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Abstract 

In an effort to understand the relations between existential, theoretical and practical 

aspects of the painting process and visual art production, this paper examines 

ideas concerning the relation between perception, cognition and ideology. 

To do this I have conveniently distinguished between two interrelated modes of 

perception; one being the mental, cognitive (internal) form, the other being a 

physical, tactile interactive (external) form. I further explore, how through the 

differential links between these perceptual processes, at the interface between 

lived experience and cognitive reason, ideology is synthesised. 

Having aligned the process of art production with the formation of ideology I 

include a brief examination of semiotics to show how perception is stratified by 

reading and relating to objects as signs. Our interaction and identification with 

objects in our physical and social environment, thereby also contributes to the 

existential and the ideological formation of identity. I suppose that the provisional 

evolution of (my) identity in the world of objects/signs becomes a source of (my) 

Identity in painting. A semiotic interpretation of art as a form of text leaves a 

meta narrative as a residue or excess to the manifest text or narrative of (my) art. 

In formulating and executing my work in the exhibition "Domains in Perception" 

the following operations were undertaken (in order of application): 

1) Rectangular grid format. 

2) Simplified heraldic image (geometric colour domains) within each rectangle. 

This structure allows a solid foundation to paint on, as well as having its own 

underlying historical meaning, as an abstraction of heraldry. 

3) Depiction of domestic objects in expressionistic manner via varied mark 

making, in size, shape and tonal gradation; marks both surrounding and defining 

the objects. 

Whether or not from a post modem point of view, a significant aspect of this 

work is that it considers modernist conventions in painting. (including Cubism, 

Fauvism and Expressionism). The process of my paintings is a transitory linkage 

of perceptions, ideas and actions; the internal dialogue of thought and perception 

both forming, and set in motion by the action oflanguage (objects/ signs/ painting). 



Painting: Perception & Process, 

Identity & Ideology 

TREATISE BY RUSSELL LILFORD 

Preface 
During the past two and half years I have undergone a journey in my 

MA program that has transformed my ideas in art practice and theory. 

This transformation is partially reflected in the work that is currently on 

show, "Domains of Perception". To understand the nature of this 

transformation it is necessary to give a brief summary of how I arrived 

at my most recent work. My initial research proposal dealt with 

exploration and identification of Australian Aboriginal & Filipino 

cultures. The aim of this proposal was to examine ideas and linking 

points in cross cultural irregularities, similarities and differences via 

the art making process. However, at that time I was unaware of how 

precise and intricate a significant understanding of these cultures would 

be. As my research unfolded I realised that any form of pictorial 

representation of these civilisations would only be superficial; in the 

sense that the diversity of these cultures would need a near lifetime of 

study plus a wealth of experience in order to give a just and accurate 

insight. More over my own position as a western "outside" observer 

remained problematic. 
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Following this line of thought, it became apparent that my awareness 

and understanding of self in relation to the construction of identity inside 

my own culture was lacking. An examination of my own identity was 

then imperative, with a direct reference to time and place relative to 

historical and cultural aspects of our society. Thus, in developing the 

next body of work I concentrated on the development of perceptual tools, 

such as observation, contemplation and interaction through which the 

process of painting can be linked to everyday life. Furthermore, through 

art-production we may represent and interpret our human habitat and 

environment. 

Whilst working though this concept it became apparent that an 

existentialist framework would be most useful, in that images can be 

supported and associated philosophically. Existentialism, although 

considered a out-moded form of philosophy in our post modem age 

provides a departure point upon which to conceptualise modem realities. 

The possibilities to re-configure perception to an artist's agenda were 

first inspired by Jean Paul Sartre's notions of perception: 

Perception depends upon this pre-existent element of choice, which de

termines the form which we perceive not only all varieties of geometrical 

figures but every phenomenon of which we become aware .1 

In addition Sartre's idea that "existence comes before essence" was a 

statement which informed my overall views at the intermediary stage. 

The statement was also included in the title of a solo show held last year 

ISartre Jean P.: Existentialism & Humanism, London: Butler & Tanner, 1948 (English ed.) p 13 
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entitled: "Identity, existence before essence", this is an excerpt taken 

from the catalogue: 

This exhibition is based around existentialism. In this context identity is 

both self realisation and inter-relationship with my external environment. 

I locate my self in a work by using a symbol or motif which is predominant 

in all of these paintings. The motif operates as form of self portraiture 

but can be also transposed as an index of humanness. 

The statement that existence comes before essence is a quotation from 

the existentialist philosopher Jean Paul Sartre. Although existentialism 

is now considered out-moded by many schools of modern thought I feel 

the idea of existence before essence is indicative of contemporary life in 

that we must first exist before attaining any idea of nature of essence, e.g. 

our being. Thus the realisation for me is that identity is derived through 

our perception of every day existence rather than some from of 

metaphysical essence of being.2 

Having considered themes, and definitions of essence and existence3 , a 

final shift in thinking occurred. This shift involved re-orientating 

concepts of perception in order identify actions and reactions in art 

production, to establish and recognise fundamental structures and codes 

in images, so as to determine some aspects of self identification via the 

art making process. 

2 Lilford, RJ: Identity, Existence before Essence , Artist Statement for Exhibition shown NTU 

Auditorium Gallery, Oct. 1996. 

3 See Billington, Ray, 1990, "East of Existentialism", Unwin Hyman, London, 

Sartre, Jean Paul, 1948, ' 'Existentialism & Humanism", Butler & Tanner Ltd , London, 

Sartre, Jean Paul, 1957, " Existentialism & Human Emotions", Citadel Press Inc, New York, 
Sartre, Jean Paul, 1963 "Search For Method", Vmtage Books, U.S.A 
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Introduction 
This body of writing aims to contextualise and explore my recent 

paintings, their content and the processes undertaken in formulating their 

production. It will also engage in an interpretation of theoretical 

discourse on painting and identity with an emphasis on ideology, 

semiotics, narratives and perceptions of the everyday and their 

relationship to the images I have depicted. It is important to note that 

the association between text and image has been informed mainly by an 

analysis of painted works after their completion. However ideas on 

process and production were formulated prior to conception of work via 

research proposals already discussed. 

The paintings refer to a tradition within modernist painting this century 

with a plethora of influences which include cubism, fauvism and 

expressionism. I have tried to re-interpret conventions of painting 

associated with the movements by utilising aspects of these modernist 

styles to depict domestic objects within the setting of heraldic domains 

in an expressive, illustrative or almost animated way. By doing this I 

hope to encourage the viewer to differentiate characteristics in perception 

other than those which are taken for granted from the everyday. Thus 

my art works may be considered as offering a re-orientation from the 

banal view point to which domestic objects are generally consigned. 

The initial insight for the creation of these works was inspired by a 

concept of self identification whereby aspects of identity may be secured 

by interaction and association with mundane, domestic objects. In these 

paintings it is possible to discern signs through objects or translate signs 

through the relationship of objects to other articles in the represented 

illusion of space. 
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Through this text I hope to show how conventions in ideology are a primary 
concept for understanding the processes in which the paintings were 
instituted. I have therefore adapted concepts originally developed in social 
and political theory for exposition of personal experience involving the 
making of art. In addition I examine the role of perception which can be 
enjoined with a notion of ideology and its method of operation within 
society. Finally, I link ideology with the idea of "visual text"; a way to 
interpret a sense of text within a visual image 
"remnants" of text left by the artist via visual production. The concepts of 
ideology (as defined on p 7) and visual text (seep 14) help consolidate 
notions of perception within reality, which in tum amplifies a shift towards 
re-appropriation and re-interpretation of conventional domestic paradigms. 
Note: the purpose of this discussion is not to analyse or debate definitions 
of ideology, but rather use established suppositions within a discursive 
framework to clarify ideas developed in the practice of painting. We may 
expand the predilections of rigid theory in order to realise the connection 
between art production and cognitive thought processes. 

In this body of work I have undertaken to translate a number of ideas and 
thought processes by using a set of constructs to produce images. These 
constructs consist of (in order of application): 

1) Rectangular grid format. 

2) Simplified heraldic image (colour domains) within each rectangle. 

3) Depiction of domestic objects in expressionistic manner via nuance 
of mark making, varying in size, shape and tonal gradation; marks 
both surrounding and defining objects. 

4) Pictorial space; domestic objects are activated within the picture 
plane by using the 3 constructs (above) as a basis to synthesise 
images. 
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One way in which we may identify a system of interpretation is to explore 

an analysis via the "typology"4 of semiotics. It would be beyond the 

scope of this paper to give a in depth summary of semiotic theory, 

however, I will try to offer a succinct account of semiotic discourse as it 

relates to the concepts pursued in this paper. 

A Brush with Semiotics 
Semiotics was principally pioneered by C.S. Peice 1839 -1914, an 

inspired American intellectual who published over 8 volumes on semiotic 

theory. Semiotics is the study of signs, signals and codes within the 

parameters of language. In other words, semiotics attempts to describe 

and explain how signs, signals and codes are used and function in the 

every day gamut of human communication, or as M. Carter describes: 

this general level of communication implies that human beings are able 

to lead inter subjective existence by being able to transmit information 

via the various languages in a given culture. 5 

A basic semiotic discourse will help give a clearer overview into principle 

behind the imagery presented. 

Peirce divides signs into three different categories: Icon, Index and 

Symbol. A brief definition of each category also drawn from Carter, is 

as follows: 

M.Carter, 1994 p.127 

ibidp 127 
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An Icon : refers to the relationship between sign and object, in that it 

stands for what the sign is known as or proposes to resemble as object 

whether the object exists or not (e.g. object could be a painted angel) . A 

photo of a dog for example is an icon. 

It is the act of interpretation by the viewer of a sign who reads the physical 

properties of the sign as if it were an iconic relationship to the thing it 

stands for. 6 

An Index: is a semi referential sign which is connected with an object 

in that it can be an imprint of an object or tangible indicator to an object 

there is an actual , concrete relationship between the sign and what it 

signals, for instance knock at the door or animal tracks.' 

A Symbol : refers to relationship of sign to object via given rules, codes 

or a set of conventions that determine what the object stands for; a sign 

that exists within the parameters of known codes of interpretations. 

the relationship between the sign and what it is standing-in-for is known 

by the viewer of the sign because they are in possession of the code, or the 

system of rules, which governs what will stand for what. 8 

By applying this analysis we are able to investigate and develop insights 

into the operative modes of ideology. 

A View to Ideology 
Before going any further I think it is necessary to qualify a definition of 

ideology. By associating Volosinov's definition of ideology with my 

paintings we may elaborate on the framework of imagery, as a system 

of ideas or logical notions of visual expression brought about by the 

process of making art: 

ibid, p 68 

ibid, p 68 

ibid ,p 68 

8 



Everything Ideological possesses meaning: it represents, depicts, or stands 

for something lying outside itself . In other words it is a sign. Without 

signs there is no ideology. ••. Any physical body may be perceived as an 

image; for instance the image of natural inertia and necessity embodied 

in that particular thing. Any such artistic-symbolic image to which a 

particular physical object gives rise is already ideological product. The 

physical object is converted into a sign without ceasing to be a part of 

material reality, such an object to some degree, reflects & refracts another 

reality. (author's emphasis). 9 

It is important to note that although the term encompasses a wide range 

of definitions, only a selected philosophical interpretation of ideology 

will be used to articulate the artistic process. I will do so with reference 

to my work to my work. 

A discussion of ideology, perception and process can be considered in 

two different manners: firstly, as mental perception, where visual 

information associated with events is translated or interpreted from the 

external environment, which in tum informs our perception, e.g. relating 

the concepts of this paper so that some form of meaning and 

understanding is attained by the reader~ and secondly as the actual 

physical and tactile interaction with objects within the environment which 

define a given perception to an event, e.g. the paintings which are central 

to this discussion were a product of tactile responses to externally and 

internally lived experience. Although the role of these two modes of 

experience in thought construction are interrelated, I distinguish the two 

modes and establish the differential links between processes. I do so in 

order to relate the interface between lived experience and cognitive 

reason, to the synthesis of ideology. It is useful to cite Janet Wolff: 

Volosinov NV, The study of ideologies and the philosophy of language, in Harrison C, Wood P, (ed) 
Art in theory 1900-1990, An anthology of changing Ideas, USA, Blackwell Publishers, 1992, p 468 
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Put most simply, the theory of Ideology states that ideas and beliefs people 

have are systematically related to their actual and material conditions of 

existence. 10 

This definition provides us with the conceptual framework within which 

concepts of perception and identity may be further refined. As the process 

of making art has evolved I have realised that self-identification relies 

on two main elements: 1) internal sensibility (the psyche); and 2) external 

sensibility (the physical). Both are interconnected and inform each other 

by the mechanism of memory (which relates to our earlier explanation 

of ideology). A history or heritage must be drawn upon in order to 

interpret an event. 

The identification of the process of art production as one which 

encompasses an ideological dimension may be contrasted with the linear 

historical understanding of painting. The ideas and practices of painting 

are held within the realm of convention and tradition in relation to a 

history of forms and styles. Seen through this paradigm, art and, in 

particular, painting, becomes self-referential and excludes the possibility 

of a social interpretation which locates art in the mundane or quotidian 

aspects of existence. This historical lineage of interpretations and 

conventions in art theory has limited our understandings to a singular, 

individualistic notion of the artist, ignoring his or her interactions with 

the environment as referred to above. Our definition of ideology allows 

us to re-examine how painting may otherwise be situated in time and 

space. 

10
Wolff J, The Social Production of art, USA, New York Univesity press, 1981, p 51 
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Perception and its relation to ideology 

By linking ideology with perception we may begin to examine the codes 

of consumerism and mass production inherent in high capitalist societies. 

What is postulated in our surroundings is not simply an externalised 

reality, but something which is also internalised. At the interface between 

external and internal reality our minds and senses are impelled to align 

with a broader system of reference (ideology) as to how signs, read from 

objects and images, can be translated. Perception, in this way, will 

invariably rely upon a socially derived interpretation or weltanschauung 

(philosophy of life). 

Given that another reality may be discerned in an object, that being which 

"reflects & refracts" 11
, we can read objects as signs. Within this 

understanding it is possible to consider that self identification can be 

defined partially in relation to the object. Thus, we may establish through 

choice a connecting point of consciousness to a perceived reality via the 

object. This perceived reality becomes a determinant to our experience 

of human existence and process. In other words our perceptions of 

identity are interrelated with the identification of and interaction with 

signs and objects. 

The mechanisms in a process are perhaps best understood via what is 

known as stratification. It is through stratification of systems of 

perception that an approach may be made to an understanding of how 

we can interpret the process of art production as a form of ideology. We 

can interpret ideology in a sense that ideas are formative to our 

understanding of the processes of material existence. 

11 
ibid, p 468 
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Stratification: its operation within the realms of 
Ideology. 
The connection between representative objects and their representation 

as iconic indexes in our daily existence (the process of interaction with 

objects) helps formulate and inform our perceptions of relational 

existence. This is possibly best considered through a view to ideology 

which incorporates a type of stratification, or multilevel perception. 

Stratification can be read as layering of systems that consist of differing 

complexity, which is pervasive to all facets of life. These systems may 

be seen as fundamental to the process of self organisation. As Fritjof 

Capra explains : 

At each level of complexity we encounter systems that are integrated, self 

organising wholes consisting of smaller parts and, at the same time, acting 

as parts of larger wholes.12 

It interesting to note; although Capra is a scientist, and the context of 

this quote was cited from a broad based sociological discussion, the 

conceptual model Capra uses is, I believe, incisive to a discussion of 

ideology. 

When interpreting objects situated within space, or reading signs within 

spatial context, we take in an array of objects within a peripheral viewing 

field. We naturally order things to comprehend a perceived notion of 

the event before us, we engage a number of systems that help prioritise 

our external and internal logic 's of perception. This in tum offers an 

interpretation of information deemed most relevant for that moment. In 

other words, these systems of prioritisation or layers of perception, string 

together a series of ideas or principle-thoughts, so that a notion of an 

12 
Fritjof C: The Turning Point ,Science, Society and the Rising Culture, Flamingo, Fontana Paper 
backs, 1982, London, p 303 
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event may be formulated. We may then return to a re-evaluation of art 

production with regard to the junction or bridge between the mental 

concept and the physical action of creative expression , in that 

stratification permits an over-all view to integrate systems of process 

which subsequently allows delineation of the term of ideology within 

the context of this paper. 

At this stage it is important to discuss the overall configuration used to 

construct these works, beginning with the heraldic domains and grids 

which constitute the foundation of the painted works. 

Heraldic Domains and the Grid 
Heraldic imagery comes from a formal tradition of genic mapping of 

family names. Although heraldic roots lie with identifying clan or 

monarchy in battle through the symbols on warring shields, the shields 

or coat of arms later came to represent title and family characteristics. 

This tradition carries through today in a nationalistic sense in that each 

state of Australia has a coat of arms as does the nation of Australia 

By adapting a language of signs including images of objects in these 

paintings, my work necessarily refers to the past. I have indicated this 

in two ways: firstly, by using the grid as a base and underlying structure 

for the painting; and secondly, by using heraldic reference in simplified 

form to make up series of colour domains within each rectangular grid. 

Setting a solid tonal ground in this fashion allows for an overlay of 

expressionistic, representative depiction of domestic objects, which are 

surrounded by different sized shaped marks of varying tonal quality. 

Although in the majority of my works the heraldic device is subdued by 

over lay of marks and activation of objects with in the picture plane the 

heraldic domains function as subliminal narrative. 
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The use of the heraldic device within the visual format was necessary. 

Not only does the device give a solid foundation to the over-all design, 

it can also operate as metaphor in that heritage gives a direct link 

(genealogically speaking), to those who have gone before us. This in 

tum helps to highlight aspects of human identity that through time have 

become idiomatic. In this sense, the heraldic sub-structure in painted 

compositions leaves an imprint of historic myth that is representative of 

anglo-saxon culture .. In addition the sub-structure allows the images to 

oscillate between visual meaning and aesthetic interpretation in the 

finished works. 

Heraldic references are simple in form and appear as colour domains 

defined within the grid. From a semiotic point of view they can be also 

said to fill the role of an icon and to imply the relationships with other 

objects and actions which give them symbolic significance. These 

parameters are pivotal points in the visual operation of painted works. 

Due consideration must, therefore, be paid to the construction and the 

role of the grid format in the works examined. 

The grid serves as a basic format to contain heraldic references, to which 

domains are instrumental, but also the grid may operate as a form of 

archetype. Many years ago I viewed a feature film called Koyaanisqatsi 

(produced and directed by Godfrey Reggio 1983) devoid of character 

developments and individual actors, but which was simply a visual 

narrative with the use of time lapse photography accompanied by a sound 

track of minimalist music (by Phillip Glass). There was a sequence in 

the film to which a piece of music called "The Grid" accompanied images 

of suburban street blocks; an aerial view that was then merged with an 

overhead view of printed circuit board. The resemblance between the 

two was uncanny and this imagery has stayed with me for many years . 
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Thus, in my paintings the grid for me represents the macro and micro 

structures that so predominantly, inter-connect the material world. In 

many ways, the linkage of structures is the underlying theme of this 

work. Thus, the significance of the grid and simplification of heraldic 

imagery in my work can be seen as symbolic in that it generates a 

reference to lineal historical existence in resonance with anglo-saxon 

culture and embodies a preconceived heritage through its iconology. 

Shades of the Narrative and Meta-Narrative 
Through the stratified layers of iconic textual and tactile language within 

a painting the viewer's perception becomes conscious of the relationship 

of sign and object. We can extrapolate a narrative when considering 

this relationship. The process of making art becomes a form of narrative 

where the interaction of process through production directly integrates 

with signs. Ideology (plays an integral part in the art making process. 

The structure of process is an informed set of commands and decisions 

which when assembled put forth the story of how the image came into 

being. 

The dimensions encompassed by the narrative afforded by the art process 

may also extend and parallel what is known as the "meta-narrative" (a 

narrative that embodies the macro situation where a given position is 

taken within a more generalised consideration) The meta-narrative in 

this instance, is borne from the individual's participation in the activities 

of life. For whatever the reason we choose to live, the collective output 

of human activity presents the story of being, the process of life. My 

existence is rooted in social and cultural myth; the circumstance of which 
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influences, offers and sometimes dictates choices of my existence. The 

activity of painting then, assimilates this aspect of self. 

By the very nature of the painting process the transitory actions of 

concepts and ideas are created. The internal thoughts are brought forth 

to the external action which results in pictures coming to life in the 

language of vision. A language that transforms thought in movement as 

an action, spent and suspended on the canvas, but an action that is 

essential or as J Bronowski so poignantly wrote: 

To me art & science belong to the everyday of human action, and are 

essentially human because they explore the freedom which man's 

intelligence constantly creates for him .13 

Interplays with colour 
I have gravitated towards using secondary colour largely because a 

previous body of work was in primary colour. In addition, to bringing 

some form of cohesion to the work, there is a varying degree of tonal 

variation which interacts with the background. Within the picture field 

an apparent movement is suggested, where the colour and marks are a 

form of kinetic sensibility. By working with the kinetic action of painting 

and pictorial design, I have tried to convey the idea that things are in a 

constant state of flux . Indeed the colour helps illuminate and animate 

objects in this context. To me the concept of stasis or stillness is an 

inability to perceive the ever changing motion or flow of life. 

Expressively depicted objects are able to be viewed with a sense that is 

vital, pure and dynamic. The colour and marks help to emphasise a 

quality of "essence", that I believe emanates from such objects. It is 

interesting to note that my influences for this work were derived from 

many different sources the more significant of these being Fauvist and 

Expressionist movements. Although these schools are not of primary 

13 
Bronowski J., The visioMry eye , London, The MIT Press 1978 (p43) 
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influence, it is possible to align some of the theory by artists of these 

styles to my paintings. To quote Henri Matisse, 

The chief aim of colour should be to serve expression as well as possible14 

.•. My choice of colours does not rest on any scientific theory; it is based 

on observation, on feeling, on the very essence of each experience15 ••• The 

object must act powerfully on the imagination, and the artist's feeling, 

expressing itself through the object, must render it worthy of interest. It 

only says what one makes it say. The colour does not govern the design 

but harmonise with it •.. 16 

I believe these "modernist" ideas to be pertinent to the style of painting 

in which I have been engaged. The validity of feelings and emotions 

are equal to process and content. Indeed when painting, such ideas should 

be second nature. In my paintings an importance is placed on tactile 

properties of paint that bind surface and mark in and the illusionary 

spatial relationships between fore ground and back ground. Similar to 

the cubists works of Braque and Picasso As Douglas Cooper writes in 

The Cubist Epoch : 

Another feature of this phase is the broken brush work which they [Braque 

& Picasso] used to create a luminous palpitation to differentiate between 

planes and to make the surface of the canvas more vibrant and tactile. 17 

To reiterate on how objects may influence our perception through self 

identification, it is useful to look at the process of mark making with 

these paintings. The movement, rhythm, harmony and ambiguity of 

gestures help to emphasise and consolidate representations of domestic 

icons. In addition these inform the viewer of the process undergone in 

creating work. Thus, the marks accumulate to form visual text. 

14 
Hersclel b. Chip, Theories of Modem Art , California, University of California Press, 1968, p 134 

u ibid, p 135, 
16 

ibid, p 142, ibid, p 143 
17 

Cooper D;The Cubist Epoch , Los Angeles, E.P.Dutton &co Inc, 1970, p 53 
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Inside the Visual Text 
In considering the object we may construct a time line in which the 

history of an object or icon can inform the viewer to a situated reality in 

which the image was created. Such a concept is better explained through 

the notion that visual art can be read as a form text or visual text. It is 

important to note that visual objects (physical things) does not qualify 

as text as such. However the process in which the object is conceived, 

produced, used and represented, implies an operation of cognisant logic 

which may be interpreted as a form of text: 

A text is the process of reaching out towards, or an invitation to come in. 

It is not a physical quality of an object but a characteristic which derives 

from already being embedded in a relationship to an implied viewer. 18 

Thus the processes of art making by the means of its very production 

leave traces of its historical and cultural specificity. In other words, the 

"remnants" of art production or process provides a ground upon which 

the viewer can read a text within the picture field. However, the 

specificity of the text can only be relative to the viewer or artists place 

and time via their historical and cultural context: 

The text is that which is encountered by some one else, in another place 

and at another time. The theoretical formulation ''the object" suggests a 

physical thing that can be located by its artist, time and place. The text is 

all the subsequent meanings which are generated in all of its subsequent 

encounters. This means that the text is a continuing process of meaning 

production.19 

This text is perhaps better understood by examining the relationship 

between the marks as signifiers and the objects signified. 

18 
19 
20 

The understanding of a sign is, after all an act of reference between the 

sign apprehended and other, already known signs; in other words, 

understanding is a response to a sign with signs. 20 

M.Carter, 1994 p.127 
ibid p 127 
Volosinov N.V., 1992 (p469) 
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Thus we may now postulate a direct alignment between visual text and 

ideology that has being determined previously in this text. It is the 

relationship of "awareness" of the Ideological operation of signs to that 

of the overall picture field within these paintings that gives us insight 

into visual languages. 

Conclusions 
Having quoted these references it may be assumed that my work is 

coming from a modernist perspective. The modernist tradition is 

reflected and refracted through my work and continues to evoke some 

form of narrative of the human condition. 

But one must also consider the point of history in which these works of 

art have being executed, in that cultural and sociological influences are 

inter-woven into these works through the experience of day to day life. 

One then may ask does this work claim to be postmodem? It would be 

absurd to call this work postmodem but it would be equally absurd to 

say that post modernist ideas and discourses through visual art and theory 

have not influenced this work. It is, however, difficult to attach any 

exacting influence from our current cultural paradigms of the 

postmodem. 

It is possible to identify some form of lineal perspective to a heritage, 

via the object, from which we are able to derive an insight into the 

conditions of human existence relative to our own space and time. 

Our current cultural context reflects an alienation from material goods, 

which comes through mass production and ready disposability of such 

objects which obliterates any notion of heritage or meaning. It is possible 

to relate this concept to the painting Situation Obliteration where I 

have five objects in nine paneled grid the objects being relative in size 
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to a singular grid leaving great deal of negative space which was covered 

by a mass, of marks to which heraldic reference is almost obliterated 

along with objects. I believe objects are taken for granted by way of 

widely held consumerist attitudes within our culture. We may visit 

Volosinov 's paper again 

The reality of Ideological phenomena is the objective reality of social signs. 

The Laws of this reality are the laws of semiotic communication and are 

directly determined by the total aggregate of social and economic laws. 21 

In this paper I have brought together parallel ideas in ideology as it 

conditions perception, visual text, narrative and meta-narrative, 

stratification and self identification. The purpose of this paper is to re

think how ideology operates through the formulation of language with 

in the art process. In executing these paintings I have tried to present 

mundane objects in another light; so that we might be able to perceive 

relationships between objects and signs on another level. This level is 

at the interface of our internal and external realities, produced in 

interaction with the material world, which in turn helps inform us of our 

identity within culture and society. 

Hence the importance of the concept of meta-narrative; by identifying 

the remnants of process which are residual in the objects of our 

production, we are able to understand the formation of our identity in 

the interaction of perception with our day to day environment.. The 

artefact then, whether a kitchen sink or a painting, becomes a testament 

to our social and cultural existence. 

The discourse of cultural processes must take into account the duali stic 

nature of the relationship between tactile perceptions and mental 

21 ibid p472 
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perceptions including the ideological and institutional mediation of 

perception. 

To place this interpretation in a cultural context the idea of stratification 

has been examined, to illustrate how ideology can be specific to different 

groups and layering within society rather than an all-encompassing or 

completely individual phenomenon. 

This pluralistic understanding of ideology allows me to affirm art practice 

as a "cultural ideology" in which each individuals interpretation of 

perceived reality has significance. 

The process of existence resounds in creativity, of which the outcome is 
ones life work. 
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