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Abstract 
 
 This studio-based research uses drawing as a means of investigating the relationship 

between a graphic depiction or image made by an artist and the potential response of a viewer. 

This study investigates how  drawn depictions can provide an evolving perceptual experience 

in which the elusive present becomes a platform for discovery and problem solving. The aim 

is to demonstrate how such images operate to facilitate cognitive and contemplative 

engagement, if not to also explain the continuing relevance of the graphic or drawn image. 

 The drawing process in this investigation is not motivated by the sole end of a resolved 

aesthetic outcome, but the desire to create a depiction that will operate to facilitate cognitive 

as well as contemplative engagement. The developmental progression or graphic production 

outlined in this exegesis includes photography and digital manipulation as integral parts of a 

process leading to graphic depictions on paper and other substrates. 

Although the source images for depiction are limited to the littoral zone around the 

waterways of Brisbane, the analysis in the exegesis expands the implications of this translation 

of perceptions of natural form into material depiction with reference to theoretical authorities 

on the psychology of perception and mechanics of perceptual response and exemplary 

historical and contemporary practitioners in drawing. The larger implications of the claim that 

material graphic outputs can be given agency through a conscious, non-discursive process 

conducted by an artist can only be resolved in the experience of the encounter with the 

exhibited work.  

 This project benefits from insights into perception and response in drawn depiction 

through research in the sciences and humanities, and through works and writings by, or 

about, other artists. Three authors who have a particular influence on this project are: art 

historian Barbara Maria Stafford, philosopher Maurice Merleau-Ponty, and neurologist 

Raymond Tallis.  The works of contemporary British artist, Emma McNally and Italian 
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Renaissance artist, Leonardo da Vinci are referred to throughout the paper.  Other artists 

referred to are Käthe Kollwitz (German, 1867–1945), Edna Andrade (American, 1917–2008), 

Brett Whiteley (American, 1939–92), and contemporary artists Michael Geddis (Belfast), 

Nicholas Harding (Australian), Tania Kovats (British), and Constantin Luser (Austrian).  

 

.   
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 Introduction 
 

 The drawn or graphic image persists in an age where the majority of images are made 

and consumed through a loop of algorithmic digital transfer from lens to screen. The focus in 

this study is on these minority material images that are created through direct agency of an 

artist working on a planar substrate or surface. This study investigates how  drawn depictions 

can provide an evolving perceptual experience in which the elusive present becomes a 

platform for discovery and problem solving. The aim is to demonstrate how such images 

operate to facilitate cognitive and contemplative engagement, if not to also explain the 

continuing relevance of the graphic or drawn image. Consequently, the research project uses 

drawing as a means of investigating the relationship of depiction in the non-discursive 

process of gaining understanding.  

Through drawing, my research explores how depiction can resonate with the conscious 

self in such a way as to stimulate thoughts and responses. The role of visual perception of, and 

response to, the image, in expanding one’s view of the world underpins this project. I advocate 

that this vital role of perception and response in depiction applies to both the artist and the 

viewer, with imagination and empathy playing important roles. Imagination is referred to under 

Scope, below, and throughout this investigation. Empathy is discussed in Chapter 1. 

 To a large degree, the choice of this selective mode of drawing also avoids the long and 

often densely inclusive definitions of drawing which ultimately seem like attempts at 

justifications rather than operational explication. Underpinning this selected operational mode 

is the role of personal perceptual experience in attaining a sense of knowing through drawn 

depiction. This research direction was formulated after viewing Emma McNally’s drawings in 

2016.  
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Intro.1A  

 Intro.1B 

Fig. Intro.1A, B Emma McNally Choral Fields 2016, graphite on paper 215 x 304 cm. In-situ at Sydney Biennale. 

Photographer Jennifer Andrews 
 

 

 Emma McNally’s Choral Fields (figure Intro.1A, B) at the 20th Biennale of Sydney, 

2016, demonstrated the powerful potential of contemporary drawing for cognitive and 

contemplative engagement as a “visualisation of complex systems, as a ‘visual thinking’”.1 In 

my engagement with the work, I found myself immersed in fields of marks and surfaces that 

compelled me into a contemplative dialogue with inherent interpretative possibilities. The 

marks of production—the sanding, the memory of the paper where surface and trace hinted at 

the history of the process of creating an image, which entices ongoing perceptual 

engagement—clearly validate the authenticity of the image. As Meg Madden observes of the 

work, “Radars, aerial maps, coding and charts transpire from beneath the shadow, a confusing 

mess of fact that is the architecture of each piece.”2 They depict contemporary life 

in London. As I embraced this perceptual dialogue, time seemed suspended; only the present 

or the now seemed to exist.  

 
1 “Emma McNally,” The Drawing Suite, http://www.thedrawingsuite.com/emma-mcnally.htm. 
2 Meg Madden, “Emma McNally: Choral Fields,” Fine Print 24, http://www.fineprintmagazine.com/choral-
fields/. 
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McNalley’s drawings open up possibilities or unimagined potentialities rather than 

offering answers or explicit propositional resolution. First-hand viewing experience reveals 

aspects of the essential materiality of these works, an experience which cannot be replicated in 

digital format. In these drawings, materiality of surface and the marks that configure the image 

are such that interpreting and creation are intertwined with aspects being read as an index of 

the process of making the drawings. In this investigation, drawings reference mimetic starting 

points, but it is this concept of materiality, creating and interpreting, that makes McNally’s 

drawings so relevant. I left with a sense of having gained insight, awareness, and  an extended 

sense of “knowing”.  

 

 A “sense of knowing” in this context builds on tacit knowledge, which is acquired 

through the senses and might manifest as insight, awareness and intuition. Tacit knowledge is 

gained through non-discursive means and results in understanding that cannot easily be 

converted to the prime discursive forms of written or spoken language.  

 

 Philosopher and historian Karl Polanyi wrote extensively about tacit knowledge, and 

notes that when the personal is taken out of knowledge, then knowledge is objectified and 

formulated, resulting in the separation of reason and experience. Experience of the senses, 

Polanyi argues, is fundamental to tacit knowledge; and leads to problem solving and looking 

for connections with the world.3   

 Sociologist Harry Collins, acknowledging that all “knowledge will depend on a 

background of tacit knowledge”,4 claims that a co-dependency exists between tacit and explicit 

knowledge. Explicit knowledge is knowledge that can be distributed discursively. Assuming 

 
3 Michael Polanyi, Personal Knowledge (Taylor & Francis Group, 2012), https://ebookcentral-proquest-
com.libraryproxy.griffith.edu.au/lib/griffith/detail.action?docID=179903.   
4 Harry Collins, Tacit & Explicit Knowledge (Chicago: The University of Chigaco Press), 60.  
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explicit knowledge is merely an antonym of tacit knowledge, as many educational theorists do, 

overlooks the premise that explicit knowledge is underpinned by the tacit; the tacit in some 

cases might become explicit and this is sometimes referred to as implicit knowledge.5 Collins 

identifies the three domains of tacit knowledge as being collective, somatic and relational. 

Collective tacit knowledge is knowledge embedded in culture which then becomes embedded 

in the individual’s mind/brain. The somatic refers “to the properties of the individual’s body 

and brains as physical things”, and the relational refers to how people relate to each other. 6 

  Collective tacit knowledge, according to Collins, is the most resistant to explication 

because humans have the innate ability to absorb cultural rules, and expectations. To 

understand this collective absorption, he refers to the “collectivity of brains” of a community 

as being a “bigger collection of interconnected neurons” than an individual brain.7 This point 

will be referred to in Chapter 1 with reference to mirror neurons. The individual learns to apply 

this knowledge with a collective responsibility when making judgements. The knowledge 

required to negotiate traffic in a busy city is one of Collins’ often-quoted examples. Each 

country has a different set of road rules that can be communicated discursively; however, the 

collective responsibility of the application of these when negotiating traffic will differ between 

cultures and context. The individual’s process of making “correct” judgements develops 

through experience, balancing both individual and social responsibility.8 In the art context, I 

suggest that deciding when an artwork is resolved requires a decision influenced by both 

personal tacit experience and an awareness of collective expectations. The ability to absorb 

social norms and expectations in decision making, and the impact of these norms and 

 
5 Alton Y. K. Chua, Alton Y. K. Chua, and Swee Kiang Heng, “A Knowledge Management Perspective on Art 
Education,” International Journal of Information Management 30, no. 4 (2010): 327. The domain between the 
tacit and the explicit is referred to as implicit knowledge: “Implicit knowledge lies somewhere between explicit 
and tacit—it is not articulated but could be made so.” 
6 Collins, Tacit & Explicit Knowledge, 119–122.  
7 Collins, Tacit & Explicit Knowledge, 132. 
8 Collins, Tacit & Explicit Knowledge, 99–101, 121–124. 
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expectations on attention and perception is discussed in Chapter 1.  

This investigation looks at the role of perceptual experience through the drawing 

process that leads to tacit knowledge and understanding. Leonardo da Vinci’s notebooks are a 

collection of observations of nature, experiments, and insights and are a physical manifestation 

of his belief that “wisdom is the daughter of experience”.9 The following quote from his 

notebook demonstrates his belief in the importance of first-hand experience in the pursuit of 

knowledge.  

First I shall test by experiment before I proceed further, because my intention is 
to consult experience and then with reasoning show why such experience is bound 
to operate in such a way. And this is the true rule by which those who analyse the 
effects of nature must proceed: and although nature begins with the cause and ends 
with the experience, we must follow the opposite course, namely, begin with the 
experience, and by means of it investigate the cause.10 
 

 British academics Ian Sutherland and Sophia Krzys Acord research contemporary 

disciplines of art in the context of social interaction and discourse, and the role this plays in the 

formation of tacit knowledge. They advocate the experiential connection with art as a means 

of acquiring a sense of knowing that incorporates understanding the process in terms of 

embodiment and tacit knowledge.11 

 Knowledge can be personal and refer to a justified belief.12 It is not the aim of this 

project to create or dispute categories of knowledge. This short diversion into a discussion of 

tacit knowledge is aimed to spotlight the importance of the senses in creating a sense of 

knowing and to bring this into the context of my investigation of role contemporary drawing. 

To do this, I will be expanding on insights gleaned from my Master of Visual Arts (MVA) 

 
9 Leonardo da Vinci, Thereza Wells, and Martin Kemp, Notebooks (Oxford, GBR: Oxford University Press, 
UK, 2008), 7, http://site.ebrary.com/lib/griffith/docDetail.action?docID=10237109. 
10 da Vinci, Wells, and Kemp, Notebooks, 8. 
11 Ian Sutherland and Sophia Krzys Acord, “Thinking with Art: From Situated Knowledge to 
Experiential Knowing,” Journal of Visual Art Practice 6, no. 2 (2007): 133. 
12 Kazuo Ichijo Georg Von Krogh, Ikujiro Nonaka, Enabling Knowledge Creation (Oxford University Press, 
2000), 6. It is also noted that the difficulty of defining truth and therefore knowledge is discussed; the 
conclusion being that the outcome is dependent on individual background, belief systems and culture.  
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research into mimesis, and in particular looking at the potential of visual perception to trigger 

the imagination, to enable inference, and to engage in problem solving. 

 The research for my MVA exegesis focused on mimesis in contemporary art. This led 

to my understanding of mimesis as part of an active process that is symbiotic with perception. 

Scientific-imaging technology developed in the 1990s enabled scientists to identify brain 

activity in response to stimuli and as a result they extended understanding of neural activity in 

the mimesis/perception relationship. As discussed later in this exegesis, neuroimaging can 

show brain activity but cannot explain how we formulate values or make judgements. It is this 

ability to formulate values and make judgements that led to my understanding of mimesis as 

more than mere copying, and to think of imitation as an active process.  

 As referenced in my earlier research, I accept Hagberg’s analysis of Aristotle’s theories 

of mimesis. Hagberg identifies that Aristotle was more concerned with relationships than with 

the mirror imitation of the world. He advocates that mimesis is process of discovery, and 

imitation in art, involving not just the actual—what is there—but also having an innate 

interpretive and responsive component. He references the mime artist’s ability to capture the 

essence of the subject without portraying the whole.13  

 Based on the understanding of mimesis I acquired through this earlier research, I have 

accepted a philosophy of mimesis stated by art historian Michael Podro, and supported by his 

theory of depiction, as discussed below in Scope: Depiction. 

 Cultural theorist Irving Massey acknowledges the impossibility of discarding 

representation in visual perception, stating that the human’s mimetic functioning ensures the 

ongoing fascination with representational art.14 Like Massey, art historian Barbara Maria 

 
 13 “Hagberg explains the interpretive stage ‘as clearly not what we usually think of as imitation; the measure of 
the mime's skill is the extent to which he precisely captures, say, the way someone walks.” So mimesis does not 
dictate that the original be imitated in its entirely. Garry Hagberg, “Aristotle's “Mimesis” and Abstract Art,” 
Philosophy 59, no. 229 (1984): 368. 
14 Irving Massey, The Neural Imagination: Aesthetic and Neuroscinetific Approaches to the Arts (Texas: 
University of Texas Press, 2009), 57. 
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Stafford advocates for collaboration between the sciences and the arts. She challenges “the 

language of thought hypothesis to put a more complex notion of image back on the table and 

the interface of mind-brain with external reality”.15 Stafford’s thought-as-image thesis is 

pivotal to this investigation. Throughout Echo Objects, Stafford develops her thesis with an 

investigation of the self’s interaction with and creation of images. Philosophy, psychology and 

science inform her research.16 In my investigation, prime or focus images are presented in the 

form of drawn depictions.  

 The significance of Stafford’s thought-as-image thesis, indicating the all-immersive 

nature of images in the concept of self, is reinforced in the following quote by art historian and 

theorist Hans Belting: 

An ‘image’ is more than a product of perception. It is created as the result 
of personal or collective knowledge and intention. We live with images, we 
comprehend the world in images. And this living repertory of our internal 
images connects with the physical production of external pictures that we 
stage in the social realm.17 

 

These external pictures require both image and medium. While acknowledging the 

many efforts to develop theories to understand images, in contrast to Mitchell's theory of 

iconology being, (as cited by Belting), “image, text and ideology”, Belting adopts the triad of 

“image, medium and body”, believing this to be a fundamental interrelationship in 

understanding an evolving history of the image.18 “Body” in Belting's use, refers to the brain, 

mind and the body as a unit, and is described as “living body, the spectator”.19 He describes 

“medium” as a vector or an agent which is a necessary “parameter . . . for the interaction for 

 
15 Barbara Maria Stafford, Echo Objects: The Cognitive Work of Images (Chicago: University of Chicago Press, 
2007), 171, 207. 
16 Stafford, Echo Objects. 
17 Hans Belting, An Anthropology of Images: Picture, Medium, Body (Princeton: Princeton University Press, 
2011), 9. 
Note that “picture” and “depiction” are often used interchangeably. Though in this investigation a depiction is a 
picture which fulfils the requirement of imagination and interpretation, as discussed in Scope (ii) Depiction.  
18 Hans Belting, “Image, Medium, Body: A New Approach to Iconology,” Critical Inquiry 31, no. 2 (2005): 
302–03. 
19 Belting, An Anthropology of Images, 5, 11. 
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our bodies and the external image”.20 Belting goes on to define medium as “the technology or 

artisanship that transmits the image to whatever it is that gives the visibility to the image”.21  

 This approach, Belting posits, accommodates the internal and external exchange 

inherent in processing images. It is an approach which embraces the embodied image as 

opposed to the theory of semiotics, which, Belting argues, delegates the image to the role of 

cognitive, overlooking the sensory role, and delegating it to functionalism.  

A reciprocity exists between the external image and the mental image. The external 

medium holds the image which is then transmitted to the living body (brain) and vice versa. In 

this process, the image is inscribed between the two mediums, for, according to Belting, an 

image only exists because it has been seen. Consequently, an image, although depending on a 

medium, be it the body or the external lifeless “carrier medium”, is neither a living body nor a 

lifeless material artefact. 

 Belting claims that the “distinction between image and medium is rooted in the self-

experience of our own body. The images of memory and imagination are generated in one's 

own body: the body is the living medium through which they are experienced.”22 Further, he 

claims that images inscribe themselves on our bodies (brains) which in turn inscribe the image 

onto the external object. Neither can exist without the other, for doing so would reduce the 

mental images (those in the living body) to mere phantoms and physical images to “mere 

technique”.23  

 Belting’s theory of the image transference between body and object is made more 

meaningful to this investigation when looked at in light of philosopher Maurice Merleau-

Ponty’s theory of the “lived body as the centre of the three main dimensions of human 

 
20 Belting, An Anthropology of Images, 5. 
21 Belting, An Anthropology of Images, 15.  
The following three paragraphs reference Belting, An Anthropology of Images, 5–15.  
22 Belting, An Anthropology of Images, 11. 
23 Belting, An Anthropology of Images, 15. 



` 10 

experience: the experience of one’s own self, and especially the most primitive forms of self-

awareness; object–experience; the bestowing of meaning; and the experience of other people 

as intentional agents”.24 Importance of self, experience and understanding of this within the 

context of consciousness and through drawn depiction, is traversed in Chapter 1 and underpins 

my reflective analysis of studio works.  

Another inspiration from my research for my MVA was Merleau-Ponty's discussion of 

Cezanne’s “lived perception” in his drawing process. Rather than searching for a correct 

outline, Cezanne aimed to be open to the chaos of perception and produced drawings with 

seemingly distorted forms.25 This lived perception indicates that reality exists within a 

continuum of change. This concept of continuum captured within a still drawing fascinated me, 

as it introduces the dimension of temporality, which will be further discussed in Chapter 3. 

 

Overarching Premise 

 
In this research, neurologist Raymond Tallis' discussion of art and time led to my 

premise that drawn depiction can provide an evolving visual experience of interpretation, one 

in which the elusive present, which I refer to as now provides a platform for artist and viewer 

to interact with images in a process of discovery and problem solving.26 These nows or 

significant conditional moments exist within a continuum of knowledge and understanding 

gained and expanded through experience. They are concerned with an individual’s inner self 

relating to the everchanging outer world. The “inner environment” refers to the inner 

neurobiological environment and the mind, and the outer environment consists of anything 

outside of this inner domain.27 Awareness of these nows exists within consciousness. 

 
24 P. Fusar-Poli and G. Stanghellini, “Maurice Merleau-Ponty and the “Embodied Subjectivity” (1908–61),” 
Medical Anthropology Quarterly 23, no. 2 (2009). 
25 Jennifer Andrews, “Mimesis in Contemporary Art”, MVA thesis, Griffith University, 2011, 7. 
26 Raymond Tallis, Summers of Discontent (Wilmington Square Books, London, 2014). 
27 Stafford, Echo Objects, 93. 
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Consciousness is discussed further in Chapter 1. Although nows are an illusion, they are 

essential to our ability to function as a unified organism. Discussion of “elusive present” or 

now is expanded in Chapter 3. I argue that this is where the sense of knowing evolves when 

considering the drawn depiction. 

 

Scope  
 
 
 Due to the broad scope of meanings that can be associated with many of the words used 

in this exegesis, it is necessary at this point to establish some parameters of the scope of 

perception, depiction, imagination, and drawing, for the context in which they will be used.  

 

 
(i) Perception 
 

…that the act of perception is itself partly an act of imitation; at the very 
least it is a negotiation, sometimes a struggle, between the endogenous 
and the mimetic. 
—Irving Massey28 

 

 In Stafford’s search for new understandings of relationship between the individual’s 

inner interpretation and external environments, she asserts that perception is an ongoing and 

ever-changing process and is one that elicits subjective responses. Stafford links mimesis to the 

need to organise our inner world with the external and in so doing links perception and mimesis 

as processes in constant evolution.29 

 
28 Massey, The Neural Imagination, 57.  
29 Stafford, Echo Objects, 72, 77. 



` 12 

 Of interest here is Stafford’s statement that “Perception—not just retinal vision—lies 

at the heart of all good art, all interesting art.”30 Unpacking this quote requires an understanding 

of retinal vision, and what constitutes good/interesting art. Retinal vision can be understood as 

the biological component of perception, being where visual sensory data enters the body. The 

terms “good” and “interesting” refer to qualitative values, which are impacted by collective 

tacit norms and expectations. The relevance of this to this project is that what is deemed to be 

interesting or good will impact on where individuals focus attention, which is discussed in 

Chapter 1. 

 Art historian Ernst Gombrich indicates the important role of perception to our ability 

to discern and make judgements in these terms: “Neither in thought nor in perception do we 

learn to generalise. We learn to particularize, to articulate, to make distinctions where before 

there was only an undifferentiated mass.”31 

 Merleau-Ponty states that perception is not an event, but a continual process “of 

recreation or reconstitution of the world at each moment”. His claim that “all knowledge is 

established within the horizons opened up by perception”32 indicates the importance of 

perception to this project. This fuels my investigation in general, with a particular emphasis 

regarding the role of connectivity in Chapter 1 and temporality in Chapter 3.  

 Perception is a broad topic and across disciplines it telescopes into quite specific areas 

of study, especially in medical or scientific investigation; the emphasis here is on the 

philosophic and the aesthetic understanding of the term, sometimes informed by the scientific. 

More specifically, the use of the term is made relevant to this project with focused discussion 

 
30 Barbara Maria Stafford, ““Totally Visual”? Op Art’s Neural Iconography and the Engineered Picture,” 
Ribbon of Darkness: Inferencing from the Shadowy Art and Sciences (Chicago and London: University of 
Chicago Press, 2019), Kindle, Loc 1936. 
31 E.H Gombrich, Art and Illusion: A Study in the Psychology of Pictorial Representation, 6th ed. (Oxford: 
Phaidon Press Limited, 2002), 86. 
32 Maurice Merleau-Ponty, Phenomenology of Perception, trans. Donald A. Landes (USA and Canada: 
Routledge, 2014), 214–215. 
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of “perception” on two relevant aspects. Firstly, in Chapter 1, where I consider Gibson’s theory 

of perception, and the impact of contemporary culture’s ability to manipulate an individual’s 

attention and perception; and secondly, in Chapter 2, where I discuss it in relation to the 

materiality of drawing. 

   

 In summary, the focus in this project is on visual perception and its role in the creation 

and viewing of drawn depiction. For this investigation, visual perception is defined as the 

mental facility to process visual input to the brain/mind in a way that enables both response 

and development of interpretation and insight.  

  

(ii) Depiction  
  

 When considering depiction, Kendall Walton describes the role of the artist as the 

translator who creates visual props for the viewer to interpret through a process of make-

believe.33 Podro was influenced by Walton’s writings on depiction, especially by this concept 

of perceptual make-believe and imagination. Accepting the three stages of Aristotle’s mimesis 

identified by Hagberg led me to accept Podro’s statement that “depiction” refers to 

representational art and that it is a process that relies on the viewer’s recognition, even “when 

the subject is radically transformed, and recognition becomes correspondingly extended”. 

Imagination, according to Podro, is an essential aspect of being able to recognise what is being 

depicted.34 Author and academic Patrick Maynard claims that recognition in depiction might 

require effort—just as in “real life” one might need to peer into the darkness to make out an 

 
33 Kendall L. Walton, “Précis of “Mimesis as Make-Believe: On the Foundations of the Representational Arts,” 
Philosophy and Phenomenological Research 51, no. 2 (1991), 380. 
34 Michael Podro, Depiction (New Haven, CT: Yale University Press, 1998), 5.  
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object—rather than a semiotic reading. It is this effort, he claims, that enhances the visual 

experience of viewing a depiction.35  

 In Drawing Distinctions, Maynard investigates what differentiates drawn depiction 

from other graphic representations—for example, a map. Like Podro, Maynard claims that the 

imagination is an essential component of depiction. Maynard credits Walton with explaining 

the importance of the imagination in this process and writes that “visual depictions can be 

defined functionally as mandating that we (1) imagine certain objects and situations, (2) 

imagine that we see things, and (3) imagine that our actual seeing of them is the seeing of the 

objects and situations we imagine.”36  

 The third point incorporates self-imaging, which allows our self to make-believe; this 

incorporates the imaging and seeing process already mentioned.37  

 

(iii) Imagination 

 
Containing a useful definition of “imagination” is necessary, and probably only 

possible, if confined to the current dedicated use here related to interpretation of pictures or 

visual images. Stafford claims that both mental images and pictures employ the imagination 

for their existence. It is necessary for visual data, transmitted via the eyes, to be processed in 

the brain so that we can make sense of our relationship with our outer world. She describes the 

 
35 Patrick Maynard, Drawing Distinctions : The Varieties of Graphic Expression (Ithaca, NY: Cornell 
University Press, 1939), 91. 
36 Maynard, “Drawing Distinctions : The Varieties of Graphic Expression,” 92. 
37 Stafford also refers to self-imagining and imaginative make- believe as being an essential feature in our 
creation of a sense of self. Stafford, Echo Objects, 77. 
Kendall L.Walton advocates the role of make-believe in creating a visual experience when viewing a depicition 
This also informs Maynards discussion of imagination in Introduction, section Scope (iii).This concept is 
discussed more in the in the discussion on twofold perception discussed in Chapter 2. 
Kendall Walton, “Depiction, Perception, and Imagination: Responses to Richard Wollheim,” The Journal of 
Aesthetics and Art Criticism 60, no. 1 (2002). 
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imagination as the “‘Mind’s eye’ or a sort of magus sophistic presiding over an illusionary 

world of shifting light colour and optical effects.”38  

In his podcast “The Brain-Creativity, Imagination and Innovation”, neurologist and 

cognitive scientist Antonio Damasio defines imagination as follows:  

Imagination is the manipulation of . . . images (created from data received 
through the senses) . . . .It occurs naturally and is a standard operating mode 
. . . (which involves) creating images, breaking them down, combining and 
recombining in odd and interesting ways … Images and imagination are 
essential in creativity.39  

 

 

In keeping with this concept of imagination’s role in innovation, Gilmour claims that 

imagination is what enables us to extend our concept of reality and therefore to broaden our 

understanding of our world.40 Gilmour advocates the importance of the imagination in the 

process of representation and recognition, as it enables interpretive possibilities and 

consequently ways of acquiring knowledge.41 

 Both Podro and Maynard align with Walton’s approach, claiming that imagining and 

seeing must be an integrated process of interpreting the perceptual content in depiction, rather 

than a learnt, semiotic reading. Imagining and seeing inform visual or perceptual experiences 

in viewing a depiction.42  

 Equipped with these insights regarding imagination, my working definition of 

imagination for this investigation is that imagination is a facility of the human brain/mind to 

think divergently, to extend starting points, to combine and synthesise images, and to create 

and extend insights, understandings and possible outcomes.  

 

 
38 Stafford, Echo Objects, 149. 
39 Antonio Damasio, The Brain - Creativity, Imagination, and Innovation podcast audio, Ross Institute Summer 
Academy 48:44, 2014,  https://www.youtube.com/watch?v=HUZd66Lu4Y8. 
40 John C. Gilmour, Picturing the World (Albany, NY: State University of New York, 1989), 1–6. 
41 Gilmour, Picturing the World, 17, 18. 
42 Maynard, “Drawing Distinctions : The Varieties of Graphic Expression,” 90–91; Kendall L.Walton, Mimesis 
as Make-Believe - on the Foundations of the Representational Arts (Cambridge, MA: Harvard University Press, 
1939), 293–348. 
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 Drawing 
 

From cave art to digital art, drawing and graphic arts adapt available mark making 

techniques and media. The resulting manifestation of the inherent ability of drawing to morph 

and respond to change leads to debate about definitions of drawing. This investigation is not 

concerned with debates over definitions but with drawing as a non-discursive means of 

conveying knowledge or understanding of the perceptual world. Deanna Petherbridge 

acknowledges the difficulties with providing a comprehensive definition of drawing, but she 

describes the process of drawing as being “part of a continuum of making and thinking and of 

invention and completion”.43 It is this process that positions drawing within the cognitive and 

perceptual aspects of this investigation.  

Within this framework of drawing as a versatile and adaptive modality, my ongoing 

interest is the perceptual, connective agency of drawn images. In this research project, drawing 

is referred to as a process that requires the interaction of body, mind, and medium. It involves 

the process of inscription on a material substratum. The focus is on still, not performative or 

animated, drawing. 

 

Developing a Methodology  
 

Insights into understanding mimesis and Podro’s thesis of depiction, as discussed in the 

section above, underpin the development of my methodology. The approach I adopted included 

looking, noticing and responding. The inner-city littoral zone of the Brisbane River provided 

 
43 Deanna Petherbridge, The Primacy of Drawing: Histories and Theories of Practice (New Haven: Yale 
University Press, 2010), 18. 
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the subject matter for this project, as this enabled an in-depth investigation of the different 

aspects of ways of gaining understanding through the drawn depiction. 

For three years prior to this project, I had taken inspiration from rainforests, and 

particularly the relationship between the water and the landforms, for my artwork. As a city 

dweller, I decided to look locally. During a series of plein-air painting expeditions, I became 

fascinated with the urban littoral zone of the Brisbane River. I decided this would be the subject 

for my studio drawings for this investigation.  

The littoral zone is where water and land meet: a place where liquid and solid 

metaphorically embrace. The movement and depth of water, the static quality of the bank, the 

transitional area where water and land embrace, are rich in both analogy and potential enquiry 

and process for my research. The site reflects my ongoing interest in the depiction of water and 

provides a theme through which I explore the relationship between depiction and gaining 

understanding and tacit knowledge.  

I visit scenes numerous times. Photographs are spontaneous and I use the lighting and 

positioning of where I am at the time. In my drawings, I reference visual perceptual sensations 

built on my experience at the sites, as well as these digital photographs. The photographs 

provide a rich source for ongoing exploration. The use of optical technology is not new, but as 

technology expands so too does the potential for the artist to incorporate this into their 

practice.44  

Photographs from numerous site visits could be likened to holiday snapshots. No 

special lighting is set up. I spent hours “revisiting” the sites both in person and through viewing 

the photographs utilising digital zooming and manipulation (see figure Intro.2). I combine 

experience from visits which develops an  awareness of sensations in response to the site, with 

 
44 David Hockney's 2016 exhibition “Current” is an example of a contemporary artist who uses digital devices 
to extend perceptual concepts in drawing. He displayed hundreds of drawings produced on iPhone and iPad. His 
digital drawings resembled felt-tipped pen drawings and were illuminated by light boxes to resemble the screen 
on which they were created. This exhibition was viewed at the National Gallery of Victoria in 2017. 



` 18 

investigation of photographic references, to extend my practice. The fresco board triptych, 

figures Intro.3.A-B below, demonstrates the use of my process of selecting sections of 

photographs.  

 Inherent in my  process is experimentation with possibilities. Figure Intro.4, shows a 

sample selection of such experiments. Reflection of insights and understanding directed both 

my study of visual and written texts, and my studio outputs. Further investigation and studio 

work discussed in this exegesis reveals the importance of my response to sensations of the site 

in developing this research. 

In the initial stage of this research, I became aware of the wealth of visual imagery in 

the littoral zone: imagery to be seen, to be experienced and to be noticed. My approach is very 

different to that taken by Alexander Cozens for his imaginary landscapes created from a 

starting point of a series of blots.45 Although a product of imagination, my drawings develop 

from mimetic sources. In this process, the ability to make believe, to imagine, becomes 

intertwined in the interpretation of what is seen. Applying and expanding this methodology, I 

began extending my knowledge through visual investigation of the littoral zone. In so doing, I 

put into practice German philosopher Thomas Metzinger’s claim that our conscious realities 

can be diversified and extended through new experiences. This claim then became another 

premise of this project, as it indicates that our minds are open to accessing new knowledge and 

creating new worlds or conscious realities.46  

 
45 H. W. Janson, “The Image Made by Chance in Renaissance Thought,” in 16 Studies (New York: H. N. 
Abrams, 1974), 68 and E.H Gombrich, “The Image in the Clouds,” in Art and Illusion: A Study in the 
Psychology of Pictorial Representation (Oxford: Phaidon Press Limited, 1977), 155–56.  
46 Thomas Metzinger, The Ego Tunnel: The Science of the Mind and the Myth of the Self (USA: Basic Books, 
2009), 3,4. Metzinger describes the phenomenal self-model as “the conscious model of the organism as a whole 
that is activated by the brain”, 4. 
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Fig. Intro.2 Images demonstrating the process of collecting, viewing, and experimenting with my photographic 

images.  
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Fig. Intro.3A Jennifer Andrews Studies on fresco board series 2014, mixed media on fresco board, 30 x 40cm. 
 
 
 
 
 
 

 
 

Fig. Intro.3B Jennifer Andrews. Selected photographic sources for my Studies on fresco board series 2014, as 
shown as figure Intro 3.A. 
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Fig Intro.4 Jennifer Andrews Examples of ongoing experimentation with drawing and process. 
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Drawing as Process 
 

In my methodology, the process of drawing is an experience that incorporates 

perception and materiality in the pursuit of understanding. The totality of the operational 

sequence of the process followed, which will be further elaborated in this exegesis, includes 

making and manipulating photographs, but given the unequivocal or emphatic graphic nature 

of the output, the mode or methodology is best described as drawing. Within this synthetic 

process, I am the agent for creating an image and also a viewer of the created image or surrogate 

for any potential viewer. The synthesis that is formed through this process includes 

combinations of objective reasoning and creative imagination, and consequently of truths and 

creative insights or intuitions.47 Gilmour writes about a growing belief in our current time that 

knowledge and truth are equated with outcomes of the scientific method of discovery, and 

imagination and creativity conflict with true knowledge.48 This investigation explores the role 

of depiction in the gaining of knowledge through contemporary drawing. 

The potential for drawing in this process is encapsulated by Deanna Petherbridge as 

follows: 

Drawing and learning are so closely identified as to be almost 
synonymous. The provisional and experimental potential of drawing 
make it the medium and trajectory of change and an artist's most 
individual development is most clearly promoted and charted through 
drawing. In this sense every invention of new forms of means of 
expression through drawing constitutes an act of self-learning.49 

 

Historically, drawing has morphed and responded to changing cultural and 

technological demands and possibilities, though integrating new media, tools and concepts.50 

In the mid-nineteenth century, the impact of new technological environments of photography 

 
47 Gilmour, Picturing the World, 3. 
48 Gilmour, Picturing the World, 2. 
49 Petherbridge, The Primacy of Drawing: Histories and Theories of Practice, 210. 
50 Bernise Ross, Allegories of Modernism: Contemporary Drawing, ed. MOMA (New York The Museum of 
Modern Art, 1992). 
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and cinema, while creating diversity, challenged previously held understandings of the image 

in relation to subject matter, theme and role or mission in culture.51 This is particularly relevant 

in this technological age where the authenticity of the image has been challenged by the 

unprecedented availability of images and the lack of control over their dissemination.  

 In his prescient book Postmodern Condition,52 philosopher Jean Francois Lyotard 

referred to the coming impact of a computerised age on the value that society places on 

knowledge. The most valuable information or knowledge is that which could be converted to 

digital data and channelled through never-before-experienced mass-media networks. What is 

deemed truth and knowledge are vulnerable to management and manipulation for political and 

commercial gains. As knowledge risks becoming commodified and produced for the end result 

of exchange and power, Lyotard asks “who decides what knowledge is and who decides what 

needs to be decided?”53 German art historian and philosopher Gottfried Boehm was concerned 

that in a mass-production culture, the image would be commodified so much that it lacked the 

potential to communicate knowledge.54 Also concerned about this issue, Stafford researches 

the ability of the brain to develop automatic behaviours, which are spontaneous behaviours 

independent of prior thought. In an era of neuromarketing, this neurological behaviour is a 

target for creators of mass media, mass images and social media.55  

 Damasio believes that an individual trained in ways of gathering knowledge through 

the arts, the sciences and mathematics, becomes a citizen whose contribution builds a solid 

foundation for a strong society. He is referencing the current global marketplace and believes 

the process of knowing developed through the arts builds individuals who are equipped to 

 
51 Gottfried Boehm and W. J. T. Mitchell, “Pictorial Versus Iconic Turn: Two Letters,” Culture, Theory and 
Critique 50, no. 2-3 (2009), 107. 
52 Jean-Francois Lyotard, Geoff Bennington, and Brian Massumi, Postmodern Condition: A Report on 
Knowledge (Minneapolis, MN: University of Minnesota Press, 1984), 
http://ebookcentral.proquest.com/lib/griffith/detail.action?docID=310160. 
53 Lyotard, Bennington, and Massumi, Postmodern Condition: A Report on Knowledge, 9. 
54 Boehm and Mitchell, “Pictorial Versus Iconic Turn,” 107. 
55 Stafford, Echo Objects, 175–203. 
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handle ambiguities and the unexpected, and to apply their innovative capacity in processes of 

resolution.56 

 Through researching the role of drawing as a process of discovery and problem solving, 

this research aims to assert the importance and validity of the drawn image in this digitalised 

era. The agency of artist and viewer will also be researched in this process.  

 Relevance of This Project and Summary of Context and Approach  
 
 

This research project investigates drawn depiction in contemporary culture where 

attention is commodified and mass-produced images flood the marketplace, risking an 

automatised viewer response. The aims are to make a contribution to understanding the 

operations for developing non-discursive understanding and expanding the awareness of the 

role of drawing in this process. I use the littoral as a theme for this research as it offers abundant 

subject matter through which to explore depiction, perception and processes of drawing.   

Experience is key to gaining tacit knowledge which, it can be claimed, is the basis of all 

knowledge.  

 To contain the scope of the investigation, “depiction” is restricted to representational 

drawing embedded on or in a material substratum utilising the process of human agency 

through graphic mark-making or drawing. The focus for this consideration is the emphasis 

placed on personal experience being fundamental to gaining knowledge, a process advocated 

by  Leonardo da Vinci, and contended for by Polanyi and Collins.57  

 Collins identifies the power of collective tacit knowledge in controlling individual 

behaviour and decision making.58 The intangible digital, mass-produced, and constantly 

 
56 Damasio, The Brain - Creativity, Imagination, and Innovation.  
57 Polanyi, Personal Knowledge  
Collins, Tacit & Explicit Knowledge, 60. 
da Vinci, Wells, and Kemp, Notebooks, 7,8. 
58 Collins, Tacit & Explicit Knowledge, 132. 
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changing image has its place in contemporary western society, but it can also threaten the 

collective attitude towards the integrity of the image as a source of knowledge.   

This paper advocates for the role of the material artefact of drawn depiction as a valid 

contemporary art form that can offer a moderating influence against this dematerialising 

tendency. The material drawn artefact is also presented as providing the potential to be an 

ongoing catalyst to evolving knowledge, rather than the holder of absolute knowledge. The 

role of the mental image in creating the transience of an image, and impacting interpretation of 

depiction, along with temporality in the drawing process, has been introduced as integral 

aspects of perceptual engagement, and will be developed throughout this research. 

Collaboration between the sciences and the humanities is advocated by Stafford and 

Massey.59 Inspired by this approach, even though I do not personally have a scientific 

background, as a twenty-first-century artist I have the opportunity to gain insights into the 

perception and response in drawn depiction through research in the sciences, humanities and 

through works and writings by or about other artists. Three authors have a particular influence 

on my research: art historian Barbara Maria Stafford, philosopher Maurice Merleau-Ponty, and 

neurologist Raymond Tallis. 

 

Exegesis Structure 
 

This exegesis demonstrates my use of reflective studio practice, which includes 

applying insights, reflecting on practice and finding new directions and possibilities to 

investigate. My reflective process is one where, as insights are acquired, previous reflections 

 
59 Irving Massey, The Neural Imagination: Aesthetic and Neuroscinetific Approaches to the Arts (Texas: 
University of Texas Press, 2009), 57. 
Barbara Maria Stafford, Echo Objects: The Cognitive Work of Images (Chicago: University of Chicago Press, 
2007), 171, 207. 



` 26 

are revisited and incorporated in my process. Consequently, this paper does not always reflect 

a chronological progression of studio work, but rather a progression of conceptual awareness 

and technical application. 

Metzinger’s theory that our minds are open to accessing new knowledge and to creating 

new worlds or conscious realities, becomes the underpinning structure of the paper.60  

The emphasis in this research is on individual experience, therefore the term , “a world” is 

used instead of “the world’, as the latter suggests a definitive reality. This is reflected in the 

chapter headings: Chapter 1. The Appearance of a World: The Conscious Self and the 

Depicted Image, Chapter 2. The Role of Materiality in Interpreting a Depicted World, and 

Chapter 3. Extending a World through Drawn Depiction. 

 As the emphasis in this research is on individual experience, in Chapter 1, 

understandings of consciousness and self are investigated to serve as a platform for 

discussion about the connections between the individual’s self and the outer world. Käth 

Kollwitz’ Self Portrait, figure 1.1, depicts not only the artist at work, but also the connection, 

or resonance, between self and the outer world in the drawing process.  The synthesis of these 

connections with Belting’s triad of mind, body, and medium is investigated within the 

context of the drawing process. 61  This leads into an investigation of the impact of both 

individual and collective experience on perceptions, and responses to drawn depiction. 

Gibson’s theory of perception, the impact of contemporary culture’s ability to manipulate an 

individual’s attention and perception, and the commodification of the image are then 

discussed. Research into how the individual’s attention might be engaged focuses on the 

innate human propensity to search for pattern, and the importance of the subjective in 

perceptual engagement. This is discussed in the context of neurological  insights into 

 
60 Thomas Metzinger, The Ego Tunnel: The Science of the Mind and the Myth of the Self (USA: Basic Books, 
2009), 3,4. Metzinger describes the phenomenal self-model as “the conscious model of the organism as a whole 
that is activated by the brain”, 4. 
61 Belting, An Anthropology of Images, 11.   
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empathy and our inner need to organise and make sense of our world. 62 Discovery and 

problem solving through drawing are explored through the use of imagination and  metaphor. 

The last section of Chapter 1: 1.6 The Issue of Aesthetics, investigates the search for universal 

aesthetic norms. 

Chapter 2 focuses on the synthesis of perception, materiality, and interpretation, in the 

process of drawing. The role of surface, marks and the gestalt of image formation are 

investigated, demonstrating the role played by imagination and mental images as part of the 

interpretive process. The concept of the artefact being the container of knowledge is challenged 

by the possibility that perceptual engagement with the material artefact can enable evolving 

knowledge and personal experience is inherent in this process. In this chapter, experience will 

be investigated in the realm of twofold perception, make-believe and the possibilities of the 

animate nature of vision on the perceptual field in the context of materiality and configuration 

of the image.  

 

“Continuum” and “experience” are words constantly used throughout this research. 

Bringing together concepts investigated in Chapters 1 and 2, the Chapter 3 highlights the 

important relationship between materiality and temporality provides a particular analysis of my 

drawing process in relation to investment in material production over extended time.  

Nevertheless, it should be stressed that my experimentation and studio outputs form 

important evidential data for the conclusions developed in all of the following chapters.  

 

 
 
 

  

 
62 Stafford, Echo Objects, 72, 77.      
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Chapter 1. The Appearance of a World: The Conscious Self and the 
Depicted Image 

  

 

 …our cognitive apparatus is not a computer, nor a rabbit warren of 
functional modules, but a dynamic representational structure 
comprising the nervous system, our body and the environment. 
—Barbara Maria Stafford63 

 

 

 To research perception and response in the context of drawn depiction requires a 

synchronic investigation of the conscious self, and the resonance of the self with the outer 

environment. 

 The artist, the viewer, and drawn depiction are impacted by collective culture. In 

contemporary culture, readily available, digital devices enable capturing, modifying and 

disseminating images at an ever-increasing rate. The fallout for the individual’s perception of 

the image in such a culture is the potential for manipulation and control of attention, cognitive 

memory and decision making. The ready availability of image-recording devices risks 

replacing the act of noticing with the digital click.64  

 Against this background, the interconnected nature of consciousness, image and drawn 

depiction is investigated in this chapter; the aim being to understand how the individual can 

become more aware of a world through drawing. 

 

  

 
63 Stafford, Echo Objects, 93. 
64 Barbara Maria Stafford, “From Observant Eye to Non-Attentive”I”: The Camera a Cognitive Device,” Ribbon 
of Darkness: Inferencing from the Shadowy Art and Sciences (Kindle: The University of Chicago, Chicago and 
London, 2019). 
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1.1 Consciousness and Connectedness  
  

The world may not depend upon consciousness, but images of the world 
clearly do.  
—W.J.T. Mitchell65  

 

 
 
 

Fig.1.1 Käth Kollwitz Self Portrait 1933 black chalk on brown Ingres paper 47.7 x 63.5 cm 
 

 
 German artist Käthe Kollwitz’s (1867–1945) Self Portrait (figure 1.1) demonstrates the 

potential for drawn depiction to encapsulate and communicate both the tangible and the 

intangible. Her age, her general look, and her involvement in the activity of drawing are 

depicted. But this drawing could also be described as a depiction of the resonance between the 

artist’s mind and body—the inner self or inner nervous system or scape—with the outer 

environment while the artist is in the process of perceiving and responding. The medium, held 

between her fingers, is poised to make marks that capture her response in a process of doing 

and interpreting. The structure of the human form applied in the depiction of hand and head 

appear to anchor, into the surface of the paper, this moment of her perceptual attention. The 

zigzag line suggests that between these anchors; there is rapid arm movement, capturing the 

 
65 W. J. T. Mitchell, “What Is an Image?,” New Literary History 15, no. 3 (1984). 
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relationship between body, object and medium, as postulated by Belting.66 The artist depicts 

herself as she  depicts her world.  

 As mentioned earlier, I use the term “a world” instead of “the world”, as it defies 

definitive global definitions of the concept of self. Consciousness is “the appearance of a 

world”, a reality where the “self”, being “I” or “me”, is central.67 It is a world created within 

us and is about memories and feelings. It is the mechanism through which we each experience 

the world.68 Neuroscientists Damasio and Sid Kouider equate the mind to consciousness. Based 

on neuroscientific understandings of neuron activity, Kouider explains that consciousness is 

the result of “thousands of millions of connections creating new biological capacity to develop 

sophisticated interpretations of the outside world”.69 

Mind, brain and body create a functional consciousness. Stafford refers to the duality 

of the mind–brain and the connection between the brain and the body as “desiring, imagining, 

doing—(which) thus looms as the driving force in our cognitive development. . . . the human 

brain’s performance tends to be situated . . . in lived experience, interlocked with, or distributed 

into, a wider natural world”.70 She refers to this process as the “resonating system” between 

the individual self and objects. It is this resonating system I refer to in my discussion of 

Kollwitz’s Self Portrait (figure 1.1). 

Merleau-Ponty’s theory of intersubjectivity acknowledges this intertwined nature of 

consciousness, the world and the human body, and it opposes the Cartesian mind–body 

 
 66 As discussed in the Introduction. 
67 Thomas Metzinger, The Ego Tunnel: The Science of the Mind and the Myth of the Self (USA: Basic Books, 
2009), 15; Antonio Damasio, “The Quest to Understand Consciousness,” in TED, ed. Antonio Domasio 
(https://www.ted.com/talks/antonio_damasio_the_quest_to_understand_consciousness#t-1102260: TED, 2011). 
68 Celcile Denjean, Key to Consciousness, a Journey into the Stuff of Thoughts, 52 min, ARTE France, New 
York, Films Media Group. 
69 Denjean, Key to Consciousness; Damasio, “The Quest to Understand Consciousness.” 
70 Barbara Maria Stafford, “The Ultimate Conjuncture: What Shadows the Brain-Mind Merger?,” Ribbon of 
Darkness: Inferencing from the Shadowy Arts and Sciences (Chicago and London: University of Chicago Press, 
2019), Kindle. para.2. 
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dualism.71 As Merleau-Ponty asserts, “[A human] is not an object, locked within [her or his] 

essence like a chair, and although we may stand out as objects, we also connect to other objects 

through our consciousness. We are ‘intentional’, directed toward things without being simply 

reduced to a thing ourselves.”72 This embodied subjectivity theory is heralded as a “forerunner 

in conceiving of the lived body as the centre of the three main dimensions of human experience: 

the experience of one’s own self, and especially the most primitive forms of self-awareness; 

object– experience; the bestowing of meaning; and the experience of other people as intentional 

agents.” Its importance to this research lies in acknowledging the possibilities for the self to 

connect with and experience the outer world.73 Application of this to drawn depiction is 

referred in Chapter 1.3 The role of the Subjective in Depiction. This theory of the relationships 

between the outer world and the body led Collins to position Merleau-Ponty’s theory in the 

domain of somatic tacit knowledge.74 But as Collins explains, the somatic is impacted by the 

collective.  

 In Suspensions of Perception, Jonathan Crary researches the influence of collective 

culture on the individual’s choices of where to focus attention. These choices impact on our 

subjective, conscious self. Crary studies the manipulation and commodification of attention in 

the West over the past 150 years, particularly in the context of the capitalist imperative to 

control perception through attention.75 The well-known US army recruiting poster “Uncle Sam 

Needs You”, used in the two world wars, demands immediate attention through the 

commanding agency of gaze and sharp directional lines of gesture and words. The message is 

 
71 G. Stanghellini P. Fusar-Poli, “Maurice Merleau-Ponty and the “Embodied Subjectivity” (1908–61),” Medical 
Anthropology Quarterly 23, no. Issue 2 (2009): 92. 
72  G. Stanghellini P. Fusar-Poli, "Maurice Merleau-Ponty," 92. 
73 Maurice Merleau-Ponty and James M. Edie, The Primacy of Perception: And Other Essays on 
Phenomenological Psychology, the Philosophy of Art, History, and Politics (Evanston: Northwestern University 
Press, 1964), 72. 
74 Collins, Tacit & Explicit Knowledge, 2. 
75 Jonathan Crary, Suspensions of Perception: Attention, Spectacle, and Modern Culture (Cambridge, MA: The 
MIT Press, 2001), 62, 68.  
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direct—fulfilling the purpose of the image. The effectiveness of this image to demand attention 

and influence behaviour is described by Mitchell as the “medusa effect”.76 This is in contrast to 

my response to McNally’s Choral Fields (figure 1A,B) discussed in the Introduction.  

The intertwined nature of the somatic and the collective is addressed by Damasio. He 

identifies the three levels of consciousness which explain the progression of consciousness and 

self as being “the proto, the core and the autobiographical”,77 and it is the latter which enables 

these processes of perception, identification and analysing as well as imagining and creativity: 

The autobiographical self is built on the basis of past memories and memories 
of the plans that we have made; it's the lived past and the anticipated future. 
And the autobiographical self has prompted extended memory, reasoning, 
imagination, creativity and language. And out of that came the instruments of 
culture—religions, justice, trade, the arts, science, technology . . . And this is, 
of course, the culture where we have developed something that I like to call 
socio-cultural regulation.78 

Damasio’s views are in keeping with Gombrich's observations79 that recognition relies 

on a viewer’s knowledge, rendering an innocent encounter with the “outer world” impossible.80 

Experience and prior knowledge shape perception and become instrumental in recognition, 

which is an inherent part of the depiction process.81 Mitchell’s observations of the viewer’s 

propensity to project one’s cultural and/or personal beliefs onto interpretations of images 

highlights the cultural restraints on interpretation.  

A challenge for the artist then is to somehow balance cultural impact with first-person 

experience while being open to possibilities. Merleau-Ponty warns that to become reliant on 

pre-conditioned perceptual responses creates the situation where “we strip perception of its 

 
76 W. J. T. Mitchell, What Do Pictures Want? (Chicago: The University Chicago Press, 2005), 37.  
77 Damasio, “The Quest to Understand Consciousness.” 
78Damasio, “The Quest to Understand Consciousness.” 
79 E.H Gombrich, Art and Illusion: A Study in the Psychology of Pictorial Representation, 5th ed. (Oxford: 
Phaidon Press Limited, 1977), 181. 
80 E.H Gombrich, Art and Illusion: A Study in the Psychology of Pictorial Representation, 6th ed. (Oxford: 
Phaidon Press Limited, 2002), 148. 
81 Podro, Depiction, 5. 
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essential function, which is to establish or to inaugurate knowledge”.82 I claim that assumption 

grows out of experience and tacit learning of collective norms. With this in mind, I consider 

Gombrich’s schema and correction theory to be directly relevant to this research, because it 

advocates an approach which starts with simple observation to learn about the complex visual 

world and in so doing, creating a process where guesses and mistakes have to be made and 

corrected in the process of learning.83 In an effort to avoid assumptions in my studio work, I 

embrace the concept of looking for the possibilities within the simple, but the concept of 

correction suggests there is a correct way. This project focuses on possibilities rather than a 

definitive reality.84 I am not discrediting schemas, however, and acknowledge Gombrich’s 

assertion that schemas are necessary for organising and presenting information. No doubt as 

my methodology develops, I will develop schemas that I will apply. Perceiving and organising 

information in the process of depicting a world will be further discussed in Chapter 1.2 Pattern 

and Connectivity.  

The mind’s facility to create new connections and interpretations signals a redeeming 

quality in view of humankind’s ability to move forward progressively. Science can explain 

much about the mechanics of neuro-biological connections, but there are many areas beyond 

scientific explanation. Memory, time and tense, connectedness along with qualia—“the fabric 

of consciousness, the material of experience, of the ‘what it feels like of mental state’”—cannot 

be measured by neuroscience.85 Tallis refers to this as mystery that enables possibility, while 

still allowing the acknowledgement of our essential humanity, which he describes as “our 

subjectivity; our sustained self-consciousness; our sense of others as selves like us; first- and 

 
82 Maurice Merleau-Ponty, Phenomenology of Perception (New York; London: Humanities Press, 1962), 17. 
83 Gombrich, Art and Illusion, 231. 
84 I note here also Gilmore’s comments: “Thus, the ‘making and matching’ theme is misleading, since the 
question of what is real is very much at issue when we invent new interpretive schemata. Visualisation and 
interpretation are inextricably bound together.” Gilmore, Picturing the World, 82  
85 Raymond Tallis, Aping Mankind: Neuromania, Darwinitis, and the Misrepresentation of Humanity (Durham, 
UK: Acumen Publishing Limited, 2012), 123, 95. 
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second-person human being; our ability to form intentions; our freedom; and our collective 

creation of a human world offset from nature.86 He claims that this world offset from nature is 

a “new space, an arena we humans have collectively created, which is the theatre of our 

freedom, to which our ‘selves’ relate as it becomes the place in which we live as persons rather 

than organisms”.87 This freedom is open to manipulation and control (as referred to above) by 

the very power structures humans create. It is also a freedom which allows imagination and 

creative problem solving to create new possibilities within our conscious realm. I suggest that 

it is within this freedom that the individual self, at risk of being controlled and manipulated by 

the social structure which contains them, can ponder depictions and establish a sense of 

knowing.  

 Reminiscent of Merleau-Ponty’s theory of intersubjectivity (discussed above), Tallis 

describes human beings as “embodied subjects” linked to a physical world through perception, 

while also differentiated from it by perception. The importance of the conscious observer is 

paramount to understanding our ordinary current experiences and memories by making them 

“part of a world”.88 The cultural dichotomy of the post–Industrial Age individual, both as an 

isolated, independent being and as a manipulated member of an ever-changing culture places 

increased adaptive demands on the perceptive abilities of the individual.89 Within 

contemporary consumerist culture, consumers’ perceived needs can be manipulated and 

controlled through harnessing the mechanisms of attention and its reciprocal distraction.  

 So why do some things capture our attention more than others? James J. Gibson’s 

ecological theory of visual perception offers some insights to the question. “Affordance”, a 

term coined by James Gibson, refers to what an environment “offers the animal . . . what it 

 
86 Tallis, Aping Mankind, 105.  
87 Tallis, Aping Mankind, 231. 
88 Tallis, Aping Mankind, 93. 
89 Crary, Suspensions of Perception, 30, 45. See also Sue Clegg, “Theorising the Mundane: The Significance of 
Agency,” International Studies in Sociology of Education 15, no. 2 (2005): 159 as referenced in the introduction 
to this chapter. 



` 35 

provides or furnishes”.90 As he continues, “Affordances being neither subject nor object, but 

possibly both, and refer to both environment and behaviour and both the observer and the 

environment are involved.”91 Stafford identifies that Gibson’s affordances are directly 

perceived by the observers as conscious sensations: “as we move through the ambient we feel 

that we perceive”. Distinctions between mind and matter disperse and a sense of being 

present evolves.92 This  analysis by Stafford of Gibson’s affordances directed my 

investigation of the role of the subjective in the perception and response processes in drawn 

depiction; in particular  in the determination of relevance by both the viewer, and the artist, of 

the world being depicted, the drawing that is created, and the interpretation of that drawing. 

 The connection between the tangible and the intangible, the inner and outer scapes of 

self and environment, becomes a platform for my research in the content of drawing. In the 

next section, Pattern as Connection, insights from Stafford, Damasio and Collins regarding the 

importance of pattern and neural interaction in the process of connecting inner self and outer 

world are applied to an analysis of selected drawings and reflections on my studio work.  

1.2 Pattern as Connection 
 

Damasio defines visual images as patterns that enter the individual’s nervous system 

via the retina, feeding into internal neurological maps which inform the development of the 

self. The self lives within the mind, which Damasio describes as a “flow of mental images”.93 

Damasio’s theory of homeostasis is explained by Stafford as the mind/brain being a set of 

“micro-representations of our own body parts”. Stafford references Damasio’s homeostatic 

hypothesis and acknowledges the importance of the whole body (including the brain) in this 

 
90 James J. Gibson, The Ecological Approach to Visual Perception (Hillsdale, New Jersey: Lawrence Erlbaum 
Associates, Publishers, 1986), 127. 
91 Gibson, The Ecological Approach to Visual Perception, 127. 
92 Stafford, Echo Objects, 170. 
93 Damasio, “The Quest to Understand Consciousness.” Note these mental images can be created auditory, 
visual or touch senses. The focus in this project is on the visual. 
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interconnectedness.94 Damasio and Stafford refer to internal mind maps created by vision in 

the process. These multiple internal maps are constantly re-organising themselves to adapt to 

the continuous flow of data created by photons on the retina.95 Damasio acknowledges the 

insights of Merleau-Ponty and Heidegger as philosophers who support this approach to 

thinking about consciousness and self. Stafford refers to the mind’s searching the outer 

environments for pattern, which is then incorporated into the internal cartography of the 

neurobiological organism and becomes part of the working platform for situating the 

individual’s consciousness or sense of self.  

Four drawings that demonstrate the use of pattern are shown in figures 1.2A–D. In each 

drawing, a sense of perceptual immersion through repetition compels the eye to spend time 

with the work.96  

 

Fig 1.2A Leonardo da Vinci A Deluge, c1517-18,  
black chalk, pen and ink, and wash, 16.2 x 20.3  

 
Fig 1.2B Emma McNally Close up of Choral Fields, 
graphite,  displayed at 2016 Sydney Biennale.  

 
94 See Stafford, Echo Objects, 76–77. Stafford cites Damasio’s thesis of a continual flow of “intimate body 
representations that support our feelings and our sense of continuity … a self-regulating homeostasis”. 
95 Damasio, The Brain - Creativity, Imagination, and Innovation.  
96 Stafford, Echo Objects, 90. 
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–  

Fig 1.2C Michael Geddis Stump of Jesse 2013, 
graphite pencil on paper 150 x 150 cm 

 

Fig1.2D Edna Andrade 
Cliffs and Pebbles 1996, graphite on paper, 24.25 x 
41.25 in.  

 

  

 Italian Renaissance artist Leonardo da Vinci (1452–1519) was also a scientist, 

philosopher, architect, engineer and inventor, so learning about nature was both a scientific 

and artistic interest for him. His drawing shown in figure 1.2A analyses water patterns as 

both structural and imaginative.97 Referring to my working definition of imagination, this 

indicates that the work is going beyond being cartographic to conveying knowledge through 

sensation.98 Pattern is created through repetition of line and shape. The contrast in direction 

and size of the curved shapes, suggests movement and  creates a sense of the force of the 

water depicted. 

 The close up of McNally’s Choral Fields (figure1.2B) reveals the layering of marks 

which create visual patterns suggestive of landscapes. McNally sources both the tangible and 

the intangible of contemporary outer environment as inspiration for her graphic mark making: 

examples being recordings of environmental fields, such as falling rain and city noises, with 

 
97 Kenneth Clark, “Introduction,” in Leonardo Da Vinci: Nature Studies from the Royal Library at Windsor 
Castle (Australia: Johnson Reprint Corporation, 1984), 9–11. 
98 As outlined in Introduction: Scope  my working definition of imagination is as follows:  “ . . . imagination is 
a facility of the human brain/mind to think divergently, to extend starting points, to combine and synthesise 
images, and to create and extend insights, understandings and possible outcomes.”  
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visual images of contemporary life such as aerial views of airports and cities at night. The use 

of overlaid patterns creates a sense of a coded environment achieving her stated aim: 

“I want the works to be humming graphite sound-fields: vibratory, oscillatory, multi-voiced 

assertions and hesitations, yet also full of silences, voids, ghosts, residues, and remainders.”99 

 Contemporary Belfast artist Michael Geddis “. . . delights in  the elegance of natural 

forms/patterns and finds microscopic structures particularly inspirational.” A retired 

veterinary surgeon, he often draws on memory and imagination to create what he describes as 

“cellular landscapes”.  His collaboration with science includes works where he uses micro-

surgical magnifying loops to reveal complex biological patterns (see figure 1.2C). 100 I find 

the detail of the pattern stimulates my attention and my imagination.  

 The work of American artist Edna Andrade (1917–2008) is summed up as follows: 

“Characterized by pulsating patterns, vivid colours, and a visual immediacy that surpasses 

narrative meaning, her work explores symmetry, rhythm and harmony through geometric 

abstraction and structures inspired by nature and architecture.”101 Stafford comments that the 

“insistent structure” of the use of pattern seems to demand attention, a comment I suggest 

applies to all the images selected here. She likens this to the “containerisation of the infinite”, 

which requires “dynamic involvement” from the viewer. 102 In figure 1.2D, interest is added to 

the  subject matter by the visual appeal of the rendering of intense pattern. 

 Although very different in era, approach and starting point, these works employ pattern 

to create a perceptual experience. Individual components become part of a perceptual whole, 

or gestalt, of the image. Gestalt theory suggests that human perception seeks rapid resolution 

in the depictive interpretation of the visual world, meaning that such perception of the whole 

 
99 Himali Singh Soin, “Emma McNally,” 2014,np. https://www.artforum.com/interviews/emma-mcnally-talks-
about-her-drawings-in-mirrorcity-at-the-hayward-gallery-49602. 
100 “Michael”, Michael Geddis Art, http://www.michaelgeddisart.co.uk/michael/ 
101 “Edna Andrade - Artist Bio,” Locks Gallery, https://www.locksgallery.com/artists/edna-andrade. 
102 Stafford, “'Totally Visual'?” Para 20. 



` 39 

can be “different from the sum of the parts.” The meaning of the parts is different to the 

whole.103 But within the gestalt, our neural networks look for order and structure. Artists such 

as Brigitte Riley who came to prominence during the so-called Op Art movement of the 1960s 

utilised this optical-neural facility in a way that disrupted the perceptual field and therefore 

demanded a neural attention in an effort to establish perceptual equilibrium.104 Use of pattern 

in the drawings discussed above utilises this optical-neural potential to create visual interest 

for the viewer.  

 

1.3 Studio Encounter 
 

Pablo Picasso observed that the artist must look for what can be found.105 By looking 

and noticing, we create possibilities for finding something new. Merleau-Ponty refers to taking 

notice as being “like a spotlight illuminating pre-existing objects hidden in the shadows”.106 

 In the process of looking when creating Residual Leaf (figure 1.3A), I zoomed into a 

section of a ripple. I discovered new layers of activity within the ripple that had previously 

been overlooked. Figure 1.3C shows an enlarged section of the littoral, revealed using 

Photoshop. Jacaranda leaves, small wood chips, bubbles, sand, and stranded foliage became 

part of a new world I was discovering.  

  By looking intently, I noticed the layers of patterns in a tiny ripple — patterns created 

by the interaction motion of the water with the shore.  My depiction of these patterns in 

 
103 Johan Wagemans, Jacob Feldman, Sergei Gepshtein, Ruth Kimchi, James R. Pomerantz,, Peter A. van der 
Helm, and Cees van Leeuwen, “A Century of Gestalt Psychology in Visual Perception : II. Conceptual and 
Theoretical Foundations," Psychological Bulletin 138, no. 6 (2012): 1219. 
104 Stafford, “'Totally Visual'?” 
105 Pablo Picasso, “Statement to Marius De Zayas,” projects.mcah.columbia.edu › pdf › art_hum_reading_49.  
Also refer to Andrews, “Mimesis in Contemporary Art”, 7, where I noted that no one schema can capture the 
complexities presented of a visual world. Reference is made to Merleau-Ponty’s discussion of Cezanne’s 
drawings where he was open to the chaos of sensations.  
106 Merleau-Ponty, Phenomenology of Perception, 28. 
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Residual Leaf communicates to me not only the mechanical workings of the  ripple, but also 

the forces of nature within such a small area on the shoreline. This observation led me to 

consider Colin’s comments regarding  mechanical and interpretative pattern.  

 The role of patterns in communication is discussed by Collins in his reference to 

strings in the context of knowledge theory. Strings are “bits of stuff that are inscribed with 

patterns” which contain knowledge. They “might be bits of air with patterns of sound waves, 

or bits of paper with writing, orbits of seashore with marks made by waves or irregular 

clouds, or patterns of moles, or almost anything”.107 These patterns only communicate 

knowledge when they become meaningful through enabling an ability to do something that 

could not be done before. Such communication is manifested mechanically or through 

interpretation. “Mechanically” refers both to a machine being fed data as codes and to an 

individual’s reflex-like response. “Interpretive” requires a human to find meaning in the 

communication. 

  My response to the figures 1.2A–D was interpretive. However, pattern alone 

does not explain why words such as “force”, “agitation”, “delicate” and “cold” are used in the 

analysis of figures 1.2A–D.108 This is addressed in the following section. Likewise, in 

Kollwitz’s Self Portrait (figure 1.1), why do the thick zigzag-patterned lines communicate 

strength, and back and forth movement? To associate the zigzag used for the arm with such 

movement requires prior knowledge of springs. To allocate a sense of strength to the marks 

indicates an association with concepts of strength. The next section will address the role of the 

subjective in drawn depiction. 

 

 

 
107 Collins, Tacit & Explicit Knowledge, 16. 
108 As discussed above in Section 1.2 Pattern as Connection. 
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1.4 The Role of the Subjective in Depiction 
 

The power of the depicted mark to suggest feeling and associations is the focus of this 

section. Firstly, in order to expand on the framework of the conscious self  discussed in Chapter 

1.1 Consciousness and Connectedness, the role of feelings and emotion and the importance of 

mirror neurons will be discussed.109 Damasio explains that emotion and feeling motivate the 

self. Emotion is the doing of the feeling. Feelings such as pain and joy are required to sustain 

life. Feelings create a sense of vulnerability but also lead to innovation through problem solving 

and risk taking.110  

The discovery of the role of mirror neurons in the 1990s helped explain the resonance 

between our inner neuro-biological world, our minds and the outer world. Experiencing 

awareness of experiential mirror neurons, or empathy neurons, presented insight into the way 

in which brains interact with the inner and outer worlds as both subject and object. The rubber 

hand experiment referred to by Damasio and Metzinger demonstrates the power of empathy 

neurons in linking our inner self to the “other”.111 Metzinger refers to this as “‘the phenomenal 

self-model’, a way for the organism to create a unified concept of self and others. He defines 

phenomenal ... as pertaining to what is known purely experientially, through the way in which 

 
109 Neurologist Vilayanur Ramachandran, describes mirror neurons as a subset of command neurons which are  
located in the brain's frontal lobes. Command neurons fire when the person performs an action. Mirror neurons 
fire when a person sees someone else perform an action, as if simulating the action in their brain. Ramachandran 
explains this is  fundamental to the ability to empathise with another person, to imitate and to emulate. 
     Vilayanur Ramachandran, "The Neurons That Shaped Civilization."  
http://www.ted.com/talks/vs_ramachandran_the_neurons_that_shaped_civilization.html. 01:44 – 02:21. 
110 Antonio Damasio, Feeling and Consciousness, podcast audio, TED Talk 15.57 minutes, 2020, 
https://www.youtube.com/watch?v=ilrelFkDYls. 
111 Metzinger, The Ego Tunnel, p3. Metzinger describes the rubber hand experiment as follows: “the subjects 
observed a rubber hand lying on the desk in front of them, with their own corresponding hand concealed from 
their view by a screen. The visible rubber hand and the subject's unseen hand was then synchronously stroked 
with a probe . . .After a certain time, . . the famous rubber hand illusion emerges. Suddenly, you experience the 
rubber hand as your own, and you feel the repeated strokes in this rubber hand. Moreover, you feel a full-blown 
‘virtual arm’ that is, a connection from your shoulder to the fake hand on the table in front of you. 
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things subjectively appear to you.”112 Tallis believes the subjective—the emotional—cannot 

be reduced to basic functions and states that “If our consciousness were totally explained by 

brain science, we would have no brain science at all.”113 This sentiment is reinforced by 

Damasio’s belief in the need to value the different roles of both the scientific methods and the 

subjective experience as pathways to truths;114 and resonates with Polanyi’s notion of the 

problems of delineating the role of reason and experience in the gaining of tacit knowledge. 

Merleau-Ponty encapsulates this when he says, “the world and man are accessible to two types 

of research, one explanatory, and the other reflective.”115 He also claims that the essential 

process to subjective pathways to knowledge is via perception.116  

Massey claims that the discovery of mirror neurons (empathy neurons) substantiates 

Merleau-Ponty’s theory of subjective awareness.117 The importance of empathy to our 

existence is summed up by Massey as follows: “Empathy brings us into relation with the world 

at large as well as with the other living beings that we have to understand.”118 To illustrate how 

humans might empathise with the non-human environment, I reference the tendency to 

personify our outer environments. We animate the inanimate, for example, in describing a 

choppy sea as angry, or a wilting rose as looking sad. Stafford links empathy, association and 

intuition to this mental facility. 

Brett Whiteley’s Moods of the Sea (figure 1.4), a series of eight studies of different 

moods, demonstrates Massey’s point that empathy is one way of enabling an interactive 

relationship between our inner and outer environments. The title Moods indicates an emotional 

state. Even without the title, the marks create a sense of mood or feelings through variations of 

 
112 Metzinger, The Ego Tunnel, 5.  
113 Tallis, Aping Mankind, 12. 
114 Damasio, The Brain - Creativity, Imagination, and Innovation.  
115 Merleau-Ponty, Phenomenology of Perception, 452. 
116 Merleau-Ponty, Phenomenology of Perception, 215. 
117 Massey, The Neural Imagination, 23. 
118 Massey, The Neural Imagination, 57. 
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directions, and types of lines which suggest a constant transition from feelings of calm to 

excitement. Visual temporal intervals are created through spacing of marks. The closer the 

marks, the shorter the temporal interval as the eye has less distance to travel to the next mark, 

which creates a sense of increased momentum and smoother movements. The words “calm” 

and “excitement” personify the scene in an attempt to empathise. 

 

The power of the gestural line, or the “unfinished” mark, to encapsulate more than 

words could tell, is demonstrated in these works. It would be impossible to capture the whole 

scene due to the enormous amount of perceptual data “out there”. Like the mime artist, only 

enough to spark an association with a mental image from a past experience is needed to engage 

the interpretive facility of the mind/brain.119 

 
119 Garry Hagberg, “Aristotle's “Mimesis” and Abstract Art,” Philosophy 59, no. 229 (1984): 368. 
 

Fig 1.4 Brett Whiteley Moods of the Sea - selection of three of a series of eight 1972-73,  
 pencil and ink on paper 55.8 x 76 cm.  
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My triptych Moods of the Littoral (figure 1.5) demonstrates an application of this 

concept. Repetition of lines creates disrupted patterns which suggest the force and movement 

of the water. Tonal values add a sense of drama, reminiscent of  the Romantic sublime, through 

a contrast of extremes. Use of media to create the marks includes both additive and subtractive 

techniques. Smudging, layering, erasing, sanding, engraving and fine lines are used to 

orchestrate a final gestalt of movement and depth. 

I extended this process in the Littoral Landscapes series (figure1.6.A). In Awakening 

(figure 1.6A), gradual change of spacing between repeated lines was employed to create visual 

movement and to suggest the tide is starting to roll in. The lines indicating the mangrove roots 

have a harmonious swirling appearance which belies the impending deluge of the incoming 

tide. I found myself identifying with the change of state from slumber to wakefulness. In 

Guardians (figure 1.6 B), the repeated jagged, vertical lines of the pneumatophores suggest the 

relentless determination of the mangrove’s survival. In Enveloping Embrace (figure.1.6C), 

roots disrupt the ripples, and viewed close up, they suggest a miniature tsunami effect.  

Fig 1.5 

Jennifer Andrews Moods of the 

Littoral 2016, 

charcoal and ink on Arches paper. 

Triptych - each drawing 20 by 27 cm. 
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The use of such as “determination” in my discussion of Guardian indicate an 

empathetic response to the scene by assigning a human trait to the mangroves. Similarly, the 

titles reference human actions, which is employed to suggest an associated, metamorphic 

empathy. Tacit understanding regarding the impact of the tide, the movement of the water 

around the mangroves, the formation of the mangrove roots and the ability of these roots to 

withstand the incredible force of the water’s movements results from this empathetic 

association.  

 

 
Fig 1.6A Jennifer Andrews Littoral Landscapes Series 2017–18, mixed media on rag paper. In situ at 

Littoral Vista 2018 solo exhibition at Redlands Regional Gallery, Capalaba. 
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 (B) Awakening 2018 (C) Guardians 2017 (D) Enveloping Embrace 2018  

Fig 1.6 B–D Jennifer Andrews, Three works from the Littoral Scapes Series,  

mixed media on Arches paper.  
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Two insights  I gained  from this project warrant discussion at this point. The first 

insight is the importance of context. When the Littoral Scapes series was exhibited at Redlands 

Regional Gallery, a viewer “saw” castles and fortresses in the drawings. He was unaware that 

these were depictions of the littoral. I realised how much my informed knowledge of the site 

impacted my interpretation. I concluded that, particularly when scale is changed and ambiguity 

becomes part of the visual puzzle in the problem-solving process, and  if the artist’s intention 

is to enable the acquisition of tacit knowledge, rather than purely fanciful imaginings, a 

direction or clue is needed to establish context. This could be in the form of a title or a short 

explanation. This is not to suggest that a viewer should not see castles and fortresses, but rather, 

I would hope that discovering these images within depictions of the littoral might extend the 

viewer’s tacit knowledge, and their awareness of the characteristics of the site.  

The second insight relates to  the relevance of Tallis’ double intentionality, which is 

“the ability to apply a memory of a feeling to the present, (which) opens the world to possibility, 

the absent, the actual and the possible”.120 By accessing mental images laid down through past 

experiences, I was associating human traits to a feeling experienced in my response to the 

source reference. This led me to investigate metaphor as an application of this double 

intentionality. 

 

 

 

 

 

 

 

 
120 Tallis, Aping Mankind, 128. 
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1.5 Metaphor and Interpreting a Depiction 
 

… that the gap across which the metaphor carries us is one that language itself 
creates. Metaphor is language’s cure for the ills entailed on us by language. If the 
separation exists at the level of language, it does not at the level of experience. […] 
The point of metaphor is to bring together the whole of one thing with the 
whole of another, so that each is looked at in a different light.  
—Iain Gilchrist121 

  

 

 

 

As my work progressed, I realised that I was using metaphors to associate with and to 

explain the tacit understandings evolving through the perception and response process of 

drawing. Gilchrest’s quote above correlates with Gombrich’s assertion that metaphors are an 

indication of the ability of our minds to create new associations.122 To exemplify this, I will 

 
121 Iain McGilchrist, The Master and His Emissary: The Divided Brain and the Making of the Western World, 
(London: Yale University Press, 2009), 116, 118. 
122 Gombrich, Art and Illusion, 264. 

Fig 1.7 Jennifer Andrews Ripples on the Littoral – Littoral Series 2014 
watercolour, charcoal, graphite on rag paper 43 by 70 cm. 
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refer to Ripples on the Littoral (figure 1.7). The process of drawing—of layering media, of 

washing and sanding areas and of embedding marks into and onto the surface over time—

creates layers of experience, which creates a new gestalt.  

When viewing the complete drawing, I identified possible landscapes. I refer to them 

as hidden landscapes because these were hidden from me until I discovered them in the 

depiction. These metaphoric landscapes became metaphoric hidden worlds. My conscious 

awareness of possibilities is extended. I experienced a new understanding of the layered 

complexity of the subject in a perceptual, experiential way.  

In the perceptual quest to make sense of what I am seeing, my mind looks for possible 

associations with familiar experiences. The metaphor creates a mental image to extend my 

understanding of the depicted image. Just as Kollwitz’s Self-portrait (figure 1.1) presented 

possibilities for many layers of interpretation, from the tangible to the intangible, so too does 

Ripples on the Littoral (figure 1.7), present many possibilities for interpretation. Tacit 

knowledge can be difficult to verbalise. The use of metaphor is used in this section as a means 

of communicating that which is difficult to verbalise — that which is non-discursive. 

 

1.6 The Issue of Aesthetics 
 

  The contribution of advances in neuroscience to understanding the brain’s neurological 

activity in responding to visual stimuli and images has been referenced in the above 

investigation, especially with reference to empathy and subjective connection. An outcome of 

the developments in brain imaging in the 1990s was neuroaesthetics. It should be noted that 

before the discovery of mirror (empathy) neurons, empathy theories of aesthetics existed. An 

example is Massey’s reference to Robert Vischer, who in 1873 theorised the relationship 

between the body “and its systems, especially the visual system, with what it perceives ” and 
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that “we have the wonderful ability to project and incorporate our own physical form into an 

objective form”. 123 

 In The Neural Imagination, Massey examines the “alliance of neuroscience and 

aesthetics” and the resulting neuroaesthetics. He acknowledges aesthetics’ etymology as being 

“the study of sensation” and defines the modern meaning of aesthetics as “the study of beauty 

and of the arts”.124  

 In his 2003 Reith Talk, neurologist Ramachandran claimed that through 

neuroeasthetics, the “problem” of aesthetics would be resolved with the proof of universal 

aesthetic basics that would bridge the gap between scientific and artistic mental processes, 

which would see “the dawning of a new age where specialisation becomes old-fashioned and 

a new 21st century version of the Renaissance man is born”.125  

 The search for universals of expression in elementary forms has been evident since 

antiquity.126 The aesthetics of eighteenth-century Romantic visual art is described by Stafford 

as “longing to re-imagine the remote origins of art by abstracting simple or primitive building 

blocks (verticals, horizontals, diagonals)”.127 As well as these basic structures, she also 

discusses the resonance between the individual and forces of the outer world, stating that brain 

imaging research is catching up with this “[f]undamental Romantic insight that individual 

things and scenes constitute a resonating system. Together, they excite sympathies and 

associations in the onlooker.”128 

 
123 Vischer cited by Massey, The Neural Imagination, 35. 

124 Massey, The Neural Imagination, 14. 
125 V. S Ramachandran, "Lecture 3: The Artful Brain," BBC, http://www.bbc.co.uk/radio4/reith2003/. np 
Note: Ramachandran's “suggested 10 universal laws of art: 1.Peak shift 2.Grouping 3.Contrast 4.Isolation 
5.Perception problem solving 6.Symmetry 7.Abhorrence of coincidence/generic viewpoint 8.Repetition, rhythm 
and orderliness 9.Balance 10. Metaphor”. 
126 Irving Massey, The Neural Imagination: Aesthetic and Neuroscinetific Approaches to the Arts, (Texas: 
University of Texas Press, 2009), 34. Massey demonstrated this by referring to “Plato’s interest in the five 
possible geometric solids.” 
127 Barbara Maria Stafford, Echo Objects: The Cognitive Work of Images (Chicago: University of Chicago 
Press, 2007), 25, 199. 
128 Stafford, Echo Objects, 90. 
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 Massey identifies two main directions of aesthetics in the nineteenth century: firstly the 

belief in the supremacy of the universal geometric shape in visual art, and secondly the 

acknowledgement that “ . . . we respond to these basic forms because we experience them as 

symbolic of our own bodily attitudes and needs, as well as of the feelings associated with those 

attitudes are needs.”129 An example of the nineteenth-century quest for universal basic forms 

is the work of French psychologist-aesthetician Leon Arnault, who claimed that “the best form 

is geometric form; the sphere unites the elements of the greatest perfections.”130 Likewise, 

Cezanne’s “‘manifesto’ of 1904 . . . demands that nature be interpreted through the cylinder, 

the sphere, the clone, and the plane”.131  

 The development of abstract art in the twentieth century explored basic, pure form as 

a means to an end, and separate from content. Gilmore references art historian, Suzi 

Gablick’s observation that with abstraction, art became intellectualised, and  “construction of 

pure form” became the focus of the art process. 132 Gilmore argues that the development of 

this approach into abstract expressionism resulted in artworks in which “[f]orces replace 

objects” 133.  He observes that the relationship of surface planes, line and colour, creates a 

visual dynamic suggestive of emotional tensions, or forces.134 This in turn creates perceptual 

possibilities for interpretation by the viewer. 135 

 Neurosaethetics can demonstrate neural activity in response to visual stimuli and has 

extended understanding of the mechanics of vision. Stafford surmises that such a search for 

fundamental basics acknowledges the belief that these are embedded in nature, as well as in 

 
129 Massey, The Neural Imagination, 34. 
130 Massey, The Neural Imagination, 31. 
131 C. E. Gauss, The Aesthetic Theories of French Artists: 1855 to the Present (Baltimore: Johns Hopkins 
University Press, 1949), 46 quoted in Massey, The Neural Imagination, 30. 
132 John C. Gilmour, Picturing the World (Albany NJ: State University of New York, 1989), 73 
133  Gilmour, Picturing the World , 81. 
134  Gilmour, Picturing the World , 78. Gilmour’s analysis of Hans Hoffmann’s The Golden Wall (1961), oil on 
canvas, 60 by 72.25, demonstrate the tension of the diagonal, the flatness of the planes of gold and the inherent 
dynamics of the painting (ibid.). 
135  Gilmour, Picturing the World , 77. 
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human brains, creating a “body-based semiotic system connecting cognitive with 

environment”.136 This is particularly relevant to Chapter 1.2 Pattern as Connection.  

 Not unexpectedly, neuroaesthetics did not and cannot solve the “aesthetic” problem 

with a definitional or taxonomic system. The fallout of regulating aesthetics is addressed by 

Lyotard, who claims that personal decisions on values risk being replaced by values of money 

and power (a risk exemplified in many cultures and eras). Massey claims that suggestions by 

neuroeasthetician, Zeki—that art should aim to mimic the functioning of the brain—overlooks 

the expansive potential of the creative mind. Both Massey and Lyotard encourage artists to 

explore possibilities and to challenge values and restrictions.137  

 Stafford claims that neuroscience’s focus on localised activity in the brain 

underestimates the complex interlocking image making and sensory systems of the human 

organism which respond experience and memory. Similarly, Massey states that the mechanics 

of vision in itself is not aesthetic. Tallis claims that attempts to explain aesthetics by 

neuroscience is mechanistic and reductionist, and overlooks the engagement of the self with 

art works. I suggest it is this engagement which is fundamental to the development of 

understanding from experiences with art works.138 Tallis writes that works of art: 

invite us not only to have experiences but to reflect on our experiences; not 
merely to have visual tingles but to think about what is before us. In the case of 
representational works, we are invited to reflect on what is shown, to accept or 
refuse the symbolic significance, to rejoice in the beauty of the world or deplore 
its horror.139 

   

 
136 Stafford, Echo Objects, 199.  
137 Massey, The Neural Imagination, 43; Jean-Francois Lyotard, Geoff Bennington, and Brian Massumi, 
"Appendix: Answering the Question: What Is Post Modernism?," trans. Régis Durant, Postmodern Condition: A 
Report on Knowledge (Minneapolis, MN: University of Minnesota Press, 1984), 71–84, 
http://ebookcentral.proquest.com/lib/griffith/detail.action?docID=310160. 
138 Raymond Tallis, "The Limitations of a Neurological Approach to Art," The Lancet, 19–20, 
https://www.thelancet.com/journals/lancet/article/PIIS0140-6736(08)60975-7/fulltext.  
139 Tallis, "The Limitations of a Neurological Approach to Art," 20. 
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Mechanical localisation of brain activity cannot explain why we are aroused to respond. 

Neuroaesthetics can explain the how, but it cannot explain the “why” of subjective judgements 

of value or taste and the ability of an image to invoke thought and evolve tacit learning. This 

instead becomes part of what Tallis refers to as the mystery of the human mind, one which 

empowers the self to explore possibilities.140 

 

__________________________________________________________________ 

 

 In reflection on this first chapter, it becomes apparent that perception and imagination 

are central to the process of attaining an individual awareness of a world. Perceptual input 

and individual response have been discussed in terms of intersubjectivity, mirror 

neurons, internal mind maps, and how this impacts the depiction and drawing processes. The 

process of seeking to understand the object-subject connection fuelled the investigation of 

resonance and connectivity between the viewer and the world in general, and viewer and the 

depiction. Belting’s triad of mind, brain and medium, referred to in the Introduction in the 

context of the transient nature of the image, is again referred to when discussing resonance of 

the inner self and the outer world in the context of drawing.141 This discussion situates it 

within the realm of the conscious self in a way which enables it to be involved in evolving 

application and interpretation.  

 Acknowledging that visual perceptual demand on the individual, I’ve highlighted the 

mind’s propensity to search for pattern, our inbuilt wiring for mimetic experience, 

and completed an analysis of the subjective within both of these frameworks, as a means to 

 
140 Stafford, Echo Objects, 200; Massey, The Neural Imagination, 42, 18; Raymond Tallis, Aping Mankind: 
Neuromania, Darwinitis, and the Misrepresentation of Humanity (Durham, UK: Acumen Publishing Limited, 
2012), 105. Referred to in section 1.1: Consciousness and Connectivity. 
141  Hans Belting, "Image, Medium, Body: A New Approach to Iconology," Critical Inquiry 31, no. 2 (2005): 
302–03. 
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understand ways that might hold viewer attention. Exploring the human ability to engage 

imaginatively also led to discussion of some Gestalt theory concepts of  the whole becoming 

more than the individual parts.142   In my methodology I apply this concept, much as a mime 

artist might extract a part and create a new whole. For my drawing  Moods of the 

Littoral, figure 1.5, I selected a small part of a ripple, but the image becomes a whole, which 

in itself, is comprised of more parts. The expansion of the concepts of combining parts to create 

a new entity is further explored withing the framework of temporality in Chapter 3. 

 The outcomes for my studio works were: an increase in awareness of the importance 

of not just looking, but also noticing; being open to possibilities and avoiding assumptions. 

To explain my interpretations and insights discursively, in Section 1.5,  I employed metaphor 

as a tool for bridging the gap between subjective experience, imagination and 

interpretation.  I conclude that my approach to the process of drawing—of layering media, 

washing and sanding areas and of embedding marks into and onto the surface over time—

generates layers of experience, which creates a new gestalt. In Chapter 2, The Role of 

Materiality in Interpreting a Depicted World, I extend my research on materiality in the 

drawing process to examine the marks created, the configuration of the depiction, and the 

role of the surface in a drawing. 

Chapter 1 also highlights the continuum of change in which the individual functions, one that 

requires constant recalibration of the inner self and the outer world. This concept is further 

explored in the context of temporality and experience  in Chapter 3.  Temporality is also 

referenced in Chapter 1, in my analysis of Whiteley’s Moods of the Sea, (figure 

1.4), where  I  observed that  the closer the marks within the drawing, the shorter the temporal 

interval, as the eye has less distance to travel to the next mark, contributed to the sense of 

 
142 Johan Wagemans, Jacob Feldman, Sergei Gepshtein, Ruth Kimchi, James R. Pomerantz,, Peter A. van 

der Helm, and Cees van Leeuwen, “A Century of Gestalt Psychology in Visual Perception : II. Conceptual and 
Theoretical Foundations," Psychological Bulletin 138, no. 6 (2012): 1219. 
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movement and mood.    In Chapter 3, Extending a World through Drawn Depiction, the 

concept of continuum and temporality are further explored within the context of 

understanding drawing as being “part of a continuum of making and thinking and of 

invention and completion”.  143 

 

 

 

 

  

 

 

 
 
 

 

  

 
143 Petherbridge, The Primacy of Drawing, 18. 
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Chapter 2. The Role of Materiality in Interpreting a Depicted World 

 

 

The work of art cannot be interpreted for what ‘it’ knows. Rather, the 
listener or viewer may be compelled to engage in tacit processes of 
contemplation, reflection and consequent knowledge production, 
interwoven with context, aesthetic materials and participating 
individuals.  
—Ian Sutherland and Sophia Krzys Acord144 
 

 

 The correlation between drawn marks and feelings and our propensity to search for 

pattern was discussed in the previous chapter. Belting’s triad of mind, body and medium was 

situated in the realm of consciousness in the process of creating a drawn depiction and enabling 

evolving tacit knowledge. In this chapter, the focus is on the intertwined nature of perception 

of marks, surface and the configuration of the subject and how this can influence interpretation 

of a depiction. 

  Sutherland and Krzys Acord claim that static concepts of absolute knowledge fuelled 

by easily accessed online “facts” cultivate acceptance of the artefact as being the holder of 

absolute knowledge. 145 

 Tacit and explicit socially accepted norms for interpreting and discussing art propagate 

acceptance of this approach to the artefact as being a static entity of knowledge. Instead, 

Sutherland and Krzys Acord advocate the potential of art to empower evolving knowledge 

through experential involvement.146 This moves from a belief in the artefact as the holder of 

absolute knowledge to art precipitating an evolving knowledge. Even though their research 

involved viewers in the art making process, it is the emphasis on experiential involvement 

which I find particularly relevant here. In my research, experience includes visual perceptual 

 
144 Sutherland and Krzys Acord, “Thinking with Art,” 135. 
145 Sutherland and Krzys Acord, “Thinking with Art,” 127. 
146 Sutherland and Krzys Acord, “Thinking with Art,” 125–135. 
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experience and responses for both viewer and artist, and for the artist’s perceptual responses in 

the process of looking, and noticing, and in the process of creating the depiction. 

 The perpetual process of perception affords ongoing and evolving visual experiences 

for both artist and viewer. In this chapter, this experience will be investigated in the realm of 

twofold perception, make-believe and the possibilities of the animate nature of vision on the 

perceptual field. With particular reference to viewing scenes, Stafford describes vision as 

follows: “Vision is animate, a bodily sampling of one’s changing surroundings that locate the 

viewer in a particular territory in a direct experiential way.”147 The perceptual mix of 

materiality and make-believe to trigger a viewer’s sense of connection and to empower 

interpretation means that the mental facility to invent or make-believe and the concept of gestalt 

are intertwined. Although the gestalt is greater than the parts, investigating the image process 

of inscription on a material substratum requires attention to both materiality and configuration, 

which when combined creates the whole.  

 

2.1 Twofold Perception and the Perceptual Field  
 
 

To study the connections of self, depiction and materiality, this discussion commences 

with the concept of twofold perception. Podro explains this concept as the materiality of a 

surface being perceived along with the “configuration of subject—interacting and transforming 

each other within our experience” and that “we should assume two different kinds of perceived 

aspect—of the materiality of the surface and of the materiality of the subject interacting and 

transforming each other within our experience”.148 In this context, a drawing by each of the 

following artists will be analysed: Leonardo da Vinci, contemporary English artist Tania 

 
147 Stafford, Echo Objects, 101. 
148 Podro, Depiction, 7.  
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Kovats (b. 1966), and contemporary Australian artist Nicholas Harding (b. 1956). Reference 

will also be made to Emma McNally’s works.   

 

Fig 2.1A 

 
Fig 2.1B  

 

 
Fig 2.1C 

 
 

Fig 2.1A Leonardo da Vinci Study of Five Grotesque Heads c1494, pen and brown ink 26×20.5 cm  
 
Fig 2.1B Tania Kovats Feather of an Ivory Gull 2013, pencil on paper 30 x 21 cm 
 
Fig 2.1C Nicholas Harding Diggers Scrub 2014, ink on paper, 164 x 143cm 
 

  

 The relationship between the marks, and the surface, in Leonardo da Vinci’s  Study of 

Five Grotesque Heads (figure 10.A), is so intertwined in the configuration of the depiction that 

the five heads seemingly emerge from, and exist within, the surface. What Podro refers to as 

the “impulse” of lines, or what Petherbridge calls the “charged lines”, created by the dynamic  

variation of width and tone, enhances the sense of vitality of the image.149 The use of pen and 

 
149 Podro, Depiction, 9. 
Petherbridge, The Primacy of Drawing: Histories and Theories of Practice, 62. 
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ink gives a clear sharp line which enhances clarity of features. These lines seemingly wrap 

around the figures to suggest a three-dimensional quality. Tonal areas are used with an 

economy of means to enhance the form. 

 Kovats’ Feather of an Ivory Gull (figure 2.1B) demonstrates the same harmonious co-

existence between surface and the marks of configuration. Whereas the lines in Leonardo da 

Vinci’s drawing seemingly emerge from within the surface and suggest movement, the 

lightness of the marks in Kovats’ drawing create the illusion of  dissolving into the surface, 

suggesting possibilities of weightlessness and timelessness. The medium of pencil enables a 

softer mark more in keeping with the sensation of lightness.  

 In the drawings by both Leonardo da Vinci and Kovats, there is an illusion of the surface 

simultaneously holding and releasing the image embedded in it, as if in synchrony with the 

viewer’s process of discovering knowledge embedded in the surface by the marks. 

 Nicholas Harding’s drawings Diggers Scrub (figure 2.1C), viewed at the Lismore 

Regional Art Gallery, depicts rugged landscape. Harding works from mimetic starting points, 

referencing photographs, but gradually moves away from the photograph to allow for the 

materiality to play an important role in the direction of his work. After gluing two large sheets  

together, he removes the outer surface of the paper to reveal the softer working surface, which 

responds more expressively to his scraping back into the layers of ink.150 With close viewing, 

the perceptual field becomes interrupted by the physical disruption of the surface created by 

the tearing and breaking of the paper’s surface. The technique enhances the perceptual 

suggestion of the rugged nature of the subject, enabling a visual perceptual communication of 

the harshness of the environment. In this way, the surface treatment contributes to the affective 

 
150 Information about Harding’s process was obtained from didactics accompanying Harding’s work at the 
Lismore Regional Art Gallery when viewed in 2015.  
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response of the viewer. From a distance, the depiction’s gestalt emerged as a coherent picture 

of human subjects within a powerfully rugged and embracing landscape.  

 McNally also disrupts the surface in her Choral Fields (figures Intro.1 A, B) by using 

sandpaper. Like Harding’s drawing, when seen from a distance, the marks and surface combine 

to create a unified gestalt of mystical fields. Unlike Harding’s drawing, close-up viewing of 

Choral Fields reveals multiple layers of fields of patterns.  

  The potential of chance images to spark imagination has long been a source of 

fascination among artists—long before gestalt theory was devised. Leonardo da Vinci 

understood the impulse to resolve random marks. Leonardo da Vinci was focused on the strictly 

imaginative or make-believe aspect of perception in his advice to artists seeking inspiration to 

“look at walls splashed with a number of stains or stones of various mixed colours. If you have 

to invent some scene, you can see there resemblances to a number of landscapes.”151 This 

tradition of inspirational construction from formless shapes and nebulous substances had its 

beginning in Classical thought, where Pliny noted “nature herself offering up images of 

centaurs and faces of bearded kings in cracked blocks of marble”, as inspiration to the artist or 

poet, and reached its zenith, in art at least, with Cozens “codifying an ink-blot-inspired 

technique for composing landscapes”.152 My project has only distant kinship to this tradition 

of the “chance image” or the “image formed in the clouds” as it was referred to by Gombrich 

and Horst W. Janson.153 Works created as fanciful images do not resemble the starting point. 

My drawings evolve from and retain some resemblance to the starting point, while still inviting 

viewer participation through engagement of the imagination.  

 

 
151 Leonardo da Vinci, Treatise on Painting, trans. Philip A. McMahon, Princeton, NJ, 1956, vol. 1, 50. Quoted 
in: Amy Knight Powell, “Images (Not) Made by Chance,” Art History 40, no. 2 (2017): 382. 
152 Powell, “Images (Not) Made by Chance,” 381. 
https://onlinelibrary-wiley-com.libraryproxy.griffith.edu.au/doi/10.1111/1467-8365.12311. 
153 Gombrich, “The Image in the Clouds,” 153-169; Horst W. Janson, “The Image Made by Chance.” 
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2.2 Configured Image—Mental Image 
  

 The works discussed above demonstrate how the artist’s manipulations of the inherent 

materiality of the drawing process can embed their experience into a depiction so as to enrich 

the interpretive process of the viewer. Inherent within responding to depiction is the innate 

human ability to “attend to and to imagine away the distinction between real and fictive”, to 

convince ourselves that the marks on a surface constituting the configured image are, for 

example, a feather.154  

  In a two-dimensional depiction from one-viewpoint of a three-dimensional subject, 

some parts of the subject might not be portrayed. Recalling a mental image from previous 

experience enables the imagination to fill in what is missing. Bence Nanay calls this amodal 

perception.155 In Leonardo da Vinci’s Study of Five Grotesque Faces (figure 2.1A), although 

only one ear on the faces is depicted, we obviously do not assume they have only one ear. We 

have an expectation, which can become an anticipation of what is depicted, even though it is 

absent.  

  

2.3 Studio Encounters 
 

 Two of my drawings, Littoral Ripple (figure 2.2.A) and Residual on the Littoral, from 

my residuum series (figure 2.3), will now be discussed in this context of twofold perception. 

This will be followed by a further investigation of surface in my Littoral Treasures Series 

(figure 2.4). 

 
154 Podro, Depiction, 6. 
155 Bence Nanay, "Perception and Imagination: Amodal Perception as Mental Imagery."  Philosophical Studies 
150, no. 2 (2008). 240. 
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 In Littoral Ripple (figure 2.2.A), subtractive and additive processes have been 

employed. The close-up images of sections of this work (figures 2.2 B, C, D) show the layering 

of media created through this process. Through engraving techniques, the paper surface 

becomes exposed and adds both a tonal and textual quality. In Harding’s work, the exposed 

torn paper suggested the harshness of the scene; in Littoral Ripple, the exposed paper adds 

linear tonal contrast, enhancing a sense of movement suggested by the repeated oblique lines. 

I combined both wet and dry media. I exploited the liquid qualities of  watercolour and  ink, 

and also used water with charcoal, to depict the inherent quality of water. Washing off marks 

in a manner reminiscent of the movement of the ripples as well as sanding to embed remnants 

of marks into the paper surface, provided a method to configure the experience of peering into 

a ripple.  

 
Fig 2.2A Jennifer Andrews Littoral Ripple – Littoral Series 2015, watercolour, ink, charcoal and graphite on rag 

paper 46cm x 68cm. 

 
 Fig 2.2B    Fig2.2C   Fig 2.2D 

Fig 2.2 B, C, D Close up views of sections of figure 2.2A. 
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Fig 2.3 Jennifer Andrews Residual on the Littoral 2016, charcoal, graphite, Arches paper 45 x 108cm. 
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 Residual on the Littoral (figure 2.3) depicts leaves, twigs and trapped bubbles left by 

the outflowing tide. Reminiscent of McNally’s techniques, sanding was used extensively to 

integrate surface and marks in a layering process. The aim was to suggest the image as 

emerging from within the surface, while embedding layers of experiences. As observed in 

drawings by Leonardo da Vinci and Kovats, discussed above, the marks that configure the 

image create a sense of the image emerging from, and existing within, the surface. Sanding and 

erasing were used in the process of building layers.  

 Large areas of uncluttered space allowed the eye to rest, and the mind to fill in the 

“gaps” with possibilities. My understanding of how this connects with my research topic was 

enhanced through listening to an ABC Mindfield podcast, “Needs of the Soul: Silence”i156. In 

this podcast, silence is approached as a positive space—rather than a negative void—where the 

mind could gather fragments of thoughts and discernment was enabled. Applying this analogy 

to the drawing process, large areas of surface become spaces where the mind can assimilate the 

perceptual input of marks on a surface, providing for discernment and enabling imagination. 

 In both figures 2.2 and 2.3, spaces for discernment were created by unmarked surface 

areas, and also by “quietened” areas; that is, areas where the surface marks are lighter or less 

complex than areas around them.  

 

 
 

 
156 Waleed Aly, Scott Stephens, Sarah Bachelard, Needs of the Soul: Silence, podcast audio, The Minefield 
45.55minutes, 2019, https://www.abc.net.au/radionational/programs/theminefield/needs-of-the-soul:-
silence/11091090. 
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Fig 2.4 Jennifer Andrews Treasures of the Littoral 2015, mixed media on Arches paper. Bottom right shows full 

series of 9 each 6 x 8cm diplayed in  Precious – The Lure of Skill, group exhibition, Bosz Gallery, 4/9 Doggett 

Street Fortitude Valley 4006. 

 

 

In creating my series Treasures of the Littoral 2015, (nine miniatures) I investigated 

whether large scale was an essential component for attracting attention, the link between  

subject; materiality and process; and the use of compositional devises to explore the fictive and 

the actual. 

    I layered marks onto the paper using both wet and dry media. As I observed that my 

subjects in the littoral were often submerged in water, at the mercy of the tides, I extended my 

use of water to become part of the process by regularly submerging drawings into water, drying 
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the paper and working into the marks. This added an element of the unexpected, much like the 

changing marks on the shore as water recedes.   

 I investigated  the fictive and the actual through experimenting with borders and 

suggesting the “breaking out” of one border. In each drawing, the image was extended beyond 

a drawn boundary, as if moving beyond a window. This suggests that more is “happening”, 

and in doing so invites the viewer’s mind to fill in the gaps.157  

   The  initial aim of Treasures of the Littoral was to investigate whether large scale was 

an essential component for attracting attention. Many viewers commented that the 

compositional structure initially caught their eye, and that closer viewing of detail and pattern 

held their attention. My conclusion was that regardless of scale, it is the configuration of the 

image, through application of media and approach to surface, which creates a sense of inviting 

vitality in a depiction. 

____________________________________________________________________ 

In summary this chapter has referenced surface, scale and the impact of vision being 

animate. The surface not only holds marks but also becomes an essential part of the 

interpretative process. The surface supports the medium’s trace; it works with the artist in 

determining the type of marks which can be made and allows the viewer’s eye a visual territory 

within which to explore a depiction. This applies regardless of scale. 

The continuum of drawing includes the notion of vision as animate and the impact on 

perceptual experience of surface, mark and configuration of the image. Approach to surface 

and use of media impacts retinal movement of gaze throughout a drawing. The resulting 

opportunity to experience the work from different viewpoints enables more capacity for 

 
157 Podro, Depiction, 7. 
Every surface has a boundary “and contrary to what we might have expected, calling into question the real fictive 
boundary may enhance the vividness of the fiction rather than undermine it… This impulse to sustain the fiction 
is underscored by … first, the real-fictive border, for centuries a metaphor for the boundary between the immanent 
world and the divine, and by extension between the living and the dead; and second, the recurrent challenge to 
the visual artist to transcend the structure of depiction beyond the merely visual…”   Podro, Depiction, 17. 



` 68 

developing insights into the embodied knowledge within the work. Personal past experiences 

influence the individual’s willingness and ability to bestow a sense of vitality or life force into 

the image. Any knowledge embedded within the image will be interpreted within the structure 

of prior experience, which is also in a state of continuum; in this way the drawn image, the 

artefact, becomes a catalyst for evolving knowledge, rather than the holder of absolute 

knowledge.  

To complete this chapter, I reference figure 2.5A Embrace of the Littoral—a close-up 

study of a ripple—and figure 2.5B, which shows some of the stages and marks of depiction 

used in developing figure 2.5A. Additive and subtractive methods are used. It is an example of 

the concept of the intertwined nature of media, surface and configuration of the subject that 

demonstrates my use of surface as a means of holding the history of the drawing.  

In Chapter 3, I extend these concepts of perception and materiality into aspects  of 

temporality in drawn depiction and the impact on the  development of non-discursive 

understanding through drawing. 

 

Fig 2.5A Jennifer Andrews Embrace of the Littoral 2016, mixed media on rad paper, 51 x 95cm. 
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Fig 2.5B Jennifer Andrews, Process illustrations for Embrace of the Littoral 2016, refer to figure 2.5A. 
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Chapter 3. Extending a World through Drawn Depiction 

 
 

  
  The previous chapter concluded with discussions about continuum in the 

drawing process and the correlation between materiality and perception. In this chapter, I 

propose that these attributes contribute to aspects of temporality in drawn depiction, which in 

turn have the potential to strengthen the role of drawn depiction in the development of non-

discursive understanding. Further, I demonstrate that temporality and materiality in drawn 

depiction are ubiquitous and entangled. Temporality will be approached from two starting 

points—“aesthetic time” and the “illusive present”. Both starting points demonstrate the 

potential of depiction to disrupt the construct of linear time. The former will be discussed as 

an example of the power of artefacts, including drawn depiction, to maintain the vitality of the 

image, despite time and location. The latter will be explored and applied in the context of the 

intertwined nature of perception, materiality and interpretation. 

 Artist, curator and academic Ross Woodrow used art historian Keith Moxey’s phrase 

“aesthetic time” in outlining the rationale for his exhibition Stopping Time – Material Prints 

from 3000BCE to Now.158 In the catalogue essay, he extends his analysis of aesthetic 

experience of material images beyond the contemplative immersion or reverie associated with 

all art engagement to signify a heightened consciousness that stops time: where the materiality 

of the image transcends temporality by locating the depiction in the present moment.159 The 

idea of a material image having the timeless capacity to reactivate in any present moment is 

best expressed using the term “anachronic” rather than with the negative descriptor 

 
158 “Stopping Time: Material Prints from 3000 BCE to Now,” https://www.stoppingtimeart.com/. 
Exhibition dates: Gympie Regional Art Gallery, QLD (25 September – 16 November 2019) . Newcastle Art 
Gallery, NSW (29 February - 10 May 2020). Logan Region Art Gallery, QLD (23 October – 28 of Nov 2020) 
Grafton Regional Gallery, NSW (8 October - 5 December 2021) 
I viewed the exhibition at the Logan Region Art Gallery, QLD 
159 Ross Woodrow, “Time Machines (Making Time),” in Stopping Time: Material Prints from 3000 BCE to 
Now - Exhibition Catalogue (Newcastle Art Gallery, 2019), 10. 
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“anachronistic”, out of time, as in old-fashioned.160 The exhibition exemplified the anachronic 

nature of the material image by arranging prints by theme rather than by era.161 When I viewed 

an exhibition of Leonardo da Vinci’s drawings at the Uffizi Gallery, Florence, in 2007, the 

vitality of the images transcended time, demanding my attention and exemplifying the meaning 

of the anachronic nature of images. 

 Moxey refers to this potential timelessness, observing that “the experiences of the 

image is distinct from the time that surrounds it.”162 Moxey advocates that a tangible work of 

art transcends time by its very presence. The “presence” of the work of art—its ontological 

existence, the potential timelessness inherent in the presence of the tangible image—contrasts 

with what Crary describes as the “sequence of displacement and obsolescences” of intangible 

digital imagery.163 Not only can the image transcend historical chronology, but it can also 

create its own time. As mentioned in the introduction, when viewing Emma McNally’s work, 

I experienced a sense that time was suspended. Mezinger states, “Everything is in the now. 

Whatever you experience, you experience it as happening at this moment”164 A memory of an 

event is in the now, even though the event happened in the past.165 Through this memory, we 

can experience “double intentionality”, as referred to in Chapter 1.3. and it is through this 

experience that Tallis claims the world is opened “to possibility, the absent, the actual and the 

possible”.166  

However, as neural processing requires time, we can never actually be in touch with 

the present, so the sense of now-ness is therefore an illusion—an illusion which “successfully 

bundles perception, cognition and conscious will in a way that selects just the right parameters 

 
160 Woodrow, “Time Machines (Making Time),” 10. 
161 “https://www.stoppingtimeart.com/”; Woodrow, “Time Machines (Making Time),” 6. 
162 Keith Moxey, Visual Time (Durham and London: Duke University Press, 2013), 16, 
https://play.google.com/books/reader?id=NEC2AgAAQBAJ&hl=en&pg=GBS.PA54.w.0.0.232. 
163 Crary, Suspensions of Perception, 13; Moxey, Visual Time, 15. 
164 Metzinger, The Ego Tunnel, 35. 
165 Metzinger, The Ego Tunnel, 37.  
166 Tallis, Summers of Discontent, 128. 
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of interaction with the physical world”.167 Although an illusion, it is also therefore an inherent 

part of our being. Awareness of now, the state of being aware of the moment, is fundamental 

to the psychological construct of mindfulness. According to Shapira, Carlson, Astin and 

Freedman, although mindfulness draws on Eastern meditation practices and in particular 

Buddhist meditation, it “is more than meditation”, being inherently a “state of consciousness” 

which involves consciously attending to one's moment to moment experience”; they describe 

meditation as being the scaffolding to enable this state of mindfulness.168 Merleau-Ponty refers 

to now or the present as an essential component of stabilising the self. He describes now as a 

flow between past and future, and he describes past and future as horizons.169 He claims that 

perception opens these horizons to enable knowledge to be established.170  

Experience and the awareness of now are further explored by Tallis in his reference to 

arrival. In Summers of Discontent, Tallis talks about the impossibility of arrival as an analogy 

of the impossibility of capturing the now. Our anticipation is built on experiences and 

sensations. Although we cannot capture the now, we also are constantly creating new 

expectations which often result in a diverted focus of attention. Tallis explains this through the 

example of a child who is unencumbered with external demands and expectations and therefore 

has the ability to focus on the now. Their attention is held by the focus of their interest, and 

therefore noticing, or discovering. In this state, time seems to be suspended and new “worlds” 

emerge through an awareness of possibilities.171  

A work by contemporary Austrian artist Constantin Luser (figure 3.1) displayed at the 

Drawing Now exhibition in Vienna in 2015 exemplified the illusive now. This work features 

finely drawn symbols and images on a large white wall and wire constructions moving gently 

 
167 Metzinger, The Ego Tunnel, 39. 
168 Linda E. Carlson Shauna L. Shapiro, John A. Astin, Brenedict Freedman, “Mechanisms of Mindfulness,” 
Journal of Clinical Psychology 62, no. 3 (2006): 375. 
169 Merleau-Ponty, Phenomenology of Perception, 71–72. 
170 Merleau-Ponty, Phenomenology of Perception, 215. 
171 Tallis, Summers of Discontent, Ch2, 23–44. 
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in air currents, creating a changing flow of shadow lines in the work.172 As I viewed the work, 

at no time was the drawing totally fixed, as each moment offered new possibilities of 

interactions between the wire lines, the shadows, and the wall image. My position in space also 

impacted my perception of the whole gestalt of the work. The past image could not be exactly 

replicated but the experiences developed an expectation or anticipation of what might occur.  

 

 

Fig 3.1 Constantin Luser Objects and Wall 2015, drawing with fineliner, at Drawing Now 2015 Vienna. 

 

Tallis refers to “postcards in the mind”,173 alluding to the mental image created by 

experience and the impact these images have on anticipated expectations. Due to numerous 

variables, the experience cannot be completely replicated. Instead, the “postcards in the mind” 

can be extended or modified. Experience influences how we perceive and how we interpret. 

Gombrich’s observation that “perception…may be regarded as the modification of 

 
172 “Constantine Luser,” Ocula, https://ocula.com/artists/constantin-luser/. 
Hans-Peter Wipplinger, “Constantine Luser,” in Drawing Now 2015, ed. Elsy Lahner Klaus Elbrecht Schroder 
(Vienna: Albertina, 2015), 126. 
173 Tallis, Summers of Discontent, 38. 
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anticipation” is very relevant to the temporality of not just perception of our outer environment, 

but also of images.174  

3.1 Studio Encounter 
 
 
Layering Experiences 
 

Littoral Wash (figure 3.2.A) was created by layering responses to different moments 

(or past nows). The initial stage in charcoal and pastel depicted a close-up section of a tree’s 

shadows on the water and ripples created by the tide. As this stage failed to capture the 

perceptual sensations of fluidity and possibilities inherent in the littoral, I washed the image 

leaving only the stains of the drawing—much like a memory of a moment held in the paper.  

I then worked other moments of the littoral into another layer of the drawing. As the 

drawing progressed, earlier visual memories held in the stained paper’s surface were 

reworked—almost like awakening a memory or tapping into a mental image—and melded into 

the evolving depiction. In the process the mental image, the feeling and the ever-evolving 

present combine into a single experience. By layering experiences in the drawing process, I am 

also layering time. 

 Reflecting on this brings to mind Stafford’s statement that “vision is animate, a bodily 

sampling of one’s changing surroundings that locate the viewer in a particular territory in a 

direct experiential way”.175 Before Stafford’s insights, which were informed by scientific 

research, Cezanne’s perceptual experiments concluded an acknowledgement of the animated 

nature of vision. He determined that holding a fixed gaze on an object is incapable of capturing 

a solid definition, but instead results in a variety of possibilities resulting from perceptual 

differences observed over time.176 

 
174 Gombrich, Art and Illusion: A Study in the Psychology of Pictorial Representation. 
175 Stafford, Echo Objects, 101. 
176 Crary, Suspensions of Perception, 287–289. 
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The Perceptual Field and Now – The Vista Installation  
 

 Throughout this paper, visual perceptual experience is described as active, animate and 

ongoing. As explained above, this creates a continuum of visual perceptual experiences. 

Movement is an integral part of this process, and in Chapter 2 I discussed how retinal 

movement and actual body movement can impact on interpretation of the depiction on a still 

surface. In this section, I will pursue the concept of animate vision, perceptual connection and 

discussion of temporality of the image in the process of developing my Vista installation (figure 

3.4).  

 My approach to this work was inspired by Tallis’ use of the analogy, in his Summers of 

Discontent, of the recurring annual holiday to explain the impact of expectation, knowledge 

and time on perception and experience.177 Past experiences, embedded within the 

autobiographical self, create expectations of the next visit. Each visit creates adapted or new 

perceptual experiences for future visits. Mental images received by visual scanning of the 

perceptual field contribute to these experiences. Although Tallis describes these as postcards, 

these images change over time with changing perceptual awareness and attention. As discussed 

in Chapter 2, attention can be selective. The origin of the multi-panel work Vista can be located 

with me standing on a riverbank scanning up and down and across the perceptual field. 

Sometimes a particular area in the littoral held my attention before moving on, scanning and 

returning. My camera recorded this process, with close-ups capturing areas of particular 

interest.  

The trove of photographic records become the basis for my studio investigations. To 

capture the movement of visual scanning and changing areas of attention, I positioned selected 

rectangular close-up sections of photographs into a digital layout of five panels for a proposed 

 
177 Tallis, Summers of Discontent. 
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“Littoral Landscape”. John Berger claims that the camera’s potential to capture multiple views 

of an object or scene presented an alternative insight into visual “reality” because it 

demonstrated that “what you saw was relative to your position in time and space”.178 However, 

my biological self also has memory of the scene in the form of mental images that these photos 

can trigger and become part of my response influencing my drawing process. I varied the 

spacing between the images and the dimensions of the image, much in the way that my attention 

might move around, revisit and focus longer on a particular location. This planning was to 

become a stepping-stone into the Vista installation, (figure 3.4), as I decided to resolve this 

project through drawing so I could embed my own experience through the drawing process.  

 

 

 

 

Fig 3.3A Jennifer Andrews  Littoral Landscape 2014, digital image, 5 panels, each panel 435 x 110 cm.  

 

 

 
178 John Berger, Ways of Seeing (Harmondsworth, England; London: British Broadcasting Corporation, 1972), 
18. 
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Fig 3.3B Jennifer Andrews Close-up of images on Panel 4 of Littoral Landscape 2014, digital image 

 

 

Inspired by the concept of scrolls which contain knowledge and blinds which cover or 

reveal a view, I experimented with the potentially inexpensive substrate of polyester blinds to 

see what marks I could make on them. My usual washing, sanding and smudging techniques 

wouldn't work, but I discovered that the fabric gripped the medium and allowed for a range of 

marks from charcoal, pastel and graphite.  

I moved around the surfaces, working on different drops at different times, much as I 

would scan the littoral. Images are repeated, with slight variations, just as my gaze returned to 

particular areas when viewing the scene. In keeping with my experience of gazing out at the 

actual scene, figure/ground relationships are inconsistent and linear perspective is abandoned. 
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In this process of revisiting past experiences, which in turn become potential nows, and 

possibilities, the concept of a linear timeline of consciousness is disrupted. 

I constantly “revisited” the initial site through both visual references and mental images 

and my initial experience of the site evolved. Surface, marks and image sources contribute to 

the outcome. In my series I often work in sets of odd numbers. This has the visual effect of 

being able to go either way, that is of not dividing the work into symmetrical groups. Inspired 

by Tallis’ summer holiday concept, I first worked five panels (a five-day week) but then 

decided to work with seven panels (a seven-day week) to give more pictorial space in which 

the eye might scan.  

The result is the creation of a new experience which still relates to the referential 

sources. Just as the absent holiday participant who views their holiday snapshots will create 

their own interpretation of the scenes and develop their own unique experience of what they 

are seeing, so too will the viewer of the Vista installation formulate their own interpretation 

and response to the work.  

The size of the installation invites the viewer to move close to, and away from the work, 

creating the opportunity to have both atomistic and gestalt experiences.  
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Fig 3.4 Development and installation of Vista, an installation by Jennifer Andrews 2016. The final installation consists 

of 7 polyester panels. Each panel is 240 cm high and 55cm wide with 25 cm between each panel.  
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Processing and Extending the Perceptual Mental Image 
 

 My triptych From within the Littoral (figure 3.5) was a direct response to the Vista 

installation. To create this triptych, I referenced images in the Vista installation, photographic 

close-ups, and mental images after having accumulated images and extensive tacit awareness 

of the littoral in the inner city and urban areas of the Brisbane River. It is a depiction of 

experiences accumulated over time and in the now. It demonstrates how the artist’s tacit 

understanding gained in the process of drawing can inform later works. 

 

 
Fig 3.5 Jennifer Andrews From Within the Littoral Vista- #1,2 3  2016  

mixed media on Arches paper, each 75 x 105 cm. 

 

 

In the Introduction, I referenced Leonardo da Vinci’s quote “wisdom is the daughter of 

experience”.179 I position wisdom and expertise in the realm of the tacit, where decisions are 

based on accumulated knowledge through experience. To extend my experiences of the littoral 

 
179 da Vinci, Wells, and Kemp, Notebooks, 7. 
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(in an endeavour to learn more about the littoral), I hired a small boat so as to view the sites 

from the water. Referencing this experience through both the mental and digital images led to 

my On the Edge series which includes Incoming Tide, and the Survival works.  

Incoming Tide (2019) demonstrates the layering of patterns to suggest the movement 

and force of the tide. This drawing depicts the steadfast strength of the mangroves and the 

relentless action of the water. This is achieved through the vitality of the lines used to create 

the disrupted repetition of curved and diagonal lines depicting the water’s movements, and the 

strength of the verticals depicting the mangroves. Layering of patterns, as seen in McNally’s 

works, association with movement of water, and the suggested strength of the verticals suggest 

a scene of conflicting forces. The marks embedded in the layers capture the history of the 

drawing, and the marks embedded in the surface suggest permanence through time. 

 

 

 
Fig 3.6 Jennifer Andrews Incoming Tide 2019, mixed media on Arches paper, 51 x 95cm. 
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 Gibson’s perceptual theory of affordances, discussed in Chapter 1, claims that our 

human inclination is to discern what an object or environment affords us, and we respond 

affectively. I observe this in my drawings created since the pandemic outbreak. In my earlier 

works, I was drawing to discover what I might find. Since the COVID-19 outbreak, I have 

created a series I refer to as On the Edge (figures 3.7 and 3.8). Concerns about survival in 

general were heightened, and I observed that I was noticing, in the littoral, inherent forces of 

nature seeking to survive. The vertical format I used invites personal involvement, as it 

suggests I am viewing a scene directly in front of me. As a viewer, my gaze travels up and 

down as if looking at a view from one location; only my eyes need to move. However, these 

images are not from a single place, but are composites of images and interpretations, which 

will  be compounded by the mental images the viewer brings to their response. Life on the Edge 

(figure 3.8) is accompanied by recorded sounds of littoral ripples as the accompanying clue to 

the depiction. 

 

___________________________________________________________________________ 

 In this chapter, I have demonstrated that drawn depiction embraces both temporality 

and materiality. The vitality of an image embodied in the artefact has the potential to transcend 

linear and chronological time. The process of drawing, itself a continuum, 180 is able to capture 

the artist’s perceptual experiences of evolving nows in a visual format that can become a new 

experience. This new experience can be visually explored and interpreted in the now.  

 

 

 

 

 
180  Petherbridge, The Primacy of Drawing  18. 
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Fig 3.7 Jennifer Andrews Littoral Survival, On the Edge Series, 2020, 
graphite, charcoal, watercolour, on Arches paper142 x 70cm. 
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Fig 3.8 Jennifer Andrews Life on the Edge 2021,  
charcoal, pastel, graphite, and watercolour on Arches paper, 87 x 57 cm. 
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Conclusion 
 

 
 
 
 
 The overall aim of this study is to investigate how drawn depictions can provide an 

evolving perceptual experience in which the elusive present becomes a platform for discovery 

and problem solving. This study was inspired by extended experience with the drawing process 

and a developing conviction of its value as a form of understanding the visual world or creating 

“a world”—a term I adopt to avoid the generic implications  of conceptualising “the world”. It 

is commonly accepted that a “world view” is an abstraction, which is why the proposition “my 

view of the world” implies the limits of an individual construction and contribution to that 

collective and contested world view, as does the alternative figurative focus on vision “as I see 

it” demonstrate the importance of images in making “a world”. Insights from science expands 

understandings of theories by Merleau-Ponty and Crary regarding perceiving and responding 

to “a world”, which in turn expands understanding of images and depiction. In this project, the 

multiplicity of inputs by which an individual shapes their understanding of the world is 

telescoped to a singular focus on visual depiction or construction with an emphasis on graphic 

depiction.  

 The “drawing process” I outline is obviously not presented or structured as a defence 

of drawing as an independent medium, since I incorporate digital photographs and Photoshop 

as resources to extend my perceptual experiences of the sites or “littoral zones” that have been 

the thematic focus of my study. I specified the scope of drawing for this investigation as 

involving the process of inscription of a still image on a material substratum, but remain alert 

to the versatile and adaptive nature of drawing across changing modalities, given that the 

primary aim is to demonstrate that the drawing process becomes embedded in representational 

depiction, contributing to an understanding of the image and its wider implications. This tacit 
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or non-discursive knowledge is conveyed to the artist during the production and to the viewer 

during reception of the depiction. I propose that future research projects could expand my 

findings into other modalities of drawing. 

 Before any development of gestalt theories of perception, as discussed in Chapter 2.1, 

artists such as Leonardo da Vinci, and Cozens understood the impulse to resolve the random 

shapes and marks, such as dripped wax or ink blots, into a potential depiction. My project has 

only distant kinship to this tradition of the “chance image” or the “image formed in the clouds” 

as it was referred to by Gombrich and Horst W. Janson.181 This is because the expectation in 

that trope was that this fanciful invention was only available to the imaginative ability of an 

artist, and the end product or image of the artist’s making would escape resemblance to the 

source in the chance image. In the process I have described in this exegesis, the artist aims to 

bring the material means of the drawing into a configuration or depiction that in fact evokes 

the experience of the originating source that not only resonates with the original source, but 

also allows room for an individual interpretation or understanding, or allows for a sense of 

understanding to evolve.  

 The working definition of imagination, outlined in the introduction, is essential to this 

study, as it positions imagination away from just fanciful thinking. Instead,  imagination has 

an integral  role in the  interpretation process through enabling creative thinking and problem 

solving. I conclude from this research that  our potential to creatively problem solve, that is to 

engage our imagination in our interpretation, enables us to find new solutions to extend our 

insights and values, and this applies also in the context of drawing and depiction.   

 
181 Gombrich, “The Image in the Clouds,” 153–169; Horst W. Janson,  “The Image Made by Chance,” 53–76. 
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Several theoretical concepts that focus on the relationship between the inner self and 

the outer environment broadened my understanding of the importance of direct personal and 

subjective experience of a site, in this case the littoral. Merleau-Ponty’s theory of 

intersubjectivity, discussed in Chapter 1.1, acknowledges this intertwined nature of 

consciousness, the world and the human body and  explains the subject/object resonance 

captured in Kollwitz’s Self Portrait, figure 1.1. The discovery of  mirror neurons, discussed in 

Chapter1, expanded this concept of connection by exemplifying the mind’s neurological wiring 

for empathy, and the concept that we look for meaning through association, imitation and 

metaphor — processes which again draw on our imaginative capacity, and which help to 

calibrate the inner self with the outer environment. 

Belting’s triad of mind, brain and medium, discussed  in the Introduction, and referred 

to in analysis of resonance in  Chapter 1.1,  provided a framework for explaining the transient 

nature of the image as being able to be intangible (as a mental image), and tangible (the 

depicted image). The tangible, material image, enables viewer engagement. Both the nature of 

the marks used, and  the role of the surface in the drawing process, contribute to the 

effectiveness of the depiction to enable engagement and interpretation. In my discussion of 

Whiteley’s Moods of the Sea (figure 1.4) I identified that visual temporal intervals created 

through spacing of marks, hold implicit information about momentum and movement. The type 

of marks themselves encapsulate more than words could tell. In Chapter 2, I deduce that the 

surface can metaphorically be described as holding and releasing the marks, as a form of 

embedding the history of the drawing into the surface, while  holding the history of  responses 

of the artists to their experiences throughout the drawing process. Again the role of the 

imagination to interpret, and to discover possibilities within these marks and surfaces is key to 

unlocking embodied information. Also of importance in Chapter 2 is the understanding of 
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vision as animate, as this acknowledges the sense of movement and time into the “noticing” 

process. 

The potential of depiction and the drawing process to disrupt linear time is focused on 

in Chapter 3, where  I approach temporality from two starting points—“aesthetic time” and the 

“illusive present”. Somewhere between the past and the future, I conclude there is a space 

where the conscious self becomes suspended in the moment, a space where attention is 

sustained and perceptual awareness becomes a resonating field between the tangible image and 

the intangible embodied essence of the image. I conclude that the drawn surface can contribute 

to creating this space by enabling  areas for discernment and areas for movement.  Marks can 

hold implicit perceptual meaning, a layering or holding of the past experiences into the present. 

The history of the creating of the drawing, and the history of the era of creation, can be 

transcended through the engagement with the artefact in this suspended moment. The artifact, 

the drawn material depiction, becomes a focus for discovery of knowledge which can evolve 

through the viewers interpretative participation.  

Analysis of and reflection on my studio works leads me to conclude that my drawing 

process of layering media, of washing and sanding areas and of embedding marks into and onto 

the surface over time, creates layers of experience which embed possibilities and knowledge 

within the depiction. My ultimate conclusion is that this sense of now or being in the moment 

over extended time, creates a space in which the conscious self can ponder, and explore 

interpretations of the drawn depiction with the intended outcome of acquiring insights and non-

discursive knowledge. 
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Appendix A:  
 

 
 A selection of studio works completed in this research were exhibited in my 

submission at the Pop Gallery in the exhibition  From within the Littoral.  Appendix A  is a 

photographic record of this exhibition.  A small selection of my process photographs was 

included in the final exhibition to indicate the steps in the processes used to construct the 

final drawing. 

 
 

 
 

 
 
 

From Within the Littoral

POP Gallery

13 - 24 April 2021

Opening Event: Friday, 
16 April, 6pm - 8pm 
To be opened by Adjunct Professor Ross Woodrow

POP Gallery, Gri!th University, 
381 Brunswick Street, 
Fortitude Valley, 4006. 

Exhibition open 
Tuesday - Saturday,
10am to 4pm. 

Image: Jennifer Andrews. Copyright of the artist. 

From Within the Littoral is an exhibition completed in fulfilment of the 
requirements of Jennifer Andrews’ degree of Doctor of Visual Arts. 
Drawings of the inner-city littoral zone of the Brisbane River provide 
an evolving visual experience of the elusive present. 

These graphic depictions on paper and other surfaces integrate 
photography and digital manipulation as a perceptual tool in the 
process of drawing.

Jennifer Andrews

V�!'Z_�V�%�V�

Professor Ross Woodrow opens the exhibition. 
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Jennifer Andrews Littoral Survival 1, 2020,  

graphite, charcoal, watercolour, on Arches paper,142 x 70cm. 
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Jennifer Andrews Littoral Survival 2, 2020,  

graphite, charcoal, watercolour, on Arches paper,142 x 70cm. 
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