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Abstract 

This thesis aims to describe the interpretive processes involved in visual experience, art 

practice and the writing of this thesis. In doing so, it considers the idea that such 

interpretive processes necessarily become allegorical due to the conjunction of 

biographical and metaphorical narrative, and that installation as a form of artifice 

expresses certain attributes of these allegorical traits. 

The scope of my research has been to discuss the following: Carter's (1992) ideas 

concerning 'spatial history' and 'migrant aesthetics', Barthes' (1985) ideas concerning 

marks and gestures in the works of Cy Twombly, Clifford's (1974) ideas concerning the 

transformation of allegory, and my art practice in mixed media, which incorporates mark-

making, photography, digital media and installation. 

I take into consideration my status as a migrant, both as an immigrant to Australia and the 

Northern Territory, and also in terms of the proposition that the modern world makes 

migrants of us all. 

I conclude that the position of exile is a characteristic of the artist determined through an 

allegorical interpretation of the themes dramatized in their work. 
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1. Chapter One - Introduction 

I.I. General description 

This thesis aims to describe the processes of interpretation in relation to my art 

practice. The interpretive processes that are instrumental in the use of materials 

and imagery also become instrumental in the writing of this thesis. Such 

interpretive processes are demonstrated in both the artwork and the paper and 

while each can stand on its own, each may inform the other without offering an 

explanation. While I intend the exegesis to he informative about my art practice I 

hope it will also reveal something about the relationship between art practice and 

the writing of a thesis, such that interpretive processes necessarily become 

allegorical. 

1.2. Methodology 

My art practice is in mixed media, incorporating materials in the form of fabrics, 

plastics, projections from transparencies and architectural surfaces. The imagery 

has been developed out of sketches, documentation of drawing and painting in the 

landscape and family photographs. 

Simple drawings work directly with observations and experiences of the 

landscape. In particular, I began a series of drawings on location at Casuarina 

beach in Darwin. This is a place that became familiar to me as I lived nearby and 

walked my dogs there regularly. I used to visit the beach at times when it was 

usually empty, as most people were at work or found the environment too hot. I 

was attracted to the vastness of the horizon line, the brightness of the colours: 

blue through to the sandy beach and up into the dark shade of the casuarinas. At 

first I drew the waves, finding that I could disrupt the emptiness of the page with 

a rhythmical patterning that gave the surface of the paper a texture. Also there 
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was the strange and powerful presence of the singular line that would divide the 

page into two, a top and a bottom. I recognised that I was transcribing 

observations onto the paper through a system of signs and that while they 

corresponded to a picture of the place, that was not what seemed essential or 

relevant about them. I then incorporated other sensations into the process, 

bringing sound into the space of the page. In order to find a mark that was 

appropriate to sounds that I was hearing, I used a combination of rhythms and 

phonetics. Beginning with the phonetic shapes, lines would flow according to a 

rhythm that seemed appropriate to the sound. The marks would also be located 

according to where I believed the source was in space. This process seemed 

idiosyncratic but it produced the desired results, which was to give expression to 

my experience, a transcription that was not dominated by vision. Whether a 

drawing was finished or complete in the end did not seem important, as what I 

was in the act of doing, was making a recording and drawing as a means of 

facilitating that process. 

Back in the studio I created large transparencies out of plastic bags of various 

sorts. Some were bags that were left over from the shopping, some were garbage 

bags and large clear plastic bags from furniture shops. I worked these 

transparencies up with glue, spray paints, clear contact and other viscose 

substances such as vaseline and shellac. The marks that I was making were 

drawn from those generated from the beach. With these I created a semi 

opaque/transparent surface that I suspended on a frame and placed back out on 

location. I then photographed them using the landscape as a backdrop that would, 

in the end, enter the transparencies and transform them into new images. There 

were qualities to the materials that resonated with my own sense of exile in the 

landscape. There was something abject about them, discarded or wasted. They 

also seemed alien in the landscape due to their obvious syntheticness. 
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These images were scanned and written onto a CD where they could now be 

utilized through my personal computer. I printed some of the transparencies on 

my A4 ink jet and others I got printed on a large printer to about Al size. I 

experimented with various materials to illuminate or develop the space of the 

transparency. What I was trying to achieve was an indeterminable space: one that 

used a sense of place to evoke the sense of memory: 'place memory'. Here, the 

materials seemed important as they needed to be materials that didn't assert 

themselves as having value. Value needed to be negated in order for the space to 

remain indeterminable. In other words the object needed to be negated. 

As these works found their form in the gallery, objects were introduced that were 

independent of the transparencies, the result being that while the sense of memory 

was being evoked, the possibility of finding a ground was being subverted by the 

continual process of deviation. This distorted sense of time and space, that was 

being contained or controlled through the recording process such as the drawings, 

photography and the computer, allowed me to look further afield into images of 

my family that I had carried with me for some time. 

The photographs were taken in the 1960s and early 1970s. There is one of my 

mother, one of my father, one of my sister and two of my brother, sister and me 

together. Most are in black and white and have white borders. The one of my 

mother was taken before I was horn. She is sitting in a boat rowing, she looks 

happy, my father is making her laugh. The water looks very dark, bright white 

light reflecting off its surface. In the back ground there are some boats which 

look old by today's designs. The image is like a crystal ball, it has depth and 

volume and contains time and movement of another time, another place. The 

photograph is flat and flimsy between my fingers. The photograph of my father is 

of the same time as my mother but a different place. He is dressed in black. He 

also is looking at the camera or my mother behind the camera, to someone who is 

3 



making him happy. His figure stands out against the background. The images 

look old. 

I scanned these images into the computer. I was interested in the way the 

computer was able to draw and combine a variety of sources and the way this 

distorted their place within a linear understanding of the past, bringing them 

somehow into the present as temporal images. I used Photoshop to layer these 

images with the transparencies that had been taken with the camera, selecting out 

the one that seemed to enhance qualities in the photograph. 

With the image of my mother I took out the middle ground and produced two 

stencils: one for the white ink and the other for the black ink, which I then printed 

onto grey fabric. The grey fabric made up the middle ground of the image. 

The images of my family seemed to have the potential to construct a kind of 

narrative. They worked as figurative elements that established a temporal 

sequencing of narrative in the work. They were a bonding device that gave focus 

to the meandering of the process I was engaged in. While creating some sort of 

cohesion they also dissolved the possibility of the work finding ground in the 

present. 

The photographs fitted with the idea of 'place memory' in that the indeterminable 

space that I had been creating in the work seemed ideal to frame the surreality of 

the photographs. Remembering that the images themselves are not memories of 

mine but evoke the space of memory through nostalgia which is generated by a 

toning down in aesthetic values and also by a sense of belonging to them. This 

indeterminable space has a phenornenological aspect to it, a poetics that is 

concerned with the mediation of time and space, a mediation that may be 

considered a place in its own right. A combination of poetic elements that play 

11 



upon each other opening up the space and wrapping it at the same time like a 

kaleidoscope unfolding and folding again. 

While this process was ongoing I was also researching writers and artists that 

could shed light on the integration of processes and epistemologies. Keeping the 

phenomenological analyses of Bachelard (1964) in mind and the existentialism of 

Beckett (1979) 1 looked for a methodology that could form links between texts, 

materials, images, place and self. This led to my interest in Carter (1992) and his 

reflections on history and migrant aesthetics, Barthes (1985) and his writing on 

photography and the gesture, and Clifford (1974), in her interest in the 

transformations of allegory, both as a mode of expression and as a form of 

interpretation. 

The results of this research were in two exhibitions both called Forgetfulness and 

Thunder. The first was at 24hr Art in Darwin, and the second at Performance 

Space in Redfern Sydney. Both exhibitions were installations utilizing overhead 

projectors as a means of drawing the imagery onto the space, and as a means of 

animating the work as a whole. The difference between the two spaces resulted in 

quite different effects and layering of imagery. Objects in the form of small 

paintings, photo silkscreens on fabric, installation hardware (ladder) and plastic 

sheets formed layers with the projections. The overhead projectors were integral 

to the body of the work as objects/machines in themselves. 

1.3. Main concepts 

Firstly, Paul Carter (1992) who develops his ideas through analyzing the journals 

of Australian explorers, provided a main focus by exposing a hidden aspect of 

Australia's 'spatial history'; that is, the history of naming spaces as places for the 

first time. While reading Carter's interpretation of these events I felt there was a 

strong comparison to be made between the recorded experiences of the explorer's 

visionary landscapes, and the modernist logic applied to art, in particular, 
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figure/ground models as used by Krauss (1994). This resulted in a concentration 

upon one aspect of Carter's (1992:111) ideas, which is the emphasis placed upon 

the figurative nature of language as a means of contexualizing events around the 

author/artists perception. This was as he says the result of "my own migrant 

point of view - my sense of being thrust into a world in which cultural forms 

facilitated the functioning of society parodically, mimetically, without any sense 

of inner necessity (p.11l). 

I have taken this as fair description of both my own experience and as an 

interesting insight into the relationship between practice and exegesis. In my 

own context, the word migrant applies to someone who was horn in Scotland and 

Crrew up in a migrant home. Also, and more importantly, it applies to someone 

who found themselves amongst Aboriginal people and on their land in the 

Northern Territory. While both of these are significant to my status as a migrant, 

my artwork considers the premise that the ground is continually shifting beneath 

us, due to the speed of sociological and technological change, that the modern 

world makes migrants of us all: the self in exile. 

Another main concept of both my art practice and my research methodology is 

provided by Barthes (1985) who, well known for his insights into photography, 

also wrote interestingly on the painter Cy Twombly. It is not difficult to see the 

reason for his interest, given the degree to which Twombly's painting 

approximates writing; however, the central feature of his interpretation, is the 

significance he places on process and action, leading to his emphasis on 

production over product. Recognizing process and action as central features to 

the interpretations of both Carter and Barthes, I argue that such interpretive 

processes are allegorical, in as much as they try to keep divergent processes 

operating cohesively and comprehensibly within and around autobiographical yet 

metaphorical narrative. 



In the Transformation of Allegory, Clifford (1974) identifies attributes of allegory 

that make it a distinctive mode from other forms of narrative. Clifford traces the 

transformation of these attributes into the modern era, in which the heroes or 

protagonists confront a more fragmented worldview. One of the more significant 

transformations that occur is in the character and direction of the journey' that 

they take. Clifford recognizes that meandering and digression are common 

features in the journeys of allegory; however, while older allegories move towards 

coherence and clarity, movement in modern allegories is often parodic and futile. 

This feature of modern allegory that Clifford identifies, for example, in the works 

of Kafka, has a resounding echo in the narratives of the explorer's journals as 

identified by Carter (1992). This and other attributes of allegory such as the 

strangeness of their landscapes, the necessity for self commentary and the 

emphasis on the action of the narrative are all concepts I have drawn on to form 

interpretations of my work and process. 

Reading work often assumes that language addresses the object, subjects it to 

interpretation. But language itself is subjected to processes and activities 

alongside it. No more so is this revealed than through the exegesis, which is 

always the consequence of another activity. Text, which offers an explanation or 

interpretation of processes that are themselves revelatory of ideas and concepts, 

becomes part of the action of these processes. It is through this action, the 

movement across processes, that I hope to reveal how my work informs the text 

and how each holds the other in perpetual cycles of interpretation. It is also 

perhaps this action that has sustained itself through the many transformations of 

allegory and one that is particularly alive in the per/formations of installation. 
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1.4. Chapter Outlines 

Chapter two, The Jo//v Libido, discusses Carter's (1992) concept of a 'migrant 

aesthetic' and the significance this has on the development of spatial history. 

There is an emphasis on the peculiar nature of the narratives of the explorers' 

journals, which I believe conform to certain attributes of allegory as described by 

Clifford (1974). Not that the journals are like allegories in themselves but that 

they create a space, a landscape for action and interpretation, consistent with the 

visionary strangeness of allegory. 

The chapter also considers the attributes of allegory in the work of Cy Twombly. 

This interpretation considers the development of his work as a continuous 

narrative in which the artist becomes the main figure in the action of the narrative. 

It also reflects on the role of the writer writing about art; in particular Barthes 

(1985) writing on Twombly trying not to write. It does this by creating a 

significant context between the interpretation of narrative structures in the 

explorers' journals by Carter (1992), and the interpretation of narrative in 

Twombly's painting by Barthes (1985). The significant context is the product of 

applying the attributes of allegory as identified by Clifford (1974). 

Chapter three, Between Hay and Grass, considers the figurative nature of 

language as significant in the construction of migrant aesthetics, drawing on 

Carter's interpretation of the texts of philologists, Erich Auerbach and Bronislaw zn  
Malinowski, in the development of these ideas. 

This section also reflects on allegory as a mode in the construction and aesthetics 

of installation, reflecting in particular on the themes and processes used in my 

exhibitions called trgetfu/ness & thunder. It also reveals the way allegorical 

interpretations of the use of materials and the integration of processes have 

resulted in an interpretive formula for the writing of the exegesis. The emphasis 
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here is on the use of metaphor and analogy as the mechanisms for movement 

between the art work and the text. 

Chapter four, Discussion, draws some conclusions regarding the significance of 

exile as a product of allegorical interpretation and as a precondition to the 

construction of migrant aesthetics. 



2. Chapter Two - The Jolly Libido 

Time has its roots in the divine mind which is immeasurable and 
merely its leaves in those places and events which are accessible to 
human measurement and description (Clifford 1974: 98). 

Carter (1992) comments on certain characteristics of the explorers'journals, their 

narrative structure in particular, but also their motivations and their experiences. 

Many of these have an uncanny resemblance to the attributes of allegory; for 

example, the strange and unfamiliar landscapes in which the explorer's find 

themselves and the fact that they are forever in the midst of a journey. Given the 

time of their journeys I wonder if such allegorical narrative structures were in 

some way responsible for consequent action in the form of their adventures and 

the subsequent significance given to their journals. The perception that the 

explorers were the protagonists and heroes of their own fantastic stories towards 

ultimate and elusive goals, fits perfectly with the most popular narrative structures 

for the development of allegory: the quest, search or journey. 

The explorers are like characters in an allegory that reaches its moral and 

ideological determination in a migrant aesthetic. The journals themselves and the 

events therein are the opening pages to its allegorical tale, not in their own terms 

but in a retrospective interpretation of their significance. The explorers' goals, 

we are led to believe, are fairly well established from the point of view of the 

patron such as the Royal Geographical Society, but the journey is unknown. 

Their action becomes a metaphor for our own action and their story a metaphor 

for our predicament. Robbed of any depth to the emotional and spiritual natures 

of their character, and the characters of their companions, they become 

personified abstractions. In this way the explorers'journals mark the beginning of 

an allegory illuminating the progress of western civilization from spiritual unity to 

oblivion. 
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To demonstrate the allegorical significance of Carter's (1992) interpretation of the 

journals I have concentrated on three aspects of the journals: spatial history, the 

role of the explorer as hero and protagonist, and the figurative nature of language. 

To give these texts a context within art practice and theory I have integrated 

figure and ground models as conceived by Krauss (1994) and interpreted the art 

of Twombly in terms of its allegorical attributes that broaden the concept of 

'spatial history' (Barthes 1985). The overall trajectory of these narratives is 

significant in terms of the transformation the mode of allegory itself has made, 

from the wholistic encyclopaediaism of the medieval and renaissance period to 

the fragmented world view of the modern. 

2.1. Spatial history 

The descriptions of the 'new country' the explorers encounter are vague, and 

appear like faint projections upon an otherwise unnamable space for a screen. 

From Carter's (1992) point of view they represent the beginnings of 'spatial 

history'. Spatial history refers to events in time when spaces become places as 

they are mapped and named for the first time. This not only refers to the 

discovery and assimilation of new frontiers by imperial powers and their 

institutions but also to how migrants make homes in new contexts. The unique 

attributes of the explorers' narratives reveal this process in action and provide 

insights into the same processes' more subliminal reenactment in every day life. 

Such a process can be interpreted as the conflict existing between the imaginary 

and the real, that permeates art practice and, as I shall show, it is a process which 

is fundamental in acknowledging artifice in the interpretation and construction of 

allegory. 

Carter (Carter 1992: 3) acknowledges that the telling of a story about moving into 

a new country is an autobiographical fiction', because newness is contingent 
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upon the subjective interpretations of events, even if it is believed that they are 

common experiences. The new country, then, lies not in its authenticity but rather 

in its being a fresh screen for the projection of predetermined ideas. It is as it 

were the opening or beginning of the book. 

In regard to the nature of the explorers' stories, Carter (p18) describes the journals 

as "narratives without a plot'. It is not that the explorers have no goal or that their 

travels are eventless, but that the Australian landscape was so unknowable, so 

unfamiliar that "all they could see in the distance was a mirage resembling the 

illusion of their own presence"(p23). Carter sights many references to the naming 

of geographical places in the journals like, Mount Misery' (p 15), which express 

the explorers' tendency to describe their state of mind when recording a place 

rather than observing characteristics which might benefit those who may follow in 

their footsteps. 

When reading Carter's account of the explorers and reading the sometimes 

lengthy passages from their journals, the narratives and visual detail appear much 

like the open and extended landscapes of allegory. Figures of speech float 

listlessly in the absence of a real world, the onward passage of the narrative 

continually deviates and as in more modern allegories, their goals and ideals 

empty out and vanish like the inland rivers of Australia that empty out of 

existence into more desert regions. For example Leichhardt (2000: 38) in the 

early stages of his journey notes the following: 

I rode to the eastward from our camp, to ascertain how far we were 
from the waterhole to which I had intended to conduct my party. 
After having ascended the gullies, and passed the low scrub and 
cypress-pine thicket which surrounds them, I came into the open 
forest, and soon found our tracks, and the little creek for which I 
had steered the day before. This creek, however, soon became a 
rocky gully, and joined a large creek, trending to the east and south 
east. Disheartened and fatigued, I returned to the 
camp............On my way back, I fell in with a new system of 
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gullies, south of the creek I had left, and east of the creek from 
which our camp was, and which I called 'The Creek of the Ruined 
Castles," because high sandstone rocks, fissured and broken like 
pillars and walls and the high gates of the ruined castles of 
Germany, rise from the broad sandy summits of the many hills on 
both side of the valley. 

Such landscapes have a resonance with allegory in that "the worlds of allegory are 

only half familiar and they are rarely safe" (Clifford 1974: 3). They therefore 

hold within them the potential and necessity for discovery. 

To illustrate this point more clearly I am reminded of Paul Noble's (Spira 2002: 

141) work at the recent Sydney Biennale 2002, in the Museum of Contemporary 

Art. Two very large drawings; Acwnulus Noblitatus 2000/2001, pencil on paper 

and Public Toilet, pencil on paper 1999, were placed just inside the entrance. The 

large urban/landscapes were unsettling yet strangely seductive. Perspective was 

both from above and through the imagery and there was continual movement 

from particular details to the overall picture. Things were not quite what they at 

first appeared to be, clouds became faces both human and animal, and patterns 

imposed rigid grids over organic forms. As noted in the catalogue essay, "the 

presence of such contradictory potential through a mixture of fear and fantasy or 

control and freedom is one that is central to every reading of Noble's designs" 

(p142). 

The overall imagery in terms of its signs and symbols suggests a world exhausted 

by the ravages of civilization. Plants and animals stand contained by the 

architecture surrounding them, dwellings emerge out of mountains stripped of 

their resources and dumped like piles of rubble. A ploughed field contains letters 

lying in rows like gravestones. The catalogue informs me that the letters repeat 

the words in a letter from Gerald Winstanley to Oliver Cromwell written in 1652, 

warning of the dangers of capitalism (p 143). Action and process are brought into 

conjunction with entropy and paradoxically suspend movement through the 
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artist's delicate and laborious rendering of a seemingly Dystopian vision. The 

impetus of this moment is given graphic depiction through a flaccid penis that 

forms a bridge across a cavern, between the city and the field. Despair is also 

counteracted by the childlike quality to the character of the forms from which 

hope may be resurrected. "These are neither utopian nor dystopian visions, but 

pragmatic testaments to the state of our time where 'youthful optimism' remains 

harnessed to the truth of 'destruction' "(p143). 

Noble's work is an example of allegory in pictorial arts. It contains many of the 

attributes described by Clifford (1974). The strange and unfamiliar landscapes 

that border on reality and fantasy, conflict and transformation, self-referential 

commentary on the process and acknowledgment of the work as artifice, as well 

as the ubiquitous use of personification. 

Visual description in literary narrative performs in a similar way, however, often 

with less complexity, relying on other features of the narrative to extend its 

meaning. The visual descriptions of the explorers as they cast their eye over an 

unknown horizon create a kind of indeterminacy in which both the narrator and 

the landscape lose something of themselves in favor of the more fictional space of 

wandering. 

The vast interior of Australia to European eyes resembled many aspects of the 

sea. The encircling horizon line and the undulating sameness of its surface was 

referred to as like an ocean or sea (Carter 1992: 14). The idea that there was at 

the heart of Australia a great inland sea caught the imagination of the explorers, 

however this proved to be a false assumption. The struggle the explorers had in 

naming space, "...in bringing into relief the character and spirit of the landscape 

was at the heart of this metaphor "(p23). 
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Without language, experience is pure phenomena eclipsed by a presence. It is 

like the visual field that Kraus' (1994) describes in her graph in which the ground 

becomes vision itself and the explorer is caught in a condition of pure immediacy, 

like the speck of colour in an impressionist painting. The ocean as a figure of 

speech reinforces the diagonal aspects of the graph much like the pier and ocean 

paintings of Mondrian. The not ground surfacing as a figure and the not figure 

becoming ground in the vast emptiness of the sea and sky. 

Explorers writing themselves into a new country, had the bizarre result of 

characterizing themselves as a dreamer, and their narratives as a kind of lucid 

dreaming. The dream like state in which events and occurrences are experienced, 

the way not yet places'... glide effortlessly from one discontinuity to the 

As Rosalind Kraus (1993: I 3) states in the Optical unconscious: 

It sti'uck me one day that It was more interesting to think of niodernisni as a graph or a table than as a 
history )the history that goes from impressionism to neoimpressionisrn to fauvism to cubism to 
abstraction....The history of an ever more abstract and abstracting opticality). that there was 
something to he gal ned from exploring its logic as a topography rather than following the threads of 
it as it narrative. 

Kraus goes on to describe this graph as a square with figure and ground occupying the top left and right corners and the not 

figure and not ground occupying the bottom left and dght corners. The significance of this is that it represents the domain 

of the perceptual field and the doniain of the visual field and the interplay between both domains can he used to interpret 

developments in the modernist aesthetic. Diagraiti required) 

The perceptual field is characterized by the ground that lies behind its objects, creating the empirical space that we observe. 

The visual field is not characterized by dimensions in space like that of the perceptual. The ground or rather in terms of the 

graph the not ground, is vision itself and the not figure is held siitiultaneously within that vision. As Kraus states. In a 

condition of pure immediacy. yielding an experience that knows in a flash that if theses perceptions are seen as there, it is 

because they are seen by me: that it is my presence to my own representations that secures them, reflexively, as present to 

myself'')pl 5). 

The terms and conditions that describe the perceptual as opposed to the visual are expressed in the circumference of the 

graph through the mutual opposition of terms. Read diagonally Kraus points out that the terms mirror and reinstate each 

other as figure being not ground and ground being not figure. This action of the graph she sees as capturing the form of 

the modernist logic '( I 6) 

This is one reason why I have named the landscape as it subject for my work because, particularly in the Territory where 

the emptiness and the vastness of the landscape are so accessible, it is easy to feel the eclipse of the perceptual and visual 
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next...,' (Carter 1992: 17) create a distortion in time leading to a sense of a-

temporality in the narrative, outside of the historical, yet preciously close to it. 

The explorer, easily distracted and continually deviating from the path, 

.displaces his desire for arrival by experiencing deviation as end in itself" 

(p18). Another peculiar aspect to the kind of narratives contained in their 

journals, was that they are without real beginnings or endings, but are instead 

continually in the middle of their story. This also adds to their dream like quality, 

in that one is always in the midst of a dream never at the beginning or end of it. 

This peculiar relationship to time is another of their features that resonates with 

the worlds of allegory. The landscapes the explorer's encounter and the time 

frames in which they encounter them are like compositions in the making. The 
marks being made, their colours, textures and tones, are not certain or stable; they 

may be erased or rearranged. It is as Carter (p22) states: 

The world they describe cannot be reduced to a succession of 
picturesque backdrops against which they act out their personal 
dramas; the explorers were not travellers visiting named and 
namable regions. Their journals describe an earlier condition in 
which historical time has not yet peeled off from the spatial 
contingency and in which spatial experience has not settled down 
into a network of places (and place names)......their task is to 
draw the line for the first time... 

This analogy to drawing may have a deeper significance than it at first seems. It 

is through such analogies that the relationship between text and mark-making 

becomes more apparent. Kraus (1994) refers to the structure of the visual field as 

being a precondition to the very emergence of empirical vision, of the object 

struck from its ground. This strikes me as similar in action to Carter's (p22) 

observation of a historical space pre-existing the historical time line of places and 

domains. An eclipse that is sublime in nature and to a large extent one that has been prefigured by the traditions and 

aesthetics of Modernism. 
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events. For example, Pollock's paintings create that limitless ambient space and 

endless rhythms that we associate with the ocean. They also, like the ocean, have 
the all encompassing effect of capturing an entire worldview, rendering 

distinction as incidental. They evoke the dream like state dissolving inside from 
outside, connecting the individual to eternity in the form of perpetual motion. 

Formless and gestalt free his paintings remain momentarily, as gravity begins to 
distinguish vertical from horizontal and my body's orientation in space is 

projected onto the canvas in search of a good form. Pure spatiality, that holds the 
viewer within its frame, is simultaneously rationalized and turned into form as a 

means of bringing chaos into order. 

Viewed historically this will to form has the consequence of a new way of seeing 
being perceived as style and allocated a place within the historical narrative. 

Carter (p23) makes in my eyes an analogous observation of the explorers'journals 

when he says: 

Given the relative obscurity of the explorers'journals, their lack of 
influence on Australian writing, their absence from educational 
curricula, one is tempted to wonder whether the transference they 
attempted was successful: their maps and place names have been 
enshrined in roads and towns and railways, but what of their spatial 
history, their attempt to narrate the open endedness of 
appearances? There is at the heart of the journals a paradox: that, 
in order to name the emptiness, the unnameable otherness of their 
experience, they must, like Sturt stooping to drink, annihilate its 
reality. 

Carter is referring to a passage in Sturt's journal in which after travelling for some 

time without good water his party comes across a waterhole. From a distance this 
raises hope for the expedition but these hopes were dashed upon tasting the water 
and discovering it too brackish for consumption. The picture told from the 
gleaming surface of the water was quite different to the reality. The blank surface 
of the canvas holds a similar potential for the artist which is overlooked when the 
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marks and their figurative significance propel it towards some future event and 

place within the historical framework. However, what is interesting about the 

journals and the process of painting, is that they reveal, as much as mask, the 

unnamable otherness to the historisation of their form (see section 2.2). 

In making these comparisons I am implying that there is a modernist logic that 

can he applied to the visual and perceptual operations at work in the experience of 

the explorers, leading to Carter's interpretations of spatial history. In particular 

Carter's (p18) observation that the explorer displaces his desire for arrival by 

experiencing ". . .deviation as an end in itself', seems to me particularly 

characteristic of how the artist proceeds but also how the journey proceeds in 

modern allegory. 

The allegorical action of modern works is at once more obscure, in 
the sense that it is almost impossible to ascertain its ultimate 
meaning, and at the same time allusions to mythology, history, 
theology become less frequent as allegories lose their 
encyclopaedism, their role as books of knowledge and counsel, and 
become more exclusively personal Odysseys (Clifford 1974: 116) 

2.2. Spatial History in the Art of Cy Twombly 

By this contrivance the machinery of my work is of a species by 
itself; two contrary motions are introduced into it, and reconciled, 
which were thought to be at variance with each other. In a word, 
my work is digressive, and it is progressive too, - and at the same 
time. 

rom the beginning of this you see, I have constructed the main 
work and the adventitious parts of it with such intersections, and 
have so complicated and involved the digressive and progressive 
movements, one wheel within another, that the whole machine, in 
general, as been kept a-going....Tristram Shandy, I xxii, p101 
(Clifford 1974: 35) 



Clifford (p14) describes allegory by making an analogy with theories in kinetics; 

the way movement is sustained by its own motion and the interaction of moving 

bodies upon each other, "...allegory is exactly such an investigation seen in 

philosophic, moral and imaginative terms'. In the case of Cy Twombly, it is the 

movement between the tactile and material with the philosophical that is being 

allegorized or dramatized. For Barthes (1985) this dramatization points to a 

central core of meaning in the work: the act of production over product. This 

action coexists with its unnamable ground, an otherness running parallel to its 

continual motion like the invisible hand that sets the pendulum in motion. For 

Barthes discovering this unnamable ground which Twombly brings into 

proximity, is akin to discovering the terrain of writing itself in which the mark 

moves in both directions; towards significance and towards oblivion. This section 

investigates these concepts by applying the attributes of allegory to the paintings 

of Twombly and Barthes' interpretation of their significance. In other words to 

discover patterns in the ways of thinking expressed through both kinds of artifice: 

reading marks and making marks. 

The journey is a popular mode in many forms of narrative but, as already 

mentioned, particularly so for allegory because it is capable of expressing change 

and process, two aspects of allegory intricate to the development of meaning in 

the work. This implies that meaning in allegory is in the movement of the 

narrative, the telling of the story as much as the story being told. 

The concept of the journey is a little less obvious but still integral to the paintings 

of Twombly. The artist makes a journey both physically by way of specific 

actions and spiritually by way of the moral significance of these actions. This is 

at the core of allegorical interpretation and one that incorporates the art works into 

the form of allegory as images, memories, points of departure and arrival and 
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whose real meaning can he read both vertically and horizontally: vertically to the 

significances outside the work and horizontally to events within it. 

In Twombly's painting, the Italians, the title leads us mysteriously into the work 

searching for clues. 'Italians' the word, appears scribbled on the surface of the 

painting. Twombly', the word, appears at the top of the painting underneath 

which, is scribbled the word 'Roma'. These words reflect back onto the artist and 

suggest some form of biography as the subject and experience of the work. 

Smudges, stains and scribbles animate the surface as if the artist was speaking to 

us but unable to convey in a coherent way the nature of his experience. Yet 

paradoxically it is this randomness and expressiveness that appear true to his 

experience. The name of the artist appears not simply as a signature but in 

synthesis with the other marks on the canvass. It is openly self-referential, 

articulating and demonstrating the link between process and artifice as a subject in 

the work. The combination of ground, marks and gestures and the name turn the 

surface into air, forming an aesthetic out of the sensual apprehension of thought. 

Meandering through the forms suggests a narrative by way of following rambling 

marks/gestures across its surface. Usual narrative flows sequentially from scene to 

scene and from time to time. Allegory, although relative to a preconception of 

normal time continuums, is not restricted to such a rigid narrative progression. 

Instead it follows a more poetic form distorting the linear progression of events. 

It is within this complex narrative structure that the attributes of allegory reveal 

themselves. 

As already mentioned, allegory establishes an indeterminable ground for its 

action. One of the reasons for this is that allegory is concerned with movement 

and with process. From the beginning, an indeterminable ground leads us away, 

entices us to look elsewhere, to find something or to question its possibility. 
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Fantastic landscapes, sublime settings or intriguing actions are common images 

and actions that set the narrative off on a journey. 

In Twombly's painting this is the open virtual space of the picture area that rather 

than being covered or obliterated through the action of painting, is sustained as a 

perpetual ground for action. The marks forming into letters (signs) dissolving 

into marks, make an association with some prelinguistic utterance. A random 

composition keeps the eye wandering. No conclusion or rest can be attained 

except through the details which are defined through the power the mark has to 

contain, if only for a moment, the space around it, a-temporal moments in the 

scheme of the narrative, each moment outside the other and then part of the 

whole. 

The worlds of allegory are only half-familiar and they are rarely 
safe. Neither protagonists nor readers can predict with any 
security what phenomena they will encounter or precisely what 
these phenomena will signify. We have to immerse ourselves in 
the world of each allegory until we discover its peculiar and 
persuasive logic (Clifford 1974 p3). 

My interpretation of allegory infers that allegory is omnipresent, in that it is a 

symbolic mode operating in varying forms of expression. There are however 

particular attributes that make it distinctive from other narrative modes. Clifford 

(1974) emphasizes two of these which she considers generic features of allegory: 

creating personifications and personified abstractions and the incorporation of 

commentary and interpretation into the action of the narrative. 

In Twombly's painting, personification and personified abstraction translates into 

what Barthes (1985) calls the body of the work. Barthes interprets the ground, the 

material substance, as the body. The paper (ground) is the flesh, a sensuous 

substitute for the real body and the lines that pulsate across its surface is its 

energy, the flow and subject of desire that through its animation of the surface, 
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displaces the work of art as 'object' and interprets it instead as the 'subject' of 

desire. The object, the material superstructure is present and absent. Its presence 

is luminous, lunar even, hovering, maybe disappearing beneath the ecstatic 

quivering of desire. This stirring of libidinal drives is an exercise in seduction 

and in seduction as a means of communication. It is as Barthes (p170) says the 

process by which . ..my body (or its sensuous attributes, art, writing) seduce, 

overwhelm, or disturb the other body. 

Caught up in the market place to purchase or to commodify the edification of the 

body is, as Barthes says, like prostitution (p171). But what belies this virtue for 

sale is the fact that this body exists in the first place uncorrupted by the consumer 

society it offers itself for nothing. In particular Twombly's artifice resists the 

purchase because it resists being a product. Instead what may be purchased is that 

act of producing and so what is consumed is the potential towards an object 

elsewhere; what is consumed is the opportunity to dream. 

The incorporation of commentary and interpretation into the narrative 

acknowledges the work as artifice and in doing so liberates us from the work itself 

to worlds outside it. It establishes a movement from the particular to the general, 

from individual experience to universal themes. This expresses a particular aspect 

of art and its function within any cultural context, that when looking at the work 

one is not only experiencing its uniqueness, but also, as if reflected in some 

hidden mirror beneath its surface, the minds of many that come to look at it, its 

inculturation. 

Conflict and opposition is another feature of allegory that is essential to plot 

development and to identifying the overall moral significance of the allegory. 

Barthes (p173) says of the artist that s/he asks these questions: 
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What are others for me? How am I to desire them? How am I to 
lend myself to their desires? How am I to behave among them? 
Uttering each time a 'subtle vision of the world" (thus speaks Tao), 
the artist composes what is alleged (or rejected ) by his culture and 
what his own body insists on: what is avoided, what is evoked, 
what is repeated, or again: forbidden/desired: that is the paradigm 
which like two legs, enables him to walk, in so far as he produces. 

Such engagement is rarely passive, often violent, arousing or disturbing. It 

requires that the work confronts the consumer as the 'other'. Barthes (p174) 

speaks of this aspect of conflict and opposition in Twombly's work but with an 

interesting observation that ". . .TW's work manifests no aggression...". He 

recognizes two attributes that identify this lack of aggression: indolence and tact. 

In some respects, Twombly's markrnaking is passive in that it doesn't threaten our 

sensibilities. "Twombly's art- this is its morality, and also its greatest historical 

singularity - does not want to take anything: it hangs together, it floats, it drifts 

between desire, which subtly animates the hand, and politeness, which diminishes 

it"(p 175). 

This describes the nature of Twombly's journey: as a subject set adrift on a raft, 

upon an endless sea. Conflict and opposition is dramatized however subtly 

through the artist's volition being subjected to currents in the material body of the 

artifice. The intention of naming barely breaking the surface before waves of 

libidinal energy lap at the fringes of their significance leaving only traces, distant 

memories or events in its prehistory. 

Twombly and other artists repeat themselves time after time, consciously or 

unconsciously. This in some way gives power and significance to their work 

through the authority the abstraction has to express itself as constant regardless of 

the nuances inherent in the means of expression. It is paradoxical that the true 

nature of the abstraction may be unclear; it may be love or death or absurdity, but 

through repetition, what is hidden is made present. 
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Time is the abstraction that continues to reassert itself in the works of Twombly. 

Not only in his painting but also, and perhaps most profoundly, in his sculptures 

(Twombly. 1990). Cast in bronze, these works signal timelessness through their 

material resistance to the effects of entropy. However, this immobility only 

reinforces the temporal, perhaps a-temporality of their surface, of the patina 

which as if fossilized or mummified, makes the moment of their action/life 

perpetually immanent. Just as in the explorer's journals, when the explorer is 

caught, poised before the textured surface of the journey that has yet to reveal its 

secrets. 

As previously mentioned allegory has gone through a transformation over the last 

two centuries. As a mode allegory transforms in complex relationships with the 

transformation of society to which the writer or artist of allegory is acutely 

sensitive. One of these transformations to which the artist is sensitive, is the 

reading abilities of his/her audience. This is not to suggest that power is either 

superior or diminished but particular to popular conventions. The sensitivity from 

which the artist derives his/her insights, stems less from the insights of his/her 

peers and as much or more from recognition of the his/her own abilities in this 

matter. 

Clifford (1974) points out some examples of this transformation when comparing 

earlier allegories such as The Faerie Queen or Gullivers Travels with later day 

allegories like Orwell's (1951) Animal Farm or Kafka's (1957) The Castle. One 

main distinction is that allegories of the Middle Ages and that of the Renaissance 

corresponded to a whole cosmology of signs and symbols that worked to reinforce 

a wholistic theology. More modern allegories reject and actively eroded this 

encyclopediaism in favor of a fragmented woridview, and stress ideas concerning 
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individual liberty, and the empowerment, or lack thereof, of the new phenomenon 

called 'man'. 

2.3. Hero or Protagonist 

Essential to all allegories is the principle character of the drama. He or she is the 

figure through which the reader acts out or is subject to the didactic purposes of 

the author. This is one of the reasons that the quest or journey is a recurrent mode 

in allegory. Both these modes allow the main character, usually a traveller or 

outsider, to encounter unforeseen circumstances against which he or she can ask 

perfectly natural questions in ignorance of those circumstances. This creates a 

natural pretext for explanation, which in the end depends on both the skill and 

craft of the author and the interpretive ability of the reader. 

The explorers can be considered in this light as they write themselves into their 

stories as the hero, or at least the protagonist, of their own fantastic journeys. 

Simon Ryan (1996: 46) notes in the Cartographic Eve that: Any time you write 

about what you have done you create two identities. One is the 'you' who figures 

as the actor in the narrative and the other is the 'you' who tells the story. Ryan 

approaches this splitting of the author/narrator through an examination of the first 

person pronoun T. The split occurs most commonly in autobiography in the form 

of the present self, discussing the past self, for example ". . .1 sat looking at the 

aborigines... (p47). While in autobiographies the location of the narrator is 

clearly defined, Ryan makes the point that in the journals, this relationship 

between the narrator and the text can be obscured through the explorers' method 

of drawing from field books and the problems associated with retrospective 

rewriting. There are two positions to be considered, one is where the field books 

are ". . .fully narrated from an advanced temporal point..." (p47). The other is the 

'interpolated' form, where the narrative is constructed 'between the moments of 

the action'; this is fundamentally the point from which day to day journals are 
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narrated' (p47). If the latter process was strictly adhered to we would have a 

diary of events that were more accurate expressions of the authors state of mind as 

he was experiencing them, both emotionally and in terms of their interpretive skill 

with the medium at hand. But as Ryan (p48) notes: "The journals tend not to 

adhere strictly to these rules that they themselves lay down, but are full of 

retrospective interpolations even ostensibly transcriptions of field-books'. 

From these observations Ryan (p48) makes the point that although retrospective 

writing in this way can offer us both a fresh interpretation of events and a more 

considered reflection on events, he also considers that "...this fragmentation of 

univocality also costs the journals much of their authority". This fragmentation 

can also he thought of as the distance between events, between the events being 

recorded and the recording of the event or the recording of the record. In each of 

these the 'I' is removed further away from the event being recollected, yet 

simultaneously the 'I' is being projected into the narrative as a subject whose true 

self rests in the hands of the narrator or perhaps is lost to the unfolding of the 

narrative. 

Further, Ryan (p53) asks the question whether the 'I' of the narrator imposes an 

authority over the 'I of the author and subject of the text. An authority that is 

informed by the "...dictates of the institutions such as the Royal Geographical 

Society and the colonial office". 

An analysis of whose gaze is presented in the journals, reveals that, 
at the point of enunciation, both the voice and the gaze are 
fractured. The gaze is always in danger of being a multiplicity of 
different gazes: the ethnographic, the landscape, the cartographic 
gaze, and so on, but these are held together by the construction of a 
strong, central individual. This construction takes place both 
'inside' and 'outside' the journal: 'inside', in its mobilization of the 
mythology of the heroic explorer; 'outside' in the institutional 
practices which determine the shape of exploration. Both these 
pressures bring into being the journal as the prime method by 
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which exploration is recorded. Ironically, however, the journal is 
exactly that genre in which the fracturing of the identity of the 
subject is most evident (p53). 

Clifford (Clifford 1974: 15) makes a similar observation when discussing how 

meaning is provided in the general mode of allegory when she says, 'meaning is 

provided by the objectives of the action - both the internal objectives, the aims of 

the characters towards the fulfillment of which the narrative moves, and the 

external objectives, the didactic purpose of the author". 

In the explorers' journals the internal objectives and the external objectives 

revolve around the same identity i.e. the subject and the author of the work. 

Forming distinctions between these causes the fracturing of identity. It is also 

through this fracturing of identity that the reader more easily moves between 

identification with 'I' of the author and the 'I' of the subject (hero/protagonist). 

Identification with the author is a projection into imagined circumstances based 

on knowledge accumulated from the history proceeding these events right down 

to the intimacy of one's own life. Identification with the protagonists of these 

dramas is through them being like caricatures of cultural convention: a kind of Zn  

cultural idiom. 

When viewed from a context outside the parameters of their pages and instead 

within covers of our history and mythologising, the explorers sound like distant 

knights in pursuit of some holy grail, and in keeping with that analogy each one 

pursuing a slightly different vision, ". . .suited to his particular degree of virtue..." 

(p17). The allegorical nature of these stories are particularly emphasized here, 

through their narrative structure in the form of journeys, quest or searches. It is 

through these forms, which are fundamental to allegory, that the stories become 

metaphors reverberating through the pages of history and our own lives. It is in 

the movement from the intimacy of our own lives towards society and ideology, 
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that the interpretive process becomes synonymous with the artifice of the 

allegory: the dreamer dreaming s/he is dreaming. 



3. Chapter Three - Between Hay and Grass 

This Chapter considers the relationship between my own process of collage and 

how it represents the way meaning is constructed from a migrant perspective. 

The process of creating a collage out of disparate realities applies not only to my 

art practice but also to how I have layered the various aspects to this exegesis. 

The emphasis on forming patterns, which is also a central concern of allegory, 

implies that the relationship between forms and ideas is a consequence of the 

author/artist perception of significance without there being any predetermined 

causal relationship. This recognizes the artifice in any construction of meaning 

and, therefore, the value in representing a way of thinking, as much or more than 

the value of its particular subjects. As in Barthes' (1985) interpretation of cultural 

and moral significance of Twombly's painting, it is the production of meaning, 

that can he found in the action of the journals, that Carter (1992) uses to 

constructs his theories of migrant aesthetics. 

3.1. Figures of Speech 

In determining how meaning is constructed in a migrant situation, Carter (Carter 

1992 p98) constructs his argument in three stages. Firstly he compares the 

writings of two philologists/anthropologists, Erich Auerbach and Bronislaw 

Malinowski. Secondly he discusses the significance of Stickney; the name of a 

village in England and an island off the coast of South Australia, by creating a 

significant context between the texts of Mathew Flinders and Paul Verlaine. 

Thirdly he discusses the importance of and nature of figuration within language in 

relation to a migrant experience drawing on the previous two texts for his 

argument. 
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Carter (p98) characterizes the approaches of both Malinowski and Auerbach as 

"travelling lightly". By this he means that their theoretical models for interpreting 

their experiences were the result of, and in anticipation of, a deliberate act of 

displacement. Auerbach it seems was forced into exile, and it was from this point 

of view that he made his observations of representation within the traditions of 

western culture. However Carter considers that the position as exile, although 

historically a necessity, was predetermined by an impulse that was personally and 

intellectually desirable for the pursuit of his project. In Carter's (p103) words the 

idea that Auerbach wrote Miinesis as a direct result of being exiled in Istanbul is a 

"...retrospective historical rationalization of an impulse that anticipated events 

and to certain extent prefigured their consequences". Auerbach, he is suggesting, 

deliberately set himself apart from the object of his observation, his own culture, 

precisely so as he could view it as something foreign to himself. 

Malinowski, on the other hand, who chose to swim in the mirror of others, to 

"...look at the emptiness of the surface without illusion..." (p104), is at the same 

time aware that "...any pattern he discovers in native life is not inherent, but is an 

addition of meaning that he brings to it"(p 104). Any meaning derived from his 

experience will he the result of a 'creative synthesis' inextricably linked to his 

own cultural conventions and ideologies. In Malinowski's case his methodology 

to immerse himself within a 'primitive' culture was consistent with the 

philosophical and aesthetic crisis facing western culture that sought to unravel the 

actions of the civilized man through exposing the primitive within. 

Carter (p106) asserts that both authors had a 'migrational disposition' that has 

eluded recognition because it was "subject to historical rationalization". For 

Auerbach it was the premonition of exile and for Malinowski the ambition to 

return. The essence of this 'migrational disposition' eludes historical 

representation. Only a more poetic incorporation of events into the historical 
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stream could bring the immanent moments of apprehension into the text. This 

would, as in allegory, require that the accuracy and objectivity of history be 

modified in favor of creating potential in the narrative for poetic reverberation. 

This is also an observation that can be made of the explorers and the significance 

of their journals, in that (as discussed in 2. 1) they too are subject to historical 

rationalization while at the same time the narratives of their actual experience 

remain elusive. 

Carter uses Malinowski and Auerhach to demonstrate two antithetical 

assumptions that can be made about displaced persons. One is that they try to 

impose intact the culture of their origin onto their new surroundings and the other 

that they assimilate themselves entirely into their new surroundings as a form of 

rebirth 

Carter uses these two antithetical positions to propose a third position that would 

better describe the way meaning is constructed in a migrant situation. Both 

positions fail as accurate description of the migrant. The former fails because 

being trapped eternally in the labyrinth of memories, the "migrant's 'place' is 

illusionary, neither of a living culture or of a present one .... the self-styled 

custodian of ethnic culture stands in relation to the living (both here and there) as 

a ghost"(plOO). The later position fails because the migrant who thinks that s/he 

can simply shrug off their cultural baggage will be no more than the mirror of 

others. Trapped in this mirror "they will not construct a space where they can 

speak for themselves: they may act eccentric, but they will be incapable of 

embracing a fate of their own"(p 100). 

Carter (p101) presents a third position like this: 

An authentically migrant perspective would, perhaps, be based on 
an intuition that the opposition between here and there is itself a 
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cultural construction, a consequence of thinking in terms of fixed 
entities and defining them oppositionally. It might begin by 
regarding movement, not as an awkward interval between fixed 
points of departure and arrival, but as a mode of being in the 
world. The question would be, then, not how to arrive, but how to 
move, how to identify convergent and divergent movements; and 
the challenge would be how to notate such events, how to give 
them a historical and social value. 

Carter identifies the figurative nature of language itself as a mechanism in which 

the potential for interpretation and meaning is generated. Stickney becomes a 

case in point for this argument. Viewed historically there was no relationship 

between Mathew Flinders, a navigator who named an island off the coast of South 

Australia after the English town, and Verlaine, a poet that wrote much of his most 

well known poetry in and around the landscape of Stickney. The fact that 

Stickney was significant in both their lives and that this significance was more 

than coincidence is the product of Carter (p110) creating a 'significant context' 

out of disparate realities. Carter identifies aspect of both men's lives that seem to 

propel them into a kind of historical collusion. The land and sea metaphors in 

Verlaine's poetry are also a constant subject for Flinders, whose voyage is driven 

towards making distinctions between land and sea. The convergence of meaning 

was as Carter (pIll) says the result of ". . .my own migrant point of view - my 

sense of being thrust into a world in which cultural forms facilitated the 

functioning of society parodically, mimetically, without any sense of inner 

necessity". Such an interpretive process stands outside but in relation to historical 

records. Events separated in time were given a context through figurative 

expressions in their language. 

Stickney then was not representative of anything other than the meaning Carter 

could attribute to it. It was a word being used figuratively in the absence of any 

representational core. It reinforced, as Carter (pill) points out, Said's insight 

that: ". . .if words and objects ever coincide, it is because at certain propitious 
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times both converge into what the prevailing polity can readily identify as an 

event". This situation becomes more opaque in migrant exchanges when the 

mother tongue is unknown or in any contact situation when the semantic core of 

the word is lost and is instead replaced by semantics that are contextually driven. 

The migrant mimics and mimes their environment pulling from the air as it were 

an understanding for their actions in each given situation. Within this context a 

convergence of sounds and gesture gives way to movement and meaning. Figures 

of speech prefigure a future direction. 

In everyday life there lies a world unknown to us, or only known for what it is 

not, in that the tapestry of language is seamless in giving emptiness a name. But 

what is revealed in the texts of the journals, and also in the paintings of Cy 

Twombly, is that it is the emptiness that acts like gravity holding the figurative 

nature of language in our consciousness. It is the emptiness that invests such 

language with the potential of a future event, which in turn ensures it a place in 

history. 

To visualize this figurative overlay of historical 'events, we can think of culture 

as having a horizontal line along which 'events' in time have unfolded a time-line 

of places and actions leading from one onto the other. If we think of this line 

lying on a plane, say the plane of the 'y' axis in a graph, then figuration can be 

viewed as a sort of topography of that plane. From above, the horizontal time line 

appears as an infinite series of connections that seem to be forming and breaking 

down simultaneously with your, and because of your, observing them. Each point 

of convergence is an event and events prefigure each other. As such the linear 

movement of time that constitutes the past, present and future is encapsulated 

within a time matrix in which past and future prefigure each other around a 

present event. 
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The movement from a horizontal position to a view from above removes the 

authority that writing imposes on reading; that movement is one directional. 

Events unfolding along both horizontal processes and vertical ones, gave 

European culture its sense of spiritual unity. This is still true of the processes at 

work in the narratives of allegory. Horizontal processes provide the narrative 

with a trajectory, a material basis or surface from which vertical processes can be 

extrapolated or at least intuitively perceived. The narrative resides in the 

interaction of both the materiality and ideology of the artifice. 

3.2. Collage/Installation 

I am interested in the shape of ideas, even if I do not believe in 
them ... (Beckett in Esslin 1982: 78) 

When drawing in the landscape, I was acutely aware of an empiricism that 

attempted to describe the very actions of my being there. I drew onto the paper 

the sounds of the wind, of the silence, of the birds and the planes overhead, the 

hardness of the rocks and the vastness of space as well as the movement of light 

and the patterns and the forms that it creates. Not all could be conveyed, in fact it 

was impossible and the best sketches were fleeting moments, a heartbeat or two, a 

breeze and a drop of sweat. Each of these moments could cascade or become an 

arrangement, a period of flux. It was this action that transferred itself into the 

studio as I tried to form a material base out of a collage of both substances and 

processes. This inevitably led to the incorporation of the space for presentation 

as part of this collage. The installation that resulted from this process I called 

forgetfulness and thunder. 

forgetftilness and thunder, describes a moment and an action. Firstly it refers to 

the process of making art and in particular of an engagement in virtual space. 

When drawing I usually locate myself in a place; say the landscape. The act of 
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drawing requires that I lose myself or give myself over to sensation in a form of 

mimicry. I forget in order to act. I take on the shapes and sounds, much like 

reading a book where I lose sight of where I am. Unlike reading a book, or like 

reading a book on the bus, I continually return to the place of the space that I am 

in, away from the virtual and towards the real. 

This moment and action has a resonance with another situation. When I am in a 

place where I don't speak the language of the country, or of the people, I find 

myself mimicking the sounds and the gestures of that new context. In order to 

understand I attempt a kind of camouflage. I deny something of myself to 

become another, I forget. 

My work, in some way, allegorizes this layering of the virtual and the real, 

drawing out of the particular individual experience of making marks, an analogy 

for more the general themes inherent in a migrant situation. Allegory can, in a 

very simple sense, be thought of as an extended metaphor. Metaphor implies 

another meaning without necessarily losing its attributes that define it as a figure. 

The figure then, becomes not the bearer of one identity but a conduit for a 

multiple of meanings and identities. Such meanderings characterize the mode of 

allegory as ambiguous through the recurrence of multiple plots and distortions in 

time continuums. "It is at such moments that the mythopoeic aspect of allegory is 

most strongly felt" (Clifford 1974: 95). 

The text in ftrgetfulness & thunder, 'Happier now she's crying again', that appears 

in one of the projections, recreates this moment in a peculiar way. 'Happier', 

embraces the present and flows outward; the past vanishes out of sight through 

this emotion. 'She's crying again' evokes sadness, which is a withdrawal. It 

internalizes the present incorporating it under the heavy burden of the past. So 

the text is like two sides of a coin, but it is a coin tossed into the air turning. 
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The installation as a process also re-enacts this moment, which is best described 

by what it is not. It is not theatre in the sense that theatre is an entirely virtual 

space in which the actual space of theatre is denied for an imagined one. It is not 

object in that the object is self-contained, so the virtual space of painting is 

contained by its frame or a sculpture by its form, a book by its cover and its 

pages. Installation is the layering of the virtual upon the real or the real imposing 

itself on the virtual and it is in this sense that the space it occupies is somehow 

indeterminate, caught in the atmosphere of twilight. Space and time become 

contingent upon the possibility of becoming or moving from one to the other. In 

this twilight zone the virtual world is being decomposed and recomposed 

simultaneously. 

The story of Orpheus became significant for me as a way of mythologising this 

experience. In particular the moment when Orpheus turns to Euridice as they are 

about to leave the underworld and she is lost slipping back into the dark. And 

also noting that when Orpheus returns to the world he is torn to pieces by the 

women of Thebes as punishment for his lack of faith and his inability to commit. 

At the moment when he turns to Eurdice and she is lost then Euridice the ultimate 

object of desire is lost to name, a figure without substance that rings out across 

time. 

The significance of these contexts, whether in a drawing or in a contact situation 

between foreign peoples, is to open up a space and to move and make meaningful 

gives rise to a critical consciousness, which your presence within it. This is what  

Said describes as ' ...a sort of spatial sense, a sort of measuring faculty for 

locating or situating theory..." (Carter 1992: 118). But as Carter points out it 

doesn't necessarily follow that a critical theory or totalising theory forms or 

results from the development of a critical consciousness. "The best one can hope 
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for is that the theory will become the object of critical ref1ection' (p118). Migrant 

aesthetics can he seen in this light: as a critical consciousness arising out of a need 

to open up a space within the claustrophobic conditions of globalization without 

determining a legitimate position against the cultural orthodoxy of Modernism. 
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4. Chapter Four - Discussion 

There is a distinction between allegorical exegesis and allegory as literature that is 

significant in the context of this paper. Allegorical exegesis is foremost a critical 

method of discovering patterns in the combined layers of symbolism, mythology, 

process and action. Discovering patterns is this process by which narrative 

reveals itself to the reader. This is how the text and narrative bleed into other 

forms of artifice. Allegorical literature on the other hand, is such a surface for 

interpretation. 

The interpretative process Carter applies to the texts of exploration-the journals 

and historical records-certainly fit the form of allegorical exegesis but also, they 

are strangely a kind of allegorical literature. Carter (1992: 4) in a double take 

invites us to apply to the same interpretative process to his book, as he does to the 

numerous texts and subjects within it. Referring to the composition of his 

chapters or essays he says: 

• . . it is also possible to lay emphasis on the intuitive passage 
between chapters, on the kind of travelling these spaces 
imply ... For the gaps invite the reader to make a translation:... 

Carter demonstrates the process with which we are to use to form interpretive 

links across time and events in history. In this way the reader acts out the 

potential solution to Carter's (p114) main proposition, how meaning is constructed 

in a migrant situation. 

What explorers like Leichhardt, the philologists Auerbach and Malowinski and 

artists like Twombly have in common is that in order to act, each confronted or 

moved towards a position of exile. For the explorers this was a journey into the 

vast interior of Australia. For the philologists, it was in how they set themselves 



apart from their own cultural heritage and for Twombly it was the blank surface 

of the picture area. 

Concentrating on the artifice, with which they gave expression to their 

experiences, invites an allegorical interpretation of their significance. This is 

because concentrating on the artifice is to discover patterns of meaning in the 

process: on the explorers wandering and the philologists migrational disposition 

and in Twombly's invigoration of the picture area. 

The bonding device integral to the perception of patterns lies in the figurative 

nature of language, which recognizes that representations do not cling to the 

objects that they signify but instead float across their surface. This action of 

perpetual motion is the kinetics that drives the allegorical process. It is also this 

action, which can be described as the immanent dissemination of the signifier, 

that allegory as a method of interpretation has in common with allegory as 

literature. 

Underlying the artifice of our knowledge there lies what can only be described as 

the 'real'. This truth exists immanently in the surface of the constructions of our 

language. On the other hand there is the sense of 'play', and the truth therein lies 

in the insights or pleasures associated with the internal dynamics of that play. 

An incorporation of both of these positions, is most clearly expressed from the 

position of exile. For in exile the question of origins or of a homeland, is dreamt 

of nostalgically, bathed in the golden light of some distant meadow and conjured 

up in the sounds and smells of childhood. Such dreamy indulgences for things 

past are rescued from nostalgia's bubble through 'play'. 
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It is in the dramatization of 'paradise lost' with the everyday, with the new and the 

mundane, that characterizes a 'migrant aesthetic', in the recognition that my 
language doesn't sit deeply with my landscape but rather that my landscape 

travels with me. However the drama lives in the volition to believe otherwise, to 
make sacred what is invisible to us. 
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