Bohm’s 

Wholeness and the Implicate Order10, and its associated texts, echoes the mathematician 

Alfred Whitehead’s Process and Reality: An Essay in Cosmology.11 Working outside the 

creative disciplines, these thinkers presented an alternative way for me to understand my 

topic.12 Bohm attributes a determinism to materiality,13 a concept that is reinforced by the 

dependency pattern construction has upon a relational dynamic between change and 

constancy. 
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Bohm uses an analogy of a hologram to describe how the structural, transparent motion of 

consciousness integrates with materiality: “the entire object is contained in each region of 

the hologram, enfolded as a pattern of waves, which can then be unfolded by shining light 

through it.”14 Forming the basis of an ‘implicate order’, Bohm suggests that the 

mathematics of the quantum theory correlates with the principle of a hologram by 

describing “a movement of waves that unfold and enfold throughout the whole of space.”15 

Consequently, as the physicist F. David Peat states, our “everyday notions of space… apply 

only at the surface of things, within the explicate order.”16 Bohm proposes that the material 

world can be understood as a layered fabric composed of an infinite micro-scoping of 

consciousness: 

I have an idea of an implicate order and beyond that a super-implicate order, and so 
on—to orders that are more and more subtle ... The word ‘subtle’ has a root sub-text 
meaning ‘finely woven’. You may think of nets of consciousness that are finer and 
finer, or we may think of capturing finer and finer aspects of the implicate order. 
This could go on indefinitely ... I think there is an intelligence that is implicit there. A 
kind of intelligence unfolds, the source of which is not necessarily in the brain. The 
ultimate source of intelligence is much more enfolded into the whole.17 

Bohm suggests we are parts of a whole, restrictively enmeshed in a processual, material 

dimension that behaves as a multifaceted intelligence. The simultaneous unfolding and 

enfolding he outlines acts in accord with patterned continuums I use to connote a 

gradational mechanics of manifestation and dissolution. As images printed upon works on 

paper, these patterns exemplify how a surface may imply space. 

For Bohm, cosmos and consciousness integrate as “one unbroken totality of movement.”18 

Within this dynamic, mind and matter mirror: 

scientists tend to say that fluid is … made of atoms, which are actually “separate 
building blocks”… [but] atoms dissolve into a poorly known, deeper structure that 
ultimately merges with the field of the whole universe … our brains and nervous 
systems, have a similar constitution … we in our act of observation are like that 
which we observe: relatively constant patterns abstracted from the universal field 
movement, and thus merging ultimately with all other patterns that can be 
abstracted from this movement.19 

The principle of the ‘observer and observed’ is central to an exegetic analysis of abstract 

artworks: in their seeing, a viewer and artwork are indivisible. Significantly, art suggests an 
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expressive presence: perhaps, it is artists who sense the emotional and progenitive 

characteristics of our world most poignantly, complementing Bohm’s understanding of “the 

total order of the universe, i.e., cosmology.”20 

Researching Robert Lawlor’s Sacred Geometry: Philosophy and Practice enabled me to 

understand geometry as an intersectional discipline bringing together art, music, 

architecture, physics and cosmology, suggesting a coherent correspondence between 

structural thinking, materiality, and form.21 Lawlor presents the traditional Hindu concept 

that the Divine divides itself to form its “self-created opposite, the manifested universe… a 

nourishing placenta through which this Divine self-idea is embodying itself.”22 A cosmic 

narcissism acts at the root of a universe that can be considered a state of flux: Lawlor 

proposes that humanity is a microcosm of “the consciousness which can reflect upon 

itself.”23 Lawlor’s reasoning formed the nucleus of a key theme of my project: an abstract 

intelligence continually reflecting, in a process of apperception, upon its own emotional, 

mutable expression as material form; this coheres with my ideational experience as I reflect 

upon or make art. In this context, inspired creativity can be understood as an agitation, 

acting as a propulsive, clarifying catalyst orientated towards a tangible fulfilment. 

Researching Maurice Merleau-Ponty’s Basic Writings established an understanding of how 

the expressive character of the world indicates that materiality qualitatively possesses an 

immanence, implying the agency of an emotional, abstract intelligence. Regarding the 

conductive instrumentation of the body, Merleau-Ponty illuminates the role of perception in 

a way that corresponds with the projective and reflective agencies of a practising artist: the 

body is a sensorium that exists “between the seeing and the seen, between touching and 

the touched… a blending of some sort takes place – when the spark is lit between sensing 

and sensible.”24 Symptomatic of an expressive universe in which mind and matter mirror, 

the physiological symmetry of the body indicates a proportional alignment between our 

feeling, thinking and the world with which we reflectively interact. 

My thesis involves a cosmological principle of centrality, investigated by Rudolph Arnheim in 

his book Visual Thinking.25 Aiming to integrate a point of origin with the infinite, this 

principle involves the polarised directionality and dynamic inversion between an expanding 

6 

 



central point and contracting circumference. It presents a paradox, summarised by 

Immanuel Kant: “in an infinite space no point can properly have the privilege to be called 

the centre.”26 Arnheim outlines Kant’s qualification of this paradox: “one area of greatest 

density… served as the fulcrum, from which nature originated by spreading in all directions 

of infinite space.”27 A key aim of my doctoral project is to mobilise the principle of centrality 

artistically so as to indicate a clear accessibility to notions of the infinite. This exemplifies my 

broader aim of making art based upon the natural principle of transformation.28 

In The Poetics of Space, Gaston Bachelard distinguishes the reflective capacity of the mind: 

“everything specifically human in man is logos.”29 A contemplative creativity may employ 

the principle of reflection, perceptually magnifying the intimate while inversely 

concentrating the imaginative to a measurable state, suggesting that a sense of wonder can 

be stimulated by evoking the infinite through the finite. While art objects are restricted to 

exemplifying the magnitude of the imagination, this implies the access to a reflective use of 

metaphor, recalling an imagination nourished by creative activity. 

Researching Susanne Langer’s Feeling and Form was indispensable in understanding how 

our structural consciousness interacts with actual space in a variety of ways, relevant to all 

modes of creative expression. Langer describes two-dimensional art as the “organization 

by forms (be they lines, or volumes, or intersecting planes, or shadows and lights) that 

reflect the patterns of sentience and emotion.”30 This transmission involves an 

immeasurable consciousness, without boundaries, integrating with a measurable finitude, 

yet the principle of structure remains consistent throughout this process. There is an 

expansive attribute to this: inversely, it can be proposed that a world denuded of creative 

forms significantly diminishes our imaginative life. 

Ernst Gombrich elucidates the history of pattern in his book The Sense of Order, A Study in 

the Psychology of Decorative Art, outlining how an underlying psychology of humanity 

stimulates pattern making in all cultures.31 His examination includes the perceptual 

reception of pattern, the impulse towards its construction and how pattern is hinged upon a 

principle of infinite variety. The aesthetic significance of an unfamiliar pattern lies in its 

relationship to a teleological principle of design that can be observed in the motional 
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structure of the world. Gombrich clarifies the broad relationship between fine art and 

design as well as the complex relationship between ornament, mimesis, and expression.32 

In accord with a heuristic approach to making art, Riley’s The Eye’s Mind: Collected Writings 

1965-2009 presents the importance of the unfamiliar image, the clear thinking evident in an 

artwork, the value of self-imposed limits, and the necessity of a clear working method that 

does not inhibit original expression.33 Riley investigates how the construction of images can 

be based upon polarities such as stasis and motion. She explores the perceptual sensation 

of viewing art within a spatial context, relating to my aim of communicating ‘unfiltered’ 

images. Underpinning this aim are systematic working methods that retain an essential 

simplicity in order to express complex images. 

In Towards a New Architecture, Le Corbusier outlines principles relating to my practice, such 

as clarity, perfectionism, unity, order, containment, modulation and proportional 

harmony.34 In Point and Line to Plane, Wassily Kandinsky proposes that geometric principles 

integrate with visual expression, investigating the point and counterpoint, the arc, 

repetition, pictorial structure, weight, motion, texture and tension.35 Similarly, Klee’s essays 

examine principles of ideation, pictorial language, the systematicity and mutability of nature 

(exemplified by growth) and drawing as a mode of inquiry. My artistic experience resonates 

with Klee’s proposal that an artist works as a microcosmic agent engaging with a creative 

‘repository’. Klee’s perception of life as constituted with a dialectical principle of change and 

constancy aligns with my understanding regarding the notions of being and becoming.36 

I annotated six books on music, including a focused research into the genre of minimalism. 

These texts covered the principal topics of transformative systematicity underpinned by 

immutable principles, such as how structure is informed by rhythm, stasis, proportion and 

harmony, repetition, performance, improvisation; how pattern evolves, ramifies and relates 

to sonic texture and vibration; the motion and plasticity of ideation; the perception of 

listening, contemplation; the expressive sentience of the material world, and the conceptual 

use of silence as a symbolic resource. Music conductor and director Paul Hillier’s Arvo Pärt37 

and composer John Cage’s Silence: Lectures and Writings38 emerged as the primary texts in 

this comparative research. 
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The journal articles I have researched include the topics of aesthetics, neurology and 

cognition (in particular perception), quantum physics and the nature of materiality, mirror 

neurones, order in mathematics and physics, the relational dynamic between mind and 

matter, consciousness and its motion, cosmology, pattern, kinetic art and systematicity. My 

broad research of aesthetics has included the themes of expression, transformation, 

reflection (such as a hologram-like use of metaphor), intuition as a mode of inquiry, 

sublimation, music, the symbolism of perspective, cultural convention, and the contentious 

value of personal aesthetic testimony. My research into perception includes neurological 

experiments, the patterns of cognitive interconnectivity, the influence of time upon 

perception, and how aesthetics is subjectively influenced by perception. My research into 

pattern includes the topics of mimesis, ornamentation, the gestalt, and how the pattern of 

materiality manifests in mathematical terms. Focusing upon a key aim of my project, my 

research into cosmology investigates how science and metaphysics overlap. 

THE SIGNIFICANCE OF THIS PROJECT 

The significance of my doctoral research stems from my non-mimetic artmaking, informed 

by diverse methods that indicate the value of improvisation, contemplation and 

systematicity. My explorative printmaking, such as drilling linoleum to construct grids by a 

variable use of print replication, reinvigorates a discipline at times perceived as antiquated: 

my relief etchings and monoprints show new directions shaped by technical 

experimentation. My drawings, etchings and linocuts provide insight into synaesthesia. The 

curatorship of ‘Infinitude’ successfully integrates the traditional and contemporary. 

My theoretical research establishes a consonance between disciplines often strongly 

compartmentalised: science and philosophy converge in an examination of art. Through a 

study of geometry, my analysis of the visual layering and vocabulary of my etchings and 

linocuts resonates with cosmological implications identified by Bohm, providing insight into 

cosmology and metaphysics that is based upon an artist’s experience. Time and space are 

presented as complementary entities of a singular, gradational experience, hinged upon an 

infinite constancy: our capacity to envisage this implies a significant relevance of the mind; 
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existence resolutely resists explanation, yet my image analysis avails a philosophical 

speculation of an abstract intelligence, or logos. 

My inquiry into how ideational and material processes cohere in art making indicates a 

valuable means of understanding the relational dynamic between mind and matter. 

Presenting consciousness as an expressive feeling reconciled with reflective thinking 

establishes a particular context by which to analyse art, while implying a humanism that 

distinguishes a material world by its motional structure, cohesion and sentience. Bringing 

expression to the foreground of my cosmological inquiry forms a correspondence between 

emotion and astronomy. 

Artistic activity suggests the mind, eye and hand act as conductive aspects of a broader 

expression. In accord with a perfect sphere that contracts to a point symbolising the infinite, 

or with the analogy of a hologram, in which the whole may be observed in the part, 

patterned continuums imply an endlessness, pictorially making explicit what is perhaps 

common to all art: to bridge the finite and infinite; in the imperfection of a relative, material 

image there is the reflection, through metaphor, of an idea relevant to cosmology: at the 

root of the universe is expression; realised, and infinitely restricted. My research suggests 

that an artmaking aligned with the principle of an essence may confer an immanence to 

materiality, illuminating the world as a self-regulating, abstract intelligence, continually 

reconstructing itself as a metaphor upon which to reflect. 

THESIS OUTLINE 

My exegesis reflects an immersion into my primary methodology of printmaking. 

Consequently, various artworks may serve as metaphors for this theoretical analysis. 

Reflection 2 (Fig. 49) is divided in half, similar to the broad division of my thesis, examining 

mainly etchings and then linocuts. Throughout its development, my thesis assumes a 

convoluted quest like Tangle (2019) (Fig. 80), sporadically returning to its themes like a 

spiral. Based upon correlation rather than causation, my thesis contains inflections that act 

as if aspects of a hologram. I introduce various methods of printmaking by analysing 
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formative images made prior to my doctoral research as a visual way of clearly 

understanding the context in which my research has developed. 

In Chapter 1, I outline fundamental aspects of my contemplative practice, such as rhythmic 

measure, ritual, expression, perceptual experience, discipline (1.1) and improvisation (1.2). I 

introduce my theme of a lyric flow (1.3) as it is articulated by printmaking. 

Chapter 2 concerns a ‘graphic synaesthesia,’ comparing the perceptual experience of visual 

art and music in an ontological context. I examine an extensive experimentation of drawing 

to sounds or music with my eyes closed (2.1). I outline aspects of my own musical 

composition and refer to my limited use of colour in 2.2. I analyse various etchings in 2.3 

and 2.4 to present my understanding of metaphoric transition. I compare space and time in 

the context of art and music, referring specifically to the canonical transformation of 

materiality in 2.5. The manner in which visual art can be considered a pictorial language is 

investigated in 2.6, with more emphasis upon its calligraphic capacity in 2.7. I examine 

technical aspects that shape the aesthetics of some of my etchings in 2.8. 

In Chapter 3, I propose the idea that materiality is a type of fabric that can be conveyed 

through prints. In particular, I examine the moiré pattern in 3.1 and employ a subsequent 

investigation to discover a simpler textural motif in 3.2. In 3.3 I suggest the concept of time 

can be understood in spatial terms that span a cosmological proportion. In 3.4 I reinforce 

how materiality can be visually presented as a fabric. In 3.5 I examine a series of etchings 

made primarily in response to a correlation I recognised between my working methods and 

the theory Bohm develops in Wholeness and the Implicate Order. I specifically analyse 

translucency (3.6), and the paradoxical character of our being (3.7). The section 3.8 

examines my experimental animation in the context of the perplexing flow of time, while 

3.9 outlines my investigation into how an arc may connote the span of life. 

Chapter 4 positions my doctoral research into a cosmological context, comparing prints in 

order to propose the idea that the world is essentially regenerated by a circular, cognitive 

dynamic of quest and affirmation. In 4.1 I outline the principle of the matrix and in 4.2 I 

explain the formative development of my drilling linoleum. In 4.3 I examine the 
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phenomenon of an epiphany. In 4.4 and 4.5 I analyse how formative images, that continue 

to influence current work, can be interpreted in terms of physics. In 4.6 I examine the value 

of sensory acuity in the context of cognition and creativity. In 4.7 and 4.8 I analyse how the 

pictoriality of linocuts relate to a cosmological geometry, while in 4.9 I present how the 

concept of a tabula rasa can be engaged throughout a creative development. In 4.10 I 

present the concept of a mandala and in 4.11 I further examine cosmological implications 

gleaned from making and observing a linocut. 

The fifth chapter of this doctoral research envisages how my examination exhibition 

‘Infinitude’ will be curated (5.1). In 5.2 I expand upon pictorial analysis that relates to 

physics and the concepts of time and space. In 5.3 I elaborate upon the premise of my 

research regarding a cosmological quest and affirmation, while in 5.4 I explore the notion of 

metaphoric agency in ontological terms. How visual volume relates to the dimensionality, or 

depth of life, is presented in 5.5. The concept that the observer and observed are a united 

entity is outlined in visual terms in 5.6, while the implications of this regarding the transitory 

motion of knowledge are presented in 5.7. In 5.8 I consolidate key aspects of how a 

metaphysical geometry underpins my doctoral research. Incorporating the Renaissance 

metaphysical model corpo transparente into my thesis, in 5.9 I outline how a linocut can 

suggest converging implications relating to astronomy, geometry, cosmology, space, time 

and sensorial experience. In 5.10 I expand upon this comparative inquiry, exploring how a 

kinetic sculpture, video and an etching relate to a perfect sphere. Summarising the theme of 

humanism in my research, in 5.11 I position this inquiry into the Cartesian grid, elucidating 

its relevance to materiality and sentient form. In 5.12 I propose how general aspects of the 

human condition relate to this cosmological theory. 

1 Tom Barone and Elliot W. Eisner, Arts Based Research (Los Angeles: Sage, 2012). 
2 For Sean Scully’s interpretation of “artists like Barnett Newman, Giorgio Morandi, and Ernst Ludwig Kirchner 
[who] created mythologies in order to keep mystery at the core of their work and to fight off a sense that they 
were becoming disconnected from the natural world,” see Scully, “On Mythology, Abstraction, and Mystery,” 
American Art 18, no. 3 (Fall 2004): 78. 
3 For instance, tradition represents an unquantifiable cumulation of experimentation. 
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4 I recognise that the built environment, from which I also drew, derives entirely from nature. This 
determinism can be observed in a consonance between their patterns and forms. 
5 My practice also resonates with Kusama’s regarding how an obsessive orientation towards the infinite can 
shape a personal cosmology based upon contemplative modes of sublimation. Underpinning this is a 
restoration of pictorial fragmentation. 
6 Richard Taylor, Adam Micolich, and David Jonas examine the exactitude by which Pollock’s drip paintings 
correspond with nature in “The Construction of Jackson Pollock’s Fractal Drip Paintings,” Leonardo 35, no. 2 
(April 2002): 203–7. 
7 The artist Brice Marden refers to Pollock’s layering as follows: “The ground is the canvas, and what happens 
in the painting is a dynamic play between the applied and what it’s applied on… [there is an] organic flow 
between what looks like the bottom layer and what looks like the top layer.” Cited in Brenda Richardson and 
Brice Marden, Brice Marden—Cold Mountain (Houston, Texas: Houston Fine Art Press, 1992), 71. Marden’s 
works on paper often demonstrate a natural matrix, which, in principle, corresponds with my prints. 
8 John Victor Luce, An Introduction to Greek Philosophy (London: Thames and Hudson, 1992). 
9 This metaphysical notion of regeneration neither refers to nor excludes ecological concerns. 
10 David Bohm, Wholeness and the Implicate Order (New York: Routledge Classics, 2002; orig. pub. 1980). 
11 Alfred North Whitehead, David Ray Griffin, and Donald W. Sherburne, Process and Reality: An Essay in 
Cosmology, corrected ed. Gifford Lectures 1927–28 (New York: Free Press, 1978). 
12 For instance, I find the familiar term ‘fourth dimension’ misleading as it infers a sequentiality. My research 
suggests that this concept is described more adequately as an infinite constancy, which is consistent with the 
way Whitehead and Bohm understand the world. 
13 Bohm qualifies this determinism: “we are not acting mechanistically… [being] pushed and pulled by objects 
in the surroundings, but rather we act according to our consciousness of them… [we] are internally related to 
the whole.” Cited in Louwrien Wijers and Johan Pijnappel, eds., Art Meets Science and Spirituality. Art & Design 
Profile 21 (London: Academic Editions, 1990), 29. 
14 Cited in Wijers and Pijnappel, Art Meets Science and Spirituality, 29. 
15 Cited in Wijers and Pijnappel, Art Meets Science and Spirituality, 29. 
16 F. David Peat, Infinite Potential: The Life and Times of David Bohm (Reading, Mass: Addison-Wesley, 1997), 
260. 
17 Cited in Wijers and Pijnappel, Art Meets Science and Spirituality, 29. 
18 Bohm, Wholeness and the Implicate Order, 75. 
19 David Bohm and Lee Nichol, On Creativity (New York: Routledge, 1998), 76, 77. 
20 Bohm, Wholeness and the Implicate Order, xii. 
21 Robert Lawlor, Sacred Geometry: Philosophy and Practice (London: Thames and Hudson, 1982). 
22 Lawlor, Sacred Geometry, 21, 91. Klee’s processual concept of a ‘genesis eternal’ aligns with this principle. 
Paul Klee and Paul Findlay, On Modern Art (London: Faber, 1966; orig. pub. 1948), 45. 
23 Lawlor, Sacred Geometry, 90. 
24 Maurice Merleau-Ponty and Thomas Baldwin, Maurice Merleau-Ponty: Basic Writings (New York: Routledge, 
2004), 295. 
25 Rudolf Arnheim, Visual Thinking (Berkeley: Univ. of California Press, 1969). According to the philosopher 
Dietrich Mahnke, the Book of the Twenty-Four Philosophers, from the twelfth century, contained the definition 
of God as “an infinite sphere, whose center was everywhere and whose circumference is nowhere,” a 
proposition later applied to the universe by Cusanus and to the human mind by Marsilio Ficino. Cited in 
Arnheim, Visual thinking, 287, 288. 
26 Cited in Arnheim, Visual Thinking, 290. 
27 Arnheim, Visual Thinking, 290. 
28 For an expose of the principle of transformation, see Simon Morley, ed., The Sublime, Documents of 
Contemporary Art (London: MIT Press, 2010). 
29 Gaston Bachelard, The Poetics of Space (Boston: Beacon Press, 1994), xxiii. The poet Charles Baudelaire 
states that “immensity becomes conscious of itself, through man.” Cited in Bachelard, The Poetics of Space, 
196. 
30 Susanne K. Langer, Feeling and Form, (London: Routledge & Kegan Paul Ltd, 1953), 83. 
31 Ernst Hans Gombrich, The Sense of Order: A Study in the Psychology of Decorative Art, The Wrightsman 
Lectures, v. 9 (Ithaca, New York: Cornell University Press, 1979). 
32 Gombrich, The Sense of Order, 116. Themes that Gombrich investigates which correlate with my research 
were wide ranging: simplicity, variety, control and restraint, ritual, repetition, regularity and irregularity, 
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change, novelty, familiarity and unfamiliarity, adaption, invention, selectivity, natural principles, symmetry and 
asymmetry, geometry, centrality, the vortex, rotation, the mandala, cosmology, the line, colour, pattern, 
texture and sensation, perceptual response, perceptual indeterminacy, interpretation, mimesis and non- 
mimesis, material engagement and the correspondence between music and pattern-based art. 
33 Bridget Riley and Robert Kudielka, The Eye’s Mind: Collected Writings 1965-2009. rev. and extended 2nd. ed. 
(London: Thames & Hudson, 2009; orig. pub. 1999). 
34 Le Corbusier and Frederick Etchells, Towards a New Architecture (London: The Architectural Press, 1982; 
orig. pub. 1927). 
35 Wassily Kandinsky and Hilla Rebay, Point and Line to Plane (New York: Dover Publications, 1979; orig. pub. 
1926). In particular, Kandinsky presents the ‘point’ as an entity that can suggest a theoretical, infinite 
constancy. 
36 See Paul Klee and Paul Findlay, On Modern Art (London: Faber, 1966; orig. pub. 1948); Paul Klee and 
Matthew Gale, Creative Confession and Other Writings (London: Tate Publishing, 2013); and Paul Klee and Jürg 
Spiller, Paul Klee: The Thinking Eye (London: Lund Humphries, 1961; orig. pub. 1956). 
37 Paul Hillier, Arvo Pärt, Oxford Studies of Composers (Oxford: Oxford University Press, 1997). 
38 John Cage, Silence: Lectures and Writings (London: Marion Boyars, 1999). 
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CHAPTER 1: CONTEMPLATION 

The supposition for this chapter is that a symbiotic dynamic exists in the reflective and 

expressive modes of art construction. I focus on aspects of contemplation in relation to my 

practice, discussing discipline along with its seeming opposite of improvisation. The pivot 

point for this reflection on freedom and experimentation is my etching Blue Murmurs (2005) 

(Fig. 1), which marked the beginning of my inquiry into relief forms of etching.1 Analysing 

this and related work exposes what has become a lynchpin for the operation of many of my 

prints: a “lyric flow”. 

Figure 1 Blue Murmurs 2005, relief etching, 57 x 76cm 
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A contemplative art practice controls creative transmission in a measured manner. This 

dynamic presents a perplexing phenomenon. The artist engages with a measurable world; 

however, consciousness cannot be measured. The poet Rainer Maria Rilke identifies how a 

structural consciousness mirrors the temporal and spatial dimensions of our measurable 

world, referring to “the unlimited solitude that makes a lifetime of each day, toward 

communion with the universe, in a word, space, the invisible space that man can live in 

nevertheless, and which surrounds him with countless presences.”2 

Constructing art involves an expressive activity in which consciousness coalesces with 

materiality. In this sense, art is an ironic activity that relies upon and clarifies the 

interactivity between material and immaterial attributes of life. This compact between mind 

and matter, distinguished by its reflective and projective character, goes to the very essence 

of the human condition. The poet and painter Henri Michaux refers to how reverie involves 

“an a priori of being… the entire space-time of ambiguous being… [in which] the mind has 

lost its geometrical homeland and the spirit is drifting.”3 

A work on paper holds the trace of an expressive consciousness. Transmitting an idea to a 

material surface, engraving involves the conductive instrumentation of the body, 

coordinating an expressive cognition with eye and hand activity. At the mechanical level of 

optics, the visual buoyancy conveyed by Blue Murmurs stems from a multitude of 

imaginative marks that coalesce in an interactive plenitude. Comprising manifold parts that 

reflect a totality, Blue Murmurs presents an oceanic surface that may be perceptually 

entered; a cross section of a fluid hologram. Engraving Elemental (Fig.2) transposes these 

aquatic allusions to suggest the wind. 
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Figure 2 Elemental 2019, relief etching, 29.5 x 49.5cm 

Figure 3 Energy, 2006–12, video (still) 
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The linearity of Energy (2006–2012) (Fig. 3) corresponds with that in Elemental, while 

containing an intense visual motion that encapsulates the principle of an implacable 

expression.4 This concurs with da Vinci’s concept of life, described by the art historian Carlo 

Pedretti as “energy, and therefore as a process of everlasting transmutation.”5 The 

processual nature of constructing art alludes to how the material universe acts as a 

sensorial dynamic.6 An artwork may represent life’s motion as a static image reduced to a 

human scale. Constructing imagery that mirrors a mutable flux, a contemplative artist fixes 

their mind upon a semblance of life’s motion with a clear and singular focus. The process of 

engraving a copper plate engenders a contemplative calmness that may be transposed into 

the complexion of works such as Elemental. Indeed, many of my prints depend on a 

convergence of measured visual motion and pictorial clarity in order to aesthetically 

encapsulate the principle of repose. 

The rhythmic repetition dispersed across the surface that is used to generate the visual 

structure of Elemental and Introspective Landscape (Fig. 89) also evokes a sense of ritual. 

Rhythm comes naturally to the mind and body; life is measured by rhythm. The expressive 

character that is essential to nature ideally lends itself to lyric representations founded upon 

rhythmic configurations. Rhythm presents a key to establishing a measured frame of mind, 

and to re-entering a contemplative activity containing ritualistic overtones.7 

A sense of purpose may be gleaned from engaging with this mode of communication, 

implying a participatory and influential agency exercised by an artist. It is through their 

creative engagement that an artist may find a sense of belonging to the world. Bachelard 

recognises that a solitary condition ideally suits a reverie directed towards sensorial 

expansion: “it is through their ‘immensity’ that these two kinds of space—the space of 

intimacy and world space—blend. When human solitude deepens, then the two 

immensities touch and become identical.”8 Through artmaking, the sensorial intensity of 

connecting with something that lies partially beyond our understanding can feel liberating. 

It has led me to adopt and foster a devotional approach to my practice. Art may connect us 

intimately with cognitive states that appear, in an emotional context, to be profoundly 

nurturing. 
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1.1 Discipline 

Figure 4 Untitled 2019, relief etching, 29.5 x 47cm 

The discipline invested into my contemplative practice, through repetitive mark making, 

consolidates a means of focusing cognition in a manner that eradicates peripheral 

distraction.9 I am able to sustain an inspired process that also establishes a tranquil state of 

mind, without succumbing to a prescriptive methodology. My creative impulse seeks 

exploratory play and risk taking, continually subverting processes that are established upon 

idiosyncratic edicts. The ebullient character of Elemental embodies the spirit of a 

contemplative practice based upon sustaining my equanimity. 

Suppressed tension can speak silently with more eloquence than unbridled passion. 

Suppression may concentrate and retain power, like an archer poised with a bow that is 

never released. Albers notes the “seemingly paradoxical condition in which lack of 

restriction is earned in the restraint of discipline.”10 The restraint of Untitled (2019) (Fig. 4), 

Elemental, Untitled (2019) (Fig. 102), and Becoming (2019) (Fig. 70) complements the 
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restrictive containment of their formats. Constructing the diverse configurations of these 

works combined an intuitive improvisation with a rational intelligence that guided this 

extemporisation. 

An inspired idea may establish the tenor of an artwork, but it is bereft without the technical 

means by which to facilitate its communication:11 it is a keener rationality that is required to 

master technical processes sufficiently, broadening the possible scope of artistic expression. 

However, the spirit of a work is not so much about an artist’s technical engagement with 

materials, but the fluidity of their response to these materials, revealing the vitality of 

intuition. As I develop diverse technical variables, my experimentation invites failure as a 

key feature of the selectivity required to distil working methods towards a non-mimetic 

resolution.12 A heuristic mode of reflective thinking, constructing art necessarily cultivates 

objectivity. I aim to utilise my objectivity to develop diverse technical variables, while not 

allowing this focus to hinder my subjective impulse towards expression. 

Cultivating and sustaining a responsive sensitivity to materials may mirror the 

intersubjectivity of people’s communication. An artist may ‘listen’ to their materials 

empathetically in the way that improvisational musicians listen to their collective sound. In 

this type of musical expression, a collaborative, instinctual whole supersedes the sum of its 

various parts. Analogously, the methods a visual artist employs to meet a compositional 

demand must effectively coordinate technical and material aspects with the momentum of 

its primary ideation. For me, this task demands a disciplined working regime. 

The lyric flow of etchings such as Elemental seek a distinct elegance: a visual floating 

tethered to an overall immediacy. This corresponds with how music can expressively convey 

a sound floating through a structural ambience. Preparation, extensive engraving, and 

technical demands are cumulative, labour-intensive processes that influence aesthetic 

outcomes. This can be likened to the intensely disciplined training of a ballet dancer who is 

orientated towards performing seemingly effortless motions. 

Elemental and related relief etchings may stimulate a perceptual engagement that is 

proportionate to the cognition invested in its making. An engaged focus upon a demanding, 
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creative activity clarifies and occupies the mind. The American composer Steve Reich states: 

“The pleasure I get from playing is not the pleasure of expressing myself, but of subjugating 

myself to the music and experiencing the ecstasy that comes from being a part of it.”13 Reich 

identifies the dipolar character by which liberation and discipline coalesce: “By voluntarily 

giving up the freedom to do whatever momentarily comes to mind we are… free of all that 

momentarily comes to mind.”14 

1.2 Improvisation 

A painter using direct application techniques has the opportunity to continually observe the 

outcome during its making, whereas printmaking involves a transpositional step using a 

press; I cannot be sure how my outcome will appear. Unlike many other printmakers, I 

rarely take into account how a print inverts the image of its matrix:15 an unpredictability 

contributes towards an aesthetic unfamiliarity. My processual uncertainty lends itself to 

developing a foundational improvisation, involving a disciplined mark making distinguished 

by a controlled spontaneity, for which repetition is indispensable. 

Pattern construction echoes how life is determined in such a way that a perfect replication 

can never occur: material life appears continually reconfigured in a state of regenerative 

flux. Repetitive mark making is a modulation that repeats without repeating. This 

encapsulates the principle of pattern, which relies upon the conceptual co-dependency of 

change and constancy. Theoretically, patterns can assume infinite possibilities. 

Constructing sophisticated images of gradational pattern may demonstrate an inquiry into 

how the mechanics of manifestation and dissolution pertain to life.16 A principle of 

becoming suggests the agency of an abstract intelligence that contains an implacable 

expression by limiting its infinite potential to finite forms. In this context, patterned 

continuums appear to derivatively intimate an infinitude. Artworks resist analysis by virtue 

of their enigmatic quality, indicating their value - as touchstones - for exploring the 

unknown. Implying an infinitude, pattern-based images make this utility more explicit. 
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An artist controls the agency of change within their means. Improvisation can accommodate 

a flexible approximation, emphasising the important distinction between a formula that 

culminates in an aesthetic diluted by its familiarity and the necessity of a clear working 

method that fosters expressive innovation. Habitual mark making may be avoided through a 

practice that commandeers unpredictability. I never work towards a specific image. Not 

knowing how an aesthetic will develop is stimulating and concurs with life: we never know 

what the future holds, but we are a part of constant change. The eye delights in the 

unfamiliar; the mind delights in discovery. In my practice, I want to be surprised and I want 

to surprise. Literary and film theorist Viktor Schlovsky states: 

Art exists to help us recover the sensation of life, it exists to make us feel things, to 
make the stone stony. The end of art is to give a sensation of the object as seen, not 
as recognised. The technique of art is to make things “unfamiliar”, to make forms 
obscure, so as to increase the difficulty and duration of perception.17 

Recognising communication as the underlying purpose of creative expression, I have aspired 

to balance the accessible with the unfamiliar in the construction of Blue Murmurs. Its 

stylistic formalisation evokes the expressive character of the ocean, corresponding with the 

abstraction of making ‘the stone stony’. Improvisation makes the performative attribute of 

visual art explicit. Artists imply a sense of continual renewal by disclosing a novelty to the 

world. This suggests that a power sustains and reconfigures material existence with an 

unwavering constancy, conferring an equivalence between an ordinary stone and a majestic 

mountain. 

Constructing art involves reconfiguring materials in a way that is aligned with the natural 

principle of transformation. Da Vinci understood that the components of our material world 

possess an underlying commonality. Surface patterns may suggest an essential power 

reverberating through diverse forms. Da Vinci recognised a lyric conformity in swirling 

water, the movement of blood, botanical growth, hair, drapery, music and sound, wind 

currents and ‘loops of smoke’.18 Similarly, Bohm presents consciousness as an underlying 

ground of existence, a “flux of awareness [that] is not precisely definable, and yet… is 

evidently prior to the definable forms of thoughts and ideas which… form and dissolve in 

the flux, like ripples, waves and vortices in a flowing stream.”19 
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The transparent fluidity of consciousness would suggest that an abstract intelligence seeks 

to differentiate itself through diverse forms. An artwork documents an intrinsic creativity 

belonging to its construction, alluding to a positivity that qualifies the unfolding momentum 

by which the world is reconfigured. While I may use consciousness as a primary medium 

that can be attuned, I am defined and restricted by a persona that filters the expression of 

artistic forms.20 Improvisation contributes to the immediacy by which an artwork evokes the 

enigmatic. 

1.3 Lyric Flow 

Figure 5 Untitled 2016, relief etching, 20 x 60 
60cm 

Conscious thinking and dreaming are mirrored conditions of a unified experience: a 

contemplative practice may assume a methodology closer to the fluid condition of a dream. 

While dreaming, the mind may witness the image of someone walking through a wall. Two- 

dimensional art can serve to interface form and consciousness. In the etching Untitled 

(2016) (Fig. 5), a shimmer is generated by a pictorial encounter between its horizontal, lyric 

flow and the porosity of its upright, stable columns. Recognising that materiality contains an 

apparitional character assists in responding to materials with an increased fluidity. 
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Figure 6 Untitled 2015, relief etching, 25 x 40cm 

The transparent character of consciousness resonates with the dynamic motion of light, in 

which change is welded to constancy. The universal, raw materiality of light appears 

immutable, dramatically contrasting the mutable flux of forms it illuminates. Foreshadowing 

the patterns of material life, consciousness moves unimpeded, as light moves around 

objects or water flows over rocks. Its fluidity eddies in a circular thinking. Untitled (2015) 

(Fig. 6) presents the circuitous patterns of a frictionless motion. 

I sporadically obstructed the lyric flow of Untitled in order to vary my methodology. The 

composer Igor Stravinsky states: “My freedom will be so much the greater and more 

meaningful the more narrowly I limit my field of action and the more I surround myself with 

obstacles.”21 Encouraging robust experimentation, this adaptive process indicates how 

solutions presuppose the problems they solve. The momentum of life’s emotional flow 

tends to avoid obstacles. The creative process adopted to engrave Untitled suggests that as 

problems appear in life they are attached to undisclosed solutions. 

24 

 



My use of preparatory drawings enables a less impeded expression. The preparatory 

drawing for Cosmos (2019) (Fig. 90) consists of a horizon line and a point, aligning its 

primary motif to complement the lyric flow of its lower section. By using a preparatory grid 

for Untitled (2019) (Fig. 81), I secured the work’s pictorial containment, ensuring a confident 

engagement in its aesthetic development. Field works such as Elemental do not require 

preparatory drawings. I have increased the structural sophistication of Untitled (2015) (Fig. 

55) by overlapping transparent shapes in order to contain and differentiate its visually 

layered surface without obstructing its lyricism. My orientation of prints is subordinate to 

constructing their lyric flow: viewing Untitled (2017) (Fig. 39) in various orientations led me 

to identify the one containing the most compelling perceptual resonance. 

Diversifying patterns of visual motion increases a cognitive demand. The mind may be stilled 

by fine-tuning the searchlight—the thinking eye22—to a concentrated point. When I am 

intensely engaged in a perceptual activity that is primarily expressive, my mind assumes a 

state of equanimity. Martin identifies the nurturing aspect of engaging in a contemplative 

practice, stating that “the absolute trick in life is to find rest / If there’s life in the 

composition it stimulates … your happy moments … Saint Augustine says that milk doesn’t 

come from the mother.”23 

A contemplative practice can be understood as providing a sensorial sanctuary that 

circumscribes a state of mind, providing an environment for insight or fleeting 

transcendence. Accordingly, a cultivated sublimity may qualitatively permeate life. The 

dedication required to realise this aspiration may reveal a sense of devotion attuned 

towards a natural need. As I work, I sense that my mind is clarified, while my perception of 

the world acquires an evanescence. Martin states: “Being detached and impersonal is 

related to freedom.”24 

The contemplative, oceanic imagery of Blue Murmurs affirms Ralph Waldo Emerson’s 

perception of art as “nature passed through the alembic of man.”25 It is not possible or 

desirable to reduce the vast complexity of nature to an abstract analysis. We are a part of 

nature, a phenomenon extending far beyond our understanding. It could be proposed, 

however, that the systematic character of my pattern-based art aligns with the determinism 
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the physicist Fritjof Capra refers to when he states: “Living systems are self-organising 

systems, which means that their structure and their functioning is not determined by the 

environment, but is determined by the system itself.”26 

The notion of an artist as a conductive instrument aligns with the lyric flow of life. This role 

does not represent a passive ventriloquism if an artist develops an active reception and 

projection of data. Utilising the pivotal character of the will, a contemplative artist may align 

with a creative life force. Complementing the succour that Saint Augustine evokes, the 

philosopher Richard Gilmore states: “It is to be aligned with nature in oneself. It is to be 

natura naturans, nature nurturing, to use Spinoza’s phrase.”27 

The next chapter will continue the exploration of concentrated quietude, technical process 

in etching and dynamic flow, but the emphasis shifts to a discussion of sound, music and 

calligraphy, with the aim of further establishing the larger cosmological metaphor for the 

project. 

1 Although Blue Murmurs was produced outside of my candidature, it is essential to my discussion here since it 
was a pivotal point of origin for my doctoral project and marks the beginning of a seamless progression or 
evolution of the aspects of my practice that became increasingly evident during my doctoral investigation. 
2 Cited in Gaston Bachelard, The Poetics of Space (Boston: Beacon Press, 1994), 203. 
3 Cited in Bachelard, The Poetics of Space, 218. 
4 The video Energy was made by filming Styrofoam balls floating in a controlled environment that simulated 
the motion of the wind. 
5 Carlo Pedretti, intro. Kenneth Clark, Leonardo da Vinci: Nature Studies from the Royal Library at Windsor 
Castle (New York: Harcourt Brace Jovanovich, 1981), 27. 
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CHAPTER 2: GRAPHIC SYNAESTHESIA 

In the following, I adopt the generally accepted notion of synaesthesia as an overlap of 

sensory perception within the sensorium: the way we see is determined to correspond with 

how we listen. However, I also modify this use of the term so as to refer to processual 

synergies in creating music and prints: consequently, the prefix “graphic” is added to 

connote this wider application of “synaesthesia”. Particular attention is given in the chapter 

to the distinction between sound and music, as it helps illuminate the wider metaphor I am 

exploring between the complex construction of my works on paper and an understanding of 

the spatial and temporal modes by which we register consciousness. 

2.1 Sound and Darkness 

Albers indicates that experimentation can “dynamically change routine habits of seeing.”1 In 

this heuristic spirit, I developed a series of drawings made without seeing, relying upon my 

sensorial response to sound. Through these drawings, I instinctively explore an 

interchangeability between seeing and listening; in this process, the ear, rather than the 

eye, works relationally with the hand. Censoring seeing cultivates a tactile awareness of pen 

and paper. Sound guides the pen’s motion as it maps durational rhythms and sonic textures. 

These are not unrestrained, ‘automatic’ drawings calling upon a remote subconscious. 

Establishing a heightened awareness of listening streamlines how sound can be transmitted 

to a visual expression. 
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Figure 7 John Coltrane 10 2015, pen drawing, 11 x 11cm 

Figure 8 Lawnmower Sounds 2015, pen drawing, 11 x 11cm 

To draw John Coltrane 10 (2015) (Fig. 7), I adopted an aggregate mark making while 

listening to John Coltrane’s music. Sounds of a lawnmower were transposed to the linear 

pattern of Lawnmower Sounds (2015) (Fig. 8). Drawing without seeing requires one to 

relinquish technical control. Removing a censorial eye imposes an extreme processual 

obstacle; to compensate for this, I cut geometric shapes out of Mylar plastic to contain my 

drawing. The specialist in visual communication Ann Marie Barry observes: “Basic shapes 

connote emotional meaning and act as emotional archetypes. Circles feel closed, safe, and 
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comfortable. Squares feel solid and dependable. Triangles embody tension.”2 Comparing 

Terry Riley 2 (2015) (Fig. 9) to John Coltrane 5 (2015) (Fig. 10) verifies Barry’s statement: the 

former is less complete; the latter more enclosed. John Coltrane 2 (2015) (Fig. 11) appears 

solid and reliable. Thelonious Monk 36 (2015) (Fig. 12) evokes a playful, balanced release of 

pictorial tension. Constraining my drawing secured a more fluid draughting and contributed 

towards a harmonious pictorial integration: through constraint, liberty may be realised.3 

Figure 9 Terry Riley 2 2015, pen drawing, 12 x 12cm 

Figure 10 John Coltrane 5 2015, pen drawing, 12 x 12cm 
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Figure 11 John Coltrane 2 2015, pen drawing, 11 x 11cm 

Figure 12 Thelonious Monk 36 2015, pen drawing, 13 x 13cm 

This thesis proposes that pattern can be understood as a configured dynamic that is 

determined by its structure. The world is a performative environment. In its rhythmic 

measure, the sound of a tidal wash may seem comforting. Its ebb and flow mirrors, perhaps, 

the pulse to which a baby responds as they are rocked to sleep. This is consistent with the 

scientific understanding of how the water of the ocean responds to the gravitational pull 

exerted upon it by the moon. Magnetism and symmetry are involved in these cohering 

forces. A tidal wash may seem comforting if its perceptual registration is attuned to nature’s 

gentler expressive character. I have transposed a comforting sound of the sea into the 
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tranquillity of Ocean Waves (2015) (Fig. 13). Its loose, fluid line establishes a relational 

dynamic between the vertical and horizontal, corresponding with the inexorable symmetry 

heard in a tidal ebb and flow. This movement provided a structure containing a nuanced 

sonic texture. Depicting visual motion, Ocean Waves offers a transparent lyric as if looking 

into water. 

Figure 13 Ocean Waves 2015, pen drawing, 14.5x 9cm 
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Figure 14 Ocean Waves 5 2015, pen drawing, 14.5 x 9cm 

Figure 15 Ocean Waves 6 2015, pen drawing, 14.5 x 9cm 
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Figurative motifs surface unexpectedly in Ocean Waves 5 (2015) (Fig. 14) and Ocean Waves 

6 (2015) (Fig. 15). This transmission documents an underlying abstract character of nature, 

suggesting that form gradually integrates as a patterned, densifying process. A principle of 

becoming is established. Sounds of the ocean contain a semblance with an unfolding 

ideation. This resonates with Lawlor’s statement: “The Golden Division [also known as the 

Golden Mean] is the only continuous proportion that yields a progression in which the 

terms representing the external universe ... are an exact, continuous proportional reflection 

of … [its] internal progression.”4 Sonic textures of the ocean demonstrate a state of flux 

directed towards a restfulness aligned with nature’s systematicity.5 In a more complete 

understanding of life, an expressive mode demonstrated by oceanic sounds may find a 

greater consonance with how the world is understood scientifically. 

Figure 16 Sway 2017, relief etching, 10x40cm 

Sway (2017) (Fig. 16) could be interpreted as visually formalising the motion of aquatic 

plants. A weakness of pattern-based art is a tendency to lapse into predictable modes of 

expression. Yet, in the predictability of a formal stylisation is a demand for an artist to 

diversify into non-mimetic pattern, aligning with an impulse observed in nature ramifying 

symmetrical forms towards an asymmetry. The natural, sporadic and elegant presence of 

the Golden Mean testifies to a processual understanding of life in which the concepts of 

perfection and infinitude hold a mutual resonance. Transmitting sonic patterns to visual art 

may elucidate this by documenting a proportional emergence. 
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In the context of the relational dynamic between the finite and infinite, the configuration of 

our sensory apparatus may demonstrate an emblematic significance implying a synaesthesia 

between music and art. For instance, Sway could represent a phenomenon too small for the 

human eye to detect: the manifold hairs vibrating in the cochlea in order to detect sound. 

Configured as a spiral that visually intimates the infinite, the cochlea belongs to the interior 

ear, a rarefied environment upon which listening depends. If the form of the eye were 

naïvely observed then a circle would be seen positioned within a circle, presenting a 

reverberant image. Counting the fingers on the hand establishes a sequential continuum 

that implies an endlessness, while we rely upon our hands to use a musical or artistic 

instrument. The convolutional form of the cerebrum, in which sound and vision are 

perceived, appears as a finite container designed to accommodate endless trajectories of 

thinking. 

Figure 17 Silence 2 2015, pen drawing, 11 x 11cm 
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Figure 18 The Dirty Three 2015, pen drawing, 11 x 11cm 

Figure 19 Arvo Pärt 3 2017, pen drawing, 14.5 x 9cm 
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Sounds that demonstrate a sense of order may be unpredictably disrupted.6 Paradoxically, 

undermining order stimulates its resilience. An underlying pattern may gradually 

disintegrate, but as a part of a restorative dynamic orientated towards a continual 

reintegration. Silence 2 (2015) (Fig. 17) is a fractured image, while The Dirty Three 7 (2015) 

(Fig. 18) is a visual response to dissonant, eruptive sonic textures. The dynamic motion of 

Arvo Pärt 3 (2017) (Fig. 19) demonstrates a disintegration of visual order, yet it is an image I 

constructed while listening to a piece of music that exemplifies the organisation involved in 

its composition. Pattern reintegration can also be observed in the videos Dance (2019) and 

Delirium (2019). Pattern transmutation relates to the regenerative character of material 

flux. A principle of change may disrupt an established pattern by introducing a motion 

containing its own dynamic pattern. A new pattern emerges from patterns that lose their 

definition as they converge. 

Figure 20 Untitled 2017, relief etching, 18 x 18cm 
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Pattern indicates an organised containment of expressive forces. Drawing without seeing 

prepared a method by which I engraved the linear continuums of Untitled (2017) (Fig. 20), 

establishing a pattern by oscillating between disruption and restoration. Inquiring into how 

a structural motion may be sustained by being polarised, I developed a decentralised visual 

balance and a dimensional curvature that evokes a principle of felt expression. Engraving 

the etching Tangle (Fig. 80) adapted this method. Drawing without seeing is an explorative 

inquiry into chance and order that incorporates an increased risk taking, illuminating how 

the relational dynamic between order and disorder is conceptually co-dependent. 

Similar to Ocean Waves (Fig. 13), Gentle Rainfall 3 (2015) (Fig. 21) visually expresses a 

registered feeling akin to falling rain: a pattern of falling motion is recorded with a 

semblance to condensation. Inviting audience participation, its minimal mark making is 

conducive to the quietness of works on paper. Miles Davis 33 (2017) (Fig. 22) evokes 

Bachelard’s proposal that painting can possess an “inner light,”7 while Terry Riley (2015) (Fig. 

23) suggests a processual growing of moss, indicating that sound and vision are synaesthetic 

modes of creativity into which a principle of growth may be incorporated. The verticality 

and horizontality of superimposed lines that loosely define geometric space in Thelonious 

Monk 21 (2015) (Fig. 24) can be considered fundamental to architecture. Lines drawn in 

Arvo Pärt 4 (2017) (Fig. 25) correspond with how pattern may inform a sonic texture. 
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Figure 21 Gentle Rainfall 3 2015, pen drawing, 14.5 x 9cm 

Figure 22 Miles Davis 33 2017, pen drawing, 14.5 x 9cm 

39 

 



Figure 23 Terry Riley 2015, pen drawing, 14.5 x 9cm 

Figure 24 Thelonious Monk 21 2015, pen drawing, 11 x 11cm 

40 

 



Figure 25 Arvo Pärt 4 2017, pen drawing, 14.5 x 9cm 

Figure 26 Thelonious Monk 47 2015, pen drawing, 14.5 x 9cm 
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Figure 27 Traffic Sounds 4 2015, pen drawing, 14.5 x 9cm 

I drew the patterned hieroglyph of Thelonious Monk 47 (2015) (Fig. 26) by scribbling a motif 

across a ruler. To construct Traffic Sounds 4 (2015) (Fig. 27), I drew lines in time with sounds 

of the traffic without using a ruler. Silence 7 (2015) (Fig. 28) is a grid drawn with a ruler, 

generating a visual scintilla by various densities converging. Based upon these drawings, I 

set myself a brief: to draw lines with a ruler as close together as possible, by moving the 

ruler across the surface of the paper as slowly as possible. Listening to sound was not 

relevant. When I opened my eyes after drawing Silence 13 (2015) (Fig. 29) I was astonished 

by how convincingly the surface of the paper had been transformed into a self-contained 

image by virtue of its pictorial density. 
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Figure 28 Silence 7 2015, pen drawing, 11 x 11cm 

Containing sufficient opacity to effectively reflect light, the visual autonomy of Silence 13 

appears detached from the paper upon which it is drawn, as if it could somehow assume an 

initiatory role of communication. A perceptual resonance testifies to how artworks are 

gleaned from processes that may mystify the viewer. From 186 experimental studies, 

Silence 13 is the only drawing I have substantially developed into a new working method. 

The process of ruling lines to obtain dense, linear surfaces corresponds with techniques 

developed by Martin, exemplified by the drawing Tremolo (Fig. 30). 
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Figure 29 Silence 13 2015, pen drawing, 11 x 11cm 

Figure 30 Agnes Martin, Tremolo 1962, ink on paper, 25.5 x 28cm 
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An overarching aim of ‘Infinitude’ is to gain a cosmological understanding that resonates 

with what I have learned through heuristic processes of art making. It is a project based 

upon the premise that artistic aspiration is perpetually insufficient to meet the demands of 

this quest. My research raises the speculative notion that an artist may be agitated by the 

perpetuity with which the logos seeks to reflectively understand the continual changes 

generated by its expressive manifesting. As a microcosm of this dynamic, the creative mind 

may aim its focus upon a transitory, perplexing knowledge that shifts with a bewitching 

light. The momentum of ideational flux has its mirror in material configuration and may 

gradually crystallise towards a clear and static image. Artistic resolution is foreshadowed by 

its germination. A creative project involves grappling with a comingling of inspiration and 

aspiration that is limited by its technical materialisation. Sufficiently mastering technique 

through discipline may transform tedium to joy by fulfilling natural artistic impulses. 

The experimental character of drawing without seeing was aimed at generating fresh 

images from a refreshed state of mind. It is the unfamiliar immediacy of an image that 

invigorates its perceptual reception. It is in their novelty that images may reflect a mode of 

seeing that sees a world renewed. As the art critic John Ruskin states: “The whole technical 

power of painting depends upon our recovery of what may be called the innocence of the 

eye ... as a blind man would see ... if suddenly gifted with sight.”8 

Silence 13 does not constitute a pattern per se, but its construction mirrors the brief upon 

which it was based: a patterned activity of ruling one line after another. These lines are fine, 

precise, and straight, and their coalescence depicts an indistinct blur. In accord with the 

relational dynamic between light and opacity, drawings made by this method aim to balance 

a subtle appearance with a sufficient presence. Their technical variables include how closely 

lines are drawn, the pressure of pen on paper, tilting the ruler very slightly to vary angles of 

drawn lines, allowing the pen to run dry, and how the pen size relates to the image’s 

opacity. 

The coordination of these technical variables constructs artistic images by distorting their 

design-based patterning. For instance, a pen gradually running dry transforms a pictorial 

pattern with a disruptive incrementation, revealing how an underlying pattern may be 
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seamlessly incorporated into a processual composition. This suggests that the motion of the 

material world contains an underlying order. I developed Silence 13 into manifold 

permutations, culminating in Untitled (2017) (Fig. 31), which harmoniously incorporates 

ruled lines with stippling. While its apparitional central form appeals to a viewer’s curiosity, 

its poised, ambiguous spatial arrangement stimulates a perceptual vacillation. 

Figure 31 Untitled 2017, pen drawing, 28 x 56cm 
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2.2 Music and Sound 

Figure 32 Silence 2009, relief etching, 47.5 x 70cm 

Requiring a performer to play nothing throughout 4’33”,9 Cage reveals a frayed ‘silence’, 

inverting the Western convention of composition that involves musical sound interacting 

with a conceptual silence.10 Silence (2009) (Fig. 32) evokes a flat piece of fabric suspended 

upon a monochrome background; its edges appear as woven threads. The minimal 

modulation of its repeated, scribbled motif resonates with the conceptual absolute to which 

its synaesthetic title alludes. However, the materiality of the world obstructs the 

manifesting of a pure concept; as Cage states: “try as we may to make a silence, we 

cannot.”11 

Contrasting 4’33’’, Hillier indicates how a conceptual use of silence distinguishes music from 

sound: “Music is a negation of silence, but depends upon it for differentiation from the 

surrounding world of sound.”12 This conceptual silence corresponds with a perceptually 

indeterminate void implied by Untitled (Fig. 81); a darkness upon which its pronounced 
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pictoriality visually floats. Hillier outlines how a conceptual silence can be used as a resource 

by a composer: 

All music emerges from silence, to which sooner or later it must return… silence is an 
imaginary state in which all sounds are absent, akin perhaps to the infinity of time 
and space that surrounds us. We cannot ever hear utter silence, nor can we fully 
imagine such concepts as infinity and eternity… the source of music is silence, which 
is the ground of our musical being, the fundamental note of life.13 

No matter how loosely interpreted, pattern is evident in musical composition by virtue of its 

relevance to rhythm and tone, inferring an affinity with pattern-based visual art. I have 

cultivated an awareness between my art and the musical genre of minimalism primarily 

through my use of visual rhythm. A pioneer of minimalism, La Monte Young acknowledges 

the profound influence of the jazz composer Coltrane.14 Minimalism is often distinguished 

by its use of repetition: Coltrane’s fluid performances involve a sometimes frenetic, but 

always measured, devotional repetition. 

Engraving visually complex imagery such as Elemental instils in me similar emotions to those 

I experience when listening to music. Citing the work of Blood and Zatorre, Ann Marie Barry 

notes how 

listening to our favorite music has profound physical effects not only on the body in 
terms of nervous system activity, cardiac rhythm, muscle tone, and breathing, but 
also in the brain itself, with blood flow patterns resembling activation patterns 
induced by euphoric drugs such as cocaine. Aesthetics, neurology confirms, is a 
matter of proportion and transcendent emotional response.15 

Unlike consuming euphoric drugs, listening to music does not manipulate the brain’s wiring. 

Rather, it is a natural and thus clear experience of cognition that combines with an 

emotional euphoria. The demands of composing music may intensify this experience. 

Performance involves an emotional modulation. Sensory sublimation through creative 

modes can control a transformative and clarifying state of mind. Simply listening to sounds 

weave may stimulate a positive sensorial response. The brain registers and controls 

emotion. The transmission of creative expression into an objective state may restore one’s 

equanimity. A rhythmic counterpoint and colour juxtaposition establish the pictorial balance 

of Klee’s art, indicating how a symbiosis between art and music can contribute towards 

achieving this equanimity.16 
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Figure 33 Piet Mondrian Broadway Boogie Woogie 1942-43, oil on canvas, 127 x 127cm 

The music I compose on the piano contains a natural semblance with my visual composition. 

I seek the sound of a chord as if a weighted shape or coloured brick could be suspended in 

various spatial positions. Imagining Piet Mondrian’s Broadway Boogie Woogie (1942-43) 

(Fig. 33) as a cross section of a spatial structure models this ideational principle. My musical 

composition involves rearranging the position of these shapes, tinting their colours, and 

hewing their forms. The same chord played in a different context can generate an 

alternative emotional inflexion. Varying the volume of a chord is analogous with how much 

pressure is applied to a piece of paper while drawing. Sounds are continually mirrored, and 

a processual gradation is established: a hologram-like prism is constructed. Blending the 

bright and melancholic, a melodic line weaves this structure, tracing the contours of its 

form. 

It could be proposed that artistic disciplines derive from an essential origin in order to fulfil 

alternative purposes. The integration of our sensory apparatus supports this. The simplicity 

of my musical compositions indicates a propensity towards a visual mode of expressive 

thinking. I cultivate a symbiosis between my art and music in which pattern acts as an 

interface. My mind naturally attunes towards a cognisance where ideation intersects with 

the two-dimensional. I discover ways by which the dimensionality of feeling can transmit 

most effectively through the structural mode of consciousness, while retaining the 

concentrated immediacy of this ideation. 
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Creating music relies upon musical instruments and the instrumentation of the body, while 

sound itself is distinguished by its immateriality.17 Paper is so thin that its dimensionality 

could be envisaged as a slice of air. Consider the visual motion of Dissipation (2007) (Fig. 

82), ascending and descending seamlessly through itself like mingling sounds. Compared to 

oil pigments on canvas, ink on paper is conducive to a sensitive mark making. Perhaps, in a 

similar way to composing music, works on paper art may facilitate expressing forms less 

impeded by materiality. 

Figure 34 Banality Joy 2011, grid of 192 works on paper, acrylic and gouache, 176 x 259cm 

Musical colour juxtaposition is shown in the way Banality Joy (2011) (Fig. 34) invigorates the 

format of a brick wall, indicating a synaesthesia between a shape of colour and how a 

musical chord may be used as a processual building block. In contrast, restricting the use of 

colour in printmaking suits its graphic production. A viewer’s eye is easily confused by an 

overload of disharmonious visual information, which would occur if a range of colours were 

combined with intricate patterning. Restricting prints to the monochrome enables a focus 

on developing their textural complexity and pictorial clarity. 

My use of black and white in works on paper complements the dialectical inquiry underlying 

this doctoral research. Conventional black-and-white linocuts are visually dramatic and 

technically reliable to print. However, technical precision may enhance a coldness conveyed 

by using black ink on white paper. Therefore, I select warmer tones of deep blues, sepias 
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and earth reds, which particularly suits my more intimate etchings. The depth of these tones 

effectively contrasts white paper. I use three colours to prepare the matrix of my 

monoprints, which coalesce into a spectrum as they transfer to paper when they are 

printed: the pressure of the press spreads and blends the ink evenly across their surface. 

Using more than three colours in this process is an unmanageable and degenerative use of 

colour.18 

2.3 Essence 

Figure 35 Seed 2015, relief etching, 40 x 25cm 
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Making art as a metaphor for a quest may require contracting back to the innermost 

essence of thought or being. Seed (2015) (Fig. 35) presents the idea that power is most 

concentrated in its potentiality: the dissipating power of a majestic tree was once contained 

within a seed. Expressive ideation can be understood as a germinating seed and can be 

observed in the visual dispersion of Release (2015) (Fig. 36). An inspired moment of varying 

intensity holds consonance with the concentration of a seed’s potentiality. Similar to a 

flowering tree, I relinquish a vital connectivity with an artwork following its resolution. 

Furthermore, I link the process of making various artworks by establishing an ideational 

activity that has a semblance with a generational continuum. 

Figure 36 Release 2015, relief etching, 29.5 x 20cm 
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Figure 37 Soft Geometry 2016, relief etching, 25 x 40cm 

A gardener may observe that the form of a tree is imprinted in its leaf. This exemplifies the 

expansive principle of a hologram, to which an expressive ideation adheres. Soft Geometry 

(Fig. 37) presents a complex and transparent unfolding and enfolding that demonstrates the 

principle of a hologram. Each mark upon its surface and each point upon its matrix 

constitutes a fragment that mirrors its gestalt. Soft Geometry exemplifies how an artwork 

can be considered an abstract reduction that enables a magnified understanding. 

Whitehead proposes that geometry is a means of investigating “the morphology of 

nexus.”19 The dynamic, patterned life of a tree holds a direct relevance to humanity by 

virtue of the mirrored vitality contained in the cyclical regeneration of photosynthesis. This 

underlying connectivity is consistent with how the symmetry of the human form and the 

form of a tree share a strong semblance. The life cycle and form of a tree models how the 

principle of essence demonstrates its agency within a hologram-like context. The 

progressive growth of a tree correlates conceptually with the clearly defined visual layers 
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that structure the lower section of Release, extending to superimpose the flowing tendrils of 

its upper section. This analogy presents an immutable principle regarding the dynamic flow 

of life. Similarly, I have aimed to present a principle of determinism in the geometric 

armature of Catalyst (2016) (Fig. 38), which floats visually above the lyric surge in which it is 

embedded. Structural conditions of life may flex with life’s motion, but only insofar that its 

deterministic character is continually reinstated.20 

Figure 38 Catalyst 2016, relief etching, 40 x 25 cm 
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2.4 Working with Reflections 

To effectively and clearly accommodate a lyric flow in my printing, I fastidiously prepare 

each copper plate to ensure the smoothest possible surface. I polish the plate until it 

literally functions as a mirror. The surface of a template can be metaphorically understood 

in sonic terms as a type of ‘sounding board’. A smoothly polished surface of copper offers 

little resistance to engraving and therefore acts as an optimal sounding board upon which to 

transmit an ideational flow. This presents an overlapping meaning between ideational 

reflection and material response. 

When I work in the studio I am immersed in a continual flow of ideation, responding to 

cognitive inflexions that cohere with my material engagement. Yet, art making is projective. 

The data an artist receives and transmutes is reflectively projected. In principle, an artist can 

analogously ‘tilt the mirror’ so as to modulate their work. Improvisation in particular is 

conducive to an unfolding ideation. 

In this sense, the intent contained in an artwork intimates directing light that radiates from 

a mirrored surface. An intense illumination corresponds with an artist’s active use of 

metaphor. As a conductive instrumentation attuned to a principle of selective receptivity, 

an artist also assumes a pivotal position of origination. The distilled expression of an artist 

can be understood as a type of refraction. This concurs with understanding a contemplative 

practice as a sanctuary. Veil (2016) (Fig. 48) is an intensely animated image that resists 

perceptual penetration and presents a type of protection. The philosopher Ernst Cassirer 

states: 

whence it follows that in these forms reality is cloaked as well as revealed. The same 
basic functions which give the world of the spirit its determinacy, its imprint, its 
character, appear on the other side to be so many refractions which an intrinsically 
unitary and unique being undergoes as soon as it is perceived and assimilated by a 
“subject.”21 

An artist works within an interactive environment to reconfigure surfaces that act as 

metaphoric mirrors, distilling and transmitting a coalescence of ideation and materiality. 

Recognising art objects as metaphoric containers may guide and anchor this process. The 
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human condition appears designed to respond to creative stimulus. Metaphor is not limited 

to a surface distinguished by its artistic value; rather, image illuminates the metaphoric 

value of life. 

2.5 Space and Time 

My doctoral project aims to present the notion that different forms of creative expression 

indicate how space and time conceptually complement each other. Bachelard states: “We 

have seen how freely the imagination acts upon space, time and elements of power.”22 This 

suggests that the expression of the world requires a type of imaginative power that 

activates modes of magnification and compression. It would appear that space and time 

compress as a finitude in a way that makes dimensional life comprehensible. Evidently, an 

artist may articulate the inverse of this by constructing spatial images upon flat surfaces, 

illuminating the structural character of consciousness. 

The various processes of creative construction adhere to the compartmentalisation of 

sensory experience. Ancillary to this, eyes and ears physiologically extend as separate 

entities from the brain. Seeing is the agency facilitating visual art, and accordingly space is 

the immediate means by which art functions as a structural mode of expression. Rhythm 

may act as a lynchpin upon which this structure is defined. Listening is the agency facilitating 

music, and accordingly time is the immediate means by which music functions as a 

structural mode of expression. Underpinning this, musical composition incorporates the 

structural principle of space. The long horizontal formats of Introspective Landscape (Fig. 

89), Seen and Seeing (2019) (Fig. 100), and Finitude (2019) (Fig. 96) have a semblance with 

the linear duration required to listen to music. 

The circular motion of Revolution (Fig. 93) indicates a canonical transformation that derives 

from its permutational assemblage. A visual spectrum is presented that disseminates 

pictorial change in a way that parallels cumulative, looping phrases of music: compositional 

aspects are absorbed into a transformation as gradually as new aspects emerge. This 

assemblage is enabled by printing sequential images from two linoleum templates that are 
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gradually reduced as they are drilled. Consequently, by ‘repeating without repeating,’ I am 

able to incorporate a cryptic use of pattern into the construction of Revolution. I have 

applied this principle in a simpler way to engrave Untitled (Fig. 39). 

Figure 39 Untitled 2017, relief etching, 22 x 22cm 

Peat outlines that 

A canonical transformation is a mathematical transformation of the equations that 
describe the behavior of a system of particles, while at the same time preserving a 
certain form … Another example would be a musical canon, in which the theme 
undergoes a series of transformations ... While at one level the sound of the theme 
changes, its essential structure, expressed in the intervals between notes, remains 
unchanged.23 
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Principles of mathematical transformation suggest that materiality regenerates in a 

canonical pattern. I have unconsciously adopted an awareness of this to develop works such 

as Introspective Landscape. The durational performance of music emphasises how 

constructing visual art embodies an unfolding expression. Evidently, the structure of 

creative expressions demonstrates an indivisible utility between space and time. 

Reich states: “Although I may have the pleasure of discovering musical processes and 

composing the musical material to run through them, once the process is set up and loaded 

it runs by itself.”24 This alludes to a structural predeterminism that enables an artist to more 

freely engage with an emerging content. In my pattern generation, I establish and follow 

various systematic processes that take this into account. 

2.6 Language 

Figure 40 Sounds 2015, relief etching, 25 x 8.5cm 
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In some sense, every form of expression—including nature, music, and art—can be 

understood as a language. The philosopher John Dewey indicates that in aesthetic 

experience, “language fails not because thought fails but because no verbal symbols can do 

justice to the fullness and richness of thought.”25 As a code representing meaning in order 

to communicate, language is restricted in how well it can articulate consciousness. 

Engraving Sounds (2015) (Fig. 40) as a palimpsest of letters seeks to elucidate this restriction 

by eliminating the conventional use of written language. Rather, my aim is to evoke an 

abstract resonance comparable to a sculptural ambience. Constructing the visual tactility of 

Sounds by an idiosyncratic use of lettering explores the theoretical concept that creative 

disciplines derive from a common source.26 

The collective murmuring of a group of people presents an indecipherable sonic texture. To 

understand what is being spoken, one would need to extract the coded clarity of language 

from the hum. For a literal meaning to be gleaned from Sounds, the letters subsumed by its 

construction would need to be extracted and rearranged. Consciousness functions as an 

underlying medium from which language is selectively distilled.27 

Consciousness can be understood as an indivisible compact of feeling and thinking in which 

the former demonstrates a subtle primacy. As a mode of expression, oral language precedes 

written language. A calligraphic intervention of typography demonstrates the mutability of 

language. My thesis proposes that consciousness seeks to assume form within a spectral 

dynamic. According to a sequential concretion, consciousness presupposes language, which 

precedes action and manifest form. The shape and momentum of consciousness 

foreshadows and mirrors the material flux of our world.28 
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2.7 Calligraphy 

Figure 41 Follow 2016, relief etching, 20.5 x 12cm 

With the first line I engraved, I experienced a compelling sensorial connection to the smooth 

copper surface, which signalled its significance as a medium. The flowing lines of Follow 

(2016) (Fig. 41) evoke this sensation. They can be observed as floating above a surface or as 

ascending and directing a visual motion. A perceptual experience of Follow can only adopt 

one of these interpretations at a time. The spatial absence implied in the bottom right 

corner of Follow enables this perceptual double-meaning by furnishing the image with 

pictorial depth. 
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Figure 42 Leonardo da Vinci, Sheet of studies of water passing obstacles and falling into a 

pool with notes (about 1508-09), pen and ink over traces of black chalk, 29.8 x 20.7cm, detail 

Pedretti outlines how by drawing his ‘Deluge’ series, da Vinci aimed at turning the 

observation of the external world “into the decorative pattern of schematised lines of 

force.”29 I am prompted by the smooth tactility of copper to develop an abstract calligraphy 

based upon straight, curved, scribbled and abbreviated lines. Images such as Streams (2017) 

(Fig. 54) take into account the habitual practice of reading from left to right. My 

composition continually involves considering how pictorial detail can construct a lyric flow 

suitable for the graphic mode of relief etching. I am mindful that the white paper of a relief 

print will appear pronounced to the viewer, while retaining an aesthetic intimacy intrinsic to 

etchings. 
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Figure 43 Elemental 2019, relief etching, detail 

A calligraphic component of written English, the comma is incorporated into Elemental (Fig. 

2) and repeated to obtain a visual reverberation, gradually establishing a textural skein. I 

diversified this motif by using a flexible and directional augmentation, defining a structure 

around a visual pulse dispersed asymmetrically across its surface, shown in the detail (Fig. 

43). This corresponds with Reich’s use of a sonic pulse in Music for Mallet Instruments, 

Voices and Organ (1973).30 Elemental can be understood as a pictorial dance layered with 

various tempi that enable its structure to develop with an elasticised visual motion. 

Accordingly, the lyric flow and visual accents of Elemental are arranged into a syntax 

incorporating pause and response. 

The figurative gestalt of Elemental is developed in accord with its fixed, aubergine 

background, which assumes implied and variable, layered shapes.31 Elongated horizontal 

lines appear to visually move through its structural space like a voice in the wind. In the 

sensorial feeling of life, the presence of the wind may suggest a felt absence. Elemental 

presents how the wind can be articulated as a visual presence. Although it isn’t possible to 

see a sound, it is possible to see a representation of sound. Cognition integrates sensory 

experience: the proximity of our exquisite, sensory apparatus extending from the brain 

aligns with the synaesthesia between music and art. 
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Figure 44 Epistle 2016, pen drawing, 17.7 x 10cm 

Speech, thought, and writing correspond through meaning. I have noted that the principle 

of rhythm is the essence of a natural measure. Speech involves a much finer rhythmic 

measure than writing, whereas thinking involves a much finer rhythmic measure than 

speech. The tempo applied to engraving determines its rhythmic measure and influences its 

pictorial detail. Availed by a smooth surface, a scribbled motif facilitates a fast and fluid 

engraving. This contrasts with the considered visual phrases of Elemental. It can be 

compared with the slower action of pen on paper, evident in the compact hieroglyph Epistle 

(2016) (Fig 44). 
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Writing a coded text requires considerably more cognitive organisation than a scribble. 

Abstracting a scribbled motif increases an expressive scope that becomes defined by its 

immediacy, mutability, fluidity and singularity. These characteristics are all closer to the 

seamless motion of consciousness than a linguistic text. My scribbled etchings imply an 

aspiration to transmit a less impeded ideation. 

Figure 45 Haze 2019, relief etching, 14.5 x 49cm 

I constructed Haze based upon the broad spatial increments inferred by the visual tones of 

mountains perceptually receding into a distant landscape: the work can be considered an 

abstract reduction of this phenomenon. This incremental attribute observed in nature 

suggests an underlying systematicity. By utilising nature as a primary exemplar, I have 

developed a method that parallels this systematicity. Furthermore, an approximate guide 

may be adopted as a principle in order to construct artworks aligned with naturally defined 

perceptual limits.32 
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2.8 Acid Etch 

Figure 46 Untitled 2019, relief etching, 19 x 14.5cm 

The technical variables of an etch demand careful control since the engraving of a plate and 

its printing quality depend upon it. A relief engraving requires a deep etch to balance its 

visual strength with the fineness of its etched line. Working on a small scale optimises one’s 

technical control. Haze was constructed from its prototype Untitled (2019) (Fig. 46), which 

suggests the vertical motion of a waterfall: this could be increased to a scale proportioned in 

response to this visual metaphor. Generally, I gradually work from small to large to disclose 

surprising technical difficulties which may present themselves to a degree that is 

commensurate with the scale of their format. 
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The encounter between ideation, materiality, and method inevitably stimulates new ways of 

working. By examining the narrow margin of error implicated in printing relief etchings, I 

identified a means of articulating a less familiar visual blur. This inquiry involved years of 

experimentation. Haze contains visual irony insofar that it presents a pictorial blur 

constructed with techniques distinguished by their precision and clarity. I controlled this 

blur by coordinating the pressure applied to its engraving, the densities of its scribble, and 

the strength and duration of the plate’s acid etch. 

Figure 47 Emanation 2017, relief etching, 25 x 39.5cm 

In accord with its ascending visual motion, the pictorial clarity of Emanation (2017) (Fig. 47) 

gradually emerges from an indecipherable haze at its bottom centre. I densified this haze to 

obscure its pictorial clarity and to indicate a concentration of expressive power. Incongruous 

with the hard edges associated with geometry, the visual volume of Soft Geometry (Fig. 37) 

is shimmering and transparent, implying an ambiguous measurability.33 
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Figure 48 Veil 2016, relief etching, 25 x 40cm 

The structural cohesion of Veil (Fig. 48) is gradually established by a geometric aggregation 

of prolific fragments that present an abundant visual shimmer across its surface. I carefully 

crafted the etch of this plate to ensure this saturation did not lapse into illegibility. 

Delaminated to indicate a visual suspension, Veil is a percept that simultaneously attracts 

and resolutely resists.34 The visually soft, textural resonance of Veil recalls the allusion, by 

the novelist Marcel Proust, to a surface “beyond which we would like to go… the very 

essence of that in a sense depthless thing—a mirage arrested… the mist which our eager 

eyes would like to pierce.”35 
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Figure 49 Reflection 2 2015, relief etching, 20 x 30cm 

Corresponding with the systematicity of Lewitt’s Small Etching/Black & White No.1 (Fig. 50), 

Reflection 2 (Fig. 49) appears as a visually woven fabric. I devised a rotational method to 

develop its improvised, formal calligraphy, based upon combinations that can be shown as: 

A, B, C, AC, BC, AA, ABA, CBA, etc. Theoretically, an infinite number of geometrical 

permutations can be generated using a restricted visual vocabulary, explicitly illustrating 

that the germ of complexity is an essential simplicity. A similar method was demonstrated 

by the Carmelite mendicant P. Dominique Douat, based upon the division of a square into a 

triangle and a rotational method applied symmetrically and asymmetrically (Fig. 51). 

Presented as a grid, patterns composed of permutational change imply an exponential 

trajectory that may be enhanced by their colour variation.36 
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Figure 50 Sol LeWitt, Small Etching/Black & White No.1 1999, etching on paper, 

image 10 x 10cm (support 21 x 21cm) 

Figure 51 R.P. Sebastien Truchet, Examples of P. Dominique Douat's methods of permutation 1722 
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Perceiving permutational change in a static image may bring a sense of stillness to the mind. 

A viewer bears witness to a controlled change, while an attraction towards an expansive 

differentiation is fulfilled, implying that an incomprehensible limitlessness can be contained. 

Coordinating change and constancy through such a metaphor harmoniously integrates a 

finite materiality with a conceptual infinitude. Perceiving this equilibrium in a tangible 

object affirms a world in accord with an underlying stability. 

The format of Reflection 2 can be interpreted as a spine of a book that can visually fold 

outwards. The pictorial shimmer of this hinge corresponds with a principle of reflection that 

can be understood in cognitive or physical terms. Our physiology resonates with this 

dualism: a fine fissure separates the hemispheres of the cerebrum. My use of a strict 

symmetry to construct Reflection 2 aimed to support the conceptual premise its title 

suggests, but this defeated its capacity to evoke an infinitude. Analogously, Reflection 2 is a 

book fixed to a single position; a viewer is restricted from perceptually exploring its different 

pages. 

Symmetry relates to a self-contained bud; asymmetry to an opening flower. Untitled (Fig. 

102) incorporates an asymmetrical variant of Reflection 2 as a foundational layer, upon 

which I meticulously developed an increased textural complexity by applying repetition, 

gradation, rotation, inversion, counterpoint, truncation, extension, subdivision, visual 

transparency and varying tempi.37 This relief etching is emblematic of how expression and 

technique combine in draughtsmanship. Gombrich identifies that this combination 

empowers an aspirational project: 

The amor infiniti aims at surmounting all constraints. The same noble urge which 
makes the craftsman subdue his material also makes him stretch the bounds of 
inventiveness… the display of virtuosity in filling every area with unimaginably 
complex configurations also testifies to an exuberant formal imagination.38 

In the next chapter, the analysis shifts to my linocuts, focusing on creating a sense of flow or 

visual movement which is best examined through the wide-ranging metaphor of the veil. 

This metaphor is evoked in the title of the chapter ‘Fabric’ along with its association to both 

the matrix and paper that make up the print process. However, the title also signals the 
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introduction of Bohm’s theories, his key proposition being that the material world can be 

understood as a layered fabric composed of an infinite micro-scoping of consciousness. 
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CHAPTER 3: FABRIC 

An aim of my doctoral research is to outline how consciousness can be understood as the 

lyric flow of a visual fabric that connotes materiality. The range of rhythms I apply to 

construct visual motion in my prints responds to how material life is distinguished by its 

varying tempi, while united by an underlying interconnectivity. A lyric flow can be 

associated with life understood as a process: fluid building blocks that, in their motion, 

continually seek and temporally discover a sense of resolution that is, simultaneously, 

perpetually thwarted. Bohm outlines how the material universe can be understood as a 

singular entity and as a type of fabric that is continually re-patterned, demonstrated by its 

underlying behaviour: “if all actions are in the form of discrete quanta, the interactions 

between different entities (e.g., electrons) constitute a single structure of indivisible links, 

so that the entire universe has to be thought of as an unbroken whole.”1 

3.1 Moiré Pattern 

Figure 52 Untitled 2016, linocut, 81 x 52.5cm 
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The compelling character of Untitled (2016) (Fig. 52) depends not so much upon what it 

represents, but on how it presents a surging flow. Its visual acceleration evokes falling 

water, coiling smoke, a rush of blood, or the motion of hair caught in the wind. As noted in 

chapter one, life’s flow identified by da Vinci can be understood as a fabric.2 This concurs 

with the theorist Simon Rycroft stating that the moiré effect “gives the illusion of energized 

motion in the embodied mind of the perceiving viewer.”3 The intensity by which an artistic 

surface is perceptually activated alludes to the motion of a continually changing, expressive 

world. 

Figure 53 Sentinel 2016, monoprint, 15 x 40cm 

The affinity that my pattern-based art has with the moiré is exemplified in the textural 

columns of Untitled (Fig. 5). Surfaces of monoprints such as Sentinel (2016) (Fig. 53) often 

suggest a textile integrated with a ceramic glaze. The falling motion of water evoked by 

Untitled (Fig. 46) concurs with the pictorial diffusion of Haze (Fig. 45); both images could be 

interpreted as a type of visually fluid fabric. 
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Figure 54 Streams 2017, relief etching, 20 x 60cm 

Through my research, I made a specific inquiry into the moiré by superimposing patterns 

contrary to each other, incorporating an element of chance in order to foster pictorial 

complexity. This aligned with the visual psychologist Gert J. van Tonder’s proposal that a 

moiré effect appears when “two thinly woven cloths overlap.”4 The visual motion in the 

bottom section of Streams (Fig. 54) is directionally accelerated in a way that increases a 

viewer’s perceptual response, correlating with Gombrich’s association of the moiré as “criss- 

crossing wave patterns on the surface of [a] pool.”5 
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Figure 55 Untitled 2015, relief etching, 40 x 25cm 

I constructed Untitled (Fig. 55) by applying shapes as transparent, compositional devices 

that incorporate a moiré patterning, generating a fractured, pictorial interpenetration. 

Observing this work, one sees traces of its preparatory armature and processual motion. 

Arnheim refers to how appearance indicates “hidden constellations of forces.”6 Approaching 

its visual surface as a type of skin, I exposed the bones and arteries of Untitled to indicate 

how the immediacy of each gestural mark contributes to the flow of its gestalt. 
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My exploration into dematerialising visual form suits graphic art, which lacks the tactile 

sensuality of methods such as oil-based impasto painting. The dimensional construction of 

Untitled seeks to facilitate a perceptual means by which a viewer can simultaneously look 

into and at a representation of form. Dreams demonstrate an interior magnification 

constructed by a fluid and fractured logic. The dimensionality implied by engraving Untitled 

aspires to evoke a visual shimmer that complements the transparent character of 

consciousness.7 Perception mediates mind and matter, binding them as an indivisible 

experience, while reinforcing their distinctive autonomies. 

Figure 56 Emissary 2016, relief etching, 40 x 25cm 
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A moiré pattern has an equivalence in dissonant music, such as that demonstrated by the 

Estonian composer Arvo Pärt. Hillier describes how Pärt diversified his tintinnabuli by 

superimposing a motif upon itself “in various metrical formations to create a sonic 

impression of bees swarming.”8 In principle, this has consonance with the moiré patterns of 

Emissary, which circumundulate the negative focal from which they visually emanate. Bohm 

compares the motion of consciousness with the ‘round dance’ of Western honeybees, a 

‘figure 8’ configuration performed at their hive in order to communicate the distance and 

location of honey-bearing flowers in relation to the sun. Bohm states: “we may consider as 

an analogy the well-known dance of the bees … thought is a sort of ‘dance of the mind’ 

which functions indicatively, and … flows and merges into an harmonious and orderly sort of 

overall process in life as a whole.”9 

Bohm contextualises the motion of consciousness in a way that corresponds with the 

relational dynamic between the configured motion of Emissary and my aim to represent a 

point of conceptual origin with its negative focal: 

thought is basically a material process… inseparable from electrical and chemical 
activity in the brain and nervous system… the ground of intelligence must be in the 
undetermined and unknown flux, that is also the ground of all definable forms of 
matter… Intelligence and material process have thus a single origin, which is 
ultimately the unknown totality of the universal flux… what has been commonly 
called mind and matter are abstractions from the universal flux, and that both are to 
be regarded as different and relatively autonomous orders within the one whole 
movement.10 

My specific inquiry into moiré succeeded in articulating shimmering, perceptually 

demanding patterns. However, the emerging motif appeared somewhat generic, recalling 

too readily a textile associated with ‘two thinly woven cloths.’ The directional contrariness 

of this moiré pattern also contained a distracting element that diverged from the perceptual 

clarity I sought to stimulate through pattern generation. I abandoned generating what 

appeared to be a quintessential moiré in order to discover a clearer and simpler motif. 
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3.2 Unity 

Figure 57 Unity 2016, relief etching, 20 x 40cm 

At this point of my investigation, I returned to the ‘first principles’ of mark making.11 

Regarding creative expression, there is a consensus that a harmonious complexity derives 

from an essential simplicity. The clarity of an unimpeded expression arguably contains an 

authenticity attributable to accessing an ideational essence, increasing the scope of 

cognitive participation exercised by a viewer. 

The simple premise upon which to base my quest for a motif was the fabric of life. This 

would be a woven image. As fibre artist Marian Zielinski observes, “from only two stitches 

arise an infinite number of variations in the cloth they compose.”12 Constructing Unity 

(2016) (Fig. 57) by overlapping marks generated a visual scintilla as a processual by-product. 

Unity is a metaphor of tactility: its pictorial integration demonstrates a visual strength. Its 

title aims to resonate with the integrated, collective character of life. 

The rough and natural expression of Unity derives from the idiosyncrasy of its visual weave. 

Unity is a terrestrial image. There is sufficient elasticity in its weave to think that if you could 

hold it and touch it then it would feel loose—a loose cloth of the earth. Yet, it is a taut 
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image. The manner in which it appears stretched across a flat visual surface, inferred by the 

curvature of its vertical edges, recalls a weaving stretched across a loom. While I engraved 

Unity, a new method of repetitive mark making gradually emerged. Zielinski states: 

“Learning to knit … involves … understanding how these stitches work as a network, and in 

their interlacing, become the structure for a piece of fabric.”13 Constructing Unity indicated 

how an idiosyncratic aesthetic may be realised through a heuristic process. The gestalt of 

Unity clearly distinguishes the concepts of unity and uniformity. 

Unity is notable for the way it deviates from a rigid sense of order, corresponding visually 

with the back of a tapestry. This is synonymous with an underlying flaw of humanity’s social 

fabric. Life appears to contain an organisational character aimed at sustaining an intrinsic 

stability; a process occurs by which the ‘flaw’ is reconciled with this organisation. The 

heuristic making of Unity presents an aesthetic of restoration, its responsive construction 

establishing a visual equilibrium in which its aberrant mark making is subsumed into its 

gestalt. 

A restorative aesthetic aligns with the constructive character of a contemplative ‘stitching’ 

that may be identified with the knitting employed by surgery. As my hand makes 

progressive marks, my mind focuses upon each successive detail towards a constructive 

aim. Using an etching stylus allows me to articulate the finest possible detail. In its precision 

and in its error, an aesthetic of restoration is invested with constant care. Given art is a 

subset of life, and the world’s form is a singular, abstract finitude, a universal resonance 

may be found in the qualitative act of animating a pictorial surface. 

Consistent with many of the etchings comprising ‘Infinitude’, Unity exemplifies my 

aspiration to elevate the intrinsic value of a singular mark by exploratively reinterpreting the 

cross hatch.14 My heuristic approach to diversifying non-mimetic textures contravenes a 

principle Kandinsky outlines: “Texture is a means to an end and it must be looked upon as 

such and so used… texture must not become an end in itself.”15 Unity presents a personal 

mark that appears fresh because of its clarity. 
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Figure 58 Undulate 2019, relief etching, 30 x 49.5cm 

Figure 59 Untitled 2015, relief etching, 25 x 40cm 
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Contrasted against the luminosity of Matrix (2016) (Fig. 110), the shimmer of Unity is 

muted, complementing its sepia earth tone. Unity does not sparkle like quartz in the sun. 

Yet, I developed a flexible working method based upon how a sufficient scintilla could be 

transposed. Unity served as a prototype for images such as Untitled (2019) (Fig. 104) and 

Undulate (2019) (Fig. 58). Comparatively, the surface of Untitled (2015) (Fig. 59) lacks the 

animated texture of these etchings. The thematic progression from Unity to Untitled (Fig. 

39) and then Untitled (Fig. 4) affirms the principle that a harmonious complexity may be 

derived from an essential simplicity. 

3.3 Looking Backwards and Forwards 

Figure 60 Regeneration 2015, grid of 64 linocuts, 192 x 200cm 
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In contrast with the aesthetic quietude of Unity, drilling linoleum presented me with a 

dramatic, expansive means by which to animate works on paper. Corresponding 

aesthetically with Riley’s painting Blaze 1 (1962) (Fig. 61), the perceptual magnification 

implied by Regeneration (2015) (Fig. 60) can be interpreted in a natural context. The 

sequence of its spiral changes gradually, akin to the nuanced cycle of the moon. 

Regeneration elucidates how nature renews itself; for instance, through the ordered 

replication of DNA.16 Self-contained by its formal structure, the spiralling assemblage of 

Regeneration appears to oscillate between visually moving in a centripetal direction and 

centrifugal direction, suggesting that life recedes back into a source from which it emerges. 

Figure 61 Bridget Riley, Blaze 1964, screenprint on paper, 53 x 52.1cm 
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Figure 62 Shimmer 2016, grid of 56 linocuts, 161 x 184cm 

I constructed Shimmer (2016) (Fig. 62) by identifying, extracting, and expanding the most 

intensely animated aspect of Regeneration. This transitional process presents an intriguing 

insight regarding the continuity of an artist’s practice. Generally, an artist may construct a 

work based partly upon an ideational and material response to previous artworks. This 

particular extraction is more literal and can be compared with the phenomenon of life in 

which a precursory continuum is established from one generation to the next through the 

transfer of DNA. 

Within a temporal context that has no defined limit, an individual can be understood as a 

nexus formed by many ramifying continuums. The DNA transiting through these continuums 

can be understood as establishing a pattern in which a part is contained within a part ad 
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infinitum. Identifying a singular, theoretical point of origin among pluralistic possibilities in 

this paradigm would involve a microscopic seeing that utilised an unwavering tunnel vision. 

Looking into the past, this microscopic seeing would orientate towards identifying a part 

contained in a part. Inverting this contraction presents an expansive principle of a hologram 

unfolding into a future. This dipolar dynamic of looking back or progressively forward 

demonstrates how time mirrors the unfolding and enfolding of space. An exemplary spatial 

dynamic can be observed in the perceptual oscillation stimulated by the pictorial 

construction of Fold (2019) (Fig. 69). 

In principle, the relational dynamic between Shimmer and its ideational forebear 

Regeneration can be understood as a ‘world within a world’. The extracted aspect of 

Regeneration is a ‘blow up’, similar to a point extended to a circle, or the germ of an 

individual who has expansively grown. Given that a person models the universe as their 

microcosm, the extraction of Shimmer from Regeneration can analogously be transposed to 

a cosmological context. An intergenerational dynamic is presented, concurring with an 

understanding that the universe continually reconstitutes itself. The regenerative character 

of the universe, adopting an expansive principle of a hologram unfolding into a future, can 

be understood as a type of telescopic cosmology. Theoretically, this may encompass infinite 

generations. In practice, this dynamic may define the limits of humanity as a subset of a 

universe that has no conceivable beginning or end. 

This intergenerational paradigm also concurs with the life cycle by which a seed and a tree 

continually invert, presenting a linear progression threading through a cyclical pattern. The 

principle of this linear progression correlates with a viewer piercing the centrality of 

Regeneration with a straight line of seeing. The concept of a telescopic cosmology 

incorporates the principles of a circle and a line by assuming a progressive spiralling. This 

resonates with how the centrality of Regeneration is perceptually indeterminate while its 

sequential nature suggests a theoretical endlessness. 

A telescopic cosmology broadly corresponds with some of the speculative theories that 

physicists propose regarding the concept of multiverses.17 It is possible to envisage a 

universe giving birth to itself, along lines that radiate in every conceivable direction, and 
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through a multifarious crucible of contracting black holes and expanding big bangs. There is 

a faint outline of this in the intergenerational pattern of humanity. Given that evidence for 

such theories can only be found within our known universe, the term ‘multiverse’ is another 

way of defining the multifaceted character of the universe. This character seamlessly 

incorporates the relational dynamics between dimensional time and an infinite constancy, 

and material space and an indeterminate void. Possessing a consciousness with a structural 

character, we can understand these relationships, but only in an inconclusive manner that is 

commensurate with the restrictions demonstrated by our material finitude. 

3.4 Shimmer 

Shimmer presents a visual fabric suggesting a vibrational materiality, recalling how visual 

form may be associated with music. This is supported by science: as forms of energy, light 

and sound manifest as mathematically precise vibrations.18 Furthermore, the 

intergenerational manner by which Shimmer stems from Regeneration is indicative of the 

proportional, Pythagorean notion of the ‘music of the spheres.’ Pythagoras, Lawlor states, is 

credited with establishing “the relationship between number ratios and sound 

frequencies.”19 Lawlor describes this relationship as follows: “we do not hear simple 

quantitative differences in sound wave frequencies, but rather the logarithmic, proportional 

differences between frequencies, logarithmic expansion being the basis of the geometry of 

spirals.”20 

I installed Shimmer as a grid of fifty-six ‘mirror’ images printed from one plate. Its intense 

replication presents a flat, visual proliferation recalling a state of accelerated growth. 

Atypically, its composition occurred during its assemblage. I applied an ad hoc method by 

rotating each of its square prints in order to orientate their graphic pictoriality towards a 

blended, painterly aesthetic. I aimed to create a gestalt that commands perceptual 

attention while retaining an understated visual softness corresponding with what Riley 

refers to as “visual prickles.”21 The closer a viewer is to the surface of Shimmer, the more 

they experience a perceptual agitation. This may derive from a neurological process that van 

Tonder outlines: “Visual brain mechanisms tend to simplify visual signals by grouping closely 
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spaced lines into textural surfaces—a phenomenon known as crowding.”22 To optimise this 

‘crowding’, the cumulative pictoriality of Shimmer is compressed and dispersed across a 

visually flat surface, emphatically activating the space in which it is sensorially experienced. 

Shimmer appears to visually extend towards the viewer without drawing upon them as it 

would if it contained significant structural components. Activating a perceptual awareness 

of the space between viewer and an artwork indicates the degree of subtlety with which the 

sensorium interacts with its environment. 

Regeneration presents a ‘window’ to the viewer, framing a space to look into. Its 

assemblage involved using sixty-four prints taken from one template and used as building 

blocks; a sequential activity cohering with the perceptual infinitude that Regeneration 

implies. Conceiving the infinite relies upon how materiality integrates with a principle of 

structure that contains metaphysical connotations. Bohm elucidates the determinism by 

which materiality is structured to imply an infinitude: 

The principle of structure as a hierarchy of orders is evidently universal. Thus, 
electrons and nuclear particles ordered in a certain way make the atoms. These 
latter are ordered in various ways to make matter at the microscopic level… This 
principle goes on up to the planets, the stars, the galaxies, galaxies of galaxies… 
Similarly, protein molecules ordered in a certain way make the living cell. Cells 
ordered in a certain way make the organs. These are ordered to make the 
organisms.23 

The aesthetic statement of Regeneration concerns the human capacity to model a principle 

of connectivity. Through a means of visual expression on a human scale, it offers a glimpse 

of the cosmological proportion that constitutes our ontology. Physicists propose a 

conceptual understanding of the universe as a type of fabric. My construction of Shimmer 

evokes a visual fabric by intensely activating a material surface. 
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3.5 Finely Woven Nets 

Figure 63 Distillation 2 2014, relief etching, 15 x 23cm 

Distillation 2 (Fig. 63) presents a scribbled visual fabric composed of compressed translucent 

layers that suggest diaphanous veils. To observe the layered surface of Distillation 2, a 

viewer may look horizontally at it or they may look down upon it as if from a bird’s eye view. 

I aimed to present a gradational aspect of manifestation that evokes a sense of emergence. 

Distillation 2 contains a circular negative space that rivets the viewer’s eye. Dense scribbling 

around this space provides a pictorial intensity that clearly defines it, aiming to focus the 

viewer’s attention and to suggestively stimulate the perception of seeing through its visually 

woven fabric. This dense scribbling evokes a central tightness that gradually loosens 

outwards to complete a form that is visually suspended upon an indeterminate background. 

The textural differentiation of Distillation 2 concurs with how the tactility of actual fabrics 

may stimulate a perceptual impulse to combine seeing and touching: the tactility of the 

concrete world belies its transitory character. 
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Figure 64 Grid 2019, relief etching, 40 x 25cm 

The visual layering of Distillation 2 is indicative of the incremental, finely woven nets of 

consciousness by which Bohm describes materiality.24 Intrigued by this, I constructed a 

number of etchings by adapting the motif I gleaned from making Unity, with the aim to 

explore a more transparent expression of materiality. The first etching I engraved (and 

printed later) in response to Bohm’s theory was Grid (2019) (Fig. 64), which presents a less 

integrated but more intense optical shimmer than the scintilla of Unity. This fulfilled an aim 

to evoke a dematerialisation of visual form. 
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Figure 65 Untitled 2019, relief etching, 9.8 x 9.5cm 

Figure 66 Circle 2017, relief etching, 21.5 x 21.5cm 
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My inquiry into the relational dynamic between form and formlessness sought to 

exploratively incorporate a principle of relativity that is exemplified by the visual gradation 

of Untitled (2019) (Fig. 65). In this context, the loose, suspended weave of Grid can be 

compared to the much tighter visual weave of Circle 2017 (Fig. 66). The scale of Image (Fig. 

67) is sufficient to accommodate an abstract shadow that emphasises the visual suspension 

of its primary form. I have inserted a dense, pronounced rectangle within this form, 

corresponding with the conceptual magnification implied by the series Homage to the 

Square by Albers (Fig. 68). My primary form is defined clearly by a density that is translucent 

enough to reveal its background. I have imbued the lower, textural shape of Image with a 

partial opacity, recalling a conceptual relativity between form and shadow. 

Figure 67 Image 2019, relief etching, 27.5 x 19.5cm 
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Figure 68 Josef Albers, Homage to the Square: Ten Works by Josef Albers 1962, screenprint 

(portfolio of ten screenprints), 28.1 x 27.9cm (image) and 43 x 42.9cm (sheet) 

Figure 69 Fold 2019, relief etching, 9.7 x 9.5cm 
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To construct Fold (Fig. 69), I separated its pictorial gradation into triangular quarters.25 

Viewed from above, Fold presents a pyramid, the apex of which could be understood to 

assume the agency of a panoptic eye surveying a landscape represented by an image such 

as Undulate (Fig. 58). However, its sections also appear to enfold towards its centrality as 

effectively as they unfold to form a pyramid. Fold visually affirms the dipolar directionality 

of Bohm’s theory. 

Figure 70 Becoming 2019, relief etching, 26.5 x 19.5cm 
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In simplistic terms, Bohm’s theory suggests an indivisible transition of a latent intelligence 

from an infinite resource, unfolding as finite materiality, through the complementary 

motion of materiality enfolding back into its creative resource. I constructed Becoming (Fig. 

70) in response to the relational dynamic of this motion. Using a shape connoting an Ur- 

form presents a metaphor fundamental to life, and can be interpreted as a seed, vulva, eye 

or water droplet. The transparent application of this shape alludes to how the determined 

character of structure can function as a static pivot, embedded as an outline within a visual 

flux. Bohm draws upon the philosophy of Georg Hegel: “Being must contain within it the 

notion of non-Being, that which does not exist … How is this paradox … to be 

accommodated in Hegel’s systems? Clearly the resolution lies in the very movement itself— 

that is, in Becoming. Being, Hegel asserts, is in a state of Becoming.”26 

The principle of becoming welds change to constancy. Becoming encapsulates an 

interconnective, exponential growth by demonstrating how selectivity, activity and 

inhibition influence a structural motion. The pictorial plasticity of Becoming evokes the 

morphology of life: a regenerative differentiation defined by an approximate mutability of 

form. The perceptual resistance and absorption provoked by viewing Becoming suggests a 

semblance with a systematic mechanics of manifestation and dissolution. As a reverberant 

expression, Becoming is consistent with the concept of the logos continually and 

expressively reconfiguring materiality by its feeling, thinking, listening and seeing. 
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Figure 71 Translucency 2019, relief etching, 18.5 x 14.5cm 

For me, the most compelling image of my inquiry into Bohm’s philosophy is Translucency 

(2019) (Fig. 71), which encapsulates a sense of emergence. Its form hovers suspended, as if 

between states of non-being and being, relieved of its weighted density, but unable to 

extricate itself from its foundational ground. Exercising the visual assertion of an 

apparitional form in this way presents the expressive and transitory character of 

manifestation. The form implied within Translucency is contained by a fragile and indistinct 

boundary, commensurate with a perceptual experience at twilight. When it is viewed 

closely, its marks densify, compressing its optics to a singular visual surface. The further a 

viewer is from the work, the more its form is defined, as if the midday light were tuning it 

towards a sharper focus. Translucency may emit a perceptual ambiguity, but one depending 

upon a determined system in which light, space and time interact. 
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The perceptual ambiguity of Translucency contrasts the graphic precision and technical 

conviction by which it is constructed, balancing a sufficient transparency with a denuded 

opacity: its finely tuned tonal nuance suggests its visual volume. The sense of visual 

emergence that Translucency conveys resonates with Merleau-Ponty: “Where are we to put 

the limit between the body and the world, since the world is flesh? … there is in the body 

only ‘shadows stuffed with organs,’ that is, more of the visible?”27 

3.6 Translucency 

Figure 72 Ladder 2016, monoprint, 40 x 15cm 
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A primary investigation of my doctoral research has been to identify what the relational 

dynamic between form and formlessness may conceptually imply. My thesis suggests that a 

cryptic principle underpins life, which can be observed in the simultaneity of opacity and 

transparency, and conceptually understood by the relational dynamic between substance 

and appearance. Ladder (2016) (Fig. 72) demonstrates how a translucent use of oil-based 

ink contributes to fusing visual layers with a textural complexity. The shimmer of Matrix (Fig. 

110) is compelling because its surface is easily penetrated; in its relative lack of anchorage, 

the dreamlike atmosphere of life is testimony to an essential substance. We bear witness to 

this when an idea gradually crystallises. 

Figure 73 Luminous Flow 2006, linocut, 52 x 81.5cm 

Thought pre-empts action, suggesting that the motion of consciousness foreshadows 

activity. The lyric, visual muscularity of Luminous Flow (2006) (Fig. 73) resonates with how 

light moves in linear waves while illuminating form. This is indicative of Bohm’s philosophy: 

mind integrates with matter in a state of motion. Material existence presents a relative 

solidity: reflection, light, water, wood, dust, porosity, concretion, crumbling, hollowness; 

form may recede into shadow. 
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Figure 74 Apparitional Circle 2016, pen drawing, 15 x 15cm 

A metaphysical understanding that the principle of translucency presents can be understood 

in a geometric context. Theoretically, an infinite constancy coexists with manifold forms, 

symbolised by a point and its finite extensions. As it extends, a point loses its definition: a 

face presented to the world partially assumes a mask. Speculatively, the logos—as a 

manifest extension that cognitively ‘sees’ (literally through the eyes of the world) —can 

reflect back upon an authentic and transparent essence.28 Drawing the veiled circular form 

of Apparitional Circle (2016) (Fig. 74), I aimed to encapsulate a phantasmic quality that 

reinforces an understanding that materiality is suffused with consciousness. 
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Lines radiating from a point that represents an infinite constant symbolise a divisive 

emanation. Moving unimpeded in straight lines, light scatters through form. Consistent with 

this commensurability of materiality and consciousness, people may endure a psychological 

fragmentation. As materiality manifestly unfolds, it is structurally divided into time and 

space and yet we continually interpret its unified wholeness. Communication can be a 

means of restoring a sense of wholeness. An enigmatic presence within an artwork may 

assert a sense of purpose. Art avails us the perceptual capacity to conceptually transfigure 

materiality. 

3.7 Cosmological Paradox 

Figure 75 Duality 2017, relief etching, 14.5 x 25cm 

Engraving assists in my making sense of the world by expressively bringing together modes 

of seeing, feeling and thinking. The two distinct but integrated sections comprising the 

image Duality (2017) (Fig. 75) present a principle of paradox, insofar that the resolution of a 

paradox can be found within the integration of its contrasting parts. The philosopher Sri 

Aurobindo explicates the paradox of existence: “At the origin of things we are faced with an 

infinite containing a mass of un-explained finites; an indivisible full of endless divisions, an 

immutable teeming with mutations and differentiations.”29 In regard to this thesis, Duality 
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coarsely models two paradoxical conditions: the relational dynamic of feeling and thinking 

that comprises consciousness, and the relational dynamic between mind and matter. 

Feeling dominates an expressive mode of consciousness and imbues materiality with an 

enigmatic quality, while thinking dominates a reflective mode of consciousness. It is perhaps 

from a reconciliatory need of the logos to continually decipher its projected, enigmatic 

expression that an agency of reflection arises. My aim in constructing Duality was to present 

a seamless juxtaposition that balances the complementariness and incongruity of this 

process. The fluidly scribbled left side of Duality implies feeling, while the methodically 

constructed visual fabric on the right suggests thinking; the image’s singular format 

represents the indivisibility characterising their relational dynamic. The left side of Duality is 

visually stronger, commensurate with the expressivity of feeling. This is balanced by its 

smaller scale, establishing an asymmetrical equivalence.30 

My repeated mark making in Duality connotes the approximate replication by which the 

reflective attribute of the logos speculatively generates material differentiation. The unified, 

layered and gradational densification of Duality indicates a principle of magnification insofar 

that matter, or finely woven nets of consciousness, is magnified by the seeing of the logos: a 

process of reflections reflecting reflections that constitute the structural motion of 

consciousness. The relational dynamic between opacity and transparency finds meaning 

when materiality is understood as a variant of consciousness. The capacity of the mind to 

conceptually but erroneously divide mind from matter derives from its reflective character. 

Feeling is the essence of an implacable motion by which the material world expressively 

perpetuates its being. The reflective logos cannot divert its gaze from this expression, and 

this cosmological fixity generates a narcissistic magnetism.31 Observer and observed, the 

logos cannot relinquish its symbiotic dualism. Nor can it cease to express without an 

absolute cessation. Sustaining an emancipated cognition by seeing clearly is continually 

thwarted, for it is only through a reflective engagement that a material finitude may be 

divisively realised.32 I have engraved the seam of Duality as if it were torn, indicating a 

trauma sustained between an insufficient, reflective thinking and the inexplicability it 

continually seeks to interpret. 

100 

 



Figure 76 Leonardo da Vinci Vitruvian Man c. 1490, drawing 35 x 26cm 

Insofar that consciousness realises itself through matter, the latter can be understood as a 

projected extension of mind. The symmetry of the human body appears to be symptomatic 

of a principle of reflection, as attested by da Vinci’s Vitruvian Man (Fig. 76). Registering 

emotional turmoil can be interpreted as experiencing a distorted reflection of a cognitive 

magnification. Speculatively, it is a struggle of the logos that generates a momentum by 

which life is sustained and to which the struggle of humanity is subsidiary. In this context, 

the contemplative component of creativity presents a means of clarifying consciousness to 

obtain a sense of equanimity. 
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Figure 77 Night Window 2015, relief etching, 20 x 15cm 

This thesis suggests that the logos naturally seeks a cognisant clarity distinguished by the 

singularity of its infinitude. Accordingly, in Night Window (2015) (Fig. 77), I sought to 

facilitate a perceptual experience orientated towards a singular focal. An artist’s capacity to 

construct an image representing a pure abstraction is limited by the derivative character of 

the materiality by which their image is made. The ironic quality by which the logos seeks a 

cognisant singularity through material diversity is reinforced by the reliance that 

constructing visual images has upon materiality. 

The stasis of an image elucidates a clarity embedded within an implacable flux, like a critical 

moment suspended in time. While this flux asserts a continual influence upon how 

effectively the image of the world can be understood by the logos, it is also transcended by 

an infinite constancy qualifying the logos. Life is furnished with a creative agency by which a 

transitory reconciliation between reflective thinking and felt expression is possible. Artistic 

works derivatively model this: the performer and audience; the musician and listener; the 

artist and viewer.33 Duality visually resonates with a metaphysical equation proposed by 
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Nora Pärt, wife of the composer Pärt, which is outlined by Hillier: “the eternal dualism of 

body and spirit, earth and heaven… the two voices are in reality one voice, a twofold single 

entity. This can be neatly though enigmatically represented by the following equation: 

1+1=1.”34 

The eye that extends from the brain sees a transitory vision of the world it is a part of, 

implying that our seeing intelligence is connected to an infinite constancy in order to 

cognitively register and pragmatically organise continual change. Visual motion fixed as an 

image concurs with the constancy of the progressive passage of time. The seeing logos is 

grounded in a constancy that demonstrates an abiding substance, continually focusing the 

motion of life towards a clarity.35 Our body is subject to inexorable change, indicating a 

transcendent attribute of the mind in its capacity to comprehend this. The conductive 

instrumentation of our body relies upon a constancy that appears to mobilise this 

instrumentation for its use, imbuing tangible existence with an immanent quality. 

The world seen is understood by this seeing: a static finitude reflectively suspended within 

the agency of the logos. This spatial relationship corresponds with time: the infinite may be 

sensed within a critical, self-contained moment. Reflected upon by a viewer possessing a 

structurally magnified consciousness, a microcosmic finitude is exemplified by Matrix (Fig. 

110), which coarsely models a compression of infinite layers. Each of its points mirror all of 

its points, as if a moment of clarity could suffuse the world’s materiality. The logos imagines 

an expressively unfolding world in a state of becoming; the gaze of the logos interprets this 

expression by virtue of an infinite stasis grounded in being. Visually floating, suspended and 

transfixed, it is to this stasis that Image alludes.36 
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3.8 Animated Flow of Consciousness 

My construction of Delirium37 aimed to evoke an abstraction which, as photographs, is 

necessarily figurative. However, the inherent creativity of Delirium rests in using a camera to 

generate images the eye cannot see.38 I accumulated a vast resource from which to distil 

Delirium, systematically using an automatic flash in a controlled, dark environment to 

photograph moving water, detergent and food dyes. The cumulative narrative of Delirium 

relies upon contingency to establish a sequence of dots and shapes of varying number, size, 

and colour. My approach mobilises the creativity invested into digital photography by 

playfully subverting its intended use. The philosopher Marshall McLuhan states: “The 

serious artist is the only person able to encounter technology with impunity, just because he 

is an expert aware of the changes in sense perception.”39 Delirium presents a sensorial 

overload that counterpoints the understated, monochrome character of ‘Infinitude’. 

A critical moment in life may be cognitively isolated from a lyric flow. The scientist Alex 

Comfort identifies Bohm’s understanding of consciousness with “a projection of a higher 

multidimensional order into a series of subjective moments, exactly as particles represent a 

similar projection into a series of discontinuous frames.”40 Delirium evokes characteristics of 

life such as transmission, transformation, compartmentalisation, divisiveness, instantaneity 

and turbulence. The rapid, tumbling momentum of Delirium is demarcated by seamlessly 

integrated, distinct stills: sudden fractures that provoke a disjointed apprehension.41 The 

tempo of Delirium is tuned towards balancing its unpredictable changes with its processual 

legibility: if it were slower it would lapse into a stilted performance, if it were faster it would 

overwhelm the natural limits of perceptual cognition. 

Installed as a loop, Delirium presents an impression of integrating linear and circular time. It 

exemplifies how an interchangeability randomly permeates the compartmentalisation of 

our hologram-like world. While each still used in Delirium is distinct, their similarity coheres 

its morphing configurations, tempering its punctuated fragmentation. The physicist Georg 

Wikman states: “similarity and difference are two poles which always go together ... Instead 

of equating randomness with absolute disorder, we can … [refer] to orders of infinite 

degree.”42 
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Delirium exemplifies how the mechanics of manifestation necessarily relies upon continually 

incorporating an incoming novelty: a state of becoming that thwarts any sense of arrival. 

The persistent repetition of Delirium embodies a reflective replication; an irresolute, 

fragmented unfolding that appeals to a viewer’s participatory sense of restoration. This 

strengthens the bond between observer and observed. Similarly, the video Dance presents 

an elegant flow into which its unpredictability is seamlessly subsumed. The art form of 

dance presents a patterned motion that a performer moves through and embodies. In this 

sense, life may be understood as a type of dance. The future cannot be predicted, but it can 

be forecasted by examining how a pattern emerges from the relational dynamic between 

constancy and change. 

Lawlor cites a Buddhist analogy regarding how life appears as temporal segments: “Time is 

like a necklace of square beads of tangible objects, or moments or events, and to be 

absorbed by this succession of limited frames is maya or illusion, whereas only the inner 

thread of the necklace, the unimaginable continuum, is reality.”43 My editorial assemblage 

of Delirium aimed to emphasise an essential, transmissive continuity by knitting its fractured 

format more tightly, distilling a painterly aesthetic that ‘blended’ its rhythmic configurations 

according to their colour, scale and density. This selectivity shares a semblance with how an 

idea gradually evolves towards a sensorial crystallisation. 

3.9 Arc 

Figure 78 Edge 2019, relief etching, 2 x 39cm 

Reality understood as an ‘unimaginable continuum’ correlates with drawing a line that may 

theoretically move in opposing directions infinitely. I have often applied a subtle serpentine 

line in works such as Sentinel (Fig. 53) to present a wavelength signalling life’s motion. 

Engraving Edge (2019) (Fig. 78) re-evaluated the artist William Hogarth’s proposal that the 
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aesthetic value of a wavy line derives from its visual motion.44 I identified that an arc is a 

particularly elegant segment of a wavy line. Arnheim indicates that a single drawn line is 

sufficient enough to imply visual form.45 Stimulating a gentle cognitive response, Edge is 

indicative of an arc moving spatially through life, symbolising a birth, growth, blossoming, 

maturation, decline and death. 

Figure 79 Untitled 2019, relief etching, 42.5 x 9cm 

Untitled (2019) (Fig. 79) recalls a vaginal form that unconsciously emerged through my 

repetitive engraving of lines based upon Edge. My ideational expression was orientated 

towards a conceptual understanding that Edge connotes a passage from birth to death, a 

finitude that may be symbolically represented by the end points of a line. By engraving 

inverted arcs, I sought to present a visual consonance that symbolised a relational dynamic 

between life and death. 
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A visual abstraction that lacks sensual form, Untitled exemplifies how artistic disciplines 

compartmentalise life according to our senses. Reinforcing the connectivity between mind 

and matter, Untitled suggests that a regenerative world necessarily incorporates an opening 

to itself. Lawlor refers to “the membrane or birth channel through which all the 

transcendent powers of unity and its initial division into polarity must pass… to enter into 

the manifest realm of surface.”46 While art may act as a conceptual interface between mind 

and matter, materiality is required to incarnate ideation. 
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CHAPTER 4: COSMOS 

In this section I attempt to create a discursive equivalent to the interconnected relationship 

between the mechanics and materiality associated with artmaking and the deep speculative 

cognition that constructs or imagines the cosmos. At a 2005 conference titled ‘New 

Frontiers of Science, Art and Thought: Physics of Aesthetics,’ the physicist Roger Malina 

asserted “that up to 95% of the content of our universe is still a mystery to scientists today, 

a fact that should encourage scientists to accept artists’ contribution to apprehending the 

aesthetic dimensions of the cosmos.”1 

The logos can be understood as a type of consciousness that continually makes the world by 

imaginatively dreaming the world, while reflectively interpreting this expression with a 

clarity as focused as light moving in straight lines, or the lines required to construct 

geometric space.2 A dynamic symmetry shapes and contains space as a structurally 

polarised consciousness, exemplified by the poles of our planet. Materiality may be 

speculatively understood as a sequential compression of reflections that gradually assume 

opacity.3 This is consistent with the physiological synthesis of our seeing and thinking. 

A contemplative art practice involves tuning a state of mind towards a controlled focal 

point, inferring a subtle primacy of cognition over materiality as I outlined in Chapter 1. 

Human behaviour demonstrates a determinism that arguably derives from the agency of 

the logos. For example, if we think with a clear intent, then we are able to move in a straight 

line to a bus stop. Correlating with the motion of light, we do not divert from this straight 

path unless we move around impeding objects. Often our journey returns to a point of 

departure, demonstrating an inherent circularity. Bohm’s theory does not examine the 

possibility that feeling fulfils a primary role in the expressive component of a manifesting 

universe. Similar to physical life, familiar patterns of feeling and thinking indicate a 

systematic determinism. Speculatively, an expressive power assuming a curvature of feeling 

confers a measured dimensionality to life in accord with the elliptical patterns of 

astronomical motion. 
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4.1 Matrix 

Figure 80 Tangle 2019, relief etching, 24.5 x 39.5cm 

As I work from the simple to the complex when developing an artwork, I continually 

invigorate a problem solving that generates a circuitous dynamic of quest and affirmation. 

This can be understood as a microcosm of the logos, reflectively interpreting its projected 

expression. The dipolar character of this dynamic can be elucidated by contrasting Tangle 

(Fig. 80) with Untitled (Fig. 81). Tangle suggests endless, entwined pathways suspended 

above an indeterminate void, while also tacitly moving through this void. Its gestalt 

corresponds with the convoluted configuration evident in the structure of the cerebrum’s 

neuronal network. 

I propose that the constant quest by the logos is conducted through our bodily 

instrumentation. The exquisite, physiological precision of the brain and eye contrasts the 

atmosphere of the mind.4 Pivoting an interchange between materiality and consciousness, 

the brain can be understood as a concentrated inversion of an atmospheric logos. A suitable 

visual metaphor for this atmosphere is provided by the indeterminate void conveyed by 

Tangle. 
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Figure 81 Untitled 2019, linocut, 112.5 x 111.5cm 

The visual protrusion of Untitled (Fig. 81) implicitly qualifies its background with a 

perceptual indeterminacy. This background comprises the finest, legible motifs, 

representing an active void that suggests a nurturing darkness. Untitled expresses what 

Bachelard describes as the “hidden grandeur, depth … the presence of immediate 

immensity.”5 
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The viewer’s eye is riveted by aspects of the void that Untitled suggests: negative shapes 

float visually above the matrix that defines them. These shapes suggest a deeper 

metaphoric connection to this void, and yet they are brought to the foreground of Untitled, 

corresponding with Plotinus’s conception that bodies are “contained in the boundless ocean 

of Soul. The world of nature is … a net floating in the all-encompassing medium of the 

spiritual world, ‘immersed in life, but unable to appropriate the element in which it swims. 

The net spreads out as far as it can in the sea, which is already spread out.’”6 

Constructing Untitled (Fig. 81) involved continually exerting an a priori character of a matrix 

upon my ideation.7 This can be understood as an abstract way of mapping space and time, 

or the structural expression by a feeling and thinking logos dreaming its dimensionality: an 

action deterministically mirrored in the processual work of an artist. As a static image, the 

content of Untitled corresponds with a moment in time disclosing its history. Its suspended 

immediacy implies an infinitude, capturing a motion as if thought could hold its breath. 

In mathematical terms, a ‘matrix’ is a rectangular array articulated in rows and columns.8 It 

can also be considered as a flat cross-section of space–time continuums that exercise a 

pluralistic centrality from which extensions may be made. This is demonstrated by the 

illuminated, intersectional points of Matrix (Fig. 110), which recall the neural firing of 

synapses in the brain. It can be speculated that the logos utilises a matrix as an invisible 

mode by which to structure an expressive intelligence. Theoretically, this matrix contains 

and shapes the dynamic flux in which it is embedded, flexing expressively as the mutability 

of feeling interacts with the narrow focal of thinking. Untitled indicates how the rigidity of a 

grid may be retained but softened towards a malleable flux. The stasis of the shapes that 

visually float in Dissipation (Fig. 82) alludes to the determinism by which its foundational 

matrix exerts an aesthetic influence. 
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Figure 82 Dissipation 2007, linocut, 71 x 51cm 

Dissipation and Untitled are the only linocuts I have constructed with the guidance of a 

Cartesian grid.9 These images resonate with the entwined dynamic of becoming and being 

encapsulated by the T. S. Eliot couplet: “Dust in the air suspended / Marks the place where a 

story ended.”10 Pictorially, Dissipation drifts like dust in the air suspended, severing its 

mooring from the geometric ground within which it necessarily remains fixed, marking the 

place where a story ends. This necessity derives from the constancy by which the geometric 

formality of an active matrix mirrors an absolute being embedded in a world of relative 

motion. Similarly, Untitled contains a visual instantaneity that may appear fresh each time it 

is viewed. 
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4.2 Drilling Linoleum 

My use of a drill to carve linoleum has enabled me to effectively work on a larger scale, 

stimulating ways to develop and diversify pattern-based art. Using mechanised carving 

methods has allowed me to vary my working tempi and has assisted in the pictorial 

coordination required to ramify patterns. Adopting a fast tempo of working orientates an 

accelerated motion of consciousness, ensuring that an expressive fluidity is imprinted in my 

work by optimising a less impeded, ideational transmission. Contrasting the resistance 

imposed by conventional carving, using a drill to carve linoleum recalls the adage of carving 

a knife through butter. 

Figure 83 Nebula 2007, linocut, 59 x 40cm 

The linocuts I have printed during my doctoral research include variations of a methodology 

I established in 2005, which enables me to create gradational patterns by working 

sequentially from a large to small drill bit. This is exemplified by the tight, structural 

muscularity of Luminous Flow (Fig. 73). Nebula (2007) (Fig. 83) reverses this sequence by 

superimposing larger dots over small dots, generating a loose pictoriality and an intensified 

texture that evokes a cosmological theme. These inverted processes could be understood as 
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a ‘micro-scoping’ that works towards a fine detail and a ‘telescoping’ that opens images 

towards a more expansive perceptual response. This principle of inversion is consistent 

with understanding that the optics of our sensual world demonstrates a hologram-like 

character established upon reflection, reduction, and magnification.11 

Figure 84 Interconnection 2008, linocut, 83 x 51cm 

The act of drilling linoleum exemplifies how technological innovation can shift a traditional 

method of printmaking into a contemporary context. My linocuts are distinguished by their 

mechanical complexion: precision and clarity suffuse their surfaces. When constructing 

Interconnection (2008) (Fig. 84), I aimed to express a more natural appearance by 

developing a pictorial amalgamation through extended drilling. Similarly, Shimmer (Fig. 62) 

indicates how a pattern containing crisp, hard edges can be composed to emanate a gentle, 

optical softness. 
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4.3 Spiral Motif 

Most of the linocuts I have made since 2005 utilise a motif I gleaned from an epiphany I 

experienced while stippling with pen on paper during 2001. Analysing this cosmological 

gesture assists in understanding how an artist may use consciousness as a primary medium, 

and how the material universe, as a whole comprised of interactive parts, may be 

considered a cosmos that acts as a source of knowledge. Speculatively, an epiphany may be 

considered to echo a fundamental, infinite constancy. 

My epiphany felt ironic because in that moment it seemed as if neither my body nor the 

world existed despite my simultaneous awareness of my body. It presented a sensation 

suffused with a perfect clarity, complete fullness, and a profound sense of stillness, as if the 

paradoxical character of the universe was momentarily reconciled: a moment in which the 

reflectivity of the logos perfectly mirrored its projective expression. Pärt states: “Time and 

timelessness are connected. This instant and eternity are struggling within us and this is the 

cause of all our contradictions.”12 I felt aligned with an infinite constancy that stimulated a 

corresponding acuity, as if the principle of the Golden Mean could be embodied 

introspectively. This germinal moment resonated with Aristotle’s concept of an ‘unmoved 

mover’;13 it was connectively transcendent insofar that it aligned with an abstract perfection 

that superseded the relative materiality of the universe. An implacable motion of a powerful 

force continued as I experienced a sensorial cessation of its motion. 

I understand an epiphany to be an intuitive mode of ideation that unexpectedly catalyses 

learning by compressing incoming knowledge into a singular moment. This may be 

illustrated with a monad, or circle containing a central point; a geometric depiction of an 

essential singularity. The generative attribute of my pivotal moment implies a fleeting 

insight into how time mirrors space in its motion and momentum. Occurring at a particular 

physical position, my sensorial experience can be illustrated as a monad assuming the form 

of a turning wheel. In the context of my practice, lines extending from an essential point 

may represent actualising potentiality: my construction of linocuts over many years have 

depended upon my epiphany. 
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Figure 85 Realisation 2019, linocut, 81 x 52.5cm 

Ideation can be understood as a clarifying process aimed towards a cognitive germination. 

The instantaneity of an epiphany may unfold and spread gradually over time, a dynamic 

evoked by the contrasting pictorial elements of Realisation (2019) (Fig. 85). Lawlor 

compares the “morphic similarity between lightning and the root of the plant.”14 

Contrasting the dramatic instantaneity of a bolt of lightning with the gradual growth of a 

plant’s roots reinforces the transitory character of knowledge. 
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A dialectical analysis of impermanence and permanence implies that conceptually they are 

mutually dependent. The relative character of materiality suggests that an actual 

permanence must necessarily be immaterial. During my epiphany, my mind seemed 

transfixed by an essential consciousness; the act of gleaning an abstract motif corresponds 

with the idea that materiality is a subset of consciousness. This reinforces an understanding 

that two-dimensional drawing may serve to bridge consciousness with materiality. 

For several years prior to my epiphany, I had been incorporating stippling into my drawings 

of seeds and shells—lyric objects that served as contemplative forms. On this occasion, I 

aimed to stipple a pattern for the first time. My epiphany constituted drawing a tiny motif. I 

felt I had no control in configuring the content of this motif, followed instantly by an 

objective realisation interpreting what I had drawn. The objectivity of this experience 

illuminates its significance as a form of insight:15 the connection I felt to an abiding sense of 

permanence also signified a particular and novel way of making art. Pragmatically, I 

recognised the nucleus of a new visual vocabulary: stippled, juxtaposed spirals of varying 

densities. This motif presented a particular, clear method of pattern generation that could 

be developed in various ways. I was instinctively intrigued by how the spirals I had drawn 

were visually absorbed into an overall pattern. Bachelard refers to how “the spiral greeted 

us with clasped hands… the drawing is more effective for what it encloses than for what it 

exfoliates.”16 
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4.4 Threshold 

Figure 86 Threshold 3 2007, linocut, 51.5 x 77.5cm 

Most of the linocuts I have constructed during my doctoral research incorporate the spiral 

motif I used in Threshold 3 (2007) (Fig. 86) and Untitled 2 (Gong) (2006) (Fig. 87). Analysing 

these formative artworks is necessary to understand their continual influence. I drilled each 

spiral motif of Threshold 3 in a centrifugal direction: a linear continuum of repeating holes. A 

single dot of Threshold 3 mirrors all of its dots, effectively connoting a pluralistic here and 

now. Integrating contingency with actuality suggests that each moment we experience may 

be plotted as a point upon a theoretical matrix composed of continuums flowing infinitely in 

any possible direction. Threshold 3 presents this concept as a grid of configured visual 

motion, embodying the principle of ‘squaring the circle’.17 

The limited length of a spiral combines with the expansive attribute of its configuration to 

present a relational dynamic between the finite and infinite. All of the spiral motifs of 

Threshold 3 mirror each other, and each is visually subsumed into its overall field. Bohm 
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outlines how materiality acts in a correlative manner, stating that an atomic particle is “a 

product that has been formed in the whole flowing movement and … will ultimately dissolve 

back into this movement.”18 

The contrasting densities of the juxtaposed spirals of Threshold 3 modulate its overall tempo 

to an equilibrium displaying a minimal fluctuation. The spiral motifs of Threshold 3 comprise 

an interactive field, presenting a measured, cumulative and expansive expression that is 

simultaneously impeded by their clustering juxtaposition. A controlled, neutralising balance 

of dipolar motion disperses across a perceptually flat plane. This flatness has enabled me to 

pragmatically use Threshold 3 as a stable foundation upon which to graft more sophisticated 

imagery. 

4.5 Gong 

Figure 87 Untitled 2 (Gong) 2006, linocut, 61.5 x 49.5cm 
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Untitled 2 (Gong) (Fig. 87) is an image comprised entirely of juxtaposed spirals of varying 

densities, which I configured as a magnifying gradation.19 It presents a visual emanation: 

each dot acts as a reverberant echo of a theoretical central dot. An elaboration of a monad, 

the enclosed form of Untitled 2 (Gong) could be interpreted as a cross-section of a sphere 

suspended in space. The psychiatrist Eugéne Minkowski relates reverberation with form: “It 

is as though a well-spring existed in a sealed vase and its waves, repeatedly echoing against 

the sides of this vase, filled it with their sonority.”20 Hillier outlines a musical reverberation: 

“If a single bell is struck … the spread of sound after this initial gesture, and then the 

lingering cloud of resonance … reaches towards us, yet at the same time pulls us in towards 

it.”21 Recalling the dynamic of enfolding and unfolding that Bohm confers to materiality, this 

correlates with Cicero’s proposal that the cosmos “feels and breathes together” like a vast 

organism.22 

Figure 88 Two vortices presented by David Bohm 
Used by permission of Routledge Classics, New York 

Affirming that the spiral is an objective configuration permeating our world, Lawlor refers to 

how astrophysics presents the universe as a vibrational field containing galactic ‘sonic 

booms’ that create a spin in which stars are born: “galaxies are spiral blast patterns, residual 

imprints of standing shock waves.”23 In Figure 88 Bohm identifies form with a motional flux 

in a way that corresponds directly with Threshold 3 (Fig. 86). He proposes 

considering wave forms as vortex structures in a flowing stream… two vortices 
correspond to stable patterns of flow… centred more or less at A and B… the two 
abstracted flow patterns merge and unite, in one whole movement of the flowing 
stream. There is no sharp division between them, nor are they to be regarded as 
separately or independently existent entities.24 

Threshold 3 resonates with Bohm’s theory of an ‘implicate order’: each spiral motif unfolds 

but is simultaneously enfolded by interacting motifs that mirror and stabilise its 
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configuration. Threshold 3 could act as a liminal cross-section of a hypothetical structure, 

composed of infinite planes that appear to extend in opposing directions with an increasing 

and decreasing degree of density. Furthermore, Bohm indicates an aspect of Albert 

Einstein’s ‘unified field theory’ that correlates with the gradational reverberation observed 

in the centrality of Untitled 2 (Gong) and how these reverberations dissolve through a 

juxtaposed integration observed in Nebula (Fig. 83). Bohm refers to how 

localized pulses, consisting of a region of intense field… could thus provide a model 
of the ‘particle’. Such pulses do not end abruptly but spread out to arbitrarily large 
distances with decreasing intensity. Thus the field structures associated with two 
pulses will merge and flow together in one unbroken whole.25 

My pictorial use of a spiral motif is harmoniously ordered, and a sense of predictability 

contributes to its efficacy as a foundational layer upon which to reliably build. However, 

quantum theory introduces a more perplexing interpretation of the material world. The 

quantum physicist Gerard Milburn states: “Our fundamental description of the physical 

world is provided by quantum theory. It reveals a world that is at its core irreducibly 

random, yet intelligible.”26 

My video Dance27 suggests an underlying, established pattern that assimilates an 

unpredictability in a way that contributes to its harmonious, pictorial motion: foam balls 

move randomly but seamlessly between one another, like a haphazard weaving. Dance 

unfolds as a lyric, pictorial transmutation, its unpredictability engaging and sustaining the 

viewer’s perceptual activity. The path of a single red ball rivets the viewer, emphasising an 

intrinsic unpredictability that does not interrupt an overall, fluid motion. Arguably, it is the 

elegance in the gestalt of artworks that is primarily compelling, reinforcing the authenticity 

of the metaphoric value they may possess. 
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4.6 Unconscious Creative Thinking 

My epiphany suggests that in some instances of creative ideation, it is preferable to 

intuitively sensate, demonstrating a particular sensitivity involved in unconscious thinking. I 

intended to establish a foundational layer for Introspective Landscape (Fig. 89) that 

expanded upon Untitled 2 (Gong), for which I had established a precedence by constructing 

Nebula. However, I ‘erroneously’ established a foundational layer based upon Threshold 3. I 

had unconsciously devised a problem to overcome that demanded adaptability, leading to a 

new method of working that introduced an unfamiliar structural component into the gestalt 

of Introspective Landscape. Shortly after completing Introspective Landscape, a prescience 

stimulated me to compose, with a notable seamlessness, a piece of music that also 

contained a distinctively new structural element. It may be speculatively proposed that the 

extensive, intense visual work required to construct Introspective Landscape directly caused 

neuronal changes in my brain. As Bohm states: 

it is clear that visual images must also undergo active transformations as they 
‘enfold’ into the brain and nervous system (e.g., they give rise to emotional, physical 
and other more subtle responses of which one may be only dimly conscious as well 
as to ‘after images’ that are in certain ways similar to the reverberations in musical 
notes).28 

I expanded upon Threshold 3 to construct foundational layers for Seen and Seeing (Fig. 100), 

Finitude (Fig. 96) and the lower section of Cosmos (Fig. 90). These works are made in various 

systematic ways to demonstrate a relational dynamic between the finite and infinite, 

exploring visual gradation, motion, shape, and structure. Together, they form an ontological 

inquiry into how material form enigmatically manifests and dissolves. Corresponding with 

the aesthetic development of these artworks, the artist Dawn Whitehand states: 

Complexity theory originated in particle physics and is applied to systems where 
thousands of units form a larger collective ... to predict outcomes based on the 
evolving patterns that emerge within those systems that repeat and layer ... as 
systems become more complex, instead of degenerating into chaos ... this process of 
synchronization forms coherent patterns.29 
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4.7 Introspective Landscape 

Figure 89 Introspective Landscape 2019, grid of 7 linocuts, 33.5 x 355cm 

I consistently applied the principle of a mirroring replication to construct Threshold 3 (Fig. 

86) and extended this to create Introspective Landscape (Fig. 89) with an increased 

complexity. The principle of a hologram permeates the surface of Introspective Landscape, 

suggesting that material form can be understood as a densified nexus constructed by a 

gradational motion of reflections reflecting reflections. An unfolding sequence is evident: a 

gradational densification (slowing motion as it concretes) simultaneously contrasts and 

mirrors a gradational disintegration (freeing motion as it loosens). This attests to rhythm 

being the lynchpin upon which structure is defined. 

A sense of form gradually emerges within Introspective Landscape, with a decreasing tempo, 

affirming an equivalence between temporal and spatial measure. Diverse, pictorial densities 

align with the variant tempi by which the flow of time may be perceived. As a transmitted 

imprint of my expressive thinking, these pictorial, rhythmic variations appear to qualify the 

motion of consciousness. Riley states that “nature is not a landscape, but the dynamism of 

visual forces.”30 A viewer of Introspective Landscape looks into a visual volume that conveys 

an expansive resonance. 

The analogous relationship between space and time inferred by Introspective Landscape 

expands beyond its surface into its viewing space. Viewed at a close proximity, its 

pictoriality is indecipherable, but becomes clear as one moves away from its surface. 

Similarly, durational time may act as a type of psychological ‘distance’ by which an event 

that has caused confusion may gradually assume clarity. 

While one observes an object in space, the geometry upon which its form depends remains 

unseen. The compressed visual layers of Introspective Landscape allude to this natural 
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systematicity, corresponding with how a mathematician conceives algebraic 

transformations as a superimposition. Introspective Landscape presents a matrix that 

indicates an artist can emulate the processual expression nature demonstrates. The art 

historian Christina Chau states that 

systems are defined by the relationships between variables … [contributing] to the 
unique form of the entire system. Systems can be quite open … the entire world can 
be considered as a total system … systems can be organised to take a wide variety of 
structures, including pattern, rhythm, or network.31 

After I established the unifying, foundational layer of Introspective Landscape, I outlined 

shapes to fit its format. These shapes were indispensable as a guide by which I could 

pragmatically select areas to variably densify.32 Horizontal, interlacing continuums 

seamlessly integrate these areas as an architectural ‘cross ventilation’. Stimulating a 

perceptual magnification, these continuums flow with an elegant tactility, aligned with the 

principle of growth. In structuring the visual volume of Introspective Landscape, I sought to 

reinforce the notion that while a perception of form depends upon cognition, form itself 

contains an intrinsic intelligence. 

While I may control the material expression of my creative thinking, my use of shapes aims 

to demonstrate that the principle of structure adheres to an ontological determinism. By 

coordinating shape and structure, I can responsively extrapolate visual volume with an 

optimum elasticity, implying the malleability of form. While I associate intentional thought 

with the straight lines by which a Cartesian grid is drawn, it is the contours of a felt 

expression that shape Introspective Landscape. This curvature corresponds with how our 

perception of time may flex in response to emotional experiences. 

Aggregating parts to establish a porous whole, Introspective Landscape presents a state of 

becoming, while inviting the viewer to perceptually enter and move about a pictorial space. 

A spatial interiority is exposed, providing a metaphor of seeing through spatial structures. 

Introspective Landscape visually represents a hypothesis: the world is constructed by a 

mechanics of concretion and dissolution that is based upon continually densifying and 

disintegrating reflections. 
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4.8 Cosmos 

Figure 90 Cosmos 2019, linocut, 108 x 175.5cm 

The lower section of Cosmos (Fig. 90) retains sufficient structural transparency to reveal the 

motifs of its foundational layer. I layered this area by drilling holes into linoleum that 

sequentially diminish in scale, reversing this process in the work’s upper section. Integrating 

these methods increased a pictorial sophistication, fulfilling Riley’s statement: “It is only 

through the experience of working that answers may be discovered within the inner logic of 

an invented reality such as the art of painting.”33 Cosmos visually asserts and recedes, 

particularly in its upper section, while exercising a horizontal continuity that is stronger in its 

lower section. 

The measured gradation by which Cosmos is systematically constructed alludes to a 

successive determinism inherent to materiality. Its textural, structural layers are printed 

upon a flat surface, elucidating the transparent and spatial magnification that characterises 

our perceptual capacity. Its visual assertion and recession coarsely model Bohm’s theory 

pertaining to a consciousness that simultaneously unfolds and enfolds through infinite 
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layers, suggesting that our physical world is a subset of a hologram-like intelligence. Cosmos 

enhances the concept that thinking is an activity based upon a principle of reflection. 

The concurrency with which the visual layers of Cosmos appear delaminated and 

compressed correlates with my proposal that the logos simultaneously expresses and 

interprets dimensionality. It suggests that a mode of intelligent seeing incorporates a 

magnified projection that is indivisibly connected with a reductive reflection. Speculatively, 

this dipolar seeing may relate to how a viewer reflectively interprets an expressively 

projected artwork, emphasising a mirrored relationship shared by artist and viewer. 

Cosmos visually reconciles the philosophy of Parmenides, which proposes an infinite 

constancy represented by a static sphere, and the philosophy of continual change proposed 

by Heraclitus. An axis is required to construct a sphere by theoretically passing through its 

perfect centre. This intersectional point can be understood as an infinite constant, through 

which straight or curved lines directionally radiate. Line, circle, and sphere all depend upon 

this pivotal point. The cross-section of an approximate sphere implied by the primary motif 

in the upper section of Cosmos is balanced upon a linear flux that recalls Heraclitus’s maxim: 

“one could not step twice into the same river.”34 Indicative of a transitional and 

transformative character of consciousness, this linear motion harmoniously flows and floats 

above its spiralling foundation. 

The primary motif of Cosmos demonstrates a tactile coherence with surrounding, smaller 

motifs, suggesting that the magnification of its delaminated layers is informed by a principle 

of growth. The visual emanation and recession of Cosmos corresponds with the notion of an 

abstract intelligence exercising a regenerative agency in the form of an expansive, growing 

life, and a reductive life of decay. The visual dissipation in the upper section of Cosmos 

harmoniously coexists with its more concreted motifs. This simultaneity is true to life: 

something is born as something dies. Nevertheless, aligned with the positivity of creative 

expression, viewing Cosmos is restricted to perceiving an overall, assertive motion. 

While the visual delamination in the upper section of Cosmos feathers into a textural 

disintegration at its edges, the visual folding of its bottom section is more contained. The 

undulating ribbon at the bottom edge of Cosmos mirrors the lyric swelling of its upper edge. 

127 

 



A visually balanced, diametrical opposition between the bottom left-hand corner and top 

right-hand corner of Cosmos hinge its pictorial motion to its format, sufficiently 

strengthening the formal coherency that emphasises its metaphoric finitude. The damaged 

edges of Cosmos are not rectified, drawing attention to the materiality by which the image 

is printed. 

Confirming that an optic artifice has been printed upon a flat surface of paper, a structural 

differentiation outlines the lyric flow in the lower section of Cosmos, appearing to defy a 

visual gravity: variously weighted shapes are supported by a pictorial transparency, while 

subtly retaining a muscular, interpenetrative translucency. The motifs in the top section of 

Cosmos may be interpreted as a moon with many suns or a cluster of delicate dandelions 

blown by the wind and caught mid-air; motifs enmeshed in the plasticity of ink and paper. 

The background void of Seen and Seeing (Fig. 100) imposes a perceptual distance between 

its form and a viewer, contrasting the transparency and immediacy that characterise the 

graphic structure of Introspective Landscape. These attributes of Introspective Landscape 

suggest that a viewer may perceptually look through its structure and enter its pictorial 

space. The compositional structure of Cosmos also invites a viewer’s perceptual entry. Art 

may present a transparent feast. 

4.9 Tabula Rasa 

Within an artistic engagement, a conceptual tabula rasa can act as a creative nexus, 

informing how the dynamic relationship between a theoretical absolute and material 

relativity is shaped. This may be demonstrated by a composer responding conceptually to 

an abstract silence, or a draughtsman’s interaction with an empty sheet of paper. In 

printmaking, the neutral latency of a prepared template may optimise a metaphoric 

transition. Being mindful of an influential constancy corresponds to working as if each part 

of a processual assemblage involves a flexible degree of inception. The painter Charles 

Lapicque states: “Non-knowing is … a difficult transcendence of knowledge. This is the price 
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that must be paid for an oeuvre to be, at all times, a sort of pure beginning, which makes its 

creation an exercise of freedom.”35 

As I engrave a new plate of copper, its potentiality decreases, suggesting that a surface 

appearance conceals an anonymous entity. Klee states: “Art does not reproduce the visible; 

rather it makes visible.”36 The saturated pictoriality of Veil (Fig. 48) serves to obstruct as well 

as stimulate perceptivity. Bachelard describes how “snow covers all tracks, blurs the road, 

muffles every sound, conceals all colors. As a result of this universal whiteness, we feel a 

form of cosmic negation in action.”37 A tabula rasa can be understood as a conceptual 

absolute resurfacing into a world of changing appearance. 

Figure 91 Tabula Rasa 2019, linocut, 56.5 x 78cm 

Pressing ink upon a visually empty sheet of paper transforms its appearance by shaping its 

underlying whiteness. Musical composition may involve a similar interaction with silence. 

For instance, a ‘silent’ pause may seem pronounced in the way it is shaped by music. 

Something unsaid in conversation may, in its sense of absence, seem stronger than what is 
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spoken. Similarly, Tabula Rasa (2019) (Fig. 91) presents a framed, empty, rectangular shape, 

emphasising the irony of transmitting an absolute concept by the means of a relative 

materiality. 

Each time I approach a new work, I am confronted with a plate containing an emptiness that 

attunes my state of mind to some degree. The perfection implied by this empty plate evokes 

in me a sense of reverence for artistic materials, and I anticipate an intensified interaction 

between mind and matter. When my stylus touches the surface of a new template, it feels 

as if I have disrupted a sense of stillness. Orbit (2019) (Fig. 106) encapsulates this, appearing 

to ripple outwards from its centrality like a stone thrown into a pond. Similarly, human 

action may instigate an undercurrent rippling through our collective consciousness. A 

moment can pause. Shimmer (Fig. 62) presents a trembling stasis, resonating with 

Bachelard’s statement: “When the lake shivers, the sun gives it the sparkle of a thousand 

looks.”38 

An artist immersed in a material and ideational flux is capable of connecting cognitively to 

an essential point of origination. They may conceive and isolate an idea in order to apply it 

with immediacy. There is no better image for isolation than an empty sheet of paper.39 

Geometrically, the singularity, clarity, and intent of an idea can be compared with extending 

a line from a pivotal point. A clear idea may provide a cognitive focal, while imbuing the 

complexion of an evolving creativity with a sense of purpose. Yet, ideation is sheathed 

within a material texture just as silence is entwined with music. In this respect, the poet 

Stéphane Mallarmé states: “Poetry isn’t made with ideas but with words.”40 

A tabula rasa is emblematic of life’s constancy. It has been noted that pattern derives from 

the relational dynamic between change and constancy. This can be observed in life: a day 

lived can never be lived again, but the essence and form of each new day is immutable. 

Within a magnified consciousness, days may be remembered as reflections of each other, 

forming an arc that spans a lifetime. Likewise, the world’s structural replication is 

asymmetric. A day can be understood as a reliable, measured pulse by which the world is 

regulated, like a self-contained human heart positioned in perfect symmetry but twisting to 

the left. 
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Underlying the motional expression of the world is a quest that da Vinci describes as one’s 

wish “to return to one’s homeland and origin … as moths trying to reach the light … this very 

yearning is the quintessence of life … Man is a model of the world.”41 My spiral motif 

indicates a construction that expands in a centrifugal direction: one dot follows another in a 

linear continuum, just as one day follows the next. The curvature of a spiralling 

configuration suggests that each dot is orientated towards a centrality that represents the 

principle of an essence - even if this spiral is interpreted as moving outwards. 

Each day may be witnessed as a sameness by virtue of its essence. Conceptually, a first and 

last day are contained within Finitude (Fig. 96), presented by the possibility of 

simultaneously observing an ending that mirrors a beginning. The world progresses 

forwards but also turns like a structural wheel: a dawn follows a dawn; the renewal of 

springtime repeats. In this context, the essence of a day resembles a circle contracted to a 

point. The visual motion shown by the video Vortex42 appears as a perpetually spinning 

wheel, implying that everything continually changes while remaining essentially the same. 

An artwork may be invigorated by an underlying constancy. The cryptic principle of a tabula 

rasa relates to a perfection that cannot exist materially, but necessarily exists as a point of 

comparative reference within a mind that judiciously assembles a materiality distinguished 

by the relativity of its imperfection. It is, as Merleau-Ponty recalls, “the secret blackness of 

milk, of which Valéry spoke… accessible only through its whiteness… carnal texture presents 

to us… a certain interior, a certain absence, a negativity that is not nothing.”43 The 

oscillatory motion of Vortex defines an inner hollow that elucidates a ‘positive absence’, 

connoting a cosmological magnetism that engages a viewer’s perception. 
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4.10 Mandala 

Figure 92 Untitled 2017, relief etching, 28 x 28cm 

An artist’s perfectionism may agitate them to reach beyond what they think they are 

capable of. I felt that engraving Untitled (2017) (Fig. 92) atypically asserted a material 

expression reconciled with my aspiration, fulfilling a requirement proposed by Le Corbusier: 

“A building is like a soap bubble… perfect and harmonious if the breath has been evenly 

distributed and regulated from the inside.”44 This work could be considered as symbolising 

the essence of ‘Infinitude’. 
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I began engraving Untitled at its central point, and gradually turned its square shape in a 

circle as I engraved outwards, embodying the principle of a mandala. The theorist Kenneth 

Berry cites a mandala as a “world in harmony” that represents how an individual may relate 

to an infinite whole.45 Lawlor infers that the symbology of ‘squaring the circle’ relies upon 

an underlying constancy: “When the incessant movement of the universe, depicted by a 

circle, yields to comprehensible order, one finds the square. The square then presupposes 

the circle and results from it. The relationship of form and movement, space and time, is 

evoked by the mandala.”46 

4.11 Revolution 

Figure 93 Revolution 2015, grid of 36 linocuts, 180 x 180cm 
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Referring to a cosmological rotation, Revolution (Fig. 93) pictorially expands and contracts as 

it revolves. Its composition involved printing thirty-six sequential square images from two 

linoleum templates, orientated to generate an exultant, optical dance; a visual motion 

resonating with Escher’s rotational use of geometry (Fig. 94). Presenting a multidirectional 

motion of implied volumes, the assemblage of Revolution incorporates a spatial folding 

hinged to a flat surface, to which it consistently returns in balanced, juxtaposed intervals. 

This prismatic geometry unifies the convoluted motion of a form that fragments as it 

evolves. Visually robust, perpendicular seams reinforce its structure at diagonally opposed 

corners, while corners alternating to these accommodate a subtle graphic permeation. 

Restrained by an austere formality, the gradually disintegrating pictoriality of Revolution 

corresponds with the art historian Germano Celant’s description of LeWitt’s art: “all the 

parts participate as one. It is as if they were moved by an ecstatic and hypnotic power, a 

sort of dervish geometry that seduces through an excess of life and energy.”47 

Figure 94 M.C. Escher, Copy of mosaics in the Alhambra 1936, 

pencil and coloured crayon, 23.9 x 31.8cm (detail) 
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Figure 95 Josef Albers, Structural Constellation 1953-58, incised vinyl, dimensions unstated 

Containing a stylistic semblance with a series by Albers titled Structural Constellations 

(1953-58) (Fig. 95), the visually floating, spare, directional lines in the centrality of 

Revolution suggest a dematerialised space, as if emerging from an indeterminate void. This 

centrality can be understood as a symbolic seed that germinates a motional radiation, 

anchoring a cohesive, multifarious asymmetry of point and counterpoint. Concealing a point 

of origin substantiates how energy is most powerful when it is compressed. Inferring that 

the material world continually stems from the immaterial, Revolution evokes the poet 

William Blake’s symbolic insight that “all infinity is contained in a grain of sand.”48 

Reinforcing the conundrum that consciousness is inherently structural, viewing Revolution 

elucidates how the mind may conceive the spatially infinite through finite means. 

The shape shifting of Revolution implies that chaos manifests in nature to sustain an 

equilibrium, presenting the snapshot of a balanced explosion that could visually represent a 

‘Big Bang’.49 Moving outwards, negative shapes loosen its gestalt, transforming towards an 

image dominated by positive shapes that visually float and shatter. Corresponding with a 

sharp pictoriality, its rhythmic pitch is intensified and managed to an acute conclusion. 
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Depending upon a fixed relationship between geometry and manifestation, Revolution 

exemplifies how art can concretise structures of an unseen cosmology. As Lawlor states: 

The architecture of bodily existence is determined by an invisible, immaterial world 
of pure form and geometry ... Within the human consciousness is the unique ability 
to perceive the transparency between absolute, permanent relationships, contained 
in the insubstantial forms of a geometric order, and the transitory, changing forms of 
our actual world.50 

We experience a diverse yet harmonious world that subsumes aberrational chaos in accord 

with teleological principles. Creating art can be seen as a microcosm of an unfolding, 

implacable power. It is through direct experience that an artist is intimately privy to the 

inner workings of this phenomenon. An emotional state of mind may be registered as a 

momentum that can assume a creative or destructive character. Engaging the supple limits 

of our cognitive capacity, artmaking can provide a transcendent means of attuning an artist 

towards an activity that is inherently creative. This chapter signifies the cosmological 

metaphor that has driven my project. The following chapter outlines the framework and 

content of the final exhibition titled ‘Infinitude’. 

1 Cited in Josep Perelló and Vicenç Altaió, “Physics of Aesthetics: A Meeting of Science, Art and Thought in 
Barcelona,” Leonardo 41, no. 3 (June 2008): 234. 
2 Bohm proposes that there is no awareness demonstrated by the ‘implicate’ regarding its temporal and 
spatial manifestations as an ‘explicate’. However, his philosophy includes a ‘superimplicate’ witnessing this 
manifestation and accordingly influencing the ‘implicate’, resulting in ‘feedback loops’. F. David Peat, Infinite 
Potential: The Life and Times of David Bohm (Reading, Mass: Addison-Wesley, 1997), 279. 
3 Peat refers to Bohm’s insight of “a universe of infinite levels, each qualitatively different from the levels 
above and below.” Peat, Infinite Potential, 122. 
4 Klee states: “A fiery desire for realization flashes from the artist’s brain; passes through his hand, spreads 
over the canvas, then, completing the circle, returns like a spark to his eye and mind.” Cited in G. Di San, 
Lazzaro, Klee, His Life and Work (London: Thames and Hudson, 1964; orig. pub. 1957), 109. 
5 Gaston Bachelard, The Poetics of Space (Boston: Beacon Press, 1994), 186. 
6 John Victor Luce, An Introduction to Greek Philosophy (London: Thames and Hudson, 1992), 157. 
7 Zielinski evokes a regenerative understanding of the world by noting that the word ‘matrix’ derives from the 
Latin mater, meaning ‘womb’ or ‘mother’, and is a synonym for the word ‘pattern’, which derives from the 
Latin pater, or ‘father’. Marian Zielinski and the Semiotic Society of America, in cooperation with the 
Philosophy Documentation Center, “A Semiotic Phenomenology of Aesthetic Systems: Reflections on 
Ornament, Patterns, and Habits in Creative Expression,” The American Journal of Semiotics 19, no. 1 (2003): 
204. Klee refers to “the womb of nature, at the source of creation.” Paul Klee and Paul Findlay, On Modern Art 
(London: Faber, 1966; orig. pub. 1948), 51. 
8 The New Oxford Dictionary of English, 1998, s.v. “matrix.” 

136 

 

 



 

9 Preparing and drilling Untitled (Fig. 81) indicated the ubiquitous utility of the Cartesian grid, recalling 
architecture (floor plan), textiles (clothes pattern) and jewellery (threading ‘beads’ along linear continuums). 
10 T. S. Eliot, Four Quartets (London: Faber and Faber, 1974; orig. pub. 1944), 51. 
11 Riley refers to how “polarities which find an echo in the depths of our psychic being are those of static and 
active, or fast and slow. Repetition, contrast, calculated reversal and counterpoint also parallel the basis of our 
emotional structure.” Bridget Riley and Robert Kudielka, The Eye’s Mind: Collected Writings 1965-2009. rev. 
and extended 2nd. ed. (London: Thames & Hudson, 2009; orig. pub. 1999), 90. 
12 Cited in Gretchen Miller, “Diamanda Galas, Arvo Part [sic] and Music for Twilight,” Into the Music, Radio 
National, ABC, September 26, 2014, 
https://www.abc.net.au/radionational/programs/archived/intothemusic/diamanda-galas,-arvo-part-and- 
music-for-twilight/5766646. 
13 Alfred North Whitehead, Process and Reality: An Essay in Cosmology (New York: Free Press, 1978), 344. 
14 Robert Lawlor, Sacred Geometry: Philosophy and Practice (London: Thames and Hudson, 1982), 30. 
15 In principle, this correlates with Pärt considering his musical composition tintinnabula as more than “a 
subjective invention… [having] an objective reality of its own.” Paul Hillier, Arvo Pärt (Oxford: Oxford 
University Press, 1997), 96. 
16 Bachelard, The Poetics of Space, 146. 
17 Lawlor discusses the principle of ‘squaring the circle’ in Sacred Geometry, 74–79. 
18 David Bohm, Wholeness and the Implicate Order (New York: Routledge Classics, 2002; orig. pub. 1980), 17. 
19 Lawlor refers to the teleology of a spiral, moving “in successively opposite directions towards the ultimate 
expression of both the infinitely expanded and the infinitely contracted... [symbolizing] a universe moving 
toward the perfect singularity from which it arose... the spiral-like arms of our galaxy constitute an image of 
the continuity between fundamental polarities - infinite and finite, macrocosm and microcosm.” Lawlor, 
Sacred Geometry, 73. 
20 Cited in Bachelard, The Poetics of Space, xvi. The visual reverberation of Untitled 2 Gong corresponds with 
the sonic vibration contained within compositions by La Monte Young, such as The Tortoise, His Dream and 
Journeys (1964); see “La Monte Young – The Tortoise, His Dream and Journeys (1964),” YouTube video, 15:02, 
posted by not looking for New England, September 10, 2018, 
https://www.youtube.com/watch?v=bapAGrWpaLw 
21 Hillier, Arvo Pärt, 20. 
22 Luce, An Introduction to Greek Philosophy, 135. 
23 Lawlor, Sacred Geometry, 23. 
24 Bohm, Wholeness and the Implicate Order, 12, 13. 
25 Bohm, Wholeness and the Implicate Order, 220, 221. 
26 Email to the author, April 11, 2018. 
27 https://vimeo.com/373523047 
28 Bohm, Wholeness and the Implicate Order, 255. 
29 Dawn Whitehand, “Patterns That Connect,” Leonardo 42, no. 1 (February 1, 2009): 14. 
30 Riley and Kudielka, The Eye’s Mind, 110. 
31 Christina Chau, “Kinetic Systems: Jack Burnham and Hans Haacke.” Contemporaneity: Historical Presence in 
Visual Culture 3 (June 5, 2014): 65. 
32 This use of shapes embodies Mondrian’s maxim: “Composition is expression.” Cited in Riley and Kudielka, 
The Eye’s Mind, 158. 
33 Riley and Kudielka, The Eye’s Mind, 60. 
34 Luce, An Introduction to Greek Philosophy, 45. 
35 Cited in Bachelard, The Poetics of Space, xxxii, xxxiii. 
36 Paul Klee and Matthew Gale, Creative Confession and Other Writings (London: Tate Publishing, 2013), 7. 
37 Bachelard, The Poetics of Space, 40, 41. 
38 Gaston Bachelard, The Poetics of Reverie, (New York: Orion Press, 1969), 200. 
39 A tiny point on an empty sheet of paper can appear intimate, while also remote due to its pictorial isolation, 
encapsulating an aspect of our condition: to reconcile the abstract and remote with the intimate and personal. 
40 Cited in Riley and Kudielka, The Eye’s Mind, 80. 
41 Cited in Robert Wallace, The World of Leonardo 1452-1519, Time-Life Books (Ann Arbor: The University of 
Michigan, 1966), 67. 
42 Vortex documents one variation of the kinetic sculpture Now (2019). https://vimeo.com/373527499 
43 Maurice Merleau-Ponty and Thomas Baldwin, Maurice Merleau-Ponty: Basic Writings, (New York:  
Routledge, 2004), 265. 137 

 
 



 

44 Le Corbusier and Frederick Etchells, Towards a New Architecture (London: The Architectural Press, 1982; 
orig. pub. 1927), 167. 
45 Kenneth Berry, “Kandinsky, Kant, and a Modern Mandala.” The Journal of Aesthetic Education 42, no. 4 
(2008): 107. 
46 Lawlor, Sacred Geometry, 16. 
47 Cited in Sol LeWitt, Susan Cross, and Denise Markonish, Sol LeWitt: 100 Views (North Adams, New Haven: 
MASS MoCA; In association with Yale University Press, 2009), 30. 
48 Cited in François Bucher and Josef Albers, Josef Albers: Despite Straight Lines: An Analysis of His Graphic 
Constructions, rev. ed. (Cambridge: MIT Press, 1977; orig. pub. 1961), 82. 
49 The black-and-white graphic of Revolution corresponds with the relational motion of darkness and light 
involved in a Big Bang. The black central void of Revolution corresponds conceptually with the darkness 
preceding a Big Bang. Correlating with scientific theory, the Judeo-Christian creation myth proposes that the 
universe was preceded by a void with no light. The instantaneity of Revolution concurs with the sudden 
appearance of light initiated by a Big Bang. In this context, the pictorial shattering of Revolution evokes the 
spread of light. 
50 Lawlor, Sacred Geometry, 4–5. 

138 

 
 



 

CHAPTER 5: A PERFECT SPHERE 

This chapter represents the critical core of my project as seen through the orbit or elements 

that make up the final exhibition. I imply rather than describe a global or cosmological 

metaphor that operates at the micro level of individual works of art and the macro level of 

their enfolded, collective ‘infinitude’. I stress the role of geometry in shaping the logos or 

meaning in my work and understanding its wider implications for human consciousness of 

the world and being a point or part within it. I begin with an analysis of the perceptual 

experience of the work where the focus is more on the philosophical rather than the purely 

physiological aspects of the optical system. This is followed by a discussion of the important 

role that metaphor plays in making meaning in non-discursive fields such as abstract prints. 

In the section on geometry, a series of individual works are analysed to demonstrate that 

the structural character of consciousness is made evident by the utility of geometry. The 

final section continues using the evidence of the works of art to show that the material flux 

or lyric flow they create is a dynamic mechanism that touches human consciousness in 

formation of a logos of understanding that is both static and expansive. 

5.1 A Curatorial Infinitude 

An artist’s curatorship of their work is a re-imagining of it, where they creatively extend and 

relinquish what they have constructed. A primary role shifts to viewers, who may to some 

degree interpretatively experience these aesthetic surfaces. My curatorial aim for 

‘Infinitude’ is to stimulate a perceptual coherence by which its parts resonate as a whole, 

supported by a thematic use of motifs that act within a hologram-like context. My grids of 

linocuts are made and assembled in a way that innovates the technical replication that 

printmaking enables. ‘Infinitude’ encompasses a creative impulse that is carried out in an 

orderly manner, presenting a visual clarity dominated by a graphic aesthetic. This 

corresponds with the clear thinking invested in its construction and the perceptual clarity it 

aims to stimulate. 
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‘Infinitude’ is an exhibition of complex images deriving from an essential simplicity. 

Stylistically, its visual vocabulary is mainly restricted to the dot and line, indicating how an 

austere utility can optimise pictorial flexibility and diversify working methods. In curating 

‘Infinitude’, I seek to balance a diverse aesthetic experience involving a cognitive 

magnification and reduction, by stimulating a perceptual immersion in expansive, large- 

scale artworks, while encouraging an intimate response to small artworks. My presenting a 

visual dimensionality upon flat surfaces includes working in accord with the systematic 

principle of a hologram. This coheres with Bohm’s insight into the nature of infinity, which 

Peat outlines as 

the form of a large number of highly silvered spherical mirrors that reflected each 
other. The universe was composed of this infinity of reflections, and of reflections of 
reflections. Every atom was reflecting in this way, and the infinity of these reflections 
was reflected in each thing; each was an infinite reflection of the whole.1 

Dreaming with closed eyes, we perceive dimensional images that can be interpreted as 

compressed inversions of a perceptually magnified actuality. Similarly, a work on paper may 

be imbued with an imaginative expression, evoking a perplexity regarding how a structural 

consciousness seamlessly accommodates the material and immaterial. 

‘Infinitude’ envelops a viewer in consonance with how people generally feel they are the 

centre of their universe: I aim to coarsely mirror an individual’s multidimensional complexity 

through the interactive parts of my exhibition. Specific artworks isolate a centralising 

magnetism, such as Vortex and the installation Now (2019). However, in accord with a 

person’s physical mobility, this centrality disperses across a spatial pluralism, resonating 

with Lucretius: “There can be no centre in infinity.”2 

Founded upon a dialectical inquiry into the nature of materiality, ‘Infinitude’ is an aesthetic 

expression aiming to suggest the infinite through finite means. Change and constancy, 

motion and stasis, the visible and invisible, the finite and infinite, and form and formlessness 

are co-dependent, conceptual binaries that underpin the foundation of this inquiry. 

Endowed with inclusivity, interconnectivity and singularity, the material world is 

conditioned by a perpetual reconciliation between form and formlessness.3 
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5.2 Finitude 

Figure 96 Finitude 2019, grid of 6 linocuts, 49 x 455cm 

Finitude (Fig. 96) implies the formless and immeasurable, encapsulating my general aim of 

expressively elucidating the relational dynamic between the conceptual infinite and 

material finite. Its gradational pictoriality and motional inversion evokes continual change 

while the self-contained stasis of its format suggests a principle of immutable constancy. 

I printed Finitude by establishing a foundational layer of black and white, followed by a 

second printing to construct black and orange bands. This required selectively masking the 

first printed layer with carefully torn paper: these bands possess serrated edges that share a 

visual consonance (Fig. 97). Constructing Finitude relies upon a principle of inversion to 

communicate a seamless interchangeability between its black/orange compartments and its 

black/white compartments, which are assembled to mirror one another proportionately. 

Figure 97 Finitude 2019, detail 

141 

 



 

Finitude presents patterned continuums that suggest a visual infinitude based upon an 

approximate application of the Fibonacci sequence.4 The exponential character of this 

mathematical gradation suggests an endlessness, while its articulation relies upon finite, 

material means. Its black and orange pictorial density is concentrated at the left of the 

image, gradually loosening as it visually moves to the right, synonymous with the image of 

an archer holding an arrow in a bow with a concentrated tension that is released: the 

greater the tension, the faster and further the arrow will fly. In the pictorial loosening of this 

visual motion, there is a principle of dense form disintegrating towards the formless. 

Theoretically, there may be no end to an infinite sequence. In contrast, an artistic, 

metaphoric embodiment involves a symbiotic interaction between ideation and material 

construction: image and form merge conceptually and visibly. Bohm’s concept of an 

interactive dynamic between an unfolding, immaterial infinitude and an enfolding, material 

finitude resonates with the interpenetrative visual motion of Finitude, moving through itself 

as mirrored counterparts. 

The incremental feathering of light as the sun sets upon the ocean may appear to dissipate 

into a perceptual indeterminacy. Occurring in a material context, the boundaries of this 

experience must be limited although they cannot be accurately defined. At an accessible, 

human scale, Finitude reductively presents an abstraction that can be observed in the 

setting sun: a patterned, finite continuum that suggests the infinite. 

5.3 Reflection: Quest and Affirmation 

The bold proposal of my doctoral project is that a power of infinite proportion seeks form by 

self-containment, gradually concreting data, as it reflects upon itself as the visible universe. 

This dynamic constantly agitates a self-awareness that is fundamentally emotional: 

expressive feeling inexplicably generates dimensionality. The logos responsively feels, and 

through this, a cumulative expression shapes the complexion of a curved finitude. 

Geometrically, this can be observed in the flexed extension of a vector from a point; more 

simply, it can be seen in the expressive crookedness of a growing tree branch. 
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There appears a continual need in this quest of the logos to understand its own inexplicable 

expression. Exercising its reflective agency, in this need are all the forces orientated towards 

identifying, defining, and containing expression. Through the momentum of a polarised 

dynamic between expression and containment, a perpetual reconfiguration of a material 

finitude emerges, incised from an infinite potentiality. 

An infinite quest is distinguished by the constancy by which a visual intelligence seeks a 

better understanding of itself through form, such as our bodily instrumentation (eyes, for 

example), and seeing itself as form. By the logos seeing, not only does light makes form 

visible, but form itself is this seeing.5 Recognition by the logos of itself imprints a static guise 

upon its own expressive flux. An artist may act as an intrinsic, subordinate aspect of this 

dynamic, demonstrating how an emotional expression is cognitively shaped while 

materiality is reconfigured towards a resolution. People’s conductive behaviour can be seen 

as a primary means by which the logos sustains its quest; an artist’s conductivity can be 

seen as qualifying this dynamic metaphorically. An artwork may provide a directional 

avenue by which abstract meaning finds depth: a whole is seen in a fragment; appearance is 

an echo of substance. 

A creative seeing is demonstrated inasmuch by a viewer as by an artist. The immediacy of 

Untitled (Fig. 81) may stimulate a viewer’s heuristic engagement, evoking an equivalence 

between seeing and discovering. Perceptually engaging with an artwork can mirror the 

conductive and consummatory character involved in the work’s construction. An enduring 

understanding of an artwork may gradually form for the viewer. The thinking eye that feeds 

on images finds succour for a visual intelligence.6 The viewer’s eye consumes what the 

artist’s eye constructs, perceptually absorbing data into a structural consciousness that 

continually seeks to reinvigorate itself with clarity. A deterministic synergy flows between 

these polarised dynamics, following a circuitous pattern of projective expression and 

interpretative absorption. In its making and its viewing, the seeing of art resembles the 

systematic mechanics of manifestation and dissolution. 
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5.4 Metaphor 

Evidently, an artist’s work demonstrates how a perceptual seeing is creatively involved in 

the material construction of objects. An artistic use of metaphor binds rather than separates 

a vital connectivity between mind and matter. The dipolar character of this connectivity is 

quintessentially abstract. The neuroscientist V.S. Ramachandran and philosopher William 

Hirstein define a metaphor as “a mental tunnel between two concepts or precepts that 

appear grossly dissimilar on the surface.”7 

Our world presents diverse, finite compartments that demonstrate an intrinsic 

interconnectivity. The implication of an essence revealed in a work such as Finitude does not 

relegate the work to a symbolic container. Artworks indicate that materiality appears to be 

suffused with an enigmatic immanence. The capacity to visually communicate an infinitude 

through a means of expression affirms an unassailable, direct connectivity with an abstract 

intelligence extending beyond an individual. Artmaking consciously contributes to creatively 

shaping the world by imaginatively reconfiguring surface appearances, indicating abiding 

principles upon which the universe is founded. 

Metaphor is a creative tool that transforms how we perceive material appearance, incising 

an artistic surface in a way that illuminates the binary character of mind and matter. An 

ingrained, pernicious misinterpretation of metaphor would propose that a division of mind 

from matter could somehow be more than conceptual. Yet, the presence of an artwork 

demonstrates that a metaphysical substance can be attributed to materiality, bearing the 

mark of an enigmatic power that metaphor can only signpost. Viewing art may stimulate the 

understanding that our feeling and thinking is enmeshed within an expressive motion of 

becoming. Metaphor is not an intellectual device that can be extracted from the world in 

which it has its agency. 

Reflective metaphor connects our expression with an immanent materiality. Bohm states: 

“The man I see in a mirror is an abstract reflection of me, but the process of reflection 

involving the mirror and light rays is concrete.”8 The creative utility of metaphor is to 

strengthen the mirror that fuses mind with matter, and in this there is the agency of 
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sublimation: to see and feel the world as essence. Metaphor offers to reconcile the mirrored 

compact of mind and matter towards sustaining a more constant consonance. In this sense, 

matter can be understood as a coarse form of mind, while mind can be considered a 

distilled essence of matter. 

In a perfect world, the supreme metaphor for a tree is a tree. This may be so for a tiny child, 

whose open mind is a clean slate, who has no use for metaphor, and who has not learned to 

identify with a mirrored image of themselves. They have not been taught the concept of 

time flowing inexorably forwards, restrictively synchronised with material degeneration. A 

creative use of metaphor does more than echo a lost paradise. The enchantment of 

metaphor may stimulate a sense of wonder that responds to an infinite constancy by which 

existence is enigmatically qualified. 

An overarching purpose of metaphor may be to reassert an emotional equilibrium by 

disclosing an omnipresent centrality. Through metaphor, we can recognise the consonance 

of a flower blossoming as another wilts.9 A geometric extension from or towards a central 

point defines a motion that furnishes life with dimensionality. Motion signals life: it is an 

artist’s prerogative to capture visual motion. Metaphor possesses an accessible utility built 

into the systematicity of life. Similar to the function of memory, it demonstrates a capacity 

to transcend a chronological progression of consciousness. Illuminating an underlying 

commonality, the use of a metaphoric image connectively integrates essential aspects of a 

hologram-like dynamic in concert with how a mind can seize upon a singularity in the focal 

of an image. 

Art documents how an essence may be extracted, isolated and magnified. It is not the task 

of an artist to establish a cosmology, but to work within the world and grasp an 

understanding of its flux. Artists can reveal our capacity to be agents of metaphor. In this 

sense, art qualifies and clarifies our prismatic experience, alluding to a vision by magnifying 

an illuminated glimpse. This idealism is not escapist, for the means by which the prism is 

enchanted are determined. Art clarifies this determinism. 
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5.5 Dimensionality 

An aesthetic aim implied by ‘Infinitude’ is to encourage an equanimity to unfold for the 

viewer, by establishing an overall, pictorial balance. One way of understanding how this may 

be achieved is to consider the symbolic relationship between the circle and the square that 

Lawlor outlines: “When a near-equality is drawn between the circle and square, the infinite 

is able to express its dimensions or qualities through the finite.”10 Constructing Orbit (Fig. 

106) relies upon and explicitly articulates this principle.11 

Figure 98 Whirl 2019, relief etching, 15.5 x 15.5cm 

Installing the exhibition ‘Infinitude’ depends upon flat walls, yet it evokes a sensorial 

roundness that complements a viewer walking around an exhibition space, enveloped by 

surrounding imagery. This roundness is variably demonstrated by works such as Tangle (Fig. 

80), Orbit (Fig. 106), Spin (2017) (Fig. 107), Untitled (Fig. 92), and Whirl (2019) (Fig. 98), each 

of which relate to how life is founded upon the curvature of emotional expression. A 

circular, implacable dynamic is presented by Now, recalling an immutable attribute of being. 

Now suggests that a sense of constancy can be experienced as a subsidiary of an expressive, 

implacable power sustaining life. 
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Figure 99 Quiver 2019, linocut, 79 x 49cm 

‘Infinitude’ includes other salient abstractions that demonstrate visual dimensionality. I aim 

to provoke a perceptual range of viewing, based upon the sensory resistance and receptivity 

various artworks stimulate. For instance, Introspective Landscape integrates a projective 

and recessive aesthetic. An exponential incrementation is evident in Quiver (2019) (Fig. 99) 

and Finitude (Fig. 96). Becoming (Fig. 70) presents a relational dynamic between growth and 

structure. The principle of becoming suggests a regenerative momentum that is implied by 

Regeneration (Fig. 60) and explicitly evident in the video Vortex. Revolution (Fig. 93) 

presents a relational dynamic between visual motion, change and structure, tacitly hinged 

upon an invisible, central point. The infinite fixity implied by the invisible pivot of Now 

emphasises the irony of its title in relation to the sculpture’s kinetic motion. 

147 

 



 

5.6 Seen and Seeing 

Figure 100 Seen and Seeing 2019, grid of 7 linocuts, 37.5 x 433cm 

Figure 101 Seen and Seeing 2019, detail 

The symmetry of our bodily form complements and consolidates the symmetry of our 

seeing and being seen. Corresponding with material flux, thought moves through the 

entwined and mirrored sheathes of itself, demonstrating a necessary symbiosis between 

mind and matter. It can be proposed that a static reflection of the world, suspended in the 

seeing of the logos, is constantly agitated by the motion of its consciousness. This is 

suggested by an interchangeability presented by a detail of Seen and Seeing (Fig. 101), 

where a visually extruded aspect mirrors a recessive aspect. 

The world understood as a singular, sentient whole, comprised of interrelated parts, 

reconciles how the observer and observed coexist meaningfully, addressing a dilemma 

posed by art theorist Brenda Richardson on the work of Marden: “How can… [he] both be 

the painting and be outside the painting at the same time?”12 Bohm’s philosophy includes a 

“relatedness [of] mutual participation… thoughts and perceptions emerge, create actions, 

and leave traces in the world, and are then folded back into consciousness, only to recur in 

another context or another form.”13 

The agency of the world appears teleological. Our perceptual seeing is designed to receive 

and sensibly interpret data with clarity, harmony and proportion. Stasis enables a 

perceptual absorption; a seeing logos may fix and contain a material flux. Gradational, 

circular patterns in Seen and Seeing (Fig. 100) present a spectrum between formlessness 
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and form, and a possible understanding of how our world is expressively and regeneratively 

structured. Nevertheless, the transparent character of consciousness imbues perceptual 

experience, such as registering a pictorial shimmer, with an apparitional complexion. 

Dependent upon materiality and material construction, the succour that art stimulates is 

fundamentally cognitive. The appearance of surfaces directs our attention towards an 

essence, the substance of life, presenting a guiding principle to which artistic mediation may 

be attuned. 

5.7 Knowing and Unknowing 

My thesis proposes that existence is hinged upon a reflective dynamic constituted by an 

expressive and interpretative consciousness. Based upon a gradational process of 

densification, this relational dynamic contributes to a continual transmutation of the 

immaterial to the material: visible form emerges by virtue of an infinite seeing. Constructing 

‘Infinitude’ constitutes an inquiry into this. 

The feeling, thinking, and seeing invested into ‘Infinitude’ is a dimensionality compressed into 

a suspended snapshot of time, a contraction recalling the capacity of the logos to reflectively 

see and fix its own material flux with a resolutely focused searchlight, and an understanding 

defined by a gradual registration. I propose that the logos exerts a relative, continual flux, 

transmuting the unknown to a transitory known. A clarifying moment of recognition, 

suspended in a state of apprehension, may define the logos seeing itself as form. Arresting a 

dynamic flux is faintly echoed in viewing a static image of visual motion. 

Our capacity to make, present, and perceive static images can be considered a rational 

imprint of the logos. In this context, the apparitional shimmer of images within ‘Infinitude’ 

alludes to their transitory status. 

The seeing of a symbolic, panoptic eye is an extension of itself continually changing the 

visible world. Its absolute introspection, focused upon a point of infinite constancy, is a self- 

awareness of everything and nothing. The human eye sees the world but not itself, 

refracting thought as a silent projection.14 The logos exerts its project, to which an artist is 
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bound, through the instrumentation of a collective eye, inexorably seeking rest in the 

cessation of its agitated flux. Traditionally, exhibitions have provided a sustained quietude. 

A panoptic eye surveys a field imbued with a narcissistic magnetism, seeking to register a 

perfect, transformative alignment: an invisible unknown may be captured, contained, and 

imaginatively reconfigured into a visible known. Untitled (Fig. 81) is an artwork 

encapsulating the momentary, exultant character of this cosmological encounter. Its 

instantaneity provides depth to an indeterminate void spreading across a visually tight and 

shallow surface: in the transfixed gaze of Narcissus, there is a forgetfulness of all the stars 

that make a magnitude of the sky. 

5.8 Geometry 

The complexity involved in the activity of a powerful, abstract intelligence materialising 

expressively cannot be summarily reduced to a geometric mapping. Nevertheless, geometry 

may afford us insights into spatial aspects regarding the visual component of the logos. For 

instance, the structural character of consciousness is made evident by our utility of 

geometry. Bachelard states: “profound metaphysics is rooted in an implicit geometry which 

… confers spatiality upon thought; if a metaphysician could not draw, what would he 

think?”15 

Geometry maps and quantifies the structure of our material world. The theoretical 

application of geometry is reduced to an outline, indicating how geometry reconciles the 

visible with the invisible by bridging the material world with an immeasurable 

consciousness. Consequently, in pictorial terms, geometry is associated with a hard-edged 

clarity. In this sense, Soft Geometry (Fig. 37) is an incongruous image: its visual shimmer 

seeks to present how geometry integrates with the structure of forms. Lawlor states: “From 

the apparent world to the subatomic, all forms are only envelopes for geometric patterns, 

intervals and relationships.”16 
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Geometry presents an a priori model by which the structural character of the universe can 

be fathomed. The accessibility of its utility to humanity holds significance, demonstrating 

how the structural attribute of consciousness integrates with a measurable world. 

Geometric principles outline the manner by which a deterministic structure serves as an 

armature that contains, guides, and defines the fluid and mercurial content of 

consciousness. The structural components of particular artworks may offer some exemplary 

insight into a dynamic that derives from an expressive attribute of the logos. 

Figure 102 Untitled 2019, relief etching, 49.5 x 29.5cm 
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The translucent shimmer of Matrix (Fig. 110) is contained and suspended, visually floating 

upon its foreground. Herein lies the fulsome quality of its presence. A looser grid, like woven 

fabric, is used to establish a foundational layer for Untitled (Fig. 102). This etching could be 

understood as a cross-section of a crystalline structure, suggesting a multifaceted character 

of consciousness that appears to expand, with an architectural impetus, across a 

landscape.17 

A seeing intelligence positioned within the landscape modelled by Untitled is necessarily 

restricted to a singular apex if it is to survey this landscape in its entirety. Visual construction 

requires an extension from point to line, transforming the panoptic status of an ocular 

apex.18 By its extending, a structural consciousness necessarily adopts partialness (the point 

is absorbed by the line). Form obstructs the vision it fulfils. The seeing of a panoptic eye 

embedded within Untitled correlates with the relativity of introspective thinking. This is 

made evident when we observe the motion of a thought gradually crystallising. Restricted 

to a flat, physical plane, Untitled is limited to presenting a singular, broad face of the 

prismatic structure it suggests. 

The spatial curvature of Tangle (Fig. 80) contrasts the Cartesian geometry employed in 

Matrix (Fig. 110) and Untitled (Fig. 102), evoking a momentum that appears to be shaped 

and propelled by a looser, more emotional consciousness. Its convoluted dimensionality 

presents a visual entanglement recalling an introspective quest. The expressive use of 

shapes to construct Seen and Seeing (Fig. 100) also indicates how form is shaped by feeling. 

The shape shifting of Revolution (Fig. 93) exemplifies the mutability of consciousness. These 

artworks define the determinism by which the mechanics of manifestation operates. In 

varying, complementary ways, they appear to suggest immutable principles involved in how 

our world imagines its existence through feeling and thought. 

The integration of the point, linear continuum, and spiral motif can be observed across the 

surface of Introspective Landscape (Fig. 89), establishing a visual dimensionality that 

increases the work’s overall pictorial tension. This image could be considered a natural 

matrix. The ideation applied to constructing this artwork is more clearly understood if one 

considers that each hole was drilled as if it represented an intersectional point upon an 
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invisible Cartesian grid that moved in synchronicity with my processual drilling. This was 

possible by virtue of the optimum, directional flexibility of a dot. Introspective Landscape 

demonstrates how an artist’s work can exemplify the processual principles in nature 

through geometric mapping. As the artist Robert Smithson states: 

Geometry strikes me as a ‘rendering’ of inanimate matter. What are the lattices and 
grids of pure abstraction, if not renderings and representations of a reduced order of 
nature?... abstraction brings one closer to physical structures within nature itself… 
Abstraction can only be valid if it accepts nature’s dialectic.19 

Figure 103 Immanence (2006–12), video still 

Introspective Landscape includes configurations that have a semblance to natural forms of 

motion, such as condensation, percolation, spawning coral, swimming schools of fish, or a 

flock of starlings in flight. The elasticity of this type of configuration is animated with a more 

concentrated intensity in the abstract motion of the video Immanence (2006–12) (Fig. 

103).20 These artworks suggest that natural forces cohere by virtue of an organisational 

magnetism. 
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Figure 104 Untitled 2019, relief etching, 17 x 27cm 

Representing the principle of an infinite constant connoted by a point, the mirrored dots in 

Cosmos (Fig. 90) assume manifold, cohering positions. The geometric extension of these 

points into visual pulses in its upper section reinforces how an infinite constancy may 

demonstrate a pluralistic manifestation.21 This principle can be observed in a field of 

sunflowers—given that each flower is configured to correspond with the Golden Ratio—or 

in the visual emanation dispersing across the surface of Untitled (Fig. 104). The visual 

tactility of this image evokes a type of fabric, informing how motion and momentum are 

welded to the principle of growth. In its progression and deterioration, the fabric of life is 

saturated with an underlying potentiality upon which it relies to harness its spatial 

expansion. 
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Figure 105 Growth 2014, lithograph, 50 x 65cm 

Growth (2014) (Fig. 105) indicates an intuitive awareness regarding how the vectors of a 

preparatory grid may be mobilised towards an expressive transformation.22 A pictorial 

elasticity informs the visual structure of Growth, emerging through a rapid, gestural mark 

making. The art historian Ananda Coomaraswamy indicates that, like nature, art is “ideal in 

the mathematical sense … not in appearance … but in operation.”23 Making Growth 

responsively embodies this principle, incorporating sufficient approximation to optimise the 

expressive character of nature’s systematicity. 

Theoretical mathematics can incorporate the principle of a perfect replication, but the 

regeneration of life requires differentiation. At this juncture, there is a significant divergence 

between the pure theory of mathematics and its practical application in artmaking. Nature’s 

momentum, structure, and form are based upon differentiation; for instance, our organs 

begin by growing symmetrically and gradually assume an asymmetrical configuration. It can 

be suggested that a mechanics of manifestation pragmatically incorporates approximation. 
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The eye delights in a measured, visual differentiation. My artmaking grapples with balancing 

material construction with the demands of an aspiration founded upon a conceptual 

perfectionism. Yet, the value of ‘Infinitude’ is qualified by how imperfection can shape 

artistic perfectionism. ‘Infinitude’ documents how a sense of the infinite may be evoked 

through an immediate, accessible engagement with materiality. The cohering principles of 

expression, growth and transformation distinguish the extending branch of a tree from a 

straight, geometric line. While geometry can be understood as a model that provides some 

understanding of our metaphysical condition, it can also be proposed that rigid geometry 

may appear bereft of natural expression. 

5.9 Orbit 

Figure 106 Orbit 2018, grid of 16 linocuts, 188 x 188cm 
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Perceiving structural components of two-dimensional works on paper may elucidate how a 

structural attribute of consciousness interprets the world. Orbit (Fig. 106) can be 

understood as a cross-section of an elliptical sphere, cohering with the sensorial roundness 

by which a day may be experienced, defined by changing conditions of light. A naïve eye 

observes a day end as it begins, with the sun rising at the horizon of a dome: a gradation of 

sunlight unfolds, correlating with the abstraction presented by Untitled (Fig. 65). Our 

twenty-four-hour cycle measures the immutable pattern of a circular planetary motion that 

coexists with an irreversible, linear progression of change.24 

The sensorial roundness of a day can be represented by drawing an approximate circle. The 

beginning of this drawing vaguely suggests a circle that cannot be identified until the 

drawing is complete: a full day must be experienced to sense its roundness, yet its 

circularity dissolves into an infinitude of days. In life, we may be apprehended by a feeling 

that everything constantly changes while also remaining essentially the same. Constancy 

and change are the poles upon which transformation depends. Days may differ dramatically, 

but each retains its sense of roundness, insofar that the sun will rise at the counterpoint of 

its setting. 

Correlating with life’s dimensionality, the visual volume of a sphere is underpinned by a 

principle of expansion that relies upon the integration of a circle and a linear axis. A central 

point may be theoretically extended to a circle and then a transparent sphere, establishing a 

progressive motion of spheres within spheres, expanding infinitely in a state of perfect 

spatial equilibrium.25 This articulates the Renaissance discipline corpo transparente, or 

“contemplating the shapes, constructed of transparent material, placed one within the 

other.”26 Lawlor outlines the purpose of the corpo transparente: “The student’s 

concentration on the transparent solids was a discipline to assist in seeing the metaphysical 

realities beneath all appearance.”27 

In temporal terms, the transparent spheres of the corpo transparente could represent a day 

experienced within a season and contained within a lifetime. Each of these durations is 

qualified as a finitude, conferring an equivalence upon them in accord with their 

transparency, and the transparent imprint of consciousness permeating materiality. 
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Structurally, these durations also compare with how we measure time by superimposing a 

system upon its perplexing, natural flow: a second within a minute within an hour.28 

A theoretical expansion can be contracted: Orbit can be interpreted as either a tunnel vision 

with no definitive end or as a visual bulge. An expansion from circle to sphere requires an 

axis: the invisible centre of Orbit can be pierced by a viewer’s line of sight. Drawing a line 

requires defining it with a beginning and end that can theoretically extend in opposing 

directions infinitely. The axis of Orbit may be conceived as an infinite straight line, projecting 

a perfect constancy through its form, connoting a reverberant universe as a perfect sphere 

expanding infinitely. 

In contrast to its theoretical infinitude, the pictorial finitude of Orbit contains a visual 

roundness that could metaphorically enclose a day. Temporally, the axis of Orbit extends as 

a tunnel vision towards an apex of midnight, the deepest point of a day, correlating with an 

indeterminate darkness, while extruding in an opposite direction towards an apex of 

midday, when form is most clearly defined by light. These inverted readings recall the 

spatial poles of earth, presenting a consonance between the roundness of a day and the 

roundness of our planet. 

5.10 Now 

The relational dynamic between change, constancy and an infinite constant can also be 

observed by considering the motion of Now as the cross-section of an approximately 

spherical form. The extension of a theoretical axis piercing its centre establishes a 

constancy. The abstract capacity for an infinite number of lines to intersect this central point 

verifies its essential status as an infinite constant acting as a pivot.29 An axis also defines the 

finitude of this model, as a self-contained form, insofar that its length imposes measure 

upon its form. The motional wobble generated by Now bestows a natural approximation to 

this form, demonstrating a principle of continual change. 
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Figure 107 Spin 2017, linocut, 48.5 x 49cm 

The twelve fans used in Now simulate the design of a traditional clock, exerting a balanced, 

centripetal force of wind upon its foam balls, the motion of which mirrors the formation of a 

wheel.30 Its interactive format and motion reinforce how time and space can be understood 

as complementary mirrors. A foam ball completing one full circle of Now corresponds with a 

passing minute, hour, or year. Its implacable, unidirectional motion corresponds with 

durational, progressive change, which can also be observed in the linear progression of the 

spiralling motion implied by Spin (Fig. 107). 

Figure 108 Claude Bragdon, Helix Penetrating Space and Time 1913 
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Figure 109 Emanation 2019, relief etching, 15.5 x 15.5cm 

As the circular revolutions of Now are restricted to a flat surface, its theoretical expansion to 

a sphere requires this motion to configure a helix, illustrated by the American architect 

Claude Bragdon’s Helix Penetrating Space and Time (1913) (Fig. 108). Similarly, the 

appearance of Emanation (2019) (Fig. 109) as a sequence of circles within circles, depends 

upon how it was engraved with overlapping dashes configured as a spiral.31 Its apparent 

circles correspond with flat, sequential cross sections of an elliptical sphere. Emanation 

demonstrates how the visual motion of a spiral relates to structural expansion, while its 

tactile mark making reinforces how a geometric expansion acts in accord with a biological 

principle of growth. 

While implying space requires nothing more than a single line drawn on a sheet of paper, 

transformative dimensionality relies upon a structural change welded to an immutable 

constancy. In this context, time could be understood as a structural means by which the 

logos measures the expression of its immanent manifesting, aligning perfectly and 

pragmatically with the receptive, structural character of our consciousness. The 

transparency of consciousness enables us to conceive of transparent spheres suspended 

within each other, and to envisage a season compressed into an essential day. 
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As a day turns, it moves with the wheel of life: both a day and a life retain a constancy from 

which contingencies derive. The intense motion that creates a hollow in the centrality of 

Vortex affirms Bachelard’s statement: “every universe is enclosed in curves, every universe 

is concentrated in a nucleus, a spore, a dynamized center. And this center is powerful, 

because it is an imagined center ... we see the center that imagines ... This nucleizing 

nucleus is a world in itself.”32 This description is consistent with Plato’s proposal of a ‘World 

Body’ that is “spherical in shape, not subject to any decay or dissolution, and revolves 

perpetually on its axis.”33 It would appear that the capacity to construct Orbit (Fig. 106) and 

Now in accord with their particular material limitations gives credence to Plato’s speculative 

philosophy. 

Conditions such as gradational light shape the roundness of a day: correspondingly, 

conditions changing throughout a landscape confer a roundness to a returning season. 

Theoretically extending Now to a spherical structure demonstrates spatial principles that 

correlate with a temporal understanding of astronomy: the earth spins upon its axis in 

consonance with the inversion of day and night, periodically facing the sun around which it 

revolves. Simultaneously, the earth’s axial precession corresponds with the passing seasons. 

An astronomical field intersecting space and time in this manner is consistent with the 

cosmological speculation that, from a pluralistic centrality, the logos sees the passing 

seasons through the collective eye of humanity, enfolding the projected linearity of this 

seeing (that complements our absorbing the linear motion of light) into a circular dynamic 

of seasonal change. 

Our capacity to conceive the finitude of a material universe suggests a subtle primacy of 

abstract thought over matter. Parmenides takes this to a logical extreme by excluding time, 

motion, and change from the ‘real’ world.34 This evokes a universe suspended within the 

logos, corresponding with the static containment suggested by Untitled 2 (Gong) (Fig. 87).35 

Luce’s summary of Parmenides’s philosophy corresponds with the principle of a sphere 

contracted to a symbolic point of infinitude: 

What truly exists has not come into existence, nor will it pass out of existence. It is 
both ungenerated and imperishable. It is complete, whole, motionless, and 
unending. Past and future tenses do not apply to it, ‘since it is now, all of it together 
one and continuous’. Parmenides affirms the reality of an All which is One.36 
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Seeking to perfectly reconcile mind with matter, Parmenides integrates a cognitive 

expansion with a curvature defining space. Luce states: 

Parmenides is asking us to think the Universe… one should let [one’s] image of the 
motionless sphere expand in one’s thought until it becomes equivalent to the sum 
total of all that is… Parmenides’s sphere of reality seems Einsteinian rather than 
Euclidean. The comparison is his way of emphasising the perfection of reality, for the 
sphere is the perfect figure whose surface is one and continuous in all directions.37 

The philosophy of Parmenides contrasts that of Aristotle, which Luce outlines as follows: “In 

the order of thought actuality is prior to potentiality because the potential can only be 

raised to the level of the actual by the agency of something actual. The potential is rooted in 

the actual and presupposes it.”38 Thought reflects upon what is. The introspective seeing of 

the logos may imaginatively construct a visible world through our bodily instrumentation, 

turning its influential eye centrally towards an infinite potential.39 This suggests our 

thoughts and actions immediately influence a creative ‘repository’.40 Aristotle’s philosophy 

accommodates a conundrum: the indivisible compact of mind and matter can be 

conceptually distinguished. An artist’s capacity to construct an object with authorial intent is 

indicative of this. 
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5.11 Humanism 

Figure 110 Matrix 2016, relief etching, 35.5 x 21.5cm 

A restricted experience of now can also be represented by a point on the etching Matrix 

(Fig. 110). We see time with our mind’s eye in a layered manner, through memory, as 

durational segments, which may be indicated by extending a conceptually static ‘now’ from 

a point to a point.41 A symbolic, infinite constancy saturates the surface of Matrix;42 the past 

and future mirror as variable lines. For me, this philosophical model implies that our actions 

hold an infinite resonance, encouraging perhaps a more emancipated, rational 

understanding of a seemingly absurd mortality. It offers access to conceiving an infinite 

constancy that stimulates a mode of connectivity from microcosm to macrocosm. 
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Given that a monad can symbolically represent an individual, a correspondence can be 

proposed between a moment of now and the singularity of the person experiencing it. 

Presenting Matrix as a philosophical model complements the corpo transparente by 

indicating how different singularities share a sufficient semblance to resonate as a collective 

through their broad symmetry: we are each an enigmatic world to ourselves, unknown to 

others, yet mirroring each other in a communicative state of seamless interpenetration.43 

Communicating artistically relies upon the mediumistic character of materiality, emphasising 

the agency by which an object necessarily functions as an immanent percept. Contained by 

obscure boundaries of consciousness, humanity possesses the symbolic capacity to infer an 

infinitude while enmeshed within our own temporal finitude. ‘Infinitude’ seeks to document 

this condition through the reflective mode of creativity, establishing a consonance between 

conceptual geometry and a natural engagement with materials. 

Figure 111 Luminary 2019, relief etching, 19 x11 cm 
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Artists reconfigure materiality. By constructing artworks that imply an infinitude through 

finite materiality, I seek to illuminate an equivalence between this reconfiguration and a 

cosmological dynamic of regeneration. A universe suspended within the logos is subject to 

an implacable gaze that incises its materiality: it bears the mark of a metaphoric fissure 

embedded in a sensual world. Luminary (2019) (Fig. 111) evokes a shimmering passage 

between mind and form, suggesting that form emerges from the world it is entering.44 

5.12 Tracing A Perfect Sphere 

The constant motion of the spinning earth provides a stark backdrop for the awe in which 

we can appreciate our capacity to sensibly interpret materiality. Seemingly, a teleological 

power contains and qualifies a universal flux with measure and clarity, to which our 

perceptual agency is deterministically attuned; the capacity for an artist to construct a 

visually static image faintly echoes this dynamic. Perhaps, the logos sustains its gaze to 

understand the visible flux this seeing creates, focusing an image towards a sharper 

recognition. Similarly, an artist may exercise a reflective and constructive seeing 

simultaneously, forming an image with a contemplative singularity. In this context, the 

central point of a sphere may connote the metaphorical focal point of an artist orientated 

towards an infinite constant. The surfaces of ‘Infinitude’ are saturated with a metaphoric 

presence based upon motifs evoking centrality. 

In speculative terms of an ontological geometry, the seeing of a panoptic eye makes a 

visible world of radiating extensions, in which an artist finds themselves enmeshed. To 

orientate towards an infinite constant is to activate modes of aspiration and sublimation 

that can be consolidated technically. Reflected in an ideal artistic form is the quiet promise 

of assuaging a spiritual exile: artistic idealism is evident in every creative practice that 

applies its ingeniousness towards a distilled expression. 

The graphic aesthetic of printmaking lends itself to developing a technical precision required 

to meet my aspirational demands. The dialectical tensions I experience between reflective 

thought and expressive feeling can be brought to an equanimity that embodies conflict 
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resolution. Materiality is often recalcitrant and unpredictable: it is judicious to streamline 

technical processes to a simple mode by which a complex expression can be articulated.45 

There is an uncomplicated simplicity regarding engraving a copper plate or drilling linoleum. 

In my practice, systematicity unifies various methods of generating complex patterns. 

Life could not exist without its differentiation: this reality diminishes the conceptual 

contrast between perfection and imperfection. We disfigure our perception of the world by 

judging it according to these comparative terms. Yet, an aspirational artist may fall under 

the spell of a cosmological magnetism that is demonstrated by Vortex.46 The invisibility of its 

central point, implied by its configured motion, corresponds with the perfection of an 

infinite constant.47 Its visual contraction exerts a narcissistic magnetism, polarising the 

expressivity of its expanding motion. 

The cosmological magnetism that agitates an inspired perfectionism provokes the adage 

‘like a moth to the flame’. An aspirational project is destined to extensive failure and its 

catalytic development. The visual motion of Vortex appears implacable; its oscillatory 

dynamic evokes an inexhaustible and regenerative power. Bohm recognized that it is the 

motion of a vortex that provides its stability:48 an artist may immerse themselves in a 

material engagement, in all its unpredictable fluidity, to expressively restore their sense of 

equanimity. 

For myself, a sensorial sublimation can feed an obsessive perfectionism. This symbiosis may 

provide insight regarding how the creative momentum of the world is expressively 

sustained. An expansive principle of becoming contrasts and complements an active agency 

of constancy. Demonstrating a subtle priority of mind before matter, aspiration is orientated 

towards embodying an absolute perfection intrinsic to constancy. The urge to reach beyond 

one’s perceived capabilities aligns with a mechanics of manifestation that continually 

indicates a propulsive extension. It is perhaps within an aspiration to be in which the 

transformative momentum of life is grounded. 

Nature may serve as a primary exemplar for an artist who recognizes in nature a reflection 

of their own character. Klee states: “For the artist, dialogue with nature remains a conditio 
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sine qua non. The artist is a man, himself nature and a part of nature in natural space.”49 An 

artist may grasp the significance of a felt curvature shaping an unfolding structure, and 

respond to materials by developing a fluid, distilled and seamless expression that 

approximates the motion of consciousness. 

Our behaviour may be deterministically orientated towards a principle of infinite constancy. 

Ironically perhaps, our spherically shaped eye cannot gaze upon the spherically shaped sun, 

the fundamental source of life: our light, seeing, heat and energy. It would appear that this 

physiological impediment defines an immutable boundary. Yet, people are drawn 

paradoxically, like moths to a flame, to stare transfixed upon the compelling display of an 

aurora. The sun literally exerts a cosmological magnetism upon the human eye. A person 

gazes upon its subsidiary display, caused by the solar winds of a power that is forecasted, 

according to astronomical theory, as a contingent source of our destruction. 

An approximation can be observed in the spherical shapes of the sun and earth, in the 

elliptical path of the earth moving around the sun, and in the precessional spinning of the 

earth, corresponding with the semblance Vortex has to a spinning top. Indicating an 

implacable progression commensurate with time moving inexorably forward, the dynamic 

wobble of Vortex suggests the fixed momentum of a loosening wheel: an unpredictability 

that is perpetually sustained but never consummated. 

Orbit (Fig. 106), Spin (Fig. 107), Now, and motifs in the upper section of Cosmos (Fig. 90) 

present a visual wobble similar to Vortex. The instinctual construction of these artworks was 

based upon simple, direct and aspirational themes. Evidently, an art practice that seeks an 

affirmational ontology driven by a metaphysical exploration is defined and conditioned by a 

cosmology that we understand in a limited, changing manner. 

As knowledge gradually takes form, its latent character is disclosed. At the outset of this 

research, I had no intention to construct artworks that imply a sphere. I was not familiar 

with the specific principle of ‘squaring the circle’. I unexpectedly established a reconciliatory 

dynamic by integrating linear continuums into the spiralling foundation of Introspective 

Landscape (Fig. 89). Constructing ‘Infinitude’ involved a heuristic struggle with materiality 
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orientated towards an intuitive perfectionism that geometry elucidates.50 This struggle 

gradually defined its progression. My doctoral research is a creative project based upon an 

idealism that traces the outline of a perfect sphere. It would appear that creating artworks 

may be an expressive way of embodying the principle of Parmenides: to think a universe. 

1 F. David Peat, Infinite Potential: The Life and Times of David Bohm (Reading, Mass: Addison-Wesley, 1997), 
186. 
2 Cited in Rudolf Arnheim, Visual Thinking (Berkeley: University of California Press, 1969), 288. 
3 Bohm comments about material wholeness: “quantum concepts imply that the world acts more like a single 
indivisible unit, in which even the ‘intrinsic’ nature of each part (wave or particle) depends to some degree on 
its relationship to its surroundings.” Cited in Peat, Infinite Potential, 106. 
4 The Fibonacci series was named after the Italian mathematician who devised it. Robert Lawlor, Sacred 
Geometry: Philosophy and Practice (London: Thames and Hudson, 1982), 58. 
5 Speculatively, as densifying reflections this ‘seeing’ generates an immanent quality of materiality. 
6 The last entry in the journal of the artist Eugéne Delacroix states: “It is the first merit of a painting to be a 
feast for the eyes.” Cited in Bridget Riley and Robert Kudielka, The Eye’s Mind: Collected Writings 1965-2009. 
rev. and extended 2nd. ed. (London: Thames and Hudson, 2009; orig. pub. 1999), 294. 
7 Cited in Ann Marie Barry, “Perceptual Aesthetics: Transcendent Emotion, Neurological Image,” Visual 
Communication Quarterly 13, no. 3 (September 2006): 149. 
8 Cited in Peat, Infinite Potential, 235. 
9 The art historian François Bucher states: “For Heraclitus, ultimate creative force lies in motion and change 
which govern both the atom and cosmic movement in a balance of birth and destruction.” François Bucher and 
Josef Albers, Josef Albers: Despite Straight Lines: An Analysis of His Graphic Constructions, rev. ed. (Cambridge: 
MIT Press, 1977; orig. pub. 1961), 7. 
10 Lawlor, Sacred Geometry, 74. 
11 The sixteen square prints were printed from four different templates, each printed four times. These were 
rotated as they were positioned in the artwork. For instance, the four corners of Orbit are prints from the 
same template. 
12 Brenda Richardson and Brice Marden, Brice Marden--Cold Mountain (Houston, Texas: Houston Fine Art 
Press, 1992), 74. A parallel to this is outlined by Cage: “Most people think that when they hear a piece of 
music, they’re not doing anything but that something is being done to them. Now this is not true… they 
themselves are doing it.” Cited in Michael Nyman, Experimental Music: Cage and Beyond (London: Studio 
Vista, 1974), 2. 
13 David Bohm and Lee Nichol, On Creativity (New York: Routledge, 1998), xx, xxi. Bohm summarises a 
complementary Buddhist principle: all aspects of life conform to a “mutually dependent origination.” Cited in 
Louwrien Wijers and Johan Pijnappel, eds., Art Meets Science and Spirituality. Art & Design Profile 21 (London: 
Academic Editions, 1990), 30. 
14 Merleau-Ponty states: “But does not the mystery condemn us to silence? If language is comparable to that 
point in the eye of which physiologists speak as what helps us to see everything, according to the evidence it 
cannot see itself and cannot be observed.” Maurice Merleau-Ponty and Thomas Baldwin, Maurice Merleau- 
Ponty: Basic Writings (New York: Routledge, 2004), 236. 
15 Gaston Bachelard, The Poetics of Space (Boston: Beacon Press, 1994), 212. 
16 Lawlor, Sacred Geometry, 5. 
17 I constructed Untitled by synthesising its perspectival motion in multiple angles that can be broadly divided 
into six directions: the up and down of height, the left and right of width, and the assertion and recession of 
depth. This correlates with the six dimensions by which Aristotle perceived space, which he understood as, 
according to the art historian Erwin Panofsky, the “furthest frontier of an absolutely large body.” Erwin 
Panofsky and Christopher S. Wood, Perspective as Symbolic Form (New York: Zone Books, 1997), 44. 
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18 Kandinsky stated that the geometric point is an “incorporeal thing” that can “assume an unlimited number 
of shapes.” He indicated that the geometric line is “created by movement – specifically through the 
destruction of the intense self-contained repose of the point.” Wassily Kandinsky and Hilla Rebay, Point and 
Line to Plane (New York: Dover Publications, 1979; orig. pub. 1926), 25, 31, 57. 
19 Cited in Simon Morley, ed. The Sublime, Documents of Contemporary Art (London: MIT Press, 2010), 115, 
116. 
20 Now is a kinetic sculpture that adapts my improvised use of fans in a series of videos made of objects 
floating through the air (for instance, Styrofoam balls were used to construct Immanence and Energy). 
21 Lawlor relates a theoretical, central point of geometry with “the secret seed which contracts the circle, the 
infinite, undifferentiated spirit.” Lawlor, Sacred Geometry, 103. 
22 A Euclidean vector contains length and direction. 
23 Cited in Paul Hillier, Arvo Pärt (Oxford: Oxford University Press, 1997), 5. 
24 This change is demonstrated in the way that our bodies age throughout a duration (such as a day or a year), 
which we register as both cyclical and linear. 
25 The containment of a transparent sphere can be envisaged by interpreting the primary form of Untitled 2 
(Gong) (Fig. 87) as a cross section of a sphere positioned within its perceptually indeterminate context. 
26 Lawlor, Sacred Geometry, 106. 
27 Lawlor, Sacred Geometry, 108. Uncannily perhaps, the corpo transparente concurs with the cosmological 
speculation that a continuum of ‘big bangs’ span an infinite universe. 
28 These temporal interpretations of the corpo transparente reinforce how its implied, central point connotes 
an infinite constancy. 
29 The necessary invisibility of the pivot implied by Now is emphasised by how the video Vortex concentrates 
the visual motion of Now. 
30 In this context of art object and perceptual atmosphere, it could be surmised that as pivotal instruments, the 
clock is to time what the brain is to the mind: time could be interpreted as the logos structuring its unfolding 
intelligence. 
31 Emanation also depicts an overt correspondence with intense sonic vibrations. 
32 Bachelard, The Poetics of Space, 157. 
33 John Victor Luce, An Introduction to Greek Philosophy (London: Thames and Hudson, 1992), 108. 
34 Luce, An Introduction to Greek Philosophy, 51. 
35 Luce refers to Parmenides’ description of a ‘unified One’ as being “like the mass of a well-rounded sphere, 
equally balanced in every direction from centre to circumference.” Luce, An Introduction to Greek Philosophy, 
54. 
36 Luce, An Introduction to Greek Philosophy, 53. 
37 Luce, An Introduction to Greek Philosophy, 54. 
38 Luce, An Introduction to Greek Philosophy, 117, 118. 
39 Theoretically, it is only by vectors expressively extending from a central point of infinite constancy that 
something can exist upon which to reflect. A projective seeing by the logos, as radiating lines, creates 
something visible that relies upon an invisible point. 
40 Klee refers to a secret place “where the power-house of all time and space – call it brain or heart of creation 
– activates every function.” Paul Klee and Paul Findlay, On Modern Art (London: Faber, 1966; orig. pub. 1948), 
49. 
41 Kandinsky states that “the element of time in the point is almost completely eliminated.” Kandinsky and 
Rebay, Point and Line to Plane, 34. 
42 Cage optimistically states: “one makes an identification with what is here and now… unimpededness is 
seeing that in all of space each thing and each human being is at the center.” John Cage, Silence: Lectures and 
Writings (London: Marion Boyars, 1999), 46. 
43 Bohm states: “The implicate order would help us... to see that everything enfolds everything. To see that 
everybody not merely depends on everybody, but actually everybody is everybody in a deeper sense.” Bohm 
and Nichol, On Creativity, 110. 
44 The poet Paul Valéry states: “we can never fill up, in the picture of the world, that gap which we ourselves 
are, and by which it comes into existence for someone, since perception is the ‘flaw’ in this ‘great diamond’.” 
Cited in Merleau-Ponty and Baldwin, Basic Writings, 127. 
45 Arnheim states: “Aesthetic beauty is the isomorphic correspondence between what is said and how it is 
said.” Arnheim, Visual Thinking, 255. 
46 In principle, this visual magnetism can be compared with the feeling of vertigo experienced while looking 
over a steep cliff edge. 
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47 The wheel-like motion of Vortex implies the absorbent agency of an invisible pivot, recalling T.S. Eliot: 
“Except for the point, the still point, / There would be no dance, and there is only the dance.” T. S. Eliot, Four 
Quartets (London: Faber and Faber, 1974; orig. pub. 1944), 15, 16. 
48 Peat, Infinite Potential, 15. 
49 Paul Klee and Matthew Gale, Creative Confession and Other Writings (London: Tate Publishing, 2013), 15. 
50 The Neoplatonist Thomas Taylor states: “All mathematical forms have a primary subsistence in the soul… 
harmonic ratios prior to things harmonised; and invisible circles prior to the bodies that are moved in a circle.” 
Cited in Lawlor, Sacred Geometry, 9. 

170 

 
 



 

CONCLUSION 

It is perplexing that we exist with only a partial understanding of our existence. This 

suggests that we are a part of a whole and that within us there is a latency orientated 

towards achieving a more fulfilled understanding of this whole. Creative engagement 

concerns making sense of life and shaping a world view based upon experience. I identify an 

intelligence with the world’s expressivity that is emotional and powerful: the singularity of 

the material world suggests a power orientated towards an expressive regeneration; the 

conductive attribute of artmaking suggests that artists embody a pivotal role in renewing a 

collective awareness of this expressivity. 

In its reliance upon metaphor, art reveals its restricted but essential value. Perhaps, the 

extraordinary human capacity to use metaphor belies a fundamental, aspirational need for 

it. Art may forge an avenue of human experience that creatively connects with transitory, 

ineffable states suggesting a more expansive being. Whereas philosophy may ask questions 

that can never be conclusively answered, art appears to present answers to questions never 

asked. 

Art, philosophy, and science are primary modes of human inquiry for which my research 

seeks to find a harmonious commonality. Capra distinguishes the arts: “There can be 

emotions in science, but in the final result the emotions are not expressed. Whereas a work 

of art addresses itself to human emotions and to the resonance it creates between the work 

of art and the viewer.”1 Describing his encounter with Georges Rouault’s The Old Clown 

(1930), Bohm refers to “a current in which the whole being of the clown poured outward to 

reveal itself, all his feelings, thoughts… and a counter-flow in which… the viewer… was drawn 

into him.”2 In Bohm’s terminology, Rouault’s specific, creative introspection expressively 

unfolds, and is later enfolded by a viewer’s receptive eye. A circular infinitude is described 

that is restricted to cognition—the invisible dimension of consciousness—but occurs adjacent 

with a progressively linear, visible, material finitude. An aim of assembling ‘Infinitude’ has 

been to emphasise this cyclical infinitude: a transcendent communication that 

appears to fulfil a human need by stimulating an emotional intelligence. Intrinsic and unique 
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to the arts, this phenomenon presents a reflective agency through which to deepen and 

renew our emotional interconnectivity. 

Geometry may map an emotional alignment: a harmony and clarity that constitutes a sense 

of beauty to which the perceptual eye naturally responds. While viewing art, a consonance 

may unfold that satiates, touching upon an essence far removed from our self-contained 

individuality. Through this doctoral research, I have learned how the transformative 

attribute of pattern relates to this essence, for to articulate a pattern depends upon a 

relational dynamic between change and immutability. Geometry indicates that mathematics 

is connected intrinsically with a metaphysical understanding of materiality. Beneath sensual 

form and surface appearance is a continually functioning mechanics that mathematics 

elegantly describes. Geometry alludes to the plasticity of a power that fluidly changes its 

appearance, simultaneously expanding and contracting, to contain and balance a manifold 

diversity with a singular essence that can be connoted by a point.3 Metaphysical geometry 

suggests our existence is constructed upon a dynamic spanning a timeless, spaceless point 

of constancy and its manifesting finitude. My pictorial expansion of a point, connoting an 

infinite constancy, is consistent with understanding the world as a power that expresses 

itself in such a way that space and time are cognitive constructs that only gradually emerge 

as a means of self-containment.4 

Regarding the relational dynamic of mind and matter, my inquiry reached a personal 

fruition by converging the principles of reflection and inversion with the model of the corpo 

transparente. If mind and matter were to contain one another as inverted reflections, then 

a sequence could be proposed by which a person’s body (matter) may be a thought 

imagined by the logos, while this person possessed an inwardly reflected thought. This can 

be presented as three transparent spheres contained within one another: mind and matter 

perfectly mirror, compressed into a conceptual model that does not depend upon time or 

space.5 If infinite continuums of spheres, expanding from an infinite plurality of points (each 

connoting an infinite constancy), were to seamlessly interpenetrate, then a coarse model 

may be envisaged that relates to a conceptual infinitude.6 
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Artists can reconfigure an empty, flat sheet of paper to appear spatial. For me, this is a 

touchstone for understanding how a structural, emotional consciousness has the capacity to 

suffuse an infinitude to a pronounced, limited degree. Printmaking fulfils my inquiry into this 

structural attribute of consciousness. The principles of replication, inversion, perspicuity and 

the visual compression of imagined layers7 are as fundamental to the graphic techniques of 

printmaking as they are to my conceptual inquiry. Traditionally, print editions are made by 

replicating images that mirror a handmade matrix. I have mobilised these key aspects of 

printmaking towards an innovation that creatively responds to the perfectionistic demands of 

my ideational inquiry. Evoking the principle of a hologram, ‘Infinitude’ presents an 

unorthodox engagement with creative modes that are unique to printmaking.8 The visual 

thinking I have invested into making prints constitutes the foundation upon which my 

theoretical inquiry is established. A visit to the exhibition ‘Infinitude’ is the only definitive way 

its success or otherwise may be fully evaluated. 

1 Cited in Louwrien Wijers and Johan Pijnappel, eds., Art Meets Science and Spirituality. Art & Design Profile 21 
(London: Academic Editions, 1990), 69. 
2 Cited in F. David Peat, Infinite Potential: The Life and Times of David Bohm (Reading, Mass: Addison-Wesley, 
1997), 238. 
3 This dynamic may recall a pivotal attribute characterising the plasticity of an active brain. 
4 Gerard Milburn states: “The quantum world lives beyond space and time and only enters space-time when 
we agents, acting on the world make measurements… It has proved impossible to reconcile quantum theory 
with our modern understanding of gravity as curvature of space time (due to Einstein).” Email to the author, 
April 11, 2018. Elucidating a philosophical significance in the context of cosmology, Bohm states: “we do not 
say that mind and body causally affect each other, but rather that the movements of both are the outcome of 
related projections of a common higher-dimensional ground.” David Bohm, Wholeness and the Implicate 
Order (New York: Routledge Classics, 2002; orig. pub. 1980), 266. My research emphasises the expressive 
character of these projections, recognising emotion as a vital aspect of an immanent intelligence. 
5 This alignment compares with the poet Dante Alighieri’s geometric vision, exulting a principle of essence 
symbolised by three mutually reflecting circles of the same dimension. See Stony Brook University’s translation 
of Paradiso here: http://www.italianstudies.org/comedy/Paradiso33.htm. T. S. Eliot based his concept the ‘still 
point of a turning wheel’ upon Dante’s “vision of eternal stillness”, found in the last canto of Paradiso. George 
Quasha and Charles Stein, “Beyond the Body, 1988,” in The Sublime, ed. Simon Morley, Documents of 
Contemporary Art (London: MIT Press, 2010), 214. 
6 Cage states: “Interpenetration means that each one… is moving out in all directions penetrating and being 
penetrated by every other one no matter what the time or what the space.” John Cage, Silence: Lectures and 
Writings (London: Marion Boyars, 1999), 46. 
7 Printing a matrix to paper ideally suits compressing spatial imagery to a flat surface. 
8 Photographic replication cannot accommodate the ideational conductivity of engraving a copper plate or 
drilling linoleum, nor can it incorporate the use of oil-based inks that contribute to establishing the aesthetic 
presence of handmade prints. 
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APPENDIX I: GLOSSARY OF TERMS 

Aesthetics 

The formalisation of how creative practice qualifies the human condition. 

Aesthetics refers to a philosophical understanding gleaned from analysing art. The 

aspirational character of my pattern-based art orientates it towards notions of the sublime. 

The philosopher Jean-François Lyotard states: “The arts... pressed forward by the aesthetics 

of the sublime in search of intense effects, can and must give up the imitation of models 

that are merely beautiful” (Morley, 2010, 36). The artist Jeremy Gilbert-Rolfe states: 

“Beauty resists or otherwise evades critique, because it is irreducible to it and may indeed 

precede it” (Morley, 2010, 170). Intrinsic to the expressive character of the world, beauty 

signifies a qualitative attribute of life. In artistic terms it relies upon a concentration of 

metaphor, or essence, and can be understood as a by-product of expression. An art object 

acts as an essential percept by which interpretative analysis may furnish an aesthetic 

understanding. 

Consciousness 

A state of expressive, transmissible intelligence underlying material flux. 

Consciousness connotes an indivisible integration of a reflective thinking that mirrors 

emotional expression. Langer states: “Sentience arises in vital functioning rather than from 

it… life as it is felt always resembles life as it is observed” (Dryden, 2001, 284). Whitehead 

identifies that “the abstract element in the concrete fact is exactly what provokes our 

consciousness… [which] arises in some process of synthesis of physical and mental 

operations” (1978, 242). The integration of mind and matter suggests a consciousness 

designed to cohere with dimensionality. Pattern appears in our feeling and thinking as well 

as material forms. Comprehending the relativity of pattern implies a consciousness 

characterised by a coherent variation that is dependent upon an immutable constancy. 
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Adapting a term that emerged from the philosophy of William James (Shusterman, 2010, 

38), Bohm states: “thought itself is an actual process of movement... one can feel a sense of 

flow in the ‘stream of consciousness’ not dissimilar to the sense of flow in the movement of 

matter in general.” (Implicate Order, xi) Communication can be understood as different, 

merging parts of a whole. Consciousness may also be considered a medium, upon which our 

communication depends. 

Contemplation 

Applying concentration to obtain a state of clarity. 

Contemplation cultivates the patience it requires. In the context of visual art, a focal (such 

as a plate being engraved) can provide a material means for contemplation, enabling an 

artist to perceptually engage in a controlled, transformative and expansive expression: 

emotion may be reconciled with the objectivity of reflective thinking. Bachelard refers to 

isolating “a sphere of pure sublimation” (1994, xxix), and a phenomenological “withdrawal, 

which is active and in a state of constant renewal” (1994, 102). The imagination awakens a 

person from an automatism (1994, xxxv), a state Bohm compares to being “asleep on 

runaway horses” (Peat, 1997, 194). Contemplation offers the experience of a more 

pronounced reality. Bachelard states: “Full contemplation would divide into the observing 

being and being observed” (1994, 234). 

Immanence 
A quality distinguishing our material world as inherently expressive. 

The expressive character of our world implies the agency of a sentient power. Merleau- 

Ponty proposes that the universe conceptually exceeds our perceptual experience: “the 

individuation of an object in an objective point of time and space finally appears as the 

expression of a universal positing power” (2004, 83, 84). Implying that material forms are 

imbued with immanence, he states: “in perception the thing is given to us… ‘in the flesh’… 

[achieving] that miracle of expression: an inner reality which reveals itself externally… 
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expression is the language of the thing itself and springs from its configuration” (2004, 138, 

140). Creating art objects may present this natural condition in a concentrated, explicit 

manner. Langer states: “works of art are projections of ‘felt life’... into spatial, temporal, and 

poetic structures” (Dryden, 2001, 281). The metaphoric value of art objects may illuminate 

an immanent quality of life. 

Logos 

An abstract intelligence assuming the form of a singular, material universe. 

Lawlor relates the logos to a transcendent “vibration (a materialization) of the Divine 

thought which gives rise to the fractioning of unity which is creation… [representing] the 

essential nature of all that exists” (1982, 22). Peat suggests matter could “be viewed as a 

symbol or manifestation of the deeper movement, Universal Thought” (1997, 180), 

proposing that Bohm’s ‘implicate order’ aims to “resolve the Cartesian split between mind 

and matter” (1997, 5). 

Bachelard distinguishes humanity by the logos (1994, xxiii), which suggests that we each act 

as its microcosm. Bohm proposes that consciousness “enfolds everything that you know or 

see… you act according to that content… you are internally related to the whole” (Wijers 

and Pijnappel, 1990, 29). Similarly, Merleau-Ponty states: “At the root of all our experiences, 

we find, then, a being which immediately recognizes itself, because it is its knowledge of 

both itself and of all things” (2004, 170). The logos connotes a sentient universe, yet it is 

through the mind, as a particular aspect of this totality, that the logos can be understood. 

Point 

A geometric element integrating the material and abstract. 

The point acts as a symbolic pivot by which the mutable forms of the cosmos manifest and 

dissolve in accord with a geometric expansion and contraction. Inferring the subordinate, 

structural character of space and time, Lawlor indicates that the point is a “fixed and 

176 

 



 

immutable” entity, forming “the limit between the manifest and non-manifest” (1982, 22). 

Essential for geometric articulation, the point is subsumed into each extension it initiates. 

Inversely, it can be understood as a contracted circle. Geometric possibilities that depend 

upon the point present a pictorial equivalence to the relational dynamic between a 

substantial essence and mutable appearance. Geometry demonstrates the relationship 

between materiality and our ability to envisage the world spatially. Whitehead refers to a 

point that has “no geometrical element incident in it” and cites Euclid: “A point is without 

parts” (1978, 299). The cryptic character of the point is a key to understanding the seamless 

but enigmatic interaction between mind and matter. 

Regeneration 

A pattern of inexhaustible transformation and renewal. 

Dynamic change can be understood as infinite variations of an underlying constancy. Its 

ceaseless continuity suggests that an immutable essence pivots a world of appearance. 

Affirming the influential agency of parts to a whole, Whitehead describes a world expanding 

through “recurrent unifications of itself, each, by the addition of itself, automatically 

recreating the multiplicity anew” (1978, 286). He outlines space and time as contrasting, 

divisibly structured entities (1978, 67, 80, 340), suggesting that a regenerative cosmos 

integrates continuity with potentiality (1978, 60): a “becoming of actuality into what in itself 

is merely potential” (1978, 72). Whitehead refers to solving “all indeterminations of 

transition” (1978, 207). Essential attributes of a creative practice, transmission and 

transformation are characteristically regenerative, relating to a sense of renewal an 

engaged artist may experience. This resonates with Bachelard: “The imagination is 

ceaselessly imagining and enriching itself with new images” (1994, xxxvi). 
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APPENDIX II: DOCUMENTATION OF ‘INFINITUDE’ 

‘Infinitude’ [installation view, grid of linocuts Revolution 2015], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view, linocut Untitled 2019, linocut Cosmos 2019 and kinetic sculpture Now 2019], 
Nov/December 2019, POP Gallery, Brisbane 
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‘Infinitude’ [installation view, kinetic sculpture Now 2019], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view, grid of linocuts Shimmer 2016 and pen drawing Epistle 2016], Nov/December 2019, 
POP Gallery, Brisbane 
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‘Infinitude’ [installation view, grid of linocuts Introspective Landscape 2019, grid of linocuts Seen and Seeing 2019 
and grid of linocuts Finitude 2019), Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view, relief etchings], Nov/December 2019, POP Gallery, Brisbane 
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‘Infinitude’ [installation view, relief etchings], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view, linocut and relief etchings], Nov/December 2019, POP Gallery, Brisbane 
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‘Infinitude’ [installation view, relief etchings and a monoprint], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view], Nov/December 2019, POP Gallery, Brisbane 
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‘Infinitude’ [installation view, relief etchings and a monoprint], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view, grid of linocuts Regeneration 2015, relief etchings and monoprints], Nov/December 2019, 
POP Gallery, Brisbane 
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‘Infinitude’ [installation view], Nov/December 2019, POP Gallery, Brisbane 

‘Infinitude’ [installation view], Nov/December 2019, POP Gallery, Brisbane 

184 

 



 

BIBLIOGRAPHY 

Alloa, Emmanuel. “Could Perspective Ever Be a Symbolic Form?: Revisiting Panofsky with 

Cassirer.” Journal of Aesthetics and Phenomenology 2, no. 1 (May 2015): 51–71. 

https://doi.org/10.1080/20539320.2015.11428459. 

Arnheim, Rudolf. Entropy and Art: An Essay on Disorder and Order. Berkeley: University of 

California Press, 1971. 

Arnheim, Rudolf. Visual Thinking. Berkeley: Univ. of California Press, 1969. 

Arts Council of Great Britain, Agnes Martin, and Hayward Gallery, eds. Agnes Martin, 

Paintings and Drawings, 1957-1975. London: Arts Council, 1977. 

Bachelard, Gaston. The Poetics of Reverie. New York: Orion Press, (1960) 1969. 

Bachelard, Gaston, and M. Jolas. The Poetics of Space. Boston: Beacon Press, (1958) 1994. 

Ball, Philip. “Why There Might Be Many More Universes Besides Our Own.” BBC Online, 

March 21, 2016. http://www.bbc.com/earth/story/20160318-why-there-might-be- 

many-more-universes-besides-our-own. 

Barone, Tom, and Elliot W. Eisner. Arts Based Research. Los Angeles: Sage, 2012. 

Barry, Ann Marie. “Mirror Neurons: How We Become What We See.” Visual Communication 

Quarterly 16, no. 2 (May 13, 2009): 79–89. 

https://doi.org/10.1080/15551390902803820. 

Barry, Ann Marie. “Perceptual Aesthetics: Transcendent Emotion, Neurological Image.” 

Visual Communication Quarterly 13, no. 3 (September 2006): 134–51. 

https://doi.org/10.1207/s15551407vcq1303_2. 

Batarseh, Kareem I. “Energy Levels of Moiré Patterns: Relation to Human Perception.” 

Biological Cybernetics 93, issue. 4 (2005): 248–255. 

Berry, Kenneth. “Kandinsky, Kant, and a Modern Mandala.” The Journal of Aesthetic 

Education 42, no. 4 (2008): 105–10. https://doi.org/10.1353/jae.0.0019. 

Bohm, David. Wholeness and the Implicate Order. Routledge Classics. New York: Routledge, 

(1980) 2002. 

Bohm, David, and Lee Nichol. On Creativity. New York: Routledge, 1998. 

Bucher, François, and Josef Albers. Josef Albers: Despite Straight Lines: An Analysis of His 

Graphic Constructions. Rev. ed. Cambridge: MIT Press, (1961) 1977. 

185 

 



 

Buhe, Elizabeth. “Waiting for Art: The Experience of Real Time in Sculpture.” 

Contemporaneity: Historical Presence in Visual Culture 1 (June 1, 2011): 117–36. 

https://doi.org/10.5195/CONTEMP.2011.20. 

Cage, John. Silence: Lectures and Writings. Repr. London: Marion Boyars, 1999. 

Chau, Christina. “Kinetic Systems: Jack Burnham and Hans Haacke.” Contemporaneity: 

Historical Presence in Visual Culture 3 (June 5, 2014): 62–76. 

https://doi.org/10.5195/CONTEMP.2014.57. 

Cochrane, Tom. “Expression and Extended Cognition.” Journal of Aesthetics and Art Criticism 

66, no. 4 (September 2008): 329–40. https://doi.org/10.1111/j.1540- 

6245.2008.00314.x. 

Comfort, Alex. “The Implications of an Implicate.” Journal of Social and Biological Systems 4, 

no. 4 (October 1981): 363–74. https://doi.org/10.1016/S0140-1750(81)90065-8. 

Crary, Jonathan. Techniques of the Observer: On Vision and Modernity in the Nineteenth 

Century. October Books. Cambridge, MA: MIT Press, 1990. 

Cupchik, Gerald C., Oshin Vartanian, Adrian Crawley, and David J. Mikulis. “Viewing 

Artworks: Contributions of Cognitive Control and Perceptual Facilitation to Aesthetic 

Experience.” Brain and Cognition 70, no. 1 (June 2009): 84–91. 

https://doi.org/10.1016/j.bandc.2009.01.003. 

“David Bohm, Paul Cezanne and Creativity - F. David Peat.” Accessed February 21, 2017. 

http://www.fdavidpeat.com/bibliography/essays/edinb.htm. 

Debono, Marc-Williams. “From Perception to Consciousness: An Epistemic Vision of 

Evolutionary Processes.” Leonardo 37, no. 3 (June 2004): 243–48. 

https://doi.org/10.1162/0024094041139364. 

de la Fuente, Eduardo. “Why Aesthetic Patterns Matter: Art and a ‘Qualitative’ Social 

Theory: Why Aesthetic Patterns Matter.” Journal for the Theory of Social Behaviour 

44, no. 2 (June 2014): 168–85. https://doi.org/10.1111/jtsb.12036. 

Deleuze, Gilles. Spinoza, Practical Philosophy. San Francisco: City Lights Books, (1970) 1988. 

Deligiorgi, Katerina. “The Pleasures of Contra-Purposiveness: Kant, the Sublime, and Being 

Human: The Pleasures of Contra-Purposiveness.” The Journal of Aesthetics and Art 

Criticism 72, no. 1 (February 2014): 25–35. https://doi.org/10.1111/jaac.12060. 

Díaz, Eva. “The Ethics of Perception: Josef Albers in the United States.” The Art Bulletin 90, 

no. 2 (June 2008): 260–85. https://doi.org/10.1080/00043079.2008.10786393. 

186 

 



 

Dryden, Donald. “Susanne Langer and William James: Art and the Dynamics of the Stream of 

Consciousness.” The Journal of Speculative Philosophy 15, no. 4 (2001): 272–85. 

https://doi.org/10.1353/jsp.2001.0036. 

Eaton, Marcia Muelder. “Aesthetic Obligations.” Journal of Aesthetics and Art Criticism 66, 

no. 1 (January 2008): 1–9. https://doi.org/10.1111/j.1540-594X.2008.00283.x. 

Eliot, T. S. Four Quartets. 8. impr. Faber Paper Covered Editions. London: Faber and Faber, 

(1944) 1974. 

Erjavec, Aleš. “Art and Aesthetics: From Modern to Contemporary.” Diogenes 59, no. 1–2 

(February 2012): 148–57. https://doi.org/10.1177/0392192112469472. 

Ernst, Bruno. The Magic Mirror of M. C. Escher. 1st American ed. New York: Random House, 

1976. 

Escher, M. C., and J. L. Locher. The World of M. C. Escher. New York: H. N. Abrams, 1971. 

Geelhaar, Christian. Paul Klee and the Bauhaus. Greenwich, Conn.: New York Graphic 

Society, 1973. 

Gilmore, Richard. “Dewey’s Experience and Nature as a Treatise on the Sublime.” The 

Journal of Speculative Philosophy 16, no. 4 (2002): 273–85. 

https://doi.org/10.1353/jsp.2003.0010. 

Gilmour, Pat. Ken Tyler, Master Printer, and the American Print Renaissance. Canberra, ACT: 

Australian National Gallery, 1986. 

Globus, Gordon. “Mind, Matter and the Implicate Order by Paavo T.I. Pylkkänen.” 

NeuroQuantology 5, no. 4 (September 12, 2007): 396–99. 

https://doi.org/10.14704/nq.2007.5.4.148. 

Goldscheider, Ludwig, Auguste Rodin, and Ilse Schneider-Lengyel, eds. Rodin Sculptures. 

Oxford: Phaidon, (1964) 1970. 

Gombrich, Ernst Hans. The Sense of Order: A Study in the Psychology of Decorative Art. The 

Wrightsman Lectures, v. 9. Ithaca, NEW YORK: Cornell University Press, 1979. 

Gu, Ming Dong. “The Divine and Artistic Ideal: Ideas and Insights for Cross-Cultural Aesthetic 

Education.” The Journal of Aesthetic Education 42, no. 3 (2008): 88–105. 

https://doi.org/10.1353/jae.0.0012. 

Hainley, Bruce, Dennis Cooper, Adrian Searle, and Tom Friedman, eds. Tom Friedman. 

Contemporary Artists. London: Phaidon Press, 2001. 

187 

 



 

Haskell, Barbara, Agnes Martin, Anna Chave, and Rosalind E. Krauss. Agnes Martin. New 

York: Whitney Museum of American Art: Distributed by H.N. Abrams, 1992. 

Henderson, Linda Dalrymple. The Fourth Dimension and Non-Euclidean Geometry in Modern 

Art. Princeton, N.J: Princeton University Press, 1983. 

Higgins, Kathleen Marie. “An Alchemy of Emotion: Rasa and Aesthetic Breakthroughs.” 

Journal of Aesthetics and Art Criticism 65, no. 1 (January 2007): 43–54. 

https://doi.org/10.1111/j.1540-594X.2007.00236.x. 

Hillier, Paul. Arvo Pärt. Oxford Studies of Composers. Oxford: Oxford University Press, 1997. 

Hodgson, Derek. “Graphic Primitives and the Embedded Figure in 20th-Century Art: Insights 

from Neuroscience, Ethology and Perception.” Leonardo 38, no. 1 (February 2005): 

55–58. https://doi.org/10.1162/leon.2005.38.1.55. 

Hoptman, Laura J., Yayoi Kusama, Akira Tatehata, and Udo Kultermann. Yayoi Kusama. 

Contemporary Artists. London: Phaidon, 2000. 

Houshiary, Shirazeh, Jeremy Lewison, and Stella Santacatterina. Isthmus. London: British 

Council, 1995. 

Huovinen, Erkki, and Avigail Manneberg. “Imitation, Interaction and Imagery: Learning to 

Improvise Drawing with Music.” Arts and Humanities in Higher Education 12, no. 2–3 

(April 2013): 284–98. https://doi.org/10.1177/1474022212473526. 

Inayat Khan. The Mysticism of Sound and Music. Rev. ed., 1st Shambhala ed. Shambhala 

Dragon Editions. New York: Random House, 1996. 

Ivins, William Mills. Prints and Visual Communication. 9. print. Da Capo Press Series in 

Graphic Art 10. Cambridge, Mass.: The M.I.T. Press, (1953) 1996. 

Jacobsen, Thomas. “Bridging the Arts and Sciences: A Framework for the Psychology of 

Aesthetics.” Leonardo 39, no. 2 (April 2006): 155–62. 

https://doi.org/10.1162/leon.2006.39.2.155. 

Kagan, Andrew. Paul Klee/Art & Music. Ithaca, NEW YORK: Cornell University Press, 1983. 

Kandinsky, Wassily, and Hilla Rebay. Point and Line to Plane. New York: Dover Publications, 

(1926) 1979. 

Klee, Paul, and Paul Findlay. On Modern Art. London: Faber, (1948) 1966. 

Klee, Paul, and Matthew Gale. Creative Confession and Other Writings. London: Tate 

Publishing, 2013. 

188 

 



 

Klee, Paul, and Jürg Spiller. Paul Klee: The Thinking Eye. London: Lund Humphries, (1956) 

1961. 

Knights, Mary, and Ian North. Hossein Valamanesh: Out of nothingness. Kent Town: 

Wakefield Press, 2011. 

Laetz, Brian. “A Modest Defense of Aesthetic Testimony.” Journal of Aesthetics and Art 

Criticism 66, no. 4 (September 2008): 355–63. https://doi.org/10.1111/j.1540- 

6245.2008.00316.x. 

“La Monte Young – The Tortoise, His Dream and Journeys (1964).” YouTube video, 15:02. 

Posted by not looking for New England, September 10, 2018. 

https://www.youtube.com/watch?v=bapAGrWpaLw. 

Langer, Susanne K. Feeling and Form. London: Routledge & Kegan Paul Ltd, 1953. 

Langer, Susanne K. Philosophy in a New Key: A Study in the Symbolism of Reason, Rite and 

Art. 3. ed. Cambridge, Mass.: Harvard University Press, (1942) 1976. 

Langer, Susanne K. Problems of Art: Ten Philosophical Lectures. London: Macmillan, (1957) 

1981. 

Lawlor, Robert. Sacred Geometry: Philosophy and Practice. London: Thames and Hudson, 

1982. 

Le Corbusier, and Frederick Etchells. Towards a New Architecture. London: The Architectural 

Press, (1927) 1982. 

LeWitt, Sol, Susan Cross, and Denise Markonish. Sol LeWitt: 100 Views. North Adams, New 

Haven: MASS MoCA ; In association with Yale University Press, 2009. 

Lichtenstein, Roy, Jacklyn Babbington, Laura Murray Cree, and National Gallery of Australia. 

Roy Lichtenstein: Pop Remix. Canberra: National Gallery of Australia, 2012. 

Luce, John Victor. An Introduction to Greek Philosophy. London: Thames and Hudson, 1992. 

Lazzaro, G. Di San. Klee, His Life and Work. London: Thames and Hudson, (1957) 1964. 

Marden, Brice, and Mario Codognato. Brice Marden: Works on Paper 1964-2001. London: 

Trolley, 2002. 

Martin, Agnes, Rhea Anastas, Lynne Cooke, Karen J. Kelly, and Barbara Schröder, eds. Agnes 

Martin. New York: Yale University Press, 2011. 

Merleau-Ponty, Maurice, and Thomas Baldwin. Maurice Merleau-Ponty: Basic Writings. New 

York: Routledge, 2004. 

189 

 



 

Mille, Charlotte de. “‘Sudden Gleams of (f)light’: ‘Intuition as Method’?” Art History 34, no. 2 

(April 2011): 370–86. https://doi.org/10.1111/j.1467-8365.2011.00824.x. 

Miller, Gretchen. “Diamanda Galas, Arvo Part [sic] and Music for Twilight.” Into the Music, 

Radio National, ABC, September 26, 2014. 

https://www.abc.net.au/radionational/programs/archived/intothemusic/diamanda- 

galas,-arvo-part-and-music-for-twilight/5766646. 

Morley, Simon, ed. The Sublime. Documents of Contemporary Art. London: MIT Press, 2010. 

Nyman, Michael. Experimental Music: Cage and Beyond. London: Studio Vista, 1974. 

Panofsky, Erwin, and Christopher S. Wood. Perspective as Symbolic Form. 1st paperback ed. 

New York, NY: Zone Books, 1997. 

Peat, F. David. Infinite Potential: The Life and Times of David Bohm. Reading, Mass: Addison- 

Wesley, 1997. 

Pedretti, Carlo, with an introduction by Kenneth Clark. Leonardo Da Vinci: Nature Studies 

from the Royal Library at Windsor Castle. New York: Harcourt Brace Jovanovich, 

1981. 

Penrose, Roland. Miró. The World of Art Library: Artists. London: Thames & Hudson, 1970. 

Perelló, Josep, and Vicenç Altaió. “Physics of Aesthetics: A Meeting of Science, Art and 

Thought in Barcelona.” Leonardo 41, no. 3 (June 2008): 232–37. 

https://doi.org/10.1162/leon.2008.41.3.232. 

Potter, Keith. Four Musical Minimalists: La Monte Young, Terry Riley, Steve Reich, Philip 

Glass. Music in the Twentieth Century. Cambridge, UK; Cambridge University Press, 

2002. 

Pruska Oldenhof, Izabella, and Robert Logan. “The Spiral Structure of Marshall McLuhan’s 

Thinking.” Philosophies 2, no. 4 (April 4, 2017): 9. 

https://doi.org/10.3390/philosophies2020009. 

Pylkkänen, Paavo. Mind, Matter, and the Implicate Order. Frontiers Collection. New York: 

Springer, 2007. 

Quasha, George, and Charles Stein, “Beyond the Body, 1988.” In The Sublime, edited by 

Simon Morley, Documents of Contemporary Art, 214-216. London: MIT Press, 2010. 

Reagan, Trudy Myrrh. “The Study of Patterns Is Profound.” Leonardo 40, no. 3 (June 2007): 

263–69. https://doi.org/10.1162/leon.2007.40.3.263. 

190 

 



 

“Reich: Music for Mallet Instruments, Voices and Organ.” YouTube video, 15:52. Posted by 

Aldo Rodriguez, September 8, 2012. 

https://www.youtube.com/watch?v=rCiGDdEdrks. 

Reich, Steve. Writings about Music. The Nova Scotia Series-Source Materials of the 

Contemporary Arts. Halifax: Press of Nova Scotia College of Art and Design; New 

York University Press, 1974. 

Reich, Steve, and Paul Hillier. Writings on Music, 1965-2000. Oxford: Oxford University 

Press, 2002. 

Read, Herbert. Arp. London: Thames and Hudson, 1968. 

Richardson, Brenda, and Brice Marden. Brice Marden--Cold Mountain. Houston, Tex: 

Houston Fine Art Press, 1992. 

Riley, Bridget, and Robert Kudielka. The Eye’s Mind: Collected Writings 1965 - 2009. Rev. and 

Extended 2. ed. London: Thames & Hudson, (1999) 2009. 

Rothman, Roger, and Ian Verstegen. “Arnheim’s Lesson: Cubism, Collage, and Gestalt 

Psychology.” Journal of Aesthetics and Art Criticism 65, no. 3 (June 2007): 287–98. 

https://doi.org/10.1111/j.1540-594X.2007.00259.x. 

Rycroft, Simon. “Art and Micro-Cosmos: Kinetic Art and Mid-20th-Century Cosmology.” 

Cultural Geographies 19, no. 4 (October 2012): 447–67. 

https://doi.org/10.1177/1474474012447538. 

Saveljev, Vladimir, and Sung-Kyu Kim. “Three-Dimensional Moiré Display.” Journal of the 

Society for Information Display 22, issue 9 (2015): 482–486. 

Schooping, Joshua. “Touching the Mind of God: Patristic Christian Thought on the Nature of 

Matter.” Zygon® 50, no. 3 (March 2015): 583–603. 

https://doi.org/10.1111/zygo.12188. 

Shusterman, Richard. “Dewey’s Art as Experience: The Psychological Background.” The 

Journal of Aesthetic Education 44, no. 1 (2010): 26–43. 

https://doi.org/10.1353/jae.0.0069. 

Stafford, Barbara Maria. Echo Objects: The Cognitive Work of Images. Chicago: University of 

Chicago Press, 2007. 

Stony Brook University. Dante’s Paradiso. 

http://www.italianstudies.org/comedy/Paradiso33.htm. 

191 

 



 

Taylor, Richard P., Adam P. Micolich, and David Jonas. “The Construction of Jackson 

Pollock’s Fractal Drip Paintings.” Leonardo 35, no. 2 (April 2002): 203–7. 

https://doi.org/10.1162/00240940252940603. 

“Terry Riley: In C.” YouTube video, 40:14. Posted by komaromykornel, February 1, 2012. 

https://www.youtube.com/watch?v=yNi0bukYRnA. 

Thomas, Julia, ed. Reading Images. 1. publ. Readers in Cultural Criticism. Basingstoke, 

Hampshire: Palgrave, 2001. 

Thompson, Sarah E. Hokusai. 1st edition. Boston, MA: MFA Publications, Museum of Fine 

Arts, Boston, 2015. 

Tonder, Gert J. van. “Perceptual Disruption and Composure in Bridget Riley’s Fall.” Leonardo 

43, no. 3 (June 2010): 283–88. https://doi.org/10.1162/leon.2010.43.3.283. 

Tuchman, Maurice, Judi Freeman, Carel Blotkamp, Los Angeles County Museum of Art, 

Museum of Contemporary Art (Chicago, Ill.), and Haags Gemeentemuseum, eds. The 

Spiritual in Art: Abstract Painting 1890-1985. New York: Abbeville Press, 1986. 

Vasarely, Victor, Stefan Moses, and Peter Jürgen Wilhelm. Planetary Folklore. Greenwich, 

Conn.: New York Graphic Society, 1973. 

Wallace, Robert. The World of Leonardo 1452-1519. Time-Life Books. Ann Arbor: The 

University of Michigan, 1966. 

Wijers, Louwrien, and Johan Pijnappel, eds. Art Meets Science and Spirituality. Art & Design 

Profile 21. London: Academic Editions, 1990. 

Whitehand, Dawn. “Patterns That Connect.” Leonardo 42, no. 1 (February 1, 2009): 10–15. 

Whitehead, Alfred North, David Ray Griffin, and Donald W. Sherburne. Process and Reality: 

An Essay in Cosmology. Corrected ed. Gifford Lectures 1927–28. New York: Free 

Press, 1978. 

Whitney, David, and Dennis M. Levi. “Visual Crowding: A Fundamental Limit on Conscious 
Perception and Object Recognition.” Trends in Cognitive Sciences, 15, Issue 4 (2011) 
160–168. 

Wikman, Georg. “The Notion of Order in Mathematics and Physics. Similarity, and 

Indistinguishability.” Foundations of Physics 43, no. 4 (April 2013): 568–96. 

https://doi.org/10.1007/s10701-012-9688-y. 

Wolff, Robert Jay. “On the Relevance of Abstract Art: A Memoir.” Leonardo 5, no. 1 (1972): 

19–27. https://doi.org/10.2307/1572467. 

192 

 



 

Zielinski, Marian, and Semiotic Society of America, in cooperation with the Philosophy 

Documentation Center. “A Semiotic Phenomenology of Aesthetic Systems: 

Reflections on Ornament, Patterns, and Habits in Creative Expression.” The American 

Journal of Semiotics 19, no. 1 (2003): 197–208. 

https://doi.org/10.5840/ajs2003191/49. 

193 

 


