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Since the 20th century there has been a 
tremendous rise in plastic as both a material element 
of modern life and as a growing environmental 
pollutant. Recent evidence indicates that traces of 
plastic are now in the earth, which suggests a need 
to rethink what exactly the ‘natural’ environment is 
comprised of. Plastics are now so abundant in the 
environment that they are recognisable as deposits 
in sedimental layers of the Earth, a key geological 
indicator of the Anthropocene (the latest geological 
epoch, marked by the extent of human impact on 
the Earth’s systems and processes). 

My work interrogates traditional Western 
landscape painting in light of the contemporary 
understanding that ‘nature’ has been rearticulated, 
even plasticised and hence rendered malleable, 
through human action. The idea of a plasticised 
natural environment is concomitant with the age of 
the Anthropocene.

My work explores the idea of a socially and 
materially constructed landscape; utilising the 
medium of acrylic paint I reimagine the landscape 
with a material that embodies plastic. In traditional 
painting methods paint is usually applied to a 
physical ground, for example a linen canvas, a 
wooden board, even a wall or any other physical 
object. This ground operates as a base upon which 
the paint can function as a painting, and this 
substratum is part of the final art object. My work 
focuses on the materiality of acrylic paint as a type 
of plastic and its potential to function as a painting 
without a canvas, or ground. 

The physical elements of the canvas and the 
frame that holds and supports the image of the 
landscape are as implicated in the construction 

of symbolic meaning as the representation of it. 
Hence, to deconstruct the traditional Western 
landscape painting one must remove the painting 
completely from the supporting systems in place. 

Focussed specifically on the plants within the 
landscape, and the regenerative ecological benefits 
they provide, my paintings mimic certain elements 
of plants and foliage. After the dried paint has been 
removed from the substratum it is ‘landscaped’ in 
the gallery space. I regard this act of landscaping 
as a form of gardening, manipulating plant-growth 
to construct a landscape. As in a garden, the 
‘ungrounded’ paintings are arranged to simulate 
elements of nature. The garden is already an 
artificial simulation of the landscape, and here it is 
made even more artificial. The paint becomes like 
camouflage, an object of simulation and trickery: 
is it paint, a landscape, is it foliage? It is all these 
things, but on a molecular level it remains plastic 
paint. Through my painting I want to show that 
‘nature’ cannot be encapsulated by simply painting 
a landscape on a canvas. 

Nature, as an unstable and ambiguous concept, 
cannot be framed (or grounded). Perhaps if we are 
able to reimagine ‘nature’ as inclusive of humans 
and their impact – instead of trying to rescue a 
pristine and untouched nature, one that almost 
does not exist anymore – we might be able to re-
evaluate our position in the world and learn to value 
the significance (permanence and impermanence) 
of both natural and synthetic materials. Perhaps 
then we might not have an environmental issue 
wherein there is too much pollution and too few 
natural resources to sustain the ever-growing 
human population and its daily needs and wants. 







Ungrounding Traditional Landscapes

It is my contention that the physical elements 
of the canvas and the frame that holds and 
supports the image of a painting are as implicated 
in the construction of symbolic meaning as the 
representation of it. Hence, to deconstruct the 
complicit meaning one must remove the painting 
completely from its supporting systems – which 
I do by peeling my paintings off their supporting 
structures. My work explores ways of reimagining 
the landscape by literally removing it from its 
ground, deconstructing traditional Western 
landscape painting by:

Liberating the surface layer 
In traditional painting methods paint is usually 
applied to a physical ground, for example wood, 
canvas, linen, a wall or any other physical 
object. This ground operates as a base upon 
which the paint can function as a painting, and 
this substratum is part of the final art object. 
My paintings are liberated from the supporting 
ground and function as an independent surface 
layer that becomes the artwork/painting. 

Artificial nature
My paintings underscore traditional Western 
landscape painting’s highly artificial nature (its 
inclusion and exclusion of certain elements within 
a frame) by focusing on the materiality of acrylic 
paint as a type of plastic – an artificial material 
synonymous with ideas of fakeness. 

Plants without ground
My work focusses specifically on plants and the 
enormous regenerative benefits and ecological 
support they provide in and to the natural 
environment. In my paintings, however, the plants 
lack the substrate of the land, separated as they 
are from their ground. 

The painter takes the role of landscaper
After the dried paint is removed from the 
substratum it is ‘landscaped’ in an exhibition 
space. As in a garden,1  the paintings are arranged 
to simulate elements of nature.

‘Planting’ ideas
The double meaning of the term ‘planting’ relates 
both to the act of gardening and to the function 
of camouflage, where the intention is to conceal 
something that is planted within a setting for 
some purpose. In my work there is a blurring of 
boundaries, a deliberate confluence between 
what is and what is not.

1. The term ‘garden’ (hortus or gardinum in Latin) refers to an 
enclosed space or grounds where plants are cultivated, set apart from 
untamed nature (Robinson 2015: 17). A garden can thus be understood 
as ‘a work of artifice’, as it is consciously made or tamed (Willsdon 2015: 
41). The garden is already an artificial simulation/re-imagination of the 
wild and untouched landscape, and here it is made even more artificial by 
plants created from plastic paint.



Hanging Landscape series #1-6 (2017-18)
Acrylic paint suspended from stainless steel rods. 

“Art is a physical medium: its textures, 
volume and scale are intrinsic to its 
meaning. Unless it’s specifically made to 
be seen online, experiencing it shrunk and 
illuminated on a screen is far from ideal. 
Also the layout of a show is important: it’s 
a visual conversation - and we all know, 
fragments of overheard conversations 
rarely make sense.” 
- Jennifer Higgie, The Real Thing. 





In traditional painting practice, a ground 
material operates as the base upon which the 
paint is able to fulfil its function as a painting. A 
painting’s surface is normally considered to be the 
outer painted layer, but without the substratum 
paint is both the surface and body of the painting...

My paintings are initially painted onto plastic 
sheeting (a ground), but once the paint has dried 
(solidified into a physical object/solid state) the 
‘surface’ is peeled off and removed from the plastic 
sheeting. As the paint becomes an independent 
physical, three-dimensional object one might 
question whether it falls into the category of 
painting or sculpture, but I maintain that they are 
paintings in their most absolute form, constructed 
as they are entirely of paint.

Once I have peeled the dried paint off the 
plastic sheeting there are two sides from which 
one can view the painting. The outer layer is 
the last one to be applied, the most visible on a 
traditional painting. The inner layer becomes the 
non-visible side while I am painting, the paint layer 
directly in contact with the plastic sheeting. This 
side is only visible once the painting is removed 
from the plastic; its surface is completely flat 
and glossy and most closely reflects the quality 
of the temporary plastic substrate. On one side I 
can manipulate and control the outcome, but the 
other side is only visible once the paint has been 
peeled from the ground.

This mode of double-sided painting enables 
the viewer to look through the painting, as 
sections in the paintings are left open and serve 
as negative spaces. This negotiation between 

positive space and negative space allows the 
viewer to see through the painting, but also to 
see the surrounding environment as part of the 
painting. 

When one painting is displayed in front of 
another, those paintings become different layers 
in a bigger painting, but the relationship of those 
layers is ever changing as the viewer alters their 
angle of vision. Changing the viewer’s angle of 
vision literally changes the way they see things or 
perceive a landscape, disrupting how people infer 
meaning when they view things. I regard this as 
another mode of ungrounding, as the painting’s 
layers are ‘taken apart’ and suspended and the 
view may never really be completely grounded.

Layering enables the medium to support 
itself: the paint is applied in multiple layers as 
thick impasto to create a kind of accumulation or 
growth in layering. The more paint is applied, the 
more stable the structure becomes and the more 
able the paint is to support itself. 

Strength through layering is also achieved in 
the Woven Painting series, in which several strips 
of paint are dried and then interlaced together in 
a rectangular format. This technique of compact 
layering through weaving creates structural 
strength. In this example of my work the paint has 
no extrinsic supporting structure, but the paint is 
able to support itself. Instead of working the paint 
onto a surface the paint becomes a surface. The 
woven paintings also become the canvas, in that 
traditional canvasses are generally made from 
tightly woven linen or cotton. 



Woven Painting #3 (2017-18)
Acrylic paint, suspended with nails. 
Approximately 300cm x 210cm.

The notion of materiality is paramount to the 
understanding of my work, which foregrounds the 
physical characteristics of acrylic paint as a medium 
by using it as the sole medium. 
My production process is very methodical and labour 
intensive, from the manipulation of the paint until 
the process is given over to the medium itself. First 
the painting mediums are mixed to an emulsified, 
thick consistency. Once a variety of colours have 
been mixed they are stored in the airtight plastic 
containers. The paint is applied in impasto directly 
onto the substrate with an assortment of the tools 
listed above. Once the paint has dried and been 
removed from the substrate it no longer holds its 
original form.  Various external processes may alter 
the painting’s appearance, including gravity, humidity 
and where and how the painting is suspended for 
exhibition. 





Woven Painting #1 (2017), Acrylic paint, suspended with nails. Approximately 103cm x 97cm. Woven Painting #2 (2017), Acrylic paint, suspended with nails. Approximately 125cm x 123cm.



Paint Becomes Plant series #1 (2017)
Acrylic paint suspended from nails on a white 
wall. 

Like a canvas in a gallery, a landscape 
comes to life in the eyes of the people 
who look at it. In return, the observer 
confers meaning on the works of 
nature and artists and the hybrid forms 
produced through human action on 
the environment, and transmits that 
meaning to others. (Schwimmer 2000: 3)

Schwimmer, W.  2000. ‘The Representation of Nature 
in Art’, Naturopa 93: 3–4.





Paint Becomes Plant

In my work paint is manipulated to become 
plant – a figurative growth or transformation from 
one thing into another. This is generally the task of 
a painter – to render paint into form. Form is also 
associated with plant through visual perception. 
Therefore, the act of looking (ways of seeing) is a 
transformative action that facilitates something to 
become something else. The transformative powers 
of perception led to my interest in using some of 
the techniques of camouflage to illustrate that 
things may not be what they seem.

The concepts of ‘nature’ and ‘landscape’ are 
unstable (informed by language) and ever evolving 
in their meaning, according to context. My project 
draws on the idea that perception is equally 
unstable, as it is always subjective and may therefore 
be inaccurate, or at best unverifiable. Greider 
and Garkovich (1994: 2) write that ‘meanings 
are not inherent in the nature of things’, and it 
is my contention that the subjectivities of visual 
perception inform our interpretation of ‘nature’ 
and ‘landscape’.2 

I wish to deconstruct extant ways in which the 
natural environment is regarded (and may have 
been regarded in the past) – to reveal, in a sense, 
a socially constructed concept of a social construct. 

My paintings in some way represent and mimic 
plants, thus distracting the viewer from their 
material value as paint – disguising the material 
of paint through representation. The paintings ¬– 
removed as they are from the canvas – reveal their 
materiality. This double trick of camouflage and 
revelation is central to my concerns.

However, in a sense my paintings subvert 
camouflage’s function to hide or conceal, as they 
do not mimic their surrounding environment. 
Rather, the paintings are like props, mimicking 
elements of plant material and plant growth 
in order to become a landscape on their own. 
It is the paint itself that is questionable. Thus 
the object becomes the subject of camouflage, 
raising questions about its very nature: Is it a 
painting, a plant, or a landscape? The answer 
may be that it is all those things, but at the 
same time it is only paint shaped into form by 
intention. Thus, the association that accompanies 
that form transforms the material into something 
else. Perception creates opportunities to see 
something anew, or to see differently. In that 
regard, my project, through the basic principles 
and visual vocabulary of camouflage, aims to open 
up different ways of looking at the landscape. 

2. According to Andrews (1999:1): “A ‘landscape’, cultivated or 
wild, is already artifice before it has become the subject of a work 
of art. Even when we simply look we are shaping and interpreting. 
A landscape may never achieve representation in a painting or 
photograph; nonetheless, something significant has happened 
when land can be perceived as ‘landscape’”.

Andrews, M. 1999. Landscape and Western Art. Oxford University 
Press: New York.

Greider, T. & Garkovich, L. 1994. ‘Landscapes: The Social Construction 
of Nature and the Enviroment’, Rural Sociology 59(1): 1–24.



Camouflage Painting I (2017).
Acrylic paint, approximately 110 
x 130 cm. 
Right: Camouflage Painting 
III (2017). Acrylic paint, 
approximately 135 x 150 cm.







Paint Becomes Plant series #2 (2018)
Acrylic paint and hard plastic suspended from 
nails on a white wall. 



Interwoven (2018)
Acrylic paint, Approx. 300cm x 153cm.
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