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Abstract 

My practice-led research draws on my lived experiences of growing up on the 

Queensland’s Gold Coast—a city where the 1950s postwar real estate boom led to many motels, 

hotels, and suburban and holiday homes built in the American architectural vernacular postwar 

style of cities such as Los Angeles and Las Vegas. This style, described by Juliana Engberg as 

the transaesthetic, has been copied throughout the world. As such, it is uncoupled from 

determining factors such as culture and climate and understood as inauthentic. At the same 

time, its ubiquity and familiarity make it the subject of extensive study and critique. My 

research focuses on questioning authenticity and its judgement by enabling an authentic 

experience of such buildings through photography. I ask how can photographs of models of 

vernacular architecture be used to critique concepts of authenticity within contemporary 

culture? 

My studio methodology combines handmade models of buildings, the poetic 

imagination, and deadpan photography. I am indebted to Aron Vinegar’s discussion (2009) of 

Ed Ruscha’s deadpan photography, which highlights deadpan’s relationship to authenticity and 

what Vinegar terms an open way of being-in-the-world in reference to Martin Heidegger’s 

philosophy. Vinegar explains how deadpan photography allows us to sit alongside the subject 

as it is, which enables an open and authentic experience with the models. 

By creating spaces triggered by involuntary memories that stem from familiar 

experiences of my childhood on the Gold Coast, I refer to Gaston Bachelard’s idea that intimate 

spaces of childhood epitomise the object of daydreaming and the poetic imagination. In addition 

to Bachelard, I draw on Susan Stewart in considering the role of the miniature as an object of 

imagination, memory, and authenticity that transcends time and places. As a handmade, unique 
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object, the miniature activates an imaginative realm which enables an authentic experience 

between the past and the present from the Gold Coast to Los Angeles 

I place my work within the field of constructed photography and see parallel interests in 

the built environment and its affects in the work of Callum Morton, Thomas Demand, and 

James Casebere. These artists also construct models and photograph them to challenge the 

parameters of photography and engage with issues of authenticity, truth, and personal and 

collective memory. 

This project addresses how the handmade model object, poetic imagination, and 

deadpan photography can be linked to communicate a sense of being and authenticity. In 

combining these elements, I achieve an authentic experience when engaging with so-called 

inauthentic architecture, demonstrating how the representation of this style of architecture 

enables new perspectives, interactions, and understandings by being. At the beginning of the 

project I was working on the Gold Coast, my childhood hometown, and photographing in its 

intense natural light. I am now using the soft natural Hollywood light in the backyard of my 

home in Santa Monica, Los Angeles; the light draws together experience, place, memory, 

imagination, and photography to create an image that evokes the almost blurred experience we 

have when travelling and encountering a familiar, generic childhood space. The photograph 

that results from my studio process activates the poetic imagination creating an authentic 

experience across time and space. 
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Introduction 

This studio investigation examines architectural spaces through constructed 

photography—a discipline in which the artist fabricates architectural forms by hand or by digital 

means, documents the models photographically, and then displays the resulting photographs as 

digital prints. I photograph my models using a deadpan approach, which in photography is 

typically a frontal approach and understood as a matter-of-fact delivery of visual information.1 

I examine the work of significant artists within the field of contemporary constructed 

photography in this thesis to further inform and situate my work within the discipline. 

My fabricated tabletop architectural models of both real and imagined buildings are 

based on iconic vernacular architecture. The architecture I depict consists of roadside motels, 

hotels, apartments, and domestic homes of a style that appeared in the 1950s. This style of 

architecture exists predominantly (but not exclusively) in strip cities that embrace 

decentralisation rather than Eurocentric modes of urbanisation that are built around a city 

centre.2 The strip city has been described as a Western city that has shifted from a ‘Euro’ city.3 

The style of architecture I address emerged and developed rapidly in the United States, 

especially in Los Angeles and Las Vegas. This occurred during the postwar era when the mass 

production and ownership of automobiles corresponded to roadside architecture built around 

travel, leisure, and fantasy.4 

This architectural style has since been copied, cloned, and mass-produced in diverse 

locations across the world. I create architectural models that depict this style of buildings in a 

 
1 Aron Vinegar and Michael J. Golec, Relearning from Las Vegas (Minneapolis: University of Minnesota Press, 

2009):12, https://doi.org/10.5749/j.cttttpvs. 
2 A strip city is “a continuous area of urban development lying between or embracing two or more large cities 

and having a population of at least one million; megalopolis.” 

“Strip city.” Dictionary.com, accessed date 15 Aug, 2020, https://www.dictionary.com/browse/strip-city. 
3 Lionel Frost, The New Urban Frontier: Urbanisation and City-Building in Australasia and the American West 

(Kensington, NSW: New South Wales University Press, 1991). 
4 Robert Venturi, Denise Scott Brown, and Steven Izenour, Learning from Las Vegas: The Forgotten Symbolism 

of Architectural Form (Cambridge, MA: M.I.T. Press, 1977). 
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state of transition, which is different to the way they first appeared in the pristine postwar boom 

times. Imperfections within the models arise through technical mistakes in the practical process 

but also through the imaginary process introduced through retrieving memory, which changes 

across time. As a result, the models I make appear similar to the buildings as they are today—

with decay and renovations due to the process of time and presence of people. 

My initial fascination with this style of architecture came from my experience of living 

on the Gold Coast in Queensland, Australia—an area that enthusiastically copied American 

architectural styles in its 1950s postwar real estate boom.
5 However, this project is not limited 

to the Australian Gold Coast; it also looks to international examples to represent the 

homogeneity of the experience of a particular style of architecture within distant yet connected 

contemporary cultures. By depicting this style of generic mass-produced architecture that has 

been copied and cloned, I question the possibility of having an authentic experience with these 

architectural spaces. I address this subject through my practice and theoretical research 

employing ideas surrounding imagination, miniature model making, common mass-produced 

architecture, and deadpan photography. 

Chapter 1 presents an overview of the development of photography since the 1960s, 

through conceptual and post-conceptual photography. I also trace and honour the debt my work 

owes to that lineage. I start the discussion with the conceptual photographers of the 1960s, 

because from that time onwards photography was accepted as an art form. Since then 

photographic criticism and theory have developed significantly. Understanding the 

development and history of photographic art and its related literature is necessary to determine 

their effect on contemporary art photography, including my own work. 

 
5 Kevin Rains, Fibro History of the Gold Coast (Gold Coast: Gold Coast City Council, 2014), 3–5.  
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The American conceptual artist Ed Ruscha, with his use of deadpan photography and 

his interest in the strip city, is central to my discussion and helps me situate my own practice 

within the wider discipline. I draw on Aron Vinegar’s discussion of Ruscha’s photography and 

its relationship to mood, authenticity, and what he terms an open way of being-in-the-world—

in reference to Martin Heidegger’s philosophy of the mood of attunement from his work Being 

and Time. Vinegar argues that deadpan photography allows us to experience a subject 

unmistakably and in its entirety, which creates an open mood of being with the world as it really 

is. In this context, being results in an authentic experience. The idea of experiencing 

authenticity with an architectural object through use of deadpan photography is a key 

principle for my research in questioning authenticity. Other writers who have contributed 

to my understanding of conceptual and post-conceptual photography include Jeff Wall, Tamara 

Trodd, Margaret Iversen, and Diarmuid Costello. 

Chapter 2 compares the work of selected contemporary artists working with constructed 

photographs; these include Thomas Demand, James Casebere, and Callum Morton. I draw from 

Rosalind Krauss’s discussion of post-media works of art that engage in a variety of disciplines 

and mediums as well as what she defines as “outmoded forms”.6 I discuss how Demand, 

Morton, and Casebere each draw on past forms, subjects, mediums, and disciplines to enliven 

and challenge the parameters of photography. Each of these artists engage with a range of 

theoretical issues about architecture that will also be discussed in this section. I will consider 

my own critical engagement with the discipline of architecture through this discussion. 

Morton’s work is of particular interest because, like me, he depicts generic architecture 

influenced by international styles. I refer to Juliana Engberg’s interpretation of Morton’s work 

in which she refers to this style of architecture in Australia—one which combines international 

styles with generic mass-produced architecture and is often regarded as inauthentic—as 

 
6 Rosalind E. Krauss and Marcel Broodthaers, A Voyage on the North Sea: Art in the Age of the Post-Medium 

Condition, vol. 31 (New York, NY: Thames & Hudson, 2000). 
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transaesthetic.7 As my work aims to question authenticity within this architecture, I also refer 

to Andrew Wood’s discussion of “mom-and-pop motels” of the 1950s where he explains how 

motel owners combined generic roadside motels with an element of fantasy, which in turn 

created a unique expression based on a generic model.8 

Chapter 3 addresses memory, imagination, and the miniature as they are at play in every 

stage of my process. I describe each of these in relation to my process and through reference to 

theorists dealing with these concepts. I draw from Gaston Bachelard, Dylan Trigg, and Marcel 

Proust to demonstrate the particular type of memory that is active in my work: namely, 

involuntary memory. This memory is grounded in the memory of familiar intimate childhood 

spaces and is triggered when a familiar everyday experience causes memories to resurface 

without conscious effort.9 

In addition, I focus on the work of Dylan Trigg who draws on this type of involuntary 

memory and the works of Proust, Bachelard, and Maurice Merleau-Ponty to form his notion of 

place memory. Importantly, Trigg’s discussion of place memory stems from experiencing 

involuntary memories when seeing his familiar childhood homes in a state of transition. For 

Trigg, this type of memory heightens our awareness of place and therefore ourselves.10 His 

discussion is useful in identifying the role of place memory in my own work when comparing 

his example of the lived experience of place with my own experience. A discussion of place 

memory is useful to demonstrate how identifying place contributes to identifying authenticity. 

I also focus on the role of the miniature in relation to the model making aspect of my 

work. The miniatures I make have an architectural element because they share similarities with 

 
7 Juliana Engberg, “A Weird Melancholy”, Australian Council, accessed November 1, 2014, 

http://2014.australiacouncil.gov.au/ data/assets/pdf_file/0009/8658/venice_03_a_weird_melacholy.pdf (2005): 3.  
8 Andrew Wood, “The Best Surprise Is No Surprise: Architecture, Imagery, and Omnitopia among American 

Mom-and-Pop Motels,” Space and Culture 8, no. 4 (2005): 399–415. 
9 Marcel Proust, In Search of Lost Time (London UK: Centaur Classics 2017 [1913]). 
10 Dylan Trigg, The Memory of Place (Boston: Boston Press, 2012). 
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the construction methods used to create miniature architectural models. However, my models 

are not reduced-scale depictions of a larger future idea—like an architectural model. Instead, 

my miniatures pay homage to places of past architecture styles, and they are spaces of memories 

and imagination. I engage with the miniature through the writings of Gaston Bachelard and 

Susan Stewart who both consider the miniature as an object of memory and poetic imagination. 

In particular, Stewart’s argument that the miniature offers a rejection of mass production and 

inauthenticity is useful in framing my concerns. 

The authors discuss how the small-scale imaginative miniature invites the viewer to 

pause and see the subject with a new heightened perspective. These sources make apparent that 

the miniature can create a poetic space of stillness and reflection where one is completely 

present with the subject depicted. Since my work engages with the handmade miniature, past 

places, and memory, I draw on Stewart’s and Bachelard’s arguments that a handmade 

imaginative miniature object rejects mass production and is therefore both a poetic act and an 

expression of being-in-the-world. This argument is similar to Vinegar’s association of deadpan 

photography with authenticity and being-in-the-world. By using the miniature model, my work 

allows the viewer to use their imagination, to see the subject with a clear perspective, and to be 

with the subject as it is. The deadpan photograph offers a frontal, matter-of-fact delivery and 

intensifies the fact that the work is a model—qualities which allow the viewer to be with the 

subject as it is. Therefore, I suggest that that my work offers a mode of being as I aim to create 

an authentic experience for the viewer when they encounter an inauthentic, mass-produced 

architectural miniature object.11 

Since my work incorporates Google Maps as a tool for research and image making, I 

will address contemporary photographers who use the internet before discussing my practical 

 
11 Aron Vinegar, “Ed Ruscha, Heidegger, and Deadpan Photography,” in Photography after Conceptual Art, eds. 

Diarmuid Costello and Margaret Iversen (London, UK: Wiley-Blackwell, 2009), 39. 
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outcomes and process. Photography processes that uses the internet have been described as 

Post-Internet art, and identifying the differences between artists identified as post-internet 

artists and those identified as constructed photograph artists will aid in positioning my work in 

the expanded field of photography.12 This discussion will also expand further on the conceptual 

drive and foundations to my work. 

In Chapter 4, I discuss my practice in detail and compare my work with that of Demand, 

Morton, and Casebere to explain how my work engages with architecture and takes on a 

deadpan approach to constructed photography. I also demonstrate how my process of 

constructing miniature imaginative models can be understood as poetic through Stewart’s work 

on the miniature and Bachelard’s philosophy of poetry. The deadpan approach contributes to 

an open, non-judgemental depiction of generic architecture and encourages the viewer to 

actively interrogate the image allowing them to reflect on spaces they have inhabited. 

By constructing unpolished miniature models of vernacular architecture for the camera 

and photographing them in this deadpan way the camera lens magnifies the imperfections of 

the models and the architecture for the viewer. At a first glance, the viewer may think that the 

photograph is of a life-size, real space. However, the proportions and perspectives soon appear 

slightly aberrant and require the viewer to take a closer look to understand its construction. For 

the viewer to recognise the photograph is of a miniature model and avoid confusion, the work 

asks for a moment of stillness, attention, imagination, and reflection, thereby implying the 

poetic presence. 

Through my studio-led research, it has become evident that every aspect of my practice 

can be associated with being and with authentic experience. This can be seen through the 

architecture from which my work is initially drawn. While this architecture is readily recognised 

 
12 Robert Shore, Post-Photography: The Artist with a Camera (London: Laurence King Publishing, 2014). 
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as part of the generic, postwar strip city landscape, each model invites the juxtaposition of 

memory, imagination, and fantasy. While invoking generic styles of architecture, the buildings 

also have idiosyncrasies that give each model a character. It is significant that the motel and 

other architecture I have depicted are not drawn from large commercial chains but are each a 

unique small business. This paradox of the authentic, the generic, the planned, and the lived and 

imagined life of these buildings is revealed through the process of making. The miniature model 

allows a new perspective of these architectural spaces, igniting imagination and a poetic 

experience of being. 

In the conclusion, I summarise how a frontal, deadpan photograph of a model magnifies 

the miniature and all its imperfections. Finally, I explain how the myriad elements present in 

my process combine to demonstrate that authenticity can be part of our experience within 

generic architectural spaces. 
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Chapter 1: Conceptual and Post-Conceptual Photography 

Photography was first seen as an invention to capture truth and facts and was not initially 

seen as an expressive art form.13 Before the end of the nineteenth century, photography shifted 

to an expressive medium before becoming conceptual based. It was not until the 1960s that 

photography became more conceptually based and challenged ideas of photographic 

objectivity. Artist and theorist Jeff Wall discusses these changes in his 1995 essay “Marks of 

indifference: Aspects of Photography In, or As, Conceptual Art” Wall demonstrates how 

conceptual photography in the 1960s “led the way towards a complete acceptance of the 

medium in art”.4 Wall explains that for photography to attain acceptance as art in the 1960s, 

conceptual artists had to challenge traditional pictorial photographs, which were identified with 

detailed planning, high skill, harmony, pure composition, and authorial control. The pictorialists 

tried to create photos that mimicked art forms, like drawing and paintings, and they manipulated 

their photos with soft focus to make the photographs look more like paintings.14 

Wall explains that to challenge the pictorial photograph, conceptual artists embraced 

and mimicked non-autonomous art forms, such as documentary and deadpan, which were not 

defined by pictorialism.15 In the introduction to “Photography Between Art History and 

Philosophy”, Margaret Iverson and Diarmuid Costello describe the characteristics that make up 

conceptual art: 

Unpretentious snapshot effects, documentary value and dead-pan anti aesthetic qualities, 

as well as in their use of photography for appropriating and recycling existing imagery 

… What such artists have in common, for all their other differences, is an interest in the 

photograph as a kind of pictorial readymade that can be appropriated and repurposed in 

ways that limit authorial control.16 

 
13 Geoffrey Batchen, Burning with Desire: The Conception of Photography (Cambridge, MA: The MIT Press; 

1999).  
14 Jeff Wall, “‘Marks of Indifference’: Aspects of Photography in, or as, Conceptual Art,” The Last Picture Show 

(1995): 35, accessed October 15, 2015, http://www.art.ucla.edu/photography/downloads/Wall001.pdf. 
15 Wall, “‘Marks of Indifference’,” 35. 
16 Wall, “‘Marks of Indifference’,” 35. 
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Subsequently, conceptual artists finally realised photography as an art form. Photography 

became valued in the art market and entered the collections of institutions and art collectors. 

Furthermore, photography became part of university curricula in the fine arts and related 

theory.17 

Another reason for conceptual artists’ attention to photography was their desire to 

challenge photography’s relationship to truth.18 In the 1960s, images and fiction began to 

dominate popular culture through their circulation in television, magazines, and movies. 

Documentary photographs of news events were prevalent, and these images raised questions 

about the veracity and reliability of images. In this climate, conceptual artists challenged 

straight photography and the idea that photographs were inevitably and automatically a 

document of truth.19 

Much of this critique occurred in California, a culture dominated by and saturated in 

media images. A 1989 exhibition at The Museum of Modern Art in New York, California 

Photography–Remaking the Make-Believe, surveyed Californian photographic artists and 

included work by Larry Sultan, Jo Ann Callis, and John Baldessari. In the catalogue essay for 

the exhibition, Susan Kismaric suggests that the artists depended on existing pictures to make 

their work; they “used constructed photography to debunk the myths the medium created”.20 In 

challenging the veracity of photography, these artists embraced other mediums to produce 

photographs. These conceptual artists were formally trained in art mediums and disciplines 

other than photography. In turning away from the traditional discipline of photography or 

 
17 Diarmuid Costello and Margaret Iverson, “Photography between Art History and Philosophy,” Critical Inquiry 

38 (Summer 2012): 686. 
18 Wall, “‘Marks of Indifference’,” 35. 
19 In the 1950s, particularly in the USA, straight photography was popular and consisted of a realistic, clear, 

sharp photograph—what Michael Köhler and Zdenek Felix describe as a transmitter of fact that presented the 

truth and was grounded in purist aesthetics of modernity. See Michael Köhler and Zdenek Felix, Constructed 

Realities: The Art of Staged Photography (Zurich, Switzerland: Edition Stemmle, 1995), 44. 
20 Susan Kismaric, California Photography: Remaking Make-Believe (New York: The Museum of Modern Art 

1989): 10; Köhler and Felix, Constructed Realities, 44. 
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‘straight photography’ they were well placed to use a range of methods and materials to make 

photographs. In California Photography–Remaking the Make-Believe artists incorporated 

collage, sculpture, appropriated images, found images, text, and studio constructions in their 

work, challenging the viewer’s understanding of how a photograph should appear and be 

created.21 

Baldessari, Sultan, Stephan Shore, and Ruscha are also known for their work with 

deadpan photography, which became a mainstay of conceptual fine art photography. Deadpan 

photography adopts a frontal approach that captures the subject matter as straight forwardly as 

possible. According to the Oxford Dictionary, a deadpan is “impassive” and “expressionless”.22 

Therefore, in photography it is used to suggest an expressionless ‘matter-of-fact’ mode of 

delivery.23 Originally the term deadpan was a mode of rhetorical delivery for speeches and 

lectures devoid of expression and it was not until the 20th century that the term ‘entered the 

lexicon as an adverb or adjective’.24 In 1928 the New York Times used it as an adjective to 

describe Buster Keaton who was most famous for his dry expressionless humor known as ‘Stone 

face’ performing as early as 1924 in The Navigator.25 However deadpan was not used when 

discussing Buster Keaton critically until philosopher Stanely Cavell wrote about Keaton in 

relation to deadpan in The World Viewed: Reflections on the Ontology of Film (1971) and What 

becomes of things on film (1978).26 At around the same time Lawrence Alloway used the term 

to describe the ‘deadpan candor’ of Ruscha’s photographs in a text about conceptually 

 
21 Baldessari, for example, abandoned the pictorial straight process of image making, which relied on planning 

and instead started to make photographs by chance. Jo Anne Callis created small sculptures of clay, which she 

arranged in tableaux and then photographed. Larry Sultan challenged traditional ideas of documentation, 

depicting places and people within Los Angeles. In Pictures from Home (1983), Sultan appropriated found 

family photos as fictions and then rephotographed them. See Kismaric, California Photography, 12. 
22 “Deadpan,” Oxforddictionaries.com, accessed 27 January, 2015, 

http://www.oxforddictionaries.com/us/definition/american_english/deadpan?searchDictCode=all. 
23 Vinegar, “Ed Ruscha,” 45. 
24 Vinegar, “Ed Ruscha,” 30. 

25 Steve Middlehurst “Deadpan Aesthetic”, accessed 20 April, 2021, 

https://stevemiddlehurstcontextandnarrative.wordpress.com/2015/02/24/the-deadpan-aesthetic/ 
26 Vinegar, “Ed Ruscha,” 30. 
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photography titled “Artists and Photographs” (1970). Similarly, architect Denise Scott Brown 

described Ruscha’s books as a ‘deadpan, scholarly monograph’ in the article “Pop Art, 

Permissiveness, and Planning” and considered them as a non-judgmental way of understanding 

urban sprawl.27 However it wasn’t until 2005 that the term deadpan was used to describe it as a 

photographic style in Charlotte Cottons book Photography as Contemporary Art. In the book 

Cotton titled a whole chapter “Deadpan” and described the style as ‘cool’, ‘detached’ and 

‘unemotional’.28 

 

Although deadpan is said to be unemotional and detached, some writers such as Vinegar 

have suggested that deadpan has a mood of its own that goes beyond standard understandings 

of the style. In “Ed Ruscha, Heidegger, and Deadpan Photography”, Vinegar considers the 

deadpan aesthetic through Martin Heidegger’s concept of being-in-the-world. Vinegar 

highlights the similar vein that runs through the literature on the deadpan and Heidegger’s 

concept of a mood of attunement. Both rely on indifference, fact, and facticity. For Heidegger, 

a mood of attunement is a calm and open way of being-in-the-world. This mood is shaped by 

the medium in which things are first encountered. Vinegar suggests that that if we consider 

deadpan photography as a medium that shapes mood “we shift our sense of the deadpan from 

simply a mode of rhetorical delivery to a fundamental mood or attunement that reveals and 

modulates our modes of being-in-the-world”.29 Vinegar proposes that Ruscha’s deadpan 

photographs attune our mood to openness within the world because deadpan allows us to 

withhold judgement and be with the world as it really is.30 Vinegar observes: “Perhaps the mood 

of awareness, readiness, and openness to the world exemplified in the best deadpan photography 

might be the expression of wonder in our era.”31 By photographing my architectural models 

 
27 Vinegar, “Ed Ruscha,” 30.  

28 Vinegar, “Ed Ruscha,” 30. 

29 Vinegar, “Ed Ruscha,” 45. 
30 Vinegar, “Ed Ruscha,” 46. 
31 Vinegar, “Ed Ruscha,” 46. 
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with a deadpan approach and drawing on Vinegar’s arguments surrounding deadpan, we can 

say that this approach sets the right mood for the viewer to be with the subject as it is.  

 

Since deadpan is said to be a matter-of-fact mode of delivery; the terms such as fact, 

facticity and indifference are often used when discussing deadpan photography. However 

according to Vinegar fact and facticity in the context of deadpan photography is often unclear 

as facticity in phenomenology refers to a condition of factuality and the objects of experience.32 

Therefore, Vinegar clarifies; for Heidegger ‘facticity, relies on factuality’, yet the difference 

between the two is the difference between ‘beings as mere things, and beings that are aware of 

their being-in-the-world in particular ways’33 For Heidegger being with indifference (factuality) 

allows us to be ‘of the world’ and is the ‘precondition’ of being aware of ontological difference 

and ‘being-in-the-world’(facticity).34 When we sit alongside the world in the indifferent 

everyday we are able to burst through to identify difference and ‘be-in-the-world’.35 Vinegar 

suggests that photography’s task is to reveal ‘ontological indifference’ and therefore deadpan 

photography attunes our ‘mood’ to sit with indifference and uncover difference.36 For 

Heidegger, mood cannot be restricted to psychological ‘feelings’ or understanding of ‘lived 

experience’, mood is not a ‘knowing’ of the world but a way to encounter it.37 Therefore, the 

mood of deadpan photography can be used to shift our mood and mode of being-in-the-world.  

 

Although lived experience can shape our understanding of space and places I draw from 

Vinegar’s idea of deadpan photography in relationship to Heidegger as I employ deadpan 

photography as a way to view the subject in a particular open non-judgmental mood. Since I 

 
32 Vinegar, “Ed Ruscha,” 34-35. 

33 Vinegar, “Ed Ruscha,” 35. 

34 Vinegar, “Ed Ruscha,” 35. 

35 Vinegar, “Ed Ruscha,” 45. 

36 Vinegar, “Ed Ruscha,” 35. 

37 Vinegar, “Ed Ruscha,” 38. 
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present a series of similar generic spaces my work aims to highlight their idiosyncrasies and 

differences. Initially the intention of my work was to present the architecture of the Gold Coast 

through meticulous model making and photography to understand it and reject stereotypes as it 

being simply just a superficial city. Therefore, I associated my work with Vinegar’s deadpan as 

it sets the open mood for the viewer to be with the subject and have an authentic experience.  

 

Since Vinegar’s idea of deadpan is said to create an authentic experience for the viewer, 

the idea of photography as authentic is questionable. Debates around authenticity within 

photography is popular with the view that photography does not show truth or facts. According 

to Barthes ‘authentication’ in photography shows something to be true or valid.38 Therefore 

from an ‘authentication’ viewpoint my work can be understood as ‘inauthentic’ since the work 

is a miniature constructed fictional space. However, although debates around photography and 

authenticity are important to consider it ignores the philosophical degree of authenticity within 

deadpan photography that can modulate mood. Although my work can bring up personal 

experiences and memories for the viewer I use deadpan to create an alternative open mood for 

people to engage with the photograph in a non judgmental way. Therefore sitting alongside 

indifference and inauthenticity allows people to burst through and have an authentic experience 

with a subject and medium that is usually understood as inauthentic. I also use deadpan to 

capture the miniature object which can be understood as ‘authentic’ as it resists mass 

production, therefore I aim to create an authentic experience in various ways through my work. 

 

Vernacular architecture is often captured using a deadpan approach to photography. 

This is evident in works by Ruscha, Baldessari, Sultan, and Shore, all of whom depict 

vernacular architecture in Los Angeles. Ruscha’s approach, in which he attached a camera to a 

 
38 Roland Barthes, Camera Lucida (New York: Hill and Wang, 1980) 
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car in order to drive by and photograph the car-oriented architecture such as gasoline stations, 

apartments, and other buildings on the Sunset Strip (figure 1) led to Ruscha’s deadpan 

photographic books. His particular unique photographic approach has been discussed frequently 

by writers and researchers such as Robert Venturi, Denise Scott Brown, and Martino Stierli. 

For Denise Scott Brown and Robert Venturi, deadpan was an appropriate way to address 

vernacular architecture. Brown has stated that Ruscha captured a “new visual phenomenon”, 

using a “new technique” to document a “new urban form”.39 Venturi et al. believed that 

Ruscha’s technique allowed artists who used it to understand certain styles of architecture with 

a non-judgemental attitude, even when the style was often criticised as ugly and ordinary.40 

Virginia Heckert points out that Ruscha’s casual approach to photography can also be 

regarded as deadpan, which goes beyond our understanding of deadpan as simply a frontal 

approach to photography.41 For example, Sultan and Shore’s fine art prints are associated with 

deadpan because of their frontal approach. However, with photographic skill they carefully 

align the road’s curb with the building’s façade (figure 2). In contrast, the clarity and 

composition of Ruscha’s images are deliberately less controlled because of Ruscha’s approach 

of “drive by snapshots”. Importantly these images were used to create a series of photographs 

to be published in book form rather than as single photographs for exhibition display. Wall 

points out this difference in Ruscha’s work in which he “takes pleasure in a rigorous display of 

generic lapses: improper relation of lenses, subject of distances and insensitivity to time of 

day”.42 In this way, it is as if Ruscha proves that deadpan photography is a way of embracing 

things as they really are with all their imperfections. This is also exemplified by Ruscha when 

describing his approach to image making: 

 
39 Martino Stierli, “The City as Image,” in Las Vegas in the Rearview Mirror: The City in Theory, Film and 

Photography (Los Angeles: Getty Publications, 2013), 138. 
40 Venturi, Brown, and Izenour, Learning from Las Vegas. 
41 Virginia Heckert, “Revisiting Some Los Angeles Apartments,” in Ed Ruscha and Some Los Angeles 

Apartments (Los Angeles: Getty Publications, 2013): 8. Exhibition catalogue. 
42 Wall, “‘Marks of Indifference’,” 44. 
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There is a routine I go through to make a picture; sometimes it’s faulty and not really 

thought through but at the same time I have blind faith in the clumsiness of the approach 

… It is a patch work of illogical steps that is guided by whatever mistakes are picked up 

on the way. There are a lot of mistakes and encounters that more or less guide me in 

making a picture.43 

This description of Ruscha’s process is deeply familiar to me from my own process. I 

particularly identify with his “blind faith in the clumsiness of the approach”.44 For instance, I 

start with a façade without a resolved plan for completion and build a three-dimensional model. 

This model still retains a façade or front as opposed to an object in the round thereby retaining 

the theatricality of the street. In this process of building from the façade back, imperfections 

occur, materials deviate, and measurements become inaccurate. As with Ruscha, it is these 

‘mistakes’ that guide the work. The continual sense of the flux during the making contrasts with 

the stillness of the final deadpan approach to photographing these models. 

Figure 1a. (left) Ed Ruscha, 1018 S. Atlantic Blvd, 1965. Gelatin silver print, 11.8 x 11.8 cm. J 

Paul Getty Museum, Los Angeles. 

Figure 1b. (right) Ed Ruscha, 6565 Fountain Ave, 1965. Gelatin silver print, 11.8 x 11.8 cm. J Paul 

Getty Museum, Los Angeles.  

 

 
43 “Ed Ruscha del 1 | Intervju.” YouTube video, 7:19. Posted by Moderna Museet, June 3, 2010. 

https://www.youtube.com/watch?v=LEvG4d_VkDI. 
44 “Ed Ruscha del 1 | Intervju.” 
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Figure 2. Stephan Shore, Sunset Drive In, West 9th Avenue, Amarillo, Texas, 1974. Digital pigment 

print, 48.3 x 61 cm.  

Many contemporary artists are returning to pictorial photographs, producing large-scale 

digital, realistic images that require technical skill, planning, and artistic intention. This is seen 

in Demand's meticulously fabricated photographs, in Casebere’s painterly photographs, and in 

Wall’s high production, staged replicas. This approach has received much critical attention 

because it was these pictorial approaches—control, planning, and skill—that the conceptual 

artists set out to challenge. Critics ask: “Has post-conceptual art learned from conceptual artists 

or is it just post?”
45 Wall demonstrates that post-conceptual photography has indeed learnt from 

conceptual photography. For Wall, the reduction of pictorial photography that occurred in the 

conceptual art movement expanded the field of what could be considered as a work of fine art 

and it is through this expanded field that post-conceptual artists now operate through pictorial 

practices that involve skill and planning.46Wall explains: 

These critiques have created new art forms, maybe hybrid forms, forms that are not 

depictive and that have a new and complex relationship to the concept of autonomous 

 
45 Costello and Iversen, ‘Photography,’ 1. 
46 Jeff Wall, “Conceptual, Postconceptual, Nonconceptual: Photography and the Depictive Arts,” Critical Inquiry 

39 (2012): 703–704. 
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art. The new forms are essentially post-conceptual. They emerge, even if unexpectedly, 

from the conceptual reduction and would not have emerged without it 47 

Contemporary artists’ work with an eclectic mix of styles that draw from the past and combine 

both pictorial and conceptual elements. As Wall proposes, post-conceptual artists now have an 

open field, which means they can extend the approaches of conceptual artists by using 

appropriation, deadpan aesthetics, construction, and multiple mediums. In doing so, they also 

embrace approaches of traditional pictorial art identified through planning, high skill, and 

control. This is seen in the works of artists such as Demand, Morton, and Casebere who 

construct images for the camera. Their large-scale pictorial images appropriate and copy 

existing images and merge mediums and they owe much to both pre-conceptual and conceptual 

artists. 

Within this open field there are photographers who engage with issues concerning 

architecture by employing architecture as both medium and subject in their constructed images. 

However, interest in engaging with architecture is not limited to constructed photographers; it 

is an issue that concerns many contemporary artists in various fields. This variety of 

engagement is seen in the artists discussed who construct architectural images for the camera 

as well as artists such as Rachel Whiteread and Ian Strange who works with life-size 

architecture as their medium or Toba Khedoori and Los Carpinteros who create detailed 

technical architectural drawings. Their works have been included in major exhibitions that focus 

on the intersection of art and architecture.48 Inevitably, this crossover between art and 

architecture has contributed to debates within art and architectural theory. Contemporary Art 

 
47 Wall, “Conceptual, Postconceptual, Nonconceptual,” 703–704. 
48 Automatic Cities: The Architectural Imaginary in Contemporary Art, held at the Museum of Contemporary 

Art San Diego, demonstrates how artists use “architecture in its broadest sense, comprising images of cities, both 

built and unbuilt, rising from collective experience and imagination” (Robin Clark, “Automatic Cities: The 

Architectural Imaginary in Contemporary Art,” in Automatic Cities: The Architectural Imaginary in 

Contemporary Art (San Diego, CA: Museum of Contemporary Art San Diego, 2009), 15). Another exhibition 

with an architectural focus was Psycho Buildings: Artists Take on Architecture at the Hayward Gallery, London, 

where artists playfully challenged the visitor’s perception of space by transforming the gallery space (Ralph 

Rugof, Psycho Buildings: Artists Take on Architecture (London: Hayward Publishing, 2008). 
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About Architecture is one of many publications that explore this crossover and the popular 

interest of architecture in art. In the introduction, the editors Isabelle Loring Wallace and Nora 

Wendl put forward that: 

This increasing number is a compliment and acknowledgement to the history of the built 

environment—a non-verbal form of architectural history and a legitimate site of 

interpretation, criticism, and analysis. In fact, as the present study bears out, such works 

stand alongside architectural history as a supplementary form of discourse in which the 

meanings of buildings are recorded, articulated, and revised, often in conjunction with 

specific political and aesthetic histories.49 

The book demonstrates how artists can create new perspectives and ways of thinking about 

architecture. Like other artists working with art and architecture, I engage with architecture as 

subject and medium. I revisit and reconstruct architecture from the 1950s postwar boom times 

and present these reconstructions in new ways through constructed photography. By creating 

confusion, these photographs invite the viewer to reflect on the current state of generic 

architecture and the homogeneity of experience within contemporary culture.  

 
49 Sarah Deyong, “Contemporary Art About Architecture: A Strange Utility,” edited by Isabelle Loring Wallace 

and Nora Wendl, Journal of Architectural Education 68, no. 2 (2014), 276-277, 1 

https://doi.org/10.1080/10464883.2014.937300. 
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Chapter 2: The Architectural Model: James Casebere, Thomas Demand, 

and Callum Morton 

Artists who fabricate architectural imagery for the camera are driven by different 

motives and use a variety of techniques and approaches. While Casebere, Demand, and Wall 

create physical constructions, Callum Morton, Jo Ann Lislegaard, Giacomo Costa, and Craig 

Kalpakjian number among the contemporary artists who create fictional architectural spaces 

digitally. Like Casebere, Demand, Lori Nix, and Laurie Simon, I create handmade constructions 

that function as ‘props’ and are made purely for the camera, similar to a set. 

In this section, I focus on Demand, Casebere, and Morton—artists whose work has 

contributed to recent debates about photography and its relationship to interdisciplinary 

practices in visual art. These artists retrieve pictorial and architectural styles from the past and 

recreate them using non-traditional art-making mediums and techniques such as model making, 

photography and architecture. In doing so, they bring new perspectives for understanding the 

disciplines of architecture, photography, and sculpture. 

Despite their apparent similarity, these artists’ works are very different. The most salient 

difference is the degree to which their work aligns with architectural representations and 

practices. Morton works almost exclusively with architectural imagery that he generates using 

an array of architectural techniques. This includes creating digital images through computer-

aided design (CAD), site-specific architectural installations, meticulous architectural models, 

and large-scale installations of architectural spaces. In contrast, Casebere’s and Demand’s 

practices are entirely concerned with constructing models for the camera. Unlike Morton, who 

works mostly with architectural exterior structures devoid of furniture, Demand and Casebere 

depict furniture, natural landscapes, and interior and exterior spaces. Examining Morton’s 

engagement with architecture and comparing this to the work of Demand and Casebere led me 
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to reflect further on my own practice—particularly how my constructed photographs engage 

with architecture. 

A common ground between Casebere and Demand is their early experimentation with 

different disciplines and mediums. As a student, Demand began making maquettes that he 

would always eventually destroy because they were made for practice and experimentation as 

part of the overall development of his work. He used photography merely to keep a record of 

his sculptures.50 On numerous occasions, Demand has declared that he is not particularly 

interested in the medium of photography: “If I’m invited to do a photography show, I tend to 

say no. The medium itself, I find, is a relatively boring context. You would never see a show 

about acrylic paint.”51 Similarly, Casebere’s art training focused on sculpture. He moved to Los 

Angeles to study under Baldessari, which helps to explain his consequent use of multiple 

mediums. Unlike Demand, Casebere is not adamant as to which medium his work belongs.52 

Like me, these photographers construct models of architectural spaces that are devoid 

of humans. Similarly, I employ multiple mediums and the techniques of model making, 

painting, sculpture, and photography to retrieve and merge architectural imagery from past eras 

to engender a familiar experience for the viewer. The merging of mediums in each artist’s work 

creates confusion for viewers; they are left to try and unravel how the image was constructed. 

This is also a reaction I see in people when they view my work. People often ask questions 

about my process and the steps I take to arrive at the final image. 

The difficulty in identifying a dominant medium in these works points to the “post-

medium condition” that Rosalind Krauss discusses in A Voyage on the North Sea: Art in the 

 
50 “Thomas Demand in Conversation at the Art Gallery of NSW.” YouTube video, 1:16:36, posted by Art 

Gallery of NSW, August 19, 2011, http://www.artgallery.nsw.gov.au/channel/clip/297/. 
51 Anne-Celine Jaeger, Image Makers, Image Takers: The Essential Guide to Photography by Those in the Know, 

2nd ed. (New York, NY: Thames & Hudson, 2010), 14. 
52 Wouter Davidts, “James Casebere: Galerie Daniel Templon,” New York: Artforum International Magazine 52, 

no. 9 (May 2014): 338. 
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Age of the Post-Medium Condition.53 Krauss discusses the work of Marcel Broodthaers to 

exemplify non-autonomous art practices that conflate various mediums and disciplines. These 

practices contrast with the autonomous art found in modern art in more traditional mediums 

such as painting, sculpture, and drawing. Krauss shows how contemporary artists working in 

the post-medium condition challenge the idea of pure art forms. This challenge is seen in works 

of art that combine various mediums and disciplines to create complex works of art. In turn, 

this practice leads to new propositions of what can constitute a medium. Demand, Casebere, 

and Morton challenge traditional ideas of the medium. These artists’ photographs are not 

created through ‘pure’ art forms; instead, they combine mediums, materials, and disciplines to 

construct a fictional photograph that questions the traditional idea that a photograph captures 

the truth. Like these artists I am not restricted to one medium in making my work. 

 In her essay “Thomas Demand, Jeff Wall and Sherrie Levine” Tamara Trodd addresses 

the complex arrangement of mediums at work in Demand’s images.54 Trodd proposes that 

Demand’s work is equally dependent on photography and sculpture—which contradicts 

Demand’s own belief. To reach this conclusion Trodd looks to the Deleuzian concept of a “body 

without organs” to interpret Demand’s work; to Deleuze, “the body without organs is not a body 

without organs so much as a body without organisation which cannot therefore be self-

supporting”.55 This disorganised anatomy is common in intermedia images. It becomes hard to 

pin down a dominant medium in the complex structure that supports the image. To Trodd, 

Demand’s work demonstrates the idea of ‘body without organs’ in which the picture relies on 

both photography and sculpture to support itself. Trodd explains, 

In Demand’s work, photography and sculpture are “propped” on one another, forced to 

cohere by the invisible operations of the picture, to which both mediums in a stunted 

deforming way must conform. … Photography appears to ventriloquize the deforming 

 
53 Krauss and Broodthaers, A Voyage on the North Sea, 31. 
54 Tamara Trodd, “Thomas Demand, Jeff Wall and Sherrie Levine: Deforming pictures”, in Photography after 

Conceptual Art, eds. Diarmuid Costello and Margaret Iversen (London, UK: Wiley-Blackwell 2009), 131–152. 
55 Trodd, “Thomas Demand,” 137–142. 
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force of a prior “picture”. And thus I think it is right to call the photograph a force in the 

Deleuzian sense rather than a medium.56 

Trodd’s notion of the photograph being a force once both mediums have been forced together 

has been useful to me when thinking about the various mediums used in making my work, along 

with the mutual dependence of photography and sculpture in Casebere’s and Demand’s works. 

This idea of mediums relying on each other was investigated by Trodd in Demand’s work 

Grotto/Grotte (2006), in which Demand used photo editing in combination with model making 

and photography to create correct proportions which means that the sculpture depends on 

photography and editing to create and image.57 

Krauss argues that post-medium works of art gather outmoded forms and this has been 

a point of discussion for other writers and critics including Trodd and Michael Köhler. Krauss 

engages with this idea through Walter Benjamin’s observations about the outmoded forms of a 

nineteenth century collector whose collected objects are remote from their original function and 

as a result, are no longer a commodity. For Benjamin, an object has two opposing forms—a 

utopian element and a cynical element—which are respectively present at the birth of an object 

and when the object is outmoded.58 Krauss highlights Broodthaer’s use of outmoded forms of 

reference in her discussions of his work to explore the complexity of the post-medium condition 

in which forms are put together to create new relationships and meanings. For instance Krauss 

discusses Broodthaer’s work Ma Collection (1971) which consists of outmoded nineteenth 

century objects, such as a portrait of the European poet Stéphane Mallarmé and Broodthaers’ 

 
56 Trodd, “Thomas Demand,” 142. 
57 Trodd explains the dependency of photography and sculpture in more detail in Grotto/Grotte (2006), in which 

the digital pixels are reproduced in post-production to create taller sculptures. The image is distorted so the it is 

in proportion because the model was not in proportion when it was built.  As a result, the sculpture cannot 

support itself and depends on photography for the final image. Similarly, I also edit the model slightly in 

photoshop, although I still leave imperfection I for example fix flimsy parts of the model such as filing in parts 

on photoshop where the flooring has buckled. As a result, the mediums rely on each other because the model 

cannot support itself. Trodd, “Thomas Demand,” 141. 
58 Krauss explains Benjamin’s idea of the utopian and cynical element in objects “everything in capitalism – 

every object, every technological process, every social type is understood in a double valence: negative and 

positive”. Benjamin calls this “the ambivalence between its utopian and cynical element”. Krauss and 

Broodthaers, A Voyage on the North Sea, 41. 
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own personal documents in which the relationship of the different objects allows each object to 

“exfoliate in many sites of memory”.59 Similarly, Köhler points out the use of the outmoded in 

contemporary works of pictorial constructed photography. Köhler argues that pictorial 

constructed photography retrieved outmoded forms of reference when modernism reached “the 

end”.60 He states that “when everything has been tired out and exhausted only innovation is 

possible as a review in the form of repetition, imitation and illusion, of ‘neoism’ remakes and 

recycling”.61 Köhler proposes that artists retrieve and mix past materials, techniques, stylistic 

tools, kitsch, and the pictorial rhetoric as an ‘endgame’ strategy to create a new type of image.62 

The artists I discuss draw from the past in ways that re-enliven the medium of photography 

and contemporary art more generally.  They use an eclectic mix of styles and forms to create 

new postmodern, post-medium works. Their images and meanings explore their own concerns 

ranging from concepts around the cynical and the utopian to the materials of memory. My own 

work also retrieves elements from the past to raise questions about memory and authenticity in 

contemporary culture. 

Trodd’s discussion surrounding Demand’s use of traditional mediums, specifically 

sculpture, in his work supports her argument that he employs the concept of the body without 

organs. She states that “the remaindered medium is rendered bodily as something dead but 

reanimated”.63 Trodd claims that because Demand draws from the remains of sculpture he does 

not “produce ‘photography’ as a medium in its own right”.64 Although Casebere uses sculpture, 

his photographs are often described as recovering past paintings. Writers have discussed the 

painterly quality and references in Casebere’s work and observed that he often uses a soft, 

painterly pictorial photographic focus. Wouter Davidts states that “Casebere photographs like 

 
59 Krauss and Broodthaers, A Voyage on the North Sea, 41. 
60 Köhler and Felix, Constructed Realities, 45. 
61 Köhler and Felix, Constructed Realities, 45. 
62 Köhler and Felix, Constructed Realities, 45. 
63 Trodd “Thomas Demand,” 142. 
64 Trodd “Thomas Demand,” 142. 
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a painter”.65 In Party at Caffey’s Inlet Lifesaving Station (figure 3) Davidts identifies Casebere’s 

references to specific paintings such as Caffey’s Inlet Lifesaving Station (Dare County, NC) 

(2013), which in turn references George Ault’s painting Sea of Ice (2014), which itself is a 

reconstruction of Caspar David Friedrich’s Sea of Ice (1824).66 

 

Figure 3. James Casebere, Party at Caffey’s Inlet Lifesaving Station, 2013. Pigment print, 125 x 

159 cm.  

Morton does not take photographs of sculptures to construct images but instead uses 

CAD. In the digital print series Interbau Wow Wow (figures 4 and 5) Morton merges elite iconic 

modernist buildings such as Le Corbusier’s Unite de Habitation with international hotel chains 

 
65 Davidts, “James Casebere,” 33. 
66 Davidts, “James Casebere.” 
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such as the Tropical Inn to construct new hybrid forms.67 Interbau Wow Wow comprises a 

digital amalgam of housing estates designed by some of the world’s leading architects.68 

Through his use of CAD, Morton moves away from the traditional art mediums—such as 

painting, model making, and sculpture—that Demand and Casebere employ; however, Morton 

also makes large-scale architectural interventions in gallery spaces. These are often installations 

and site-specific works, both temporary and permanent, such as Hotel (2008) and Stonewash 

(2005). For Morton, these works “are largely in the form of ‘integrated art,’ where artists 

contribute to the conception of a space or make a work that is somehow fixed to or part of an 

architectural work”.69 

 

Figure 4. Callum Morton, Holiday Inn (from the series Interbau Wow Wow), 2003. Digital print, 115.2 x 

189.7 cm. 

 
67 Juliana Engberg, “Callum Morton”, Make it Modern (Sydney: Museum of Contemporary Art, 2005):13. 

Exhibition catalogue, accessed November 1, 2014, https://content.acca.melbourne/uploads/2016/11/2005_Make-

it-Modern_Catalogue.pdf. 
68 Sonia Payes, “Callum Morton,” in Untitled: Portraits of Australian Artists (South Yarra, Melbourne: 

Macmillan Art Pub, 2007), 224. 
69 Callum Morton and Nigel Bertram, “At the Limits of Not,” Architecture Media 103, no. 4 (Jul/Aug 2014): 49. 
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Figure 5. Callum Morton, Tropicana (from the series Interbau Wow Wow), 2003. Digital print, 115.2 x 

189.7 cm. 

Although Demand’s work is primarily concerned with constructing images for the 

camera, he too has extended his practice by installing works outside the gallery in architectural 

spaces, thereby adding other associated meanings. An excellent exemplar is The Dailies (figures 

6 and 7), created as a site-specific work at the Commercial Travellers’ Association hotel in 

Sydney. The Dailies are based on fragments of Demand’s mundane experiences in and around 

this hotel, which included chance incidents and sightings such as the takeaway cup squeezed in 

a fence. The photographs were installed throughout the hotel to create a maze-like experience 

for the viewer. Demand describes The Dailies as “haiku poems, simple fragments strung 

together to provide reflection” by inviting the viewer to imagine the fragments of memories that 

are enclosed within the hotel or even ponder on other places inhabited.70 This raises Bachelard’s 

idea that the house is a container of memories that trigger the poetic imagination. Both Morton’s 

and Demand’s works use architecture as a medium to contribute to deeper intimate and diverse 

understandings of the architectural space, which I discuss in more detail in Chapter 3. 

 
70 Sophie Forbat, “Thomas Demand and the CTA,” in The Dailies (London: Mack and Kaldor Art Projects, 

2012), 23. 
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Figure 6. Thomas Demand, Daily #10 (installation view), 2008. At the Commercial Travellers’ 

Association for Thomas Demands’ The Dailies. 

Figure 7. Thomas Demand, Daily #9 (installation view), 2008. At the Commercial Travellers’ 

Association for Thomas Demands’ The Dailies. 

My work Bardon by the Sea (figure 10) parallels aspects of Morton’s and Demand’s 

uses of architecture. Bardon by the Sea was my first site-specific piece and consisted of a 

multichannel video installation in a fibro beach house on the Gold Coast with the same name: 
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Bardon by the Sea.71 As with Morton, my work induces personal, emotional memories. Similar 

to Demand’s work, I aim—through the constructed image—to evoke idiosyncrasies and 

architectural interventions that may not always be the original intention in the architectural 

design. Whether it is Demand’s photograph of a takeaway cup stuck in a fence or an 

unconventional extension or afterthought in one of my models, idiosyncrasies and interventions 

reveal how we organically interact within architectural space. 

Presenting images of my reconstructions of the architecture within the life-size 

architectural space aims to prompt viewers to look around and imagine other intimate 

experiences that may have occurred in the space. Since my work is intertwined with 

architectural space, it is part of the history of the architecture and invites viewers to look at 

the space in new ways. Sarah Deyong observes, “when artists work in architectural spaces it 

can act as a silent form of architectural history, critique and analysis” and this is what I strive 

for in my work.72 

Like Casebere, Morton, and Demand, I engage with architecture through the use of 

architectural models, which inevitably raises questions regarding scale. With the clear parallels 

to my own work, I examine the aspect of scale, particularly the role of the miniature, in these 

artists’ work. Casebere works exclusively with miniature models. Morton miniaturises 

architectural spaces in works such as Silverscreen (2006), Oh Brigitte (2001), and Habitat 

(2003). Demand usually works with large-scale models; however, he has also worked with 

small-scale models when constructing building exteriors. In addition, Demand has 

photographed John Lautner’s miniature architectural models for his body of work Model 

Studies (2012). The model in architecture is used as an accurate three-dimensional 

representation of the architectural design. However, Casebere’s, Demand’s, and Morton’s 

 
71 Virginia Rigney, Fibro Coast: The Bleach Extension (Gold Coast, Australia: The Gold Coast City Art Gallery 

2014), 8–9. 
72 Deyong, “Contemporary Art About Architecture.” 
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architectural spaces sit in opposition to the conventional architectural intentions of the model, 

instead creating spaces based on past or existing architecture rather than future designs. 

Sandra Kaji-O’Grady, discussing artists who work with miniature architectural models, 

states, 

Miniaturization is only one of a number of formal strategies with which to question 

representation and truth within and through architectural discourse—that is, to question 

the model in both the literal and metaphorical sense. By using architectural models, 

artists home in on an area of architectural practice vulnerable to accusations of 

“artistry”.73 

In my own work, and the work of the artists discussed, the models are based on a combination 

of reality and imagination. The fictional aspects of the model challenge the collective 

understanding that architectural models represent a potentially built reality. The artists distort 

the scale, context, and material form of familiar spaces, thereby interfering with the body’s 

familiar expectations of architectural space. This provides a space for reflection for the viewer 

and an opportunity to engage with an interpretation of built space that goes beyond a 

documented reality. Since I work with the model through imagination and not architectural 

reality, I conceptualise my work through Gaston Bachelard and Susan Stewart who both 

consider the miniature as an object of memory and poetic imagination that allows one to detach 

from the surrounding world and see from above. Bachelard’s and Stewart’s notions of the model 

and the poetic imagination are integral to my studio process, and I will discuss them in greater 

detail in Chapter 3. 

Demand, Casebere, and Morton disorientate the viewer by using elements and surfaces 

of architecture to create art objects that do not function as architectural spaces. For instance, 

Morton’s miniature and large-scale architectural structures are non-functioning architectural 

 
73 Sandra Kaji-O’Grady, “Architectural Models Literally and Metaphorically”, in Public #1: Spatial Tactics, 

edited by Nik Karalis, Steven Cornwell, Ross Donaldson, David Tregoning, and Lucy Moloney (South 

Melbourne: Woods Bagot Research Press, 2008), 284–291. 
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spaces made up of surfaces. His large- scale work Hotel (2008) gives the initial impression that 

one can enter the spaces. For Helen Hughes, this non-functioning aspect of the work means that 

it, 

function[s] more like traditional sculpture or painting than installation art: a series of 

surfaces rather than environments. In this way, Morton’s practice pivots around a frozen 

image of architecture—its aesthetic—rather than the functional qualities intrinsic to the 

design and role of buildings in society.74 

Hughes considers how this aspect of Morton’s work can be understood as a critique of modern 

space between the theoretical intention of the architecture and actual lived experience. The 

modern vernacular-style architecture to which Morton refers was influenced by elite modernist 

architectural concepts of “form follows function”.75 The cheap mass-produced designs 

inevitably decay over time and become abandoned. Morton’s inaccessible architectural façades 

show this ironic element of vernacular modern architecture. 

Similarly, Demand’s and Casebere’s constructions are intended to be photographed and 

then destroyed; what sits beyond the photographic frame is irrelevant. Trodd explains how the 

models’ surfaces are photographed thereby creating a new surface: the photographic surface. 

Trodd describes this photographic surface as a “skin, which functions almost as a kind of 

prosthesis for the lost skin of the sculptural object”.76 Discussing Casebere’s use of surfaces in 

his work raises issues of architectural intention versus the future reality. Branden Hookway 

believes that Casebere’s architectural surfaces explore the “cause-effect relationship between 

design intent and spatial effect”.77 

This is illustrated in Casebere’s most recent series Landscape with Houses (Dutchess 

County, NY) (figure 8), which he created in response to the American mortgage crisis. Here he 

 
74 Helen Hughes, “Aestheticising Architecture/Architecturalising Aesthetics: Callum Morton and Bianca Hester,” 

Discipline 2 (Autumn 2012): 38. 
75 Hughes, “Aestheticising Architecture,” 38. 
76 Trodd, “Thomas Demand,” 149. 
77 Branden Hookway, “Out of Context,” Architect 90, no. 7 (2001): 54. 
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depicts an American suburb in flames, indicating the collapse of the American dream.78 

Similarly, both Morton and Casebere depict architectural objects that have lost their value, 

which validates Benjamin’s ideas about opposing forms within an object—its birth (the utopian) 

versus its inevitable decent into an outmoded form of reference (the cynical). My work similarly 

depicts the architecture that emerged in the optimistic postwar times, which is not in the same 

state as in its glory days; neglect, renovation, and demolition have changed it and it is no longer 

aspirational architecture. 

Figure 8. James Casebere, Landscape with Houses (Dutchess County, NY), 2011. Pigment print 

mounted to dibond, 177 x 270 cm. 

Morton, Casebere, and Demand all draw from memories and experiences and each have 

discussed this aspect of their work. Morton’s Valhalla, for example, presented at the Venice 

 
78 “James Casebere ‘In Conversation’ with Mark Godfrey and Greg Hilty Part 1”. YouTube video, 15:02, posted 

by Lisson Gallery, September 20, 2011, https://www.youtube.com/watch?v=UdFCfoEbkG8. 
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Biennale (2007), was a recreation of his childhood home. Morton describes it as “materiality of 

memory a traversal into the pitfalls of my own biography … The building becomes a monument 

not only to time passed and a house destroyed but also to the remains after disaster strikes.”79 

Similarly, Casebere makes autobiographical conflations of personal and social history. In the 

exhibition catalogue “Cross Reference Sculpture into Photography” Marge Goldwater states 

that Casebere’s works are “meditations” of memories and show us the “tricks that memory plays 

on us and the way photography abets this process.”80 Demand’s practice has predominantly 

been concerned with reconstructing his own photographs or his perceptions of existing iconic 

imagery to comment on the consumption of photographs in contemporary culture. However, he 

has created work based purely on memory. This was the case for an early work of his titled 

Staircase (1995), which is a reconstruction of a staircase from the school he attended as a 

child.81 

Demand’s work is based on existing imagery, but it is not always an exact replica. It 

could be argued that his works are altered based on his own memory of the image or event. In 

this way, each artist resurrects past experiences, and the works become amalgamations not only 

of how the space or image appears in reality but also how it is remembered. Like these artists, 

I also draw from memory; however, a key difference between their work and mine is that all 

my works are based on recollection and imagination as well as intangible feelings and 

experiences that arise in involuntary memory in reaction to places experienced in childhood. I 

am primarily concerned with this intangible moment and therefore I set out to construct material 

images that sit between reality, memory, and the poetic imagination. Since my work is 

preoccupied with the experience conjured by involuntary memory, I discuss this type of 

 
79 “Callum Morton in Venice”. Anna Schwartz Gallery, accessed 12 November, 2014, 

http://www.annaschwartzgallery.com/works/artist_news?news_serial=60&artist=8. 
80 Marge Gold, Cross-References: Sculpture into Photography (Minneapolis, MN: Walker Art Center & 

Museum of Contemporary Art, 1987), 6. 
81 “Thomas Demand in Conversation.” 
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memory in more detail to situate my work and highlight the core concepts of the poetic 

imagination. 

In Demand’s Junior Suite (figure 9), he reconstructs the last meal Whitney Houston ate 

before she died in the Beverly Hilton hotel, Los Angeles. Demand relived the scenario based 

on his impressions of the event as formed through media news and image. He checked into the 

same hotel, stayed in a similar room, ordered the same meal and then stayed in the hotel until 3 

a.m., the time Houston died.82 Demand reconstructed the event by supplementing the found 

media image with his own experience. 

Demand often inserts or removes minor details and human traces within his media 

reconstructions, and various commentators have remarked on this characteristic of his work. 

According to Judy Annear, his work “acts as a trigger for his memory and imaginative 

interpretation, so that the process [Demand] embarks upon is one of giving the viewer a 

representation of his perception of a mediatised reflection of an event or object”.83 

 
82 “Thomas Demand: Paper Weight.” Video, 4:13, posted by Nowness, December 3, 2012, 

https://www nowness.com/story/thomas-demand-paper-weight. 
83 Judy Annear, “Thomas Demand: Lift to the Scaffold,” ARTiT, accessed November 25, 201, http://www.art- 

it.asia/u/admin_ed_columns_e/U9tH0SKrPGVFedyncT4L/ (2010). 
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Figure 9. Thomas Demand, Junior Suite, 2012. C-print mounted on plexiglass, 114.935 x 139 cm. 

Similarly, Efrat Biberman has commented on the alterations Demand makes, pointing 

out that he chooses to leave traces, and this choice demonstrates his refined technique and skill 

of doing so.84 Demand points out that images shut a person off from an event or situation; a 

person is never at the event and only has a perception of it based on photographs.85 In this way, 

his work contributes to the perception of an image rather than the reality of an image and 

 
84 Efrat Biberman “Paper truth: the know-how of Thomas Demand,” Afterimage 37, no. 6 (2010): 1–4.  
85 “Thomas Demand in Conversation.” 
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comments on the large pool of images within our culture and our experience of these. My work 

also reveals a particular perception of a space; however, it is a memory of a perception of a 

familiar intimate space rather than a response to a pre-existing photograph in the news or 

popular culture. 

Each artist under discussion draws from personal yet collective experiences within 

contemporary culture that evoke familiar experiences and associations for the viewer. The 

artists base their works on either familiar architectural spaces or existing imagery. Trodd 

observes that this is an important but seldom discussed aspect of Demand’s work. Trodd 

explains that Demand’s work achieves an interior bodily experience because we have 

previously consumed the media images. For Trodd, Demand’s work gives us “a sense which 

cannot be pinpointed precisely as a specific memory – instead these images have come 

somehow from ‘inside’ of us”.86
 This bodily experience provoked by memory also occurs when 

people view my work. They often comment that they (or someone they know) has lived or 

holidayed in a similar place to those I represent. Viewers also often send me photographs of the 

familiar place they describe. At times, they even think that they know the place the work is 

based on. However, my work is never based on a specific place; instead, I build from memory 

and imagination and conflate aspects of place and architecture into one fictional example. The 

fact that people feel so connected with the architecture I represent demonstrates the familiarity 

and ubiquity of the style of architecture I depict. It also raises Bachelard’s idea, which I discuss 

in the next chapter, that intimate spaces of childhood and memory will always be part of our 

future lives. 

This type of experience is also particularly strong in Morton’s work since he works 

almost exclusively with generic mass-produced architecture. According to Engberg, the 

transaesthetic style of architecture in Morton’s work is particular to Australia’s “inauthentic 

 
86 Trodd “Thomas Demand,” 138. 
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culture” that recycles, copies, and combines the “international with the vernacular and generic”, 

to create an “omnipresent experience” and an “uncanny cultural mix.”87 Wood discusses the 

“omnitopia” of motels and hotels to demonstrate how American roadside motels were the 

“markers of transition between idiosyncratic locales and homogenised chains”.88 He gives 

examples of how omnitopia is achieved in twentieth-century motels in the way they provide a 

familiar homely environment for the traveller to “dislocate” from the wide-open road.89 Wood 

suggests that hotel chains, such as Holiday Inn, drew from the concept of the roadside motel 

and reproduced it internationally. “Like motels, the Holiday Inn brought an environment of 

sameness.”90 This was exemplified in its slogan “the best surprise is no surprise”, which 

promised that a night at any hotel in the chain was just like any other. Whereas Morton depicts 

sameness through his depiction of international chains, for example the Holiday Inn, I create a 

sense of sameness through what Wood describes as “mom-and-pop motels”: owner-made 

roadside motels, hotels, low budget holiday houses, and mass-produced suburban homes. Both 

Morton and I emulate the process that was used to create these buildings by copying, recycling, 

and merging local vernacular and international architectural styles. 

Although both Morton and I depict places of sameness, what is different about mom-

and-pop motels in contrast with the Holiday Inn chain is the self-made, individual expression 

of the owner in the former. Wood highlights this by explaining how roadside motels provide 

the guest not only a homely environment, which helps to dislocate the driver from the road, but 

also give the guest the illusion of travel through their use of fantasy motifs on the motel signs. 

These motifs promote escapism giving the guest a sense of being someplace else and creating 

a sense of place through the different, individual imagination of the owner. Although a great 

deal of architecture in contemporary culture that I work with is in a constant process of self-

 
87 Engberg, “A Weird Melancholy,” 3. 
88 Wood, “The Best Surprise Is No Surprise,” 399. 
89 Wood, “The Best Surprise Is No Surprise,.” 399. 
90 Wood, “The Best Surprise Is No Surprise,” 399–415. 
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replication, recycling, and remodelling, I also work with the mom-and-pop model in which 

individual expression is prevalent. This individuality can be seen in motel signs or a home 

owner’s own suburban fantasy—signs, house names, or painted colour combinations—all of 

which can be considered an authentic expression of place. Although my work shows a mass-

produced style, the research and studio work led to the discovery of difference and authenticity 

during the Stardust series, which I discuss further in Chapter 5. 

Similar to works by Morton, Demand, and Casebere, my work engages with several 

mediums to create pictorial works of art, whereas the conceptual artists of the 1960s were 

concerned with the very notion of photography: challenging pictorial photography, addressing 

its often unchallenged relationship to truth, and validating it as a medium of art. In turn this has 

created an open field within contemporary art for artists to engage with many photographic 

processes and explore specific theoretical concerns 

Contemporary artists’ engagement with architecture can be understood at least in part 

as a critique of the failures of architecture’s design intentions, yet engagement with architecture 

does not always mean that the work is about architecture. For example, Casebere demonstrates 

that architecture can be used as a metaphor to address social, political, and personal issues and 

events, while Demand shows us that our memories and perceptions of space can be formed 

through photographs. This comparison also emphasises how my work engages with architecture 

and how it might be interpreted in similar ways to aspects of the work of the three artists I have 

discussed. Like Morton, I work exclusively with iconic architecture as a subject using model 

making, photography, and film as my mediums. My preoccupation with this style of architecture 

demonstrates architecture’s design intentions and effect along with the role childhood memory 

plays in recalling architectural spaces. This comparison also demonstrates how my work differs 

from that of the artists discussed, key aspects of which include my deadpan approach to model 

making as well as imagination and memory. I employ the deadpan approach evident in the work 
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of Shore and Ruscha through the constructed miniature model. This allows me to present the 

architecture and model ‘as it is’ with all its imperfection and commonalities showing, which 

allows the viewer to be with it. This raises questions of memory, imagination, difference, 

indifference, and place. 
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Chapter 3: Memory, Imagination, the Miniature, and Poetry 

Memory is central to my work in every stage of the art-making process. The dominance 

of childhood memory is evidenced by making artwork based on an architectural style that 

surrounded me as a child. Each artwork evolves from one of my encounters with a familiar 

vernacular architectural space that evokes different memories and images. The work explores 

this fleeting moment in which architectural models are built on my fragmented memories; the 

work sits in between the past and present, reality and fiction, memory and imagination. By 

creating an architectural space that is an ambiguous object of imagination, the space becomes 

less familiar for the audience and slightly disorientating and unsettling. This opens a space of 

interpretation for viewers to ponder and reflect on the architecture. In what follows, I 

concentrate on these stages in my work and engage with them through literature concerned with 

memory, imagination, and poetry. In turn I argue that constructed miniature imaginative 

photographs create an authentic experience for the viewer through the poetic image. 

In referring to my work as poetic, I am employing Gaston Bachelard’s theorisation of 

such images. For Bachelard, a poetic image reverberates and resounds. Reverberation is the 

profound impact of a piece of poetry on its reader. The poetry takes root and resonates within 

us, igniting the imagination and a sense of recognition as if it had been experienced before. 

Reverberation is what happens when the image resounds within us in repeated moments over 

the course of our lives.91 For Bachelard, reverberation is dynamic—an energy, a deep force of 

the imagination as to how things become matter. He states, “After having a form in our mind, 

we ask ourselves how that form comes alive, we discover a new dynamic and vital category, a 

new property of the universe: reverberation.”92 To understand the poetic image, Bachelard 

believes we need to study the phenomenology of imagination and the rise of the poetic image 

 
91 Gaston Bachelard, The Poetics of Space (New York; Boston: Beacon Press), xviii. 
92 Bachelard, The Poetics of Space, xvii. 
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into consciousness. Reverberation and resonance are present in both the poet and the reader. 

Bachelard explains this exchange of energy: 

The resonances are dispersed on the different planes of our life in the world, while the 

repercussions invite us to give greater depth to our own existence. In the resonance we 

hear the poem, in the reverberations we speak it, it is our own. The reverberations bring 

about a change of being. It is as though the poet’s being were our being. It is a unity of 

being. Or, to put it more simply, … the poem possesses us entirely.93 

This idea of reverberation that is experienced in the creator and the reader is present in various 

parts of my practice. While making miniatures, I re-imagine the spaces that initially opened up 

depths within me—memories and imaginations that were dormant. Through this reimagination 

in miniature, I pursue what Bachelard describes as reverberation and a poetic act of the soul: 

The soul inaugurates.... Even if the “form” was already well-known, previously 

discovered, carved from “commonplaces,” before the interior poetic light was turned 

upon it, it was a mere object for the mind. But the soul comes and inaugurates the form, 

dwells in it, takes pleasure in it.94 

In my art-making process, as a poetic act, I close down vision and re-imagine a miniature form 

from my own interior. In turn this poetic imagination reverberates with the viewer as though 

they have experienced it before. 

Bachelard also believes that to realise the phenomenology of the poetic image we should 

study the subject of the dreaming consciousness as a pure expression of the soul.95 He explains 

how psychologists and psychoanalysts do not read the poetic image through imagination but 

through knowledge. 

It does not occur to them that the significance of such images is precisely a poetic 

significance … or nothing prepares a poetic image, especially not culture, in the literary 

sense, and especially not perception, in the psychological sense.96   

 
93 Bachelard, The Poetics of Space, xxii. 
94 Bachelard, The Poetics of Space, xxii. 
95 Bachelard, The Poetics of Space, xx. 
96 Bachelard, The Poetics of Space, xxix. 
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A psychoanalyst would not see the poetic significance of the new poetic image; instead, they 

would read it through the poet’s past or suffering. However, the poetic image cannot be read 

through past or pain. If it sits somewhat in the past it does not mean it is about that alone; it 

transcends to offer a new image and fresh perspective of that past. For the psychologist, images 

are not connected with imagination; instead, image means “we see images, we reproduce 

images, and we retain images in our memory”.97 The image and imagination are disregarded as 

a source of significance, and imagination is regarded as a form of fantasy and play that is 

separate from the mind. In contrast, Bachelard argues that imagination is far from child’s play—

it is the nature of the mind. This poetic conscious imagination is not a dream but a drifting of 

the mind that is relaxed and receptive to new realisations. When fiction and reality coexist in 

poetry, it results in a psychic balance and a new image. This idea is imperative when analysing 

my own work. The house and motels I make could be read as nostalgic; however, I reinterpret 

these spaces through a drifting mind that simulates a past memory but also integrates the 

present, imagination, and the time in between. This creates an imaginative poetic image that is 

not here or there and cannot be pinned down to the past. 

As mentioned earlier, this reinterpretation is based on a similar experience I have when 

I encounter familiar spaces: memories from the past flood my new experience. To Bachelard 

the house is the epitome of intimacy and daydreaming. He states, “If I were to name the chief 

benefit of the house I should say: the house shelters daydreaming, the house protects the 

dreamer, the house allows one to dream in peace.”98 For Bachelard, the childhood home holds 

the most intimate of daydreams. He sees this first house as one’s first universe, the mother: a 

place of protection, refuge, and rootedness.99 As a safe place of refuge, the house becomes a 

container to hold the most emotional of daydreams. This intimacy means that it is the epitome 

 
97 Bachelard, The Poetics of Space, xxxiv. 
98 Bachelard, The Poetics of Space, 6. 
99 Bachelard, The Poetics of Space, 6. 
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of the poetic object. Imagination and memories of our first house will dominate our unconscious 

minds and stay with us forever. As Bachelard puts it, “We are never real historians, but always 

near poets, and our emotion is perhaps nothing but an expression of a poetry that was lost.”100 

The fact that I make spaces that trace back to my childhood home and built environment evokes 

Bachelard’s idea that the childhood home is the foundation in which our future life revolves; 

we will always come back to the ‘mother’—our first nest of shelter and solitude. This first home 

where we hold our intimate daydreams in turn reconstitutes itself into a new daydream; it 

becomes an object in the imagination when envisioning simple solitude. Bachelard describes so 

eloquently that we house our memories of past houses in ourselves, our own interiors—the 

interior of the soul.101 “Not only our memories, but the things we have forgotten are “housed”. 

Our soul is an abode. And by remembering ‘houses’ and ‘rooms,’ we learn abide within 

ourselves.”102 

Similarly, David Malouf, a contemporary Australian writer, has explored the dominance 

of childhood memories and first homes in his novel 12 Edmondstone Street. In the book, 

Malouf revisits his childhood home to see “what kind of world he was born into” and how 

that first home has shaped the way he sees the world.103 Like Bachelard, he also posits that 

the childhood home will always come back to “haunt us” when we inhabit other places in our 

future lives.104 

In 2015, I was one of five artists invited to make works inspired by Malouf’s writing 

for the exhibition David Malouf and Friends at the Museum of Brisbane. For me this was 

an easy and pleasurable task since Malouf articulates ideas that resonate in my own work. 

 
100 Bachelard, The Poetics of Space, 6. 
101 Bachelard, The Poetics of Space, xxxvii. 
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I was pleased with Malouf’s insight when he wrote the following about my works Costa 

Vista, Pool Side and Hill Haven: 

This is the artist’s way of reproducing the process of memory itself. In which time, but 

also feeling, changes, simplifies, sharpens what was once untidily real and preserves 

only what is relevant to the emotional charge it carries. A moment of time lost is 

recovered, as in Proust, but in a deeper and more enduring form, by allowing it to be 

flooded with the light not only of time past but of time remembered, and the time 

between. 105 

Malouf and Bachelard both discuss the way our first home is housed within us and can resurface 

and be re-imagined later in life. Similar to the writers discussed, I use the home as an object of 

daydream for myself and the viewers. 

Resonating strongly in my work is the way memories help us form a sense of place. 

Dylan Trigg’s discussion in The Memories of Place regarding his childhood memories 

encountered in familiar transient spaces also parallels with Malouf. Trigg builds on the work of 

Bachelard and Marcel Proust, focusing on the involuntary absorption of memory through the 

body and the dominant role that memories play when one experiences disembodiment in a 

familiar transitional space. Trigg draws from Merleau-Ponty’s concept of the ontology of the 

body to explore how our bodies store memory. To Trigg, experiencing familiar spaces in 

transition creates an uncanny experience in the body. He claims that these spaces are 

disorienting and cognitively overwhelming. He proposes that the body assumes a focal role in 

guiding us through the experience, leading to a cancelling out of cognitive memories. As in my 

own work, as well as Malouf’s, Trigg returns to his childhood home. He describes walking 

through the house, in which various memories surface, “as though the two events have formed 

one image”.106 He continues: “A house strayed from my own past forges a void between my 

body and the place, all that is different is amplified through my nervous system”.107 This void 
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and disembodiment in transitional space is what he calls “un-place”.108 For Trigg, the void 

between the body and the transitioned place heightens our awareness of place and therefore our 

awareness of our culture and ourselves.109 Trigg’s notion of “un-place” identified is similar to 

the idea of indifference and being associated with deadpan. When experiencing the deadpan 

everyday there are voids of indifference, which are spaces for our own authentic selves and 

experiences to come forward. Like Trigg, I am interested in the overlap of images that form in 

the mind when experiencing a familiar space and how this experience creates awareness of our 

place within the changing vernacular iconic urban landscape. 

The study of space and place has become a popular concern in a variety of disciplines, 

particularly architecture, philosophy, and the visual arts. Initially it was geographers who were 

engaged in thinking about the importance of place—a factor which distinguished geography 

from other disciplines. By the early 1970s, geographers such as Yi-Fu Tuan and Edward Relph 

were dissatisfied with geography’s existing understandings of place and with the absence of 

attention to philosophical thought regarding the role of human experience in the discipline.110 

Tuan addresses this issue in Topophilia: A Study of Environmental Perception, Attitudes and 

Values where he challenges studies of place that focus on psychological methods and instead, 

merges an eclectic mix of sources drawn from poets, art critics, anthropologists, and cosmology 

to demonstrate the complexity in understanding place.111 The word topophilia, which literally 

means love of place, is “the affective bond between people and place or setting”.112 Tuan also 

understood the reality—that impermanence occurs in places—and he therefore aimed to 

question how one can still feel a sense of place through detachment. Tuan observes, 
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We need to be rooted in place, for without roots we cannot develop … routines that are 

essential components of sanity. We need to have a sense of place, because without it we 

shall have failed to use our unique capacity for appreciation. And finally, we need to be 

detached from place, because place is necessarily a temporary abode, not an enduring 

city.113 

Relph also studied place and the idea of detachment from place in his book Place and 

Placelessness.114. Placelessness refers to the absence of distinctive places of character and 

diversity, which are instead replaced with mass-produced uniformed landscapes 115 Relph’s 

study of place and placelessness is useful when considering the mass-produced architecture in 

strip cities that I work with. He observes: 

The world in which we now live is filled with complex patterns of multicentered 

experiences and transnationalism that blend elements of place and placelessness in 

countless different ways. Processes that reinforce place and those that diminish it are 

tangled together and both can be celebrated. Place is where we feel we belong, non-place 

makes it convenient and easy to experience elsewhere and communicate with other 

communities in different places. We need both roots in places, and a clear-eyed 

detachment from places.116 

Both Relph and Tuan understand that by identifying indifference and difference within places 

and spaces we can gain a grounded sense of place. This understanding is significant when 

contemplating how my work has developed from a focus on my hometown to international 

spaces and places. It is worth mentioning that when my candidacy commenced, I was a long-

time resident of the Gold Coast, but I am now a permanent resident in Los Angeles and the 

works have been made while travelling between my two hometowns. However, as I have 

discussed the notion of an ‘actual’ home is fluid and exists through lived experience, memory, 

and imagination. While the works come in part from my experiences of the Gold Coast, Los 

Angeles, Palm Springs, Miami, and other cities, viewers are able to identify difference and 

 
113 Tuan “In Place, Out of Place,” 3–10. 
114 Edward Relph, Place and Placelessness (United Kingdom: Sage Publishing, 2008). 
115 Edward Relph, “Overview of Non-Place and Placelessness,” Placeness, Place, Placelessness, accessed August 

2017, http://www.placeness.com/overview-of-anti-place-terms-and-processes-placelessness-non-place-

rootshock-etc/. 
116 Relph, “Overview of Non-Place.” 
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therefore identify of their own place in the world—whether that be Los Angles or Australia or 

indeed someplace similar or different. 

When discussing memory and imagination it is important to discuss the connection of 

the miniature to these cognitive functions. Bachelard and Stewart both examine this connection 

and the way it functions in the formation of poetry. Bachelard highlights how the miniature 

form is poetic because it is an object of the imagination. Bachelard suggests that when dealing 

with the “miniature we must continue the daydream that created it”.117 In this way both poet 

and reader can dwell in daydreams when viewing and making the miniature. Similarly, Stewart 

explains how a poetic image can be formed through an imaginative miniature object. For 

Stewart, the miniature is a “mimesis of memory”.118 Stewart explains how the miniature object 

allows us to transcend and enter the imaginative realm into miniature worlds through time and 

space from past to present.119 Stewart identifies similarities between the transcendence of time 

the imaginative miniature object offers and poetry because, for her, poetry also “transcends 

lived experience and talks of all time and places”.120 

Stewart also explains how memory is stimulated through the miniature because it is a 

frozen still image. Stewart says that a miniature or group of miniatures in a scene, such as a 

tableau, can create a certain quality that is embedded in one’s memory because it has a 

connection with photography. In this way, we also may think of it as a still photograph.121 I 

combine both the photograph and the miniature to trigger memories and imaginings and to strive 

for the qualities of the poetic image. 

 
117 Bachelard, The Poetics of Space, xxii. 
118 Susan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the Collection (Durham: 

Duke University Press, 1993), 39. 
119 Stewart, On Longing, 39. 
120 Stewart, On Longing, 39. 
121 Stewart, On Longing, 52. 
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In addition, it is important to point out that although the miniature allows one to enter 

an imaginative realm, it does not mean that the miniature cannot be used to contemplate other 

issues of significance. Both Bachelard and Stewart suggest that the miniature world enables us 

to see from a new macro perspective. We can look from above, see clearly, and gain a deeper 

understanding of the subject. My work aims to awaken the imagination for the viewer and 

remind people of the daydreams and memories these familiar spaces provide in our daily lives. 

Additionally, the miniature provides reflection and raises questions about the authenticity of 

experience in our mass-produced contemporary culture. 

The miniature handmade, postwar architecture, and the medium of photography that I 

make use of to create my work, can all evoke nostalgia for a former time. For Stewart, the 

handmade, miniature object is automatically nostalgic and authentic because “the labour of the 

body and the product in its uniqueness works against inauthenticity”.122 That it is not mass-

produced is central to its ability to take us back to the past. However, the miniature is not settled 

in the past because of its poetic imaginative quality and it can transcend past and present. For 

Bachelard, poetry and the dream house of childhood do not so much evoke nostalgia for that 

time, but nostalgia for our desire to use the childhood imagination.123 The handmade miniature 

architectural spaces I create are in a dream state of transition, not fixed in the past or present in 

an attempt to resist nostalgia. Alexander Brown and Andrew Leach have written about the 

temporal nature of my work and its connection to nostalgia. They argue that the temporal nature 

of the work means that the models “are tools of nostalgia that throw the very problem of 

memory’s burden into relief”.124 

 
122 Stewart, On Longing, 51. 
123 Bachelard, The Poetics of Space, 39. 
124 In the essay “Neither here Nor Elsewhere” Brown and Leach state, “The linoleum invokes with crystal clarity 

the moment and the temporal relationship at stake in the work, but with patterns that immediately bar the full 

experience of nostalgia. These are not memories, artefacts constructed in miniature; they are tools of nostalgia 

that throw the very problem of memory’s burden into relief”’. See Alexandra Brown and Andrew Leach, 

"Neither here Nor Elsewhere”, in Anna Carey (Brisbane, Australia: Queensland Centre for Photography, 2012). 
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The notion of being-in-the-world is consistent throughout the work of the authorities I 

draw from: Stewart, Bachelard, and Heidegger in Vinegar’s reference. Being-in-the-world is 

often discussed when the question of authenticity is raised. Therefore, it is relevant that being 

and authenticity are raised in relation to the miniature, deadpan photography, vernacular 

architecture, poetry, and imagination. It has been established that an authentic experience, 

allows us to [be]-in-the-world.125 The writers addressed describe being as equivalent to a still 

space of awareness, openness, and authenticity. However, they have differing motivations and 

methods when discussing the nature of being. 

For Vinegar, deadpan achieves a sense of being as it allows us to sit alongside the world 

and experiencing its flat everydayness. Vinegar highlights that this flatness is not inauthentic, 

although it is often interpreted that way.126 For Heidegger, “in the most indifferent and harmless 

everydayness the being of Dasein can burst forth in its ‘facticity’, that mode of being-in-the-

world”.127 Vinegar establishes that being-in-the-world can be experienced when viewing much 

vernacular deadpan photography because the style of the photograph allows us to sit with the 

everyday, experience difference, and therefore burst through boredom to have an authentic 

experience. Imagination and poetry are other ways of being-in-the-world because poetry creates 

stillness and allows us to reflect on the world. For Bachelard, being-in-the-world is achieved 

through daydream and miniature worlds. Detaching and looking down from above is another 

way of being-in-the-world.128 Stewart has also established that the handmade miniature object 

rejects mass production and inauthenticity and allows us to transcend and contemplate the world 

and the passing of time, which is another way of being-in-the-world. 

My work aims to achieve a mode of being-in-the-world by combining deadpan 

photography, the miniature, and the poetic image. I use a deadpan approach to photography that 

 
125 Vinegar, “Ed Ruscha,” 39.  
126 Vinegar, “Ed Ruscha,” 40. 
127 Vinegar, “Ed Ruscha,” 40. 
128 Bachelard, The Poetics of Space, 173. 
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magnifies the vernacular model showing it as it is with all its imperfections and idiosyncrasies. 

This invites the viewer to not only sit with the style of vernacular architecture and be with it but 

also be with the model. The combination of model making and photography amplifies the 

experience of being-in-the-world as the model opens up the imagination so the viewer can 

transcend and be with themselves and have an authentic experience through a connection to 

memory, the poetic imagination, and reflection. 
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Chapter 4: Post-Internet Photography 

My use of the internet marks a further point of difference between my work and that of 

the constructed photographers. I use the internet for research via Google Maps and hotel 

websites. I explore the influence the internet has on architecture through my signage and 

artwork titles. In addition, I also plan to use the Google imagery of data and information for 

future artworks. These aspects of the work are discussed further in Chapter 5 when I discuss 

how the work has progressed. However, it is necessary to discuss other artists who use the 

internet and have influenced and inspired me to follow my own interest in this topic. 

Differentiating my work from that of other artists in the field of constructed photography further 

situates my work within the expanded field of photography and furthers and solidifies the 

conceptual foundations to my work. 

Among the post-conceptual artists who make constructed photographs as a response to 

the mass consumption of images, I have identified a number who have returned to planned 

pictorial photographs by constructing images. Demand, Casebere, and Morton plan models in 

specific detail and then carefully compose them for the camera. However, there are other artists 

within this open field who construct photographs without using materialised miniature objects. 

Many contemporary artists do not have a pictorial approach to photographs; rather, they take a 

conceptual approach to the mass consumption of photographs. An important approach in 

relation to my work are the post-internet artists working today who are constructing 

photographs from the internet.129 In response to the dominant digital landscape, these internet 

artists have abandoned handmade images in favour of recent technologies. A different approach 

to the mass production of images is poetic; artists who use imagination, memory, fading camera 

techniques, and the handmade to manipulate images sourced from the internet are responding 

to the digital landscape that we now inhabit. 
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There are many approaches in terms of post-internet art. A recent panel discussion The 

Landscape in Contemporary Art: From the sublime to the ridiculous at the Tate Modern, 

London centred on themes in William A. Ewing’s book Landmark: The Fields of Landscape 

Photography in which he explores internet-based photographic practices that respond to the 

changing natural and digital landscape.130 These include artists who use planes, drones, robots, 

and even satellites to capture images of the earth’s terrain or that of other planets.131 Robert 

Shore writes about this “moment not movement”  in photography in the book Post-

Photography: The Artist with the Camera.132 He describes how the huge amount of 

photographic imagery has left some artists compelled to avoid producing more photographs and 

instead inspired them to create their own imagery. The book focuses on this process, casting the 

artist in the role of editor rather than recorder.133 

Many artists who edit use Google Maps to do so. An artist at the forefront of this process 

and who is mentioned in Robert Shore’s and Ewing’s books is Mishka Henner who describes 

himself as an “aggregator”  and “data collector”.134 He rarely uses a camera to take  photographs; 

instead he takes them from the internet.135 This process can be seen in Henner’s work Feedlots 

and Oil Fields (2013–14), which consists of aerial views of beef farms and oil fields he 

assembled using thousands of screenshot satellite images taken from Google Maps. The work 

shows the reality behind factory farming and how the landscape has metamorphosed into 

patterns and networks as a result of that activity.136 Another example is Sveinn Fannar 

Jóhannsson’s Some Los Angeles Apartments  (2013), which is a remake of Ed Ruscha’s 

 
130 William A. Ewing, Landmark: The Fields of Landscape Photography (London: Thames & Hudson, 2014). 
131 William A. Ewing, “The Landscape in Contemporary Photography: From the Sublime to the Ridiculous,” 

Tate Modern Talk, accessed September, 2015, https://www.tate.org.uk/whats-on/tate-modern/talk/landscape-

contemporary-photography-sublime-ridiculous. 
132 Shore. Post-Photography, 7. 
133 Shore, Post-Photography.  
134 Ewing, “The Landscape in Contemporary Photography.” 
135 Shore, Post-Photography, 9. 
136 Ewing, “The Landscape in Contemporary Photography.” 
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photographic book Some Los Angeles Apartments. Jóhannsson juxtaposes copies of Ruscha’s 

apartment photographs against screenshots of the sites in the present day sourced from Google 

Maps. He does this by searching for the street addresses, which were given in the titles of 

Ruscha’s work.137 This is similar to my approach for my Stardust series in which I used Google 

Maps, and in which I pay homage to Ruscha and his significant contribution to conceptual 

processes and deadpan photography. It also shows how the dominance of technology such as 

Google Maps in our daily lives has shifted the urban landscape further into a digital one. 

Another example of the dominant digital landscape is Penelope Umbrico’s ongoing 

work Artificial Suns. These found sunset photographs installed in a gallery setting were sourced 

from Flickr. For each installation, the title differs because Umbrico includes the number of 

images she found for that installation after searching for images matching the keyword “sunset”. 

For example, the title for her installation on September 25, 2007 was 2,303,057 Suns and on 

February 11, 2011 the title was 8,730,221 Suns.138 The title itself becomes a comment on the 

increasing number of internet images. The mass of bright glowing suns draws the viewer in and 

becomes an almost hypnotic display of what Ewing describes as the “digital sublime”.139 

Similarly, Lisa Oppenheim uses appropriated photographs of suns from the internet to 

create works. Oppenheim was included with other contemporary photographers in the show 

Photo Poetics: An Anthology curated at New York’s Guggenheim Museum. The exhibition 

responds to and resists the increasing mass of captured images by creating poetic images that 

embrace handmade and fading analogue techniques. The exhibition and catalogue examine this 

 
137 Melk Gallery, “Sveinn Fannar Jóhannsson: Double Book Launch,” 2013, accessed July, 2017, 

https://www.melkgalleri.no/sveinn-fannar-johannsson-double-book-launch-2/. 
138

 Ewing, “The Landscape in Contemporary Photography.” 
139

 Ewing explains that the dominance of photography in our daily lives means that the landscape is now 

digital—everywhere we look from post cards and billboards to automotive advertising we see a sublime image. 

The dominance of these images is what he calls the “digital sublime”. William Ewing, Tate Talk, The Landscape 

in Contemporary Photography: From the Sublime to the Ridiculous, retrieved September 2015 

https://www.tate.org.uk/whats-on/tate-modern/talk/landscape-contemporary-photography-sublime-ridiculous 
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trend in contemporary photography in the work of younger artists like Lisa Oppenheim. 

According to curator Jennifer Blessing: 

The term Photo Poetics is intended to transpose the study of poetics to understand the 

nature and craft of literature to the field of photography … Many of the artists in the 

show are interested in the nature of photo reproduction itself … In this way the work 

calls to mind the self-reflexive photography on view. It can be considered photography 

about photography.140 

All the artists in the show have a conceptual approach to photography that consists of using 

appropriated or reproduced images from books, magazines, postcards, and the internet. The 

exhibition cites the influence of the “picture generation” on the artists and their conceptual art 

that characterises the “rematerialization of the object” by creating slick images of appropriated 

popular imagery.141 Blessing demonstrates how the artists rematerialise  the medium of 

photography to create sculptural photographic objects using print and other older photographic 

techniques to resist the slick dematerialised digital landscape. 

Oppenheim’s series The Sun is Always Setting Somewhere Else (2006) consists of 

photographs that show a hand holding a photograph of a sunset over the actual sunset. The 

photo sun covers the real sun and the sunset is reflected in the sea. To gather the photos 

Oppenheim uses appropriated sunset portraits found on Flickr posted by US soldiers. The title 

The Sun is Always Setting Somewhere Else calls to mind far away sunsets to “capture the 

uncanny aspect of photography … offering a fantasy that we can bridge a chronological gap, 

travel through time and touch the past when we hold a photograph”.142 The work also talks 

about the wonder of the sublime mundane, a spectacle that cannot be reproduced. Oppenheim 

uses both timeless subjects like the sun and outmoded processes to create work that, like poetry, 

 
140 Jennifer Blessing, Photo Poetics: An Anthology (New York: Guggenheim Museum Publications, 2015), 5. 
141 Blessing, Photo Poetics, 15. 
142 Blessing, Photo Poetics, 91. 
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explores time, imagination, and photography’s magic and resists mass production in a time 

when photography is disposable.143 

The sublime  aesthetic that results from mass data is best seen in Black Shoals; Dark 

Matter, a planetarium created by Joshua Portway and Lisa Autogena. The planetarium is a real-

time illustration of the financial markets, presenting live trading data from worldwide stock 

exchanges. Companies are symbolised as stars that shine and glimmer as shares are traded and 

reproduced creating additional star clusters.144 The artist explain how this gives rise to a sense 

that the market is somehow a natural expression of the artificial world and fundamental 

forces.145 Although this is not a photographic work, it is a digital moving image and an excellent 

example of how mass amounts of data from the internet can create their own cosmos. The artists 

have successfully highlighted this quality by creating a planetarium that resembles a star galaxy. 

When comparing all the artists that collect, edit, and show mass amounts of data, the 

work often results in cosmic or sublime aesthetics by materialising systems and making visible 

networks that would usually be invisible. Poignantly, social commentator and philosopher Alain 

de Botton articulates the connection between technology and the sublime when he states, 

Over the course of the nineteenth century, the dominant catalyst for that feeling of the 

sublime had ceased to be nature. We are now deep in the era of the technological 

sublime, when awe could most powerfully be invoked not by forests or icebergs but by 

supercomputers, rockets and particle accelerators. We were now almost exclusively 

amazed by ourselves. 146 

Using Google Maps, I have been able expand my research to distant locations to explore the 

worldwide homogeneity of vernacular architecture. When viewing my geo-tagged Google Map 

images, I found something more at play: a poetic imagery that sparks the imagination. I was 

 
143 Blessing, Photo Poetics, 517. 
144 Joshua Portway and Lisa Autogena, “Black Shoals; Dark Matter,” accessed February, 2016, 

http://www.blackshoals net/the-project-1. 
145 Portway and Autogena, “Black Shoals; Dark Matter.” 
146 Alain de Botton, The Pleasures and Sorrows of Work (Canada: Emblem Editions, 2010), 163.  
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and remain mesmerised by the clusters and patterns on earth made by humankind, which I am 

able to see by looking at a miniature. It is similar to viewing a city like Los Angeles at night 

where there is an endless sea of sparkling lights, like stars on earth. This is common in 

contemporary cities where the terrestrial evokes the celestial and demands that we pause and 

reflect on our contemporary urban world and therefore on ourselves. This reverberating 

experience was the foundation for my earlier work, and it will continue to be integral in my 

future work as I plan to create work based on the Google Map images using the process of 

model making and photography. 

Like post-internet artists, I use Google Maps for research and imagery by reconstructing 

images found on Google Maps. I embrace materialised image making using the handmade to 

convey concepts about time, authenticity, and the imagination. However, I do this within the 

pictorial planned technique of constructed photography. My connection to poetic artists, 

internet artists, and deadpan photographers further distinguishes my work from the constructed 

photographers discussed earlier, and this connection places my work, particularly my more 

recent work, in this expanding field. My deadpan approach to constructed photography 

incorporates the imagination and is concerned with authenticity, memory, place, and the poetic 

image, which promotes stillness and reflection in counterpoint to the contemporary digital 

world in which mass consumption and excess are prevalent.   
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Chapter 5: Studio Outcomes 

The work undertaken during my candidacy has grown from earlier works and from my 

Honours project, which examined the links between Los Angeles, Las Vegas, the Gold Coast, 

and the strip city postwar architecture. I have placed my work within the disciplinary context 

of contemporary art by examining key artist who use constructed photographs within deadpan 

photography to produce artworks. While intuition is an essential element of art-making, 

practice-led research has contributed to the development of my work, and I have found it 

necessary as the project developed to look at other photographers such as internet-based 

photographers. In this section I explain how this research has informed my work while outlining 

the original contribution I have made to the disciplinary context of photography. 

Examining and discussing the work of photographers who construct their photographs 

in varying ways that differs from the methods I employ has allowed me to clarify what compels 

my work. Comparison has made it clear that a major difference is my deadpan approach to 

image making, particularly my use of a frontal viewpoint similar to an architectural elevation, 

which has the effect of reducing photographic perspective. The frontal depiction of vernacular 

architecture recalls the photographs of Shore, Ruscha, and Sultan. Furthermore, this deadpan 

quality is also present in the way I craft the deliberately roughly made models. This is another 

similarity to Ruscha’s approach where he includes and embraces the clumsy photographs and 

mistakes he makes along the way.147 

There is no fixed plan; the model making process is fluid. I construct the models with 

flimsy materials such as paper and foam core and allow the imperfections encouraged by the 

malleable materials to remain and form new directions. Although Demand also allows 

imperfections in his models, my structures are far less precise than Demand’s, and it is more 

 
147 “Ed Ruscha del 1 | Intervju.” 
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obvious that the work is a model. The viewer can eventually identify that the photograph is of 

a miniature model. Unlike Demand, I do not choose to insert imperfections; I simply do not 

hide them.148 These imperfections make the models—much as Ruscha’s images are described—

a “patchwork of illogical steps”.149 

In what follows, I describe each body of work completed as part of this research and 

frame its interpretation with reference to Vinegar’s explanation of deadpan photography, 

through Heidegger’s concept of “being-in-the-world”, Bachelard’s Poetics of Space, and 

Stewart’s account of the miniature. The idea of being that unites their approaches is what allows 

the viewers of my work to sit alongside the generic familiar architecture—to be with it—and it 

allows them to identify themselves and their place through that experience. 

The camera lens acts as a magnifying glass. The high-definition photograph magnifies 

the mistakes and imperfections in the models I make. These imperfections are more visible in 

the photograph than in reality because photography is sharper than the naked eye. Bachelard 

suggests we use a magnifying glass if we want to enter the miniature because “with the 

magnifying glass we accept unnoticed detail”.150 Similarly, my photographs remind the viewer 

that the photograph has been constructed using a miniature materialised sculptural object as the 

subject. 

The photographs are printed as digital Giclée prints which produce high quality images 

and show minute details. The details reveal the model and create a reflective and disorientating 

experience for reflection. Stewart states that the miniature’s “stillness emphasizes the activity 

that is outside its borders”.151 This peace and stillness that Stewart and Bachelard refer to recalls 

the calm, even, open mood that Vinegar associates with deadpan, particularly when he proposes 

 
148 Biberman “Paper truth,” 1–4. 
149 “Ed Ruscha del 1 | Intervju.” 
150 Bachelard, The Poetics of Space, 161. 
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it as an expression of “wonder in our era”.152 Through these elements, the work invites the 

viewer to pause and reflect and enables an authentic experience of an architectural object that 

is more usually seen as inauthentic. 

The first work I exhibited as part of this research project was Bardon by the Sea (figure 

10), which was an offsite video installation for the exhibition Fibro Coast with the Gold Coast 

City Art Gallery in 2014. 

Figure 10. Anna Carey, Bardon by the Sea (exterior installation view), 2014. Multi- channel video 

installation, endless loop. 

This site-specific work wove together actual postwar architecture, sculpture, and film. 

Bardon by the Sea is a multichannel video installation in a fibro house located on the Gold 

Coast on Pacific Parade, Bilinga. The video shows constructed, miniature, fictional architectural 

spaces depicting Gold Coast holiday accommodation that I created from imagination and 

memory. The film takes the viewer through various architectural spaces and lush subtropical 
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natural environments. Bardon by the Sea is the name given to a fibro family holiday beach 

house built during the postwar boom, which is the site of this work.  

Figure 11. Anna Carey, Bardon by the Sea (interior installation view), 2014. Multichannel video 

installation, endless loop. 

The video was projected onto the windows of the house facing the street so that they 

could be seen from the interior and exterior viewpoints of the house. The viewer enters the 

empty real space, encapsulated by the projections of fictional spaces. By night, the projections 

glow from the windows creating a lantern-like effect. The work recalls Bachelard’s description 
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of an empty nest, which like an empty house, “invites daydreams of refuge”.153 The fragmented 

narrative of the video work is similar to the fragmented nature of memory and slips into the 

elusive mix of memories that Bardon by the Sea holds, or what one may imagine would have 

occurred there during countless family holidays. 

My next body of work, Twilight (figures 15–20), consists of six large photographic 

prints and a video work.154 The work is based on my memories of the Gold Coast, Los Angeles, 

and Las Vegas. My work prior to this research project responded to the architecture of the Gold 

Coast, the city of my childhood. I wanted to see what would happen if I depicted the type of 

architecture that the Gold Coast so blatantly copied from Las Vegas and Los Angeles. Engberg 

describes this type of architecture, where Australian architecture copies and combines the 

“international with the vernacular and generic”, as a transaesthetic style.155 At the beginning of 

the project I travelled to Los Angeles, California and Las Vegas, Nevada. Places in Los Angeles 

and Las Vegas (figures 12–14) that I experienced through my memories of the Gold Coast 

seemed so familiar to me although I had never been there before. While in part this familiarity 

arose from seeing generic architectural styles that have been copied, the experience also reveals 

involuntary experiences from my first world perspective as explained by Malouf and Bachelard. 

 
153 Bachelard, The Poetics of Space, 161. 
154 These works are featured in the exhibitions Blue Angel, Artereal Gallery, Sydney; David Malouf and Friends, 

Museum of Brisbane, The Churchie National Emerging Art Award, Brisbane; Planes of Reality, Judith Wright 

Contemporary Art Centre, Brisbane; and the Auckland Festival of Photography, Auckland as well as Video 

Contemporary; Sydney and Sydney Contemporary, Sydney. The Twilight works have also been exhibited in Los 

Angeles at Photo LA, Photo Independent, and PYO Gallery for the exhibition Reconstructed. 
155 Engberg, “A Weird Melancholy,” 3. 
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Figure 12. Photograph taken in Gold Coast, Australia, 2013. 

 

Figure 13. Photograph taken in Los Angeles, USA, 2013. 
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Figure 14. Photograph taken in Las Vegas, USA, 2013. 

The models in Twilight (figures 15–20) were based on imagined generic architecture 

found in all three cities. The models are photographed in front of photographs of natural 

landscapes that I had taken in Los Angeles, Las Vegas, and the Gold Coast. In this sense, the 

works are similar to a movie set. Essentially this style of vernacular architecture has been the 

backdrop for the diverse narratives that my work pursues. Initially I set out to create works that 

were based on cities other than the Gold Coast, but the difference in architectural styles was 

negligible. Instead, the body of work presents generic architecture. It could be said that the work 

demonstrates this transaesthetic architectural style described by Engberg that reveals “our 

inauthentic culture”156 My work aims to create a still and open view to encourage an authentic 

experience when viewing architecture that can be understood as inauthentic. This architecture 

is undoubtedly very much part of my first world, the only world from which I can speak with 

authority, but it is world that is not exclusively mine. My intention is to present and celebrate 

 
156 Engberg, “A Weird Melancholy,” 3. 
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these places because they are so much part of a wider common collective experience. The work 

is a trigger that talks about involuntary memory and suggests many memories may that be 

similar for holiday-makers, business owners, or people who pass by a place every day. In this 

way the work rejects stereotypes of the architecture and culture being superficial, generic, or 

inauthentic. 

Figure 15. Anna Carey, Blue Angel, 2014. Giclée print, 80 x 120 cm. 
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Figure 16. Anna Carey, Costa Vista, 2014. Giclée print, 80 x 120 cm. 

Figure 17. Anna Carey, Hi Sky, 2014. Giclée print, 80 x 120 cm. 
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Figure 18. Anna Carey, New Galaxy, 2014. Giclée print, 120 x 80 cm. 

Figure 19. Anna Carey, Pool Side, 2014. Giclée print, 80 x 120 cm.  
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Figure 20. Anna Carey, Hill Haven, 2014. Giclée print, 80 x 120 cm. 

I explored the transaesthetic and inauthentic experience further in 2015 with the Stardust 

series, which has been shown in numerous exhibitions in Australia and the United States.157 

This body of work consists of a suite of ten images of Stardust motels in different parts of the 

world (but mainly in the USA). The idea for these works arose after my trip to the Neon Bone 

Yard in Las Vegas where I saw the original Stardust sign. I had also created a Stardust motel in 

a previous body of work based on Gold Coast architecture. Encountering the original sign 

reinforced for me the inauthentic aspects of contemporary culture, which reproduces 

architectural icons verbatim. 

 
157 Stardust (2015) has been presented at Andrew Baker Art Dealer, Brisbane; Photo Independent, Los Angeles; 

Artereal Gallery, Sydney and a work from the series was selected for the LAX international airport program and 

the Josephine Ulrick and Win Schubert Photography Award, Gold Coast. Selected works from the Stardust series 

have been acquired by the Los Angeles County Museum of Art, The Gold Coast City Art Gallery and Soho 

House, Los Angeles.  
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 The Stardust motels are based on images I have sourced from the internet via Google 

Maps, hotel websites, and postcards from eBay. In her essay “Sign Language” Virginia Rigney, 

former curator at the Gold Coast City Gallery (HOTA), pointed out how the development of 

technology such as Google Maps and Navigation Systems dominate our orientation to 

destinations in the world, and, as a result, these changes in technology affect the urban 

landscape.158 The essay was one of many included in John Gollings’s exhibition catalogue 

Learning from Surfers Paradise (2013). Gollings’s exhibition was a re-photography project 

spanning the period from 1973–2013. Gollings photographed the architecture in Surfers 

Paradise, Gold Coast in 1972, and in 2013 he returned to re-photograph the same places using 

the same position and lens. The project was a direct response to the book Learning from Las 

Vegas where he used Ruscha’s deadpan method to photograph the Gold Coast. The project 

revealed similarities and differences between the two cities as well as shifts and trends in the 

urban landscape—one of them being the use of signage. Rigney explains that the large 

flamboyant motel signs that once functioned to communicate destinations and services to 

people in cars speeding along the highway are not as effective as they once were. Instead, we 

rely on phones and Global Positioning Systems (GPS) to guide us to our destinations. Matthew 

Claudel and Carlo Ratti address the rise of technology and its effect on the landscape in 

Dimensions of the Future City, describing how digital technology allows information and 

communication to imbed into the fabric of architecture. As a result, a communication interface 

arises that combines technology and architecture.159 

My sourced images are screen shots taken from Google Maps photographs, which are 

images taken using a camera attached to a car.160 This method is comparable to Ruscha’s 

 
158 Virginia Rigney, “Sign Language,” in Learning from Surfers Paradise (Gold Coast, Queensland: Gold Coast 

City Art Gallery, 2013), 41–60. Exhibition catalogue. 
159 Matthew Claudel and Carlo Ratti, “Dimensions of the Future City,” in Cities in the 21st Century, eds. 

Oriol Nel-Lo and Renata Mele (New York: Routledge, 2016), 162–77. 
160 “Google Street View Just Turned 10. Check Out Our New Ride.” YouTube video, 1:55, posted by “Google 

Maps”, September 7, 2017, https://www.youtube.com/watch?v=6FZH652qYkA. 
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deadpan approach documenting roadside architecture in Los Angeles. Ruscha used a 35-

millimetre-film camera and photographed from one side of the vehicle, whereas Google uses 

multiple high-definition digital cameras to capture a whole scene from multiple angles (figures 

21–23). By using images taken by Google’s hybridised car and camera assemblage, I can choose 

from deadpan style source images showing a variety of angles. Like Ruscha’s deadpan images, 

Google Maps provides straightforward imagery for a matter-of-fact delivery of information. 

(figures 24–25). 

If we consider Vinegar’s idea of mood of attunement, discussed in Chapter 1, we can 

say that the images first encountered on the internet attune our mood to the architectural spaces. 

Similarly, these deadpan source images attune the mood for my crude model reconstructions of 

Stardust motels and the deadpan style photographs. This sets the mood for the viewer who is 

able to identify that the photograph is of a model. This allows the viewer to be with the image 

as it is and to engage with it in its blunt factuality. In turn, this opens imagination and reflection 

about our experience within these mass-produced spaces. 

 

Figure 21. Ruscha’s preliminary sketches of the car and camera assemblage and photograph of Ruscha 

himself and his assistants, Film still sourced from the short film Ed Ruscha: Buildings and 

Words, 2016. 
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Figure 22. Preparations for film shooting on the Las Vegas Strip inspired by Ed Ruscha for the Learning 

from Las Vegas research, 1968. Learning from Las Vegas Research Studio. 

 

Figure 23. Google car and camera. 
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Figure 24. Google image of Stardust motels with a focus on America, 2015. 

 

Figure 25. Google image of Stardust motels with a focus on the connection between the Gold Coast and 

America, 2015. 

I have located forty-eight Stardust motels to date. This number continues to grow as I 

receive Stardust motel emails or pop-up advertisements on my computer. The sheer number of 

vernacular Stardust motels I have found demonstrates the place of generic mass-produced 

architecture within contemporary culture. In addition, it also shows how the name ‘Stardust’ is 

copied, cloned, and consumed. 

When choosing which Stardust motels to recreate from my source collection of images, 

I noticed that two of the photographs were of the same motel; however, it looked completely 

different because it had been renovated and re-photographed. On closer inspection, I found that 

I had many photographs of the same motel and had not realised when sourcing the images. I 



71 

 

 

drew connections between the original motel and the renovated one. The renovations on the 

different motels included refurbished signage, repainted walls, covered up windows, and 

cement filled swimming pools. Comparing different architectural elements of generic Stardust 

motels through poor-quality photographs sourced from the internet was very confusing. 

Confusion, however, is commonplace in contemporary culture and is a result of the mass 

consumption of architecture, images, and information facilitated by the internet. During the 

experience I found myself revisiting and re-imagining houses I have inhabited in the past to 

understand how they have been transformed across time. This puzzling experience brings to 

mind Trigg’s discussion about place memory and the way the body involuntary recalls multiple 

memories while disorientated in transient spaces. 

This experience of childhood memory and disorientation in a space that has been 

changed is also referred to in Malouf’s book 12 Edmondstone Street. In this autobiographical 

novel, Malouf returns to his childhood home in Brisbane and to other places he has lived. He 

takes the reader on a room-by-room tour in his first house and ponders his childhood memories 

of the space comparing those memories to his more recent experience of the house as renovated 

space.161 He explains: 

The fact is that however hard I try I cannot find this new door or remember where it was. 

I know where it ought to be but when I shut my eyes I can’t see it; and though I must in 

the years after the house has changed have gone through it a thousand times, I cannot in 

memory set my hand to the door knob or put my body in the frame. I still enter by the 

earlier door, one step up from the kitchen on the other side.162 

For Malouf, this failure of more recent memory demonstrates the dominance of childhood 

memories of the original house and that the childhood home will always come back to “haunt 

us”.163 While constructing the models I had similar experiences to Malouf. At certain stages in 

the model making process I confront memory blanks. When I have a memory blank, I shut my 

 
161 Malouf, 12 Edmondstone Street. 
162 Malouf, 12 Edmondstone Street, 12–13 
163 Malouf, 12 Edmondstone Street, 12–13. 
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eyes and re-imagine similar spaces that are housed within me. It is as Bachelard writes: “All 

memories have to be re-imagined”.164 I also imagine how the space might appear today, after 

renovations. 

My aim is that the Stardust series engenders a similarly disorientating experience for 

the viewer in which they are left to rely on their own memories and imaginings that may occur 

when viewing the transient spaces. The Stardust series depicts original Stardust motels from 

the 1950s and 1960s boom time and five existing renovated motels. To renovate the motels, I 

emulated the process in miniature. The original motels’ titles are appended with then and the 

renovated motels’ titles with now. Motels titled then have been based on images found on motel 

websites and postcards from eBay. Many of the now images have been sourced from Google 

Maps. I revisited the motel addresses via Google Maps to see how they had changed over time. 

The titles of the works also include the addresses of the motels, followed by either … now or … 

then. Using the address as part of the titles also references Ruscha’s deadpan works, which he 

titled with addresses. 

Like Ruscha and other conceptual artists, I follow a repetitive set of rules to create a set 

of images. Unlike these artists, my works are pictorial and conflate reality, memory, and 

imagination. My work does not abide by the rules of the anti-aesthetic approach followed by 

conceptual artists who do not embrace imagination in their works. Instead I allow space for 

mistakes, imagination, and change to achieve a desired image. The conceptual artists referred 

to used rules and deadpan, and appropriated and repurposed photographs to limit authorial 

control in response to the mass consumption of images. In contrast, I use imagination and the 

handmade to construct pictorial images that allow for imagination and memory. In this way, I 

create an image of illusion, imagination, and stillness as a response to mass production in 

contemporary culture. 

 
164 Bachelard, The Poetics of Space, 175 
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For the motels where I was unable to find reference images for the now and then versions 

of each motel, I used my imagination to fill in the blanks. This process emulates the process 

used in the creation of many Stardust motels. Motel owners copied existing Stardust motels and 

combined them with their own vernacular fantasies. In addition, the renovations of my 

miniature models emulate the renovations of the actual motels such as painting, revamped 

signage, and filled in windows and pools. The vernacular motels are simple structures, and when 

they are renovated, builders cut out and fill in windows and doors very simply and easily.165 

This is similar to the renovations that I make to my own miniature models. According to Ellen 

Dunham-Jones vernacular architecture changes and adapts to the needs and conditions of place, 

and creativity has always been something we can learn from it. Dunham-Jones identifies that 

the challenge of the past sixty years has been the design of the suburbs, and she predicts that 

the challenge of the next sixty years will be renovating them.166 It is the shifts within these 

spaces worldwide and the way we continue to learn creatively from them that is at the heart of 

the Stardust suite. 

Reflecting on Bachelard, we can see how places of commonplace refuge in our 

contemporary world are still associated with dreams and fantasy. I was reminded of this while 

studying a satellite image of my Stardust motels map from Google Maps (figure 20). I had 

mapped out all the Stardust motels in the world on Google Maps and coincidentally the map 

pins formed the shape of a star. The map shows the location of Stardust motels in Australia and 

America (figure 21). This perspective shows how Australia and America are connected through 

the generic Stardust architecture that has been copied. 

Like my models, a world globe is a miniature. The entire world is reduced to something 

that can be held in the palms of our hands. It is when we see the world in miniature that we are 

 
165 Ellen Dunham-Jones and June Williamson, Retrofitting Suburbia: Urban Design Solutions for Redesigning 

the Suburbs (Canada: John Willey and Sons, 2011). 
166 Dunham-Jones and Williamson, Retrofitting Suburbia. 
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able to see with a new perspective. We can look from above, see clearly and gain a deeper 

understanding. For Bachelard, this distance allows one to look down on the world and 

understand it. The Google images remind me of a passage in the Poetics of Space where 

Bachelard provides a new poetic perspective of the houses by studying lamps that glow in the 

window. He says: 

Another poet calls houses that shine on earth “stars of the grass.” … In such images we 

have the impression that the stars in heaven come to live on earth, that the houses of men 

form earthly constellations. ... A terrestrial sign is set upon a celestial being. … But 

however cosmic the isolated house lighted by the star of its lamp may become, it will 

always be a symbol of solitude.167 

The Stardust motels form such a constellation; within each is a space for dreams and solitude. 

The motels very name, Stardust, promises a place for daydreams and escape. 

 

Figure 24. Google image of Stardust motels with a focus on America, 2015. 

 
167 Bachelard, The Poetics of Space, 35–36. 
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Figure 25. Google image of Stardust motels with a focus on the connection between the Gold 

Coast and America, 2015. 

Wood makes this connection between dream and solitude as part of motel design and 

history. According to Wood, motel owners from the 1950s and 1960s designed a motel to create 

a sense of sameness that is similar to the vernacular American home as well as other motels 

along the highways. This offers a place of refuge that allows travellers to disconnect from the 

wide-open road. Motel owners also juxtapose generic architecture with flamboyant fantasy 

icons such as stars or inappropriate, ‘cringe-making’ cultural icons such as a man sleeping under 

an enormous sombrero. Such juxtapositions suggest both a safe place to daydream and a sense 

of adventure on the road enjoyed from a comfortable refuge.168 Wood also describes how 

individuality and idiosyncrasies emerge through motel signage that combines the generic with 

the imaginative to create diversity and “the perception that this place is meaningfully different 

than that place”.169 For example, motels in the desert will often use the icon of a cactus to 

remind travellers that they are somewhere remote and exotic. 

While making the Stardust motels I began to notice an individual sense of place within 

generic motels. Like the motel owners that Wood describes, I combined the generic with the 

 
168 Wood, “The Best Surprise Is No Surprise.”  
169 Wood, “The Best Surprise Is No Surprise,” 113. 
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local and used icons that suggested a more specific type of place. One example is the sign for 

84 Frank Street, Surfers Paradise … Now (figure 27). 

 

Figure 26. Anna Carey, 84 Frank Street, Surfers Paradise … Then. Giclée print, 105 x 70 cm. 

 

Figure 27. Anna Carey, 84 Frank Street, Surfers Paradise … Now. Giclée print, 105 x 70 cm. 
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Since I did not have an image of a sign for this motel, I imagined what it might have 

been. To create a sense of the local I included a beach scene with surf, sand, and palms to 

reference the subtropical environment. The natural environment of the Gold Coast brings many 

people to the city. The beach image evokes twilight—commonly regarded as the ‘magic hour’—

a time of stillness, reflection, and insight for many people. The shooting star heightens this 

sense of reflection and fantasy while also referencing the generic icon of Stardust motels. Wood 

proposes that this sense of local atmosphere is created exclusively through motel signage. 

However, I incorporate a sense of place not only through the motel signage but also using 

architectural elements. I dreamt up my own image of what a renovated Gold Coast Stardust 

motel would look like: an eclectic, shabby, renovated beach shack. There are shell railings, 

rainbow veranda posts, pink trims, and walls painted white. This sense of place was not 

identified in Twilight (figures 15–20) where I made more unrelenting generic architecture, 

because the differences between the places modelled were insignificant. It was not until I 

focused a project on a specific set of similar motels in various parts of the world that I 

discovered the different insignificant details and idiosyncrasies their various locations 

generated. 

The deadpan approach contributes to highlighting difference. As discussed by Vinegar, 

Heidegger shows us how we can burst through the most monotonous everyday moments and 

experience the authentic. Vinegar further explains how vernacular deadpan photography rests 

on the experience of this authenticity. Describing and referring to Bernd and Hilla Becher’s 

industrial deadpan photographs of similar water tower, she states: 

The evenness and uniformity creates an awareness of minute aesthetic differences, but 

these differences do not simply remain within the ontic or aesthetic realms. A series of 

water towers tend to look alike at first glance, yet they begin to awaken in us an ability 

to see how “the universe of can become a way of relating and responding to each 

something a things” and someone – co-existing, one might say. We no longer see them 
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merely as “brute facts” that are “objectively present” to be tabulated and compared in 

“typologies” as the Becher’s might say.170 

Like the Becher’s deadpan water towers, the Stardust series highlights differences through 

repetition to reveal a sense of place and open seeing, which allows us to understand and care 

about every minor detail in the world. 

 

Figure 28. Anna Carey, 666 East Foothill Boulevard, Azusa…Then, 2015. Giclée print, 105 x 70 cm. 

 
170 Vinegar, “Ed Ruscha,” 42. 
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Figure 29. Anna Carey, 666 East Foothill Boulevard, Azusa…Now, 2015. Giclée print, 105 x 70 cm. 

 

Figure 30. Anna Carey, North Vine Street, Hollywood.…Then, 2015. Giclée print, 105 x 70 cm. 
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Figure 31. Anna Carey, North Vine Street, Hollywood.…Now, 2015. Giclée print, 105 x 70 cm. 

 

Figure 32. Anna Carey, 910 Collins Avenue, Miami…Then, 2015. Giclée print, 105 x 70 cm. 
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Figure 33. Anna Carey, 910 Collins Avenue, Miami…Now, 2015. Giclée print, 105 x 70 cm. 

 

Figure 34. Anna Carey, 210 Bedwell Avenue, Woodbine…Then, 2015. Giclée print, 105 x 70 cm. 
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Figure 35. Anna Carey, 210 Bedwell Avenue, Woodbine…Now, 2015. Giclée print, 105 x 70 cm. 

 

The sense of place that emerges through generic vernacular architecture is a major theme 

of my project In Search of Rainbows,171 a series of seven photographs (figures 36–42). In 

Search of Rainbows consists of interior spaces each dominated by a single colour—red, orange, 

yellow, green, blue, purple, and pink—similar to the rainbow spectrum. Once again, the works 

conflate memory, imagination, and reality. I reference imagery of existing architecture obtained 

through Google Maps. I created separate colour maps (figures 22 and 23) on which I located 

and saved motels based on their colour. Through this process, I geo-tagged colour clusters that 

identify dominant and popular colours of vernacular architecture in the world. The new work 

aims to highlight this connection between colour, place, and memory. Its shows how a sense of 

place as expressed through colour can emerge through generic mass-produced architecture and 

 
171 In Search of Rainbows (2017) has been presented at Andrew Baker Art Dealer, Brisbane; Artereal Gallery, 

Sydney and a works from the series was selected for the LAX International Airport Program as well as the 

Sunshine Coast Award, Sunshine Coast. The series has also been acquired by Soho House, Los Angeles. 
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how this can be mapped and therefore known in new ways through new technology. We can 

literally see relationships that were not apparent to us before. 

 

Figure 45. Google Image of Green map, 2016. 

 

Figure 46. Google Image of Blue Map, 2016. 

When making the In Search of Rainbows series I created models of fictional spaces 

based on memories and imaginings that surface when viewing the reference images. The works 

are not based on a single photograph but imagination, memory, sensation, and a feeling that a 

certain colour and photographs evoke for me. For instance, in my models a pink space is 

saturated in various shades of pink even though a similar pink architectural space in reality may 

not be as saturated; however, in my recollection of it and I cannot imagine it in any other way. 

I look at Google Maps to create my own dream space. My star-pinned colour constellation maps 
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reconstitute themselves into a new dream. This is similar to the way people create their own 

interior world: their own cosmos. People look to magazines and television and copy 

international styles; just as the Gold Coast looked to America in the 1950s and 1960s for 

inspiration. Vernacular architecture is also adaptable and looks to its own immediate 

environment for inspiration for local atmosphere. This process of drawing inspiration from the 

macro cosmos and the immediate environment recalls Bachelard’s ideas about how a dream 

house allows one to inhabit the universe and the universe to inhabit the house.172 

While creating a body of work based on a rainbow’s hues, the connection between 

colour association and sensation became plain. My associations relating to specific colours 

inspired the design and title of the work with each work having a particular theme. In this way, 

I emulate a similar process to that of builders, designers, architects, motel owners, or even home 

owners when creating an architectural space. The title of each work includes the dominant 

colour followed by an element in nature, which is the foundation of the design inspiration, for 

example, Red Rose, Orange Sun, Yellow Moon, Green Paradise, Blue Pearl, Purple Sage, and 

Pink Flamingo (figures 36–42). 

Playing with the conventional colour associations, blue is easily associated with water, 

hence, Blue Pearl (figure 40). The space includes curved architectural elements such as arched 

curved doors, circular indoor pools, circular lights, round windows, and a feature wall with 

shells, pearls, and rendered surface texture similar to the ocean ripples. 

Yellow Moon represents radiant energy (figure 38). Yellow is the brightest colour of the 

spectrum and closest to white light, which can be seen as celestial light—a symbol of clarity, 

consciousness, enlightenment and the divine in many cultures.173 The space consists of a 

triangular window with an eye surrounded by rays of light similar to the eye symbol found in 

 
172 Bachelard, The Poetics of Space, 51. 
173 Lanier Graham, The Rainbow Book (San Francisco, Berkley: Shambhala Publications Inc 1975). 
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numerous ancient mythologies to represent a higher spiritual force, which can be accessed and 

represented through the sun and moon; therefore, I titled the work Yellow Moon. Through this 

process, the work explores colour and sensation while it filters a different mood, memory, 

emotion, and even smell. 

 

Figure 36. Anna Carey, Red Rose, 2017. Giclée print, 130 x 786 cm. 
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Figure 37. Anna Carey, Orange Sun, 2017. Giclée print, 130 x 786 cm. 

 

Figure 38. Anna Carey, Yellow Moon, 2017. Giclée print, 130 x 786 cm. 
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Figure 39. Anna Carey, Green Paradise, 2017. Giclée print, 130 x 786 cm. 

 

Figure 40. Anna Carey, Blue Pearl, 2017. Giclée print, 130 x 786 cm. 
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Figure 41. Anna Carey, Purple Sage, 2017. Giclée print, 130 x 786 cm. 

 

Figure 42. Anna Carey, Pink Flamingo, 2017. Giclée print, 130 x 786 cm. 

As always, the models are photographed with a deadpan approach to allow the viewer 

to see the space objectively as it is and to be with it, which allows space for personal 



89 

 

 

interpretation and memory. The colours used in my models are dominated by pop pastels, 

which, like vernacular architecture, have been denigrated as tacky and unsophisticated. Robyn 

Boyd expressed his distaste for the rainbow colours prevalent on the Gold Coast, calling it a 

“fibrocement paradise under a rainbow of plastic paint”.174 According to David Batchelor, 

colour in the Western world has been an object of prejudice. Batchelor terms this prejudice of 

colour “chromophobia”, defining it as the desire “to purge colour from culture, to devalue 

colour, to diminish its significance, to deny its complexity”.175 The neglect of colour in its 

application and subject is evidenced by the limitation of language. To Batchelor colour is more 

closely related to emotion than form and is too complex to be confined by the limits of 

language.176 Through my process of deadpan model making and photography, I hope viewers 

look at my colourful works with an open and accepting mood, as defined by Vinegar. In this 

mood they can reflect on the diverse range of emotions, memories, and experiences the colours 

induce and emphasise. 

After making In Search of Rainbows I created a video work titled Slow composed of 

film footage of the models in situ. The work aims to recapture the daydreams space and 

memories one experiences in physical spaces of solitude, but also within rooms within 

ourselves. The film consists of still slow scenes where the camera is focused on one particular 

architectural element of a model, such as windows, doorways, and corners. These are all places 

of the imagination—nooks and corners in a home that invite solitude and stillness when one 

slows down. I aimed to recapture something of the quality of these still moments, looking out 

a window to the view or admiring the afternoon light illuminating a corner within the house. 

These moments of stillness provide an entry point into daydreams. The still scenes in the work 

are juxtaposed with snippets that consist of fragmented montages with quick flashes of colour, 

 
174 Robin Boyd, The Australian Ugliness (Melbourne, Cheshire: Text Publishing, 1960), 13. 
175 David Batchelor, Chromophobia (London: Reaktion Books, 2000), 22–23. 
176 Batchelor, Chromophobia, 22–23. 
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spaces, and landscapes. These fragmented narratives are akin to the fragmented flashes of the 

imagination and the juxtaposition of scenes is similar to slipping in and out of reality and 

daydreams. The film moves in and out of each colourful interior space in a similar order to a 

rainbow spectrum. The music score is minimal, meditative, and repetitive with each note 

representing a colour in the rainbow spectrum according to the notes of Dominic De Clario’s 

colour and music formula.177 I included the score with colour notes in the work to explore the 

synesthetic experience of colour. Like the earlier video works, Slow is a continuous loop and 

does not have a rational order of narrative logic; instead, it is disjointed, evoking daydreams 

and memories. 

The three video works Slow, Flow, and Unroll (figures 47–51) are titled depending on 

the mood and rhythm of the cities they refer to. Mood and rhythm are created through the 

camera movement, the editing, and the score. For instance, Flow (figures 47 and 48) is based 

on the Gold Coast, which is an urbanised city along the beach strip. It is the fastest growing city 

in Australia, rapidly developing and constantly in a state of flux. Similarly, the footage is in a 

constant state of flux and flows in and out of architectural spaces and natural environments. The 

score has an atmospheric ongoing flow of sound with snippets of nature woven through it. In 

contrast, Unroll (figures 49 and 50) was based on locations in Los Angles—a city built around 

the automobile. It references the way I experienced the architecture of the city: in a car. The 

footage emulates this experience by mounting the camera on wheels and rolling it passed the 

architectural models. The score includes the sound of the wheels rolling, which creates an eerie 

atmosphere; the film in is a perpetual state of motion. This is in stark contrast to Slow (figures 

51 and 52), which is based on interior spaces. Slow is based on the rhythm and internal space 

of stillness experienced inside our own interior, a dreamy mood of imagination. The slow, still 

 
177 Joe Goldsmith, “An Investigation into the Relationship Between Sound and Colour,” Virginia 

Commonwealth University Blog, 2001, accessed 20 May, 2017, http://people.vcu.edu/~djbromle/color-

theory/color01/Relationship-color-sound-joe_goldsmith html. 
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pace resembles the meditative state I used to make the spaces and the score is slow and 

atmospheric. 

 

Figure 47. Anna Carey, Flow (film still), 2013. Video made for Bardon by the Sea installation, 6 minutes 

(continuous loop), score by Joel Caust. 

 

Figure 48. Anna Carey, Flow (film still), 2013. Video made for Bardon by the Sea installation, 6 minutes 

(continuous loop), score by Joel Caust. 
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Figure 49. Anna Carey, Unroll (film still), 2014. Video, 5:27 minutes (continuous loop), score by Jamie 

Stenning. 

 

Figure 50. Anna Carey, Unroll (film still), 2014. Video, 5:27 minutes (continuous loop), score by Jamie 

Stenning. 
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Figure 51. Anna Carey, Slow (film still), 2017. Video, 4 minutes (continuous loop), score by Jamie Stenning.  

 

Figure 52. Anna Carey, Slow (film still), 2017. Video, 4 minutes (continuous loop), score by Jamie Stenning. 

After creating series such as Stardust and In Search of Rainbows I discovered the idea 

of this global style and memory and therefore wanted to create a work that could exist in several 

places in the world. To realise this goal, I created the work Lost in Paradise, which consists of 

an architectural façade with an eclectic mix of shop-front signs based on different designs and 

cultures. The eclectic mix demonstrates the homogeneity in style across international cities 
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through globalised cultures. It is a type of space that someone could be familiar with from their 

own city centre or from local corner shops. The signage displays the same mix of generic and 

fantasy that is at play in mom-and-pop motels. A shop owners business sign is executed through 

imagination and influenced by other international examples. For instance, today signage is 

possible to produce by customising generic design templates and therefore signs look 

remarkably similar worldwide. The familiar and unfamiliar aspects in this work again aims for 

viewers to reflect on their own place and identity. In future work I intend to extend my work to 

various parts of the world apart from postmodern cities to further explore this sense of global 

style and dream memory. Lost in Paradise was a work where I shifted from the motels and 

hotels of the 1950s and 1960s to an older style art deco building that could be found in either 

the 1930s or in a contemporary city. 178 

Throughout the course of the research I have experimented with photographing and 

filming models in a variety of ways. The work started with a focus on three cities: Las Vegas, 

Los Angeles, and the Gold Coast but now has extended to generic vernacular architecture in 

other countries. An aim of the studio work is to intensify the deadpan mood in the models, 

which helps to raise issues particular to the architecture. The viewer is presented with generic 

architecture that was built on the ideals of ‘common people’. Vinegar points out that deadpan 

allows us to sit alongside everydayness and experience an inauthentic way of being-in-the-

world; in this way we sit alongside the world.179 The deadpan approach provides a neutral 

framework to show the homogeneity of architectural space as it is; embracing all its colour, 

imperfections, idiosyncrasies, decay, and renovations. As Vinegar states, it “is an openness to 

caring about possibly everything … in the right mood”.180 

 
178 Lost in Paradise (2019) has been presented at Andrew Baker Art Dealer, Brisbane; Sydney Contemporary, 

Sydney, and the Bowness Photography Award, Melbourne. The series has also been acquired by Soho House 

Los Angeles.  
179 Vinegar, “Ed Ruscha,” 864. 
180 Vinegar, “Ed Ruscha,” 867. 
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Figure 53. Anna Carey, Lost in Paradise, 2019. Giclée print, 125 x 85 cm. 
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Conclusion 

Just as my work owes a debt to conceptual art and can be contextualised within post-

conceptual, pictorial, constructed photography, it can also be separated from pictorial art 

through its connection to a younger generation of artists such as the photo poetics and post-

internet artists. However, what sets my work apart from that of my contemporaries mentioned 

here are their concerns with the medium of photography. Photo poetic photographers, 

constructed pictorial photographers, post-internet photographers, and conceptual photographers 

challenge the relationships between analogue and digital photography, pictorial and conceptual 

photography, truth and fiction, and authenticity and inauthenticity within our image saturated 

contemporary culture. While I have considered the concerns of the medium across its history, I 

understand that the work engages with issues regarding photography’s current state and its 

connection to fiction, consumption, and authenticity. This is achieved by making deadpan 

pictorial photographs of miniature, fictional, vernacular architectural models. Although I am 

aware of the history and discipline of photography, I use the medium to create an image based 

on imagination and informed by real experience. I do this by combining and conflating 

photography, miniature architectural models, film, fiction, memory, and imagination. Rather 

than tackling issues and concerns around photography, my core concern regardless of subject 

or medium is evoking the poetic imagination and memory to be in the world and discover a 

deeper sense of culture and place as expressed though the everyday. 

My future body of work focusing on the globe stemmed from my research on global 

architecture and Google Maps, which highlighted the core concepts of my work. The work was 

a reaction to images of the data I collected on Google Maps. Upon witnessing this type of image 

for the first time, I was reminded of Bachelard’s “stars of grass”.181 I was and remain 

 
181 Bachelard, The Poetics of Space, 35. 
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mesmerised by the clusters and patterns on earth made by humankind that I was able to see by 

looking at a miniature of the Earth: a Google Map image. Using Google images has extended 

my exploration into colour and place and stimulated my thoughts about the celestial and 

terrestrial, house and universe, and the phenomenology of a sphere: a world. Bachelard 

dedicates a chapter to the sphere titled “The Phenomenology of Roundness” in which he talks 

not only about geometrical references but roundness as an object of isolation and therefore 

solitude.182 

Currently, I am exploring these ideas through an experimental body of work that departs 

from my usual architectural models. The process is to re-imagine and photograph globes based 

on Google Map images of geo-tagged colour clusters in the same way that I remake and 

photograph architectural miniature models. I will re-imagine the Google Maps by remapping 

them on a miniature globe with coloured lights and then photograph it to create fictional space 

and constellations. Although this new work departs from my previous close attention to 

architecture, the key concepts remain similar. This includes dealing with the imaginative object, 

be this the architectural object or the sphere that marks out the distribution and habits of that 

architecture. The same process of photographing a model to create fictional space ignites 

daydreams and imagination. Depicting houses as constellations suggests each physical house 

has its own character and cosmos as well as suggesting that we have a universe of spaces housed 

within ourselves. In addition, this helps viewers identify place because they identify their roots 

and their own place on the globe. In addition, the Google Map works also raise issues 

concerning the amount of information and the number of images available on the internet. They 

examine the aesthetics and poetics of information and help position my work within the 

expanded field of photography. By shifting my subject matter from house to universe, I can 

 
182 Bachelard, The Poetics of Space, 238. Bachelard sees roundness as a metaphor for a pure primitive 

imagination that is “full on every side enclosed like a ball”. 
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make it clear that the foundation of my work is the deadpan and I can use imagination to identify 

place through the simultaneous evocation of the poetic and the everyday. 

I have discussed how the idea of being is achieved by combining the deadpan and poetry 

since both approaches have been associated with being. To summarise the poetic image is 

achieved through the poetic intimate object of architecture and sphere, the handmade approach, 

the miniature object, creation through imagination, and through a mind drifting from past to 

present. Deadpan is achieved through a frontal photographic approach and a loosely unplanned 

model making approach. By using the poetic imagination of the everyday in combination with 

the miniature and deadpan photography, the work enables the audience to transcend the 

omnipresent everyday, re-imagine the images  housed within themselves, and arrive at a state of 

being-in-the-world. By being with the world and sitting alongside indifference and 

inauthenticity, we are able to discover engagement and authenticity and, therefore, a powerful 

sense of both place and our self. 

By shifting my work from the subject of architecture to globes, I was able to identify 

the driving force behind the work—the desire to activate the poetic imagination to reflect on 

place and space. In future work I also aim to further extend my work to different parts of the 

world yet remain within a global style of architecture. This will enable me to explore a sense of 

global memory by opening a door to memory and daydreaming for others, so they can recognise 

their own distinct roots and place themselves in the world. 

I argue that by combining the approaches of poetic imagery and deadpan photography 

the work not only achieves a mode of being but also intensifies the experience. My photographs 

present the architecture using a deadpan approach, which allows the viewer to be with it. They 

also magnify the model, thus creating a space for the viewer to be with the architecture within 

themselves in their memory and imagination. From the deadpan photographic view to the 

imaginative miniature, I am reminded of Bachelard’s comment about the perspective poetry 
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provides—an “explosion of reality” where we float up to the heavens and come back down to 

earth.183 In this way I aim to enable the viewer to access the experience of being in multiple 

ways where they can reflect and critique space and place from a well-rounded and grounded 

perspective. My work encourages viewers to both reflect within their own internal cosmos as 

well as seeing from a higher perspective before coming back down to earth to reflect on the 

architecture within our mass-produced contemporary culture. In doing so, it highlights a sense 

of place and the idiosyncrasies within this copy culture style of architecture, and it also promotes 

reflection on the past, present, and future of the places. Most importantly the mode of being the 

work promotes aims to create an authentic experience with an architecture space formally 

understood as inauthentic. 

  

 
183 Bachelard, The Poetics of Space, 188. 
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Appendix 1 

SOLO EXHIBITIONS 

2020     In Search of Stardust and Rainbows, Los Angeles International Airport, CA, USA 

 Faraway and Déjà vu, Andrew Baker Art Dealer, Brisbane, QLD 

 Faraway, Artereal Gallery, Sydney, NSW 

2018 Stardust, Soho House, Hollywood, Los Angeles, CA, USA 

2017 In Search of Rainbows, Artereal Gallery Sydney, NSW 

2015 Stardust, Andrew Baker Art Dealer, Brisbane, QLD 

2014 Twilight, Artereal Gallery Sydney, NSW  

Preludes, Andrew Baker Art Dealer, Brisbane, QLD  

 

GROUP EXHIBITIONS 

2019   William and Winifred Bowness Photography Prize, Monash Gallery, VIC 

2018   We Are Gold Coast, Gold Coast City Art Gallery, QLD 

           I Can Paint a Rainbow, Hawkesbury Regional Gallery, NSW 

           Ravenswood Australian Women’s Art Prize, Ravenswood Centenary Centre, QLD 

2017   Sydney Contemporary, Artereal Gallery, Carriageworks, Sydney, NSW 

           Josephine Ulrick & Win Schubert Photography Award, Gold Coast City Art Gallery, 

           QLD 

2016   Focus Photo l.a, Berlin Art Week, Berlin, Germany   

           Home, Auckland Festival of Photography, Auckland, NZ  

2015   Video Contemporary, Australian Centre for the Moving Image, Carriageworks, 

           Sydney, NSW 

           Photo Independent, Raleigh Studios, Hollywood, Los Angeles, CA, USA 

           Reconstructed, PYO Gallery, Downtown Los Angeles, USA 

           Photo L.A, The Reef, Downtown Los Angeles, CA, USA 

2014   David Malouf and Friends, Museum of Brisbane, QLD  

           Fibro Coast, Gold Coast City Art Gallery, Gold Coast, QLD  

           Holiday and Memory, Penrith Regional Gallery, Penrith, NSW  

           Photo L.A, Santa Monica Civic Auditorium, Santa Monica, CA, USA 

           The Churchie National Emerging Art Prize, Brisbane, QLD  

2013   Acquired, The Josephine Ulrick and Win Schubert Photography, Gold Coast City Art 

           Gallery, QLD 

 

 

COLLECTIONS 

Los Angeles County Museum of Art, California  

National Gallery of Australia, Canberra  

Gold Coast City Art Gallery, Queensland  

Soho House, Downtown Los Angeles and Hollywood, USA 

The University of Queensland Art Museum, Brisbane  
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