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Tugging tribulations are described in the paintings in No Hem: Handling deviance in 
inhabited worlds. Figures inhabiting interior spaces are still, while the presence of the   
other is felt, the figures remain de-socialised from one another. The works hold pestering 
forces and dubious future conditions. When the content is mismatched or environs are made 
to continuously transform, “horror” or distress is likely to occur. “Horror,” an intense bodily 
feeling and aesthetic category are considered as that which exhibit “deviant” proportion, 
harmony and composition. No Hem researches the use of this deviant visual information 
in a contemporary painting practice. The research asks how deviance can gesture towards 
contextual conditions concerning the societal loss of knowledge spaces. 

Operating within the painting strata of figure in interior, the research finds formal resonance 
for individualisation, architecture, dread and silence. Comaroff & Ong’s Horror in Architecture 
(2013) becomes a framework through which to explore horror and its deviant properties. 
Contextual research and practical application in a painting specific language negotiate the 
horrible characteristics of our built environments and contemporary and historic painting 
practices. The project discussed in this exegesis scrutinises how painting deviant bodies, 
spaces, and other horrors may offer new approaches to forms, composition and hierarchy. 

The catalyst for the research is the condition of uncertainty in social organisations brought 
about by consolidation and expansion. Locally, examples of closures to libraries, privatisation 
of services and expulsion of cultural disciplines and their staffage have echoed global 
and historical negligence of cultural institutions. The attack on humanities practice-based 
education recall the expulsion of critique in colonising campaigns. The relentlessly hasty 
mutations speak to a worrisome standardisation of individual prospects.

UK Journalist George Monbiot observes how in our market-centred world, human relations 
are reduced to consumption and supply with the goal of minimal intervention by the state 
(Monbiot, 2016). Freedom from regulation has meant freedom to ignore collective protest 
and freedom to restructure institutions and positions. In The Fight on the Ground, Dave 
Hickey (2013) describes how in work and bureaucracy we must keep quiet and seek small 
advantages. This space of silence is cultivated by shaky myths of social progress. Fixed-term 
contracts and auctioned leases keep the comfortable few in their powerful positions and 
public service workers and spaces impermanent and uncertain. 

At the outset of the project beginning in 2019, the research question asked “How can 
figurative painting promote a sense of stillness in a contemporary context of institutional 
uncertainty and accelerated social change?” The research proposed an investigation into 
the formal and contextual application of stillness in figurative painting. The studio intentions 
focused on captivatingly slow images with repressed motion. The aim was to scrutinise the 
language and function of stillness through the creation of paintings that addressed the 

“We parrot the adage that history teaches us lessons from the past, yet we 
refuse to heed them with any real conviction or sincerity. It’s as incongruous to 
me as our familiar Anzac cry ‘Lest we forget’, while we support illegal foreign 
wars and torture, host weapon-mongerers, and ignore a frightening build-up of 
divisive racist and fascist rhetoric. It seems that after centuries of encouraging 
inventive creativity, education’s enlightened origins are being abandoned to 
create an unquestioning made-to-measure workforce, with no time or energy 
for imagination. Imagination’s dangerous, right? If people can picture a better 
world, then they might also summon up the daring to demand it.” - Mandy Hager 
(Hager, 2017, para. 17) 

Introduction: Painting & Archetypal Consequences of Power
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Figure 1. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm.
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uncertainty of public spaces. The assumption was that delving into painting techniques that 
subdue, flatten, and immobilise figurative imagery would offer new aesthetic propositions 
which capture the silent realities of the human experience. 

This exegesis starts by introducing the contextual background and the recent historical 
lead up to the sustained attack of cultural disciplines. The text then swings between studio 
practice and conceptual research beginning with the early painting’s occupation with 
stillness and the complexities that arose in order to articulate the subject. The exegesis 
then outlines Comaroff and Ong’s tropes of the “horrible” and suggests ways horror can 
attest to modernising agendas in a formal way. The following chapters chart a tormenting 
hunt, testing Comaroff & Ong’s tropes such as “reiteration“ and ”doubles” as ways to 
look at forces, human traces and dilution of form to distribute hierarchy in the paintings. 
The authors’ concept of “formlessness” follows an interesting shift from a schematic 
approach where the structure of the painting teetered into a spectacle. In “holes” solutions 
were found such as extending the content from dislocated objective imagery to including 
personal memory and creating intrigue for the spectator. 
 
In “openings” revivals of animation and flickers of the spirit are explored formally to 
symbolise resistance, persecution, support, or example. Core visual ideas including deviant 
forces, traces and exits were then realised in order to push seemingly prescribed conditions 
in the paintings and loosen them. These chapters hone in on the language of the practice 
with a focus on painterly interventions which describe a creeping shudder. Finally, the 
exegesis summarises the operational significance, considering the success of painted 
illusions that question the unquestionable. 
 
 
 
 

Contextual Background 
 
 
In the early 2010s, various institutions of knowledge; Universities, Polytechnics, Public 
Collections and Libraries, in Aotearoa underwent significant upheaval. Conditions for 
precarity in these spaces are not limited locally; they have occurred in the West and further 
afield globally. François Cussett’s (2018) How the World Swung to the Right outlines three 
decades of a shift in political ideology. Cussett describes how the de-politicisation of the 
‘60’s was used to mislead those in the West that a free market meant individual freedom 
and progress. The author observes how after the election of the United Kingdom’s Margaret 
Thatcher in the ‘70’s, ideas perpetuated that in this free market competition was good and 
fulfilling. After the election of Ronald Reagan in America in the ‘80’s and implementation of 
his economic policies, deregulation and privatisation of state sectors took hold. 

Big business figures and politicians intermingled and in the 1990’s following the fall of the 
Berlin Wall and the Soviet Union which marked “The end of ideologies.” The dismantling of 
communism and the like was an opportune moment to exercise self-regulation and de-
regulation which presented itself as common sense. In the final decade of this sway, the 
attack on the Twin Towers and the financial crisis created a powerful interlacing of economy 
and state. Private companies and state managers, the ruling class, would soon stop viewing 
the state as an obstacle to the functioning of the market. “… [T]he state would suddenly 
become necessary to shave off deficits, to train precarious workers, to survey everything, 
and absorb losses” (Cussett, 2018, p.52). 
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Figure 2. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm.
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Hitherto, in public institutions such as Universities circa 2010 ‘interdisciplinary’ and 
‘streamlining’ (deregulation and self-regulation) transformed into very real, and irreparable 
consolidations and labour outsourcing. Libraries, Applied Art and Design, Art History and 
disciplines rich in specialisation were reduced and restructured in favour of a generalist 
scheme. Theories about access to knowledge, job requirements, and entrepreneurial 
qualities over zealously asserted that anyone can now find the information they need, 
that everyone must work collaboratively and be profit-driven. The homogenisation of arts 
education, libraries, and discipline expertise was ascribed to profit drivers, sustained strategic 
abandonment, and procured hasty mutations. 

This assault on knowledge spaces is comparable to other dominant regimes, which, under 
false myths of cultural progress, disconnect history. New Zealand’s largest Polytechnic 
Unitec Institute of Technology (from a contemporaneous perspective) underwent a rapid and 
excoriating period of transformation resulting in significant restructuring, loss of discipline 
specificity and expertise. The rationale for these changes was centred around money with 
(convenient) new pedagogical approaches to blended learning, industry professionals, and 
online delivery (Gerritsen, 2016). 

Fifty staff were made redundant in the Design and Visual Arts School restructure alone. 
Subsequently, Unitec’s Design department saw enrolments plunge to 11% of the full-time 
students enrolled at the time of the restructure (Grey, 2018). Manukau Institute of Technology 
closed its doors on creative arts serving the communities local to Ōtara as well as Manukau 
City, Auckland. The courses of study were tailored to the needs of the Auckland community 
where 63.9% of the country’s population of Pacific people reside (Census, 2018). These 
campuses offered specific courses in dance, writing, fine arts, photography, printing, weaving 
and jewellery making. Creative pathways for indigenous cultures are getting harder to find as 
knowledge spaces become increasingly more volatile. Ex-student and photographer Raymond 
Sagapolutele (2020) claims that “The shutting down of creative opportunities has an effect 
on a community already struggling to gain validity beyond the economic drivers of a career.” 
(para. 9) A Creative New Zealand study found that more than half of New Zealanders agree 
that the arts contribute positively to the economy (59%), improve New Zealand society (57%) 
and most New Zealanders agree the arts should be a part of everyone’s education (61%) 
(Moynahan & Wainwright, 2017, p.7). 

These closures do not reflect local values or a world that is growing and becoming more 
diverse, illuminating instead a frightening shift from cultural pursuits being a pillar of society 
to a barely maintained or accessible “social good”. Political and economic powers continue 
to bring about decay and frame the circumstances as natural, while in actuality, they are 
violently implemented and horribly fixed with any conflict foreclosed.  
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Figure 3. Danae Ripley, Untitled. 2019, oil on canvas, 1170 x 930mm. 
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Staging Silence: Early Findings in Stillness 
 

The volatility in knowledge spaces became a premise for an approach to paintings of figures 
in interior space. A small project was conducted where studio activity was divided into 
two components, large ‘drawings’ and small paintings. The large ‘drawings’ were in oil on 
canvas and distinctively graphic, focusing on line and image. The small paintings used pencil 
drawings as a source image to be more experimental with paint application, colour, and 
tone. The content of figure in interior space remained consistent across the 
two painting modes.  
                                                       
In the large ‘drawings’ (Fig. 3) the image was set and treated like a drawing where forms 
were marked out with line and tones of colour were blocked in. The fictive scene had one 
spatial condition, composed with source material from historical paintings and observational 
drawings, achieving a clear language of assimilation. Like a scrapbook, the figures 
were immobilised as they were taken from their original context and re-cast. Arrested in 
mismatched space, the scenes were attempting dissonance and tension. The stillness 
was also exemplified by attention to planar forms running parallel with the geometry of the 
canvas and minimal intervention with curves and diagonal lines. Linear perspective was 
disregarded in favour of horizontal and vertical lines and shapes to assert the stillness of the 
painted object.    
 
The small paintings were produced from observational sketches completed in the 
Auckland District Court. These scenes (Figs. 4 & 5) were intrinsically motionless and highly 
pressurised. The resulting sketches had a correlation with the large drawings because of 
the way people entered and exited the frame of the drawing. The silent scenes made for 
tentative and quick drawings as the pencil was often the loudest sound in the room. The 
drawings sometimes exhibit transparency as people wander in and out (Fig. 4). Like the 
accumulation of the large drawings, the slow shutter speed of courtroom proceedings 
collected more information and moments of intensity. With the image already resolved, when 
re-figured into paintings the focus moved to pushing back areas and pulling forwards others, 
testing the qualities of fluorescent light and new pictorial inventions.  
 
In the painting Fig. 7, the pale blue space on the right is flattened by its cool colour and 
minimal tonality, as is the central figure. The two other figures are modelled with more varied 
tones creating textured reading between spatial planes. The use of drawings also supplied 
fluorescent lighting to the paintings, the forms are rendered without a natural light source 
which amps up the work’s artificial quality. As individual works, the small paintings and large 
‘drawings’ exhibited new skills in drawing, composition, and paint application. Both modes 
achieved tightly conceived images, preoccupied with describing real-world pictorial space. 
The works successfully found qualities of stillness through horizontal and vertical shapes 
and flattening of space. However, the large ‘drawings’ were too heavily designed and there 
were too many limitations in decision-making in the small paintings. The paintings reached a 
level of stagnancy which resulted in literally animating the atmosphere. 
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Figure 4. Danae Ripley, Untitled. 2019. graphite on 
paper, 210 x 297mm.

Figure 5. Danae Ripley, Untitled. 2019. graphite on paper, 
297 x 210mm.
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Figure 6. (above) Danae Ripley, Untitled. 2019, oil 
on canvas, 510 x 405mm. 

Figure 7. (right) Danae Ripley, Untitled. 2019, oil on 
canvas, 510 x 405mm.
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A Language of Deviance: Using Horror as a Framework for 
Visual Information 
 

Comaroff and Ong’s book Horror in Architecture (2013) claims “horror” is inherent in 
architecture which is pressured to continuously transform, and is ever emergent where 
the language of a building is overtaken by historical change. The authors suggest “horror” 
is useful to queer the assumptions of contemporary design practice - that its agenda of 
deviance oppose the concreteness and magnitude of intensification in built environments, 
and provides a lens through which it is possible to theorise how the world might be.  
Comaroff and Ong state that “horror” is both a by-product of the modern, sharing its 
characteristics, and a reflection that opposes and offers new approaches to forms, 
compositions, programs and hierarchy.  
 
 
 

 
 
 
 
 
There was a direct link in subject and language between this text and the painting practice. 
Comaroff & Ong’s elements of “horror” and “deviance” came to be used as a framework for 
visual information in paintings. This emergence of “deviance” is a reflection of the horrors 
of corporate homogenisation that reconciles expansion and consolidation. The language of 
deviant visual symbols was applied in the studio practice to test how they articulate a loss of 
shape (as defined by circumscribed resources, expertise, access, and footprint), 
in knowledge spaces.  
 
In the text, they give the example of America’s Levittown (Fig. 8), a housing project which 
began in 1947 with 17,000 uniform houses. The project considered how to house the 
individual, particularly those returning en masse from war. The dense Levittown suburb 
embodied consolidations of manufacture and expansion of replication, a “uniform 
environment from which escape is impossible”(Marshall, 2015, para. 7). Levittown 
presented the horror of reiteration, the likes of which had never been seen before and 
crystallised the reality of replication. 

There is a stratum of painters who explore horror through pictorial invention and formal 
intervention of distress. The signs of “horror” may occur after a ‘type’ is mismatched for 
conditions, the results of which echo Comaroff & Ong’s (2013) elements of the “horrible”. 
The effects of torment in painting are unlike the well ruminated sublime terror, where 
the sublime terror mixes anxiety and pleasure, i.e. in the absence of others - the terror of 
solitude coupled with the pleasure of that threat being suspended. Horror, however, bridges 
the possibility of nothing, unsuspending pleasures and threats, and in some ways steers 
away from the sublime. Instead of figuring what cannot be figured, these artists revel in the 
exercise of torment - figuring what can be. 
 
 
 
 

“We divide these into general tropes, points in a spectrum of morphological deviances. 
These contain elements of the “horrible”, such as doubling, reiteration, disproportion, 
formlessness, shifts of scale, excess parts, openings, solidity and the likes” 
(Comaroff & Ong, 2013, p. 46).
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New Objectivity an approach to figurative painting, arose in a time of political and economic 
unrest in Germany following WW1. Here, portraiture experienced renewed attention, reality was 
examined and enhanced in a cynical style making the works psychologically penetrating. The 
dissection of the figure in the wake of the Great War was indeed horrible, Otto Dix’s limbless 
veterans (Fig. 11) and George Grosz’ disfigured walkers spring to mind. The confrontational 
and explicit language of portraiture of people in Berlin considered what place the individual 
held in society after the brutality of the machine age (Rewald, 2006). Labelled “chemists of the 
soul,” they turned their focus to other ‘types’ in society with grossly exaggerated features. These 
portraits used explicit and unflinching realism to scrutinise the phenomenon of social roles, 
fragmented by war.
 
Horrors of architecture, visual art and the everyday were then taken to the studio and 
considered within the painting practice. The “deviant” qualities of “horror” were well suited to 
describe divisive forces and uncertain spatial conditions for space and the individual. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 10. Karl Hubbuch, The Swimmer of 
Cologne. 1923. 
 

Figure 11. Otto Dix, War Cripples. 1920. 

Figure 8. Early housing development, Levittown, N.Y. 
Getty Images & Hutton Archive. (n.d.). 

Figure 9. Mark Rothko, Underground Fantasy. 1940, oil 
on canvas, 1192 x 873mm.
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Figure 12. Danae Ripley, Untitled. 2019, oil on canvas, 930 x 1170mm. 
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Reiteration and Reflexivity: Using Repetition to Create 
Forces and Internal Logic in the Paintings 
 
 
On the tail of the paintings which were too limited in decisions, visual ideas of an internal 
logic of forces were set up to increase invention. These forces and rules had structural 
consequences, unlike the paintings which described predetermined space. Considering dilution 
as the action making something weaker in force, content, or value, the material properties of 
paint were used to make the figures transparent, flat or feathery to disrupt hierarchy and imply 
that there is something at stake in the scene. Figures are outsourced, fixed-term, and co-
opted, as is the modern-day worker. Forces that simultaneously consolidate and expand were 
threaded into the image. Protagonists remained vital to the picture’s property, yet they were 
tossed around and made to bear forces. The figure was painted over, space intervened with and 
made impossible. Pressed, pulled, and reduced they meet their silhouette proprietors; watched, 
subsumed, or replaced.     
                                                                                  
Reiteration has a strangeness, when a form is repeated it gives rise to ideas about the form 
being engulfed by external devices (be it colour, space, form, line, surface). In Mark Rothko’s 
subway paintings for example (Fig. 9), the reiteration of forms schematically distributes the 
composition and allows for the exaggeration and flattening of architectural spaces. The figures 
succumb to being a wooden or extraneous presence.
 
In the next phase of painting, I decided to use areas of non-representation to extend invention 
and expression in the paintings. At the same time extending a library of drawings featuring 
human figures in interior spaces as reference material where structure, tone, and colour were 
put in play. The source imagery coalesced into paintings using the language of figures in public 
settings. Here, the drawing was used as a starting point before being distributed as reflexive 
silhouettes, figures, shadows, thinly painted flat figures, and encroaching paintwork.     

Non-representation took the visual idea of indistinct and simultaneous approaches to spatial 
conditions. Indistinct space referred to paintings where the space is indeterminate, whereas 
simultaneous spaces were those that switch between multiple readings of depth. Artists of 
interest in the indistinct paintings were Christopher Le Brun, Arno Rink, and William Scott, 
whose paintings de-materialise in a knitted surface where areas of paint coalesce and dissolve. 
In the indistinct painting Fig. 15, the field was treated as form. Using a repeatedly hatched 
application of alternating cool and warm mid-tone colour, each inch of the canvas was filled with 
painterly incidents. This was particularly effective in congesting the surface and connecting with 
visual ideas of expanding and consolidating.    

Figure 13. Danae Ripley, Untitled. 
2019, oil on canvas, 400 x 455mm. 

Figure 14. Danae Ripley, Untitled. 
2019, oil on canvas, 405 x 510mm. 

Figure 15. Danae Ripley, Untitled. 
2019, oil on canvas, 930 x 1170mm. 
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Figure 16. Danae Ripley, Untitled. 2019, oil on canvas, 300 x 400mm. 
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Human Traces: Changing the Approach to the Figure  
 

Alongside the indistinct approach to space was an investigation into simultaneous space 
using forms that switch between field, shadow, and edge. Artists that are similarly inclined 
include the schematic paintings of Giorgio Morandi, Keith Vaughan, and Ross Laurie. Heavy 
horizontal and vertical motifs manifested the language of architectural beams, joists, 
and screens. In Figs. 16-18, the bodies and shapes were painted in thin washes of paint 
dispersing the hierarchy of viewing between these simultaneous areas. Using the lighting of 
banal interiors, paying close attention to edges and pushing and pulling areas with colour, 
tone and application made for turbulent works.  

These simultaneous spaces forced me to reconsider what role the figure played in the 
painting. Previously they were treated the same as the field, dispersed among incidents. In 
Fig. 18 perceptions of collapsing and expanding were implied through fugitive devices; the 
person’s spontaneous shadow thrusts forwards in the bottom right, illustrating the double. 
The ceiling is painted with a flattened dimension while the blue beams recede in perspective.  

Careful consideration was given to the figure and its shadow. Be it an architectural figure or 
body, each form had a secondary consequence in the painting. When these consequences, 
(shadows, reflections, doubles, traces) commanded more viewing attention than their 
originals, there was an interesting deviation in the composition. In Fig. 16 for example, the 
three shadows protruding forwards from the two people and beam are in a significantly darker 
tone and push the rest of the image into the background. 

Across Leon Spilliaert’s (1881-1946) quiet and dark works, there is often a visual associated 
with Freud’s “double”, one of observing and criticising the self or a pathological delusion 
(Freud, 1919). In Boxes in front of a mirror, (1906), Fig. 19, the viewing experience is made 
potent by the bottle in front of the wall of teetering boxes and the gang of bottles around the 
corner. This isolation of form and clustering of others gives an unmistakably lonely feeling to 
otherwise banal content. The organic shapes plume-ing in the top middle of the work loom 
over the outcast form. These shrouding dark shapes bring up thoughts of uneasy surveillance. 

It is this threat of an ‘other’ in Spilliaert’s oeuvre which follows this trajectory of “horror”. The 
Belgian painter meets the possibilities of emptiness with more troubling questions. Deviant 
encroaching shapes, dull reflections, and exaggerated geometries stalk the pictures. In the 
context of this work (Fig. 19), there is already a solemn picture by way of the artist’s signature 
limited palette with heavy blue, and everyday objects painted from the artist’s cool seaside 
town Ostend. Formally, there is an intriguing composition, complementary colours, and 
shapes which encourage movement around the work. The addition and design of the large 
looming forms and the shapes around the corner imply an organised rebellion and take the 
aesthetic experience into a place more vulnerable. Spilliaeart’s inventions are reflexive; they 
do not simply wander in, they haunt a primary figure. Viewing these sinister assertions by the 
artist leverages the work into distress - the central figure is unknowingly outnumbered. 
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Figure 17. Danae Ripley, Untitled. 2019, oil on canvas, 405 x 510mm. 

 Figure 18. Danae Ripley, Untitled. 2019, oil on 
canvas, 405 x 510mm. 

 Figure 19. Leon Spilliaeart, Boxes in front of a 
mirror. 1906, pastel, charcoal on paper, 585 x 
401mm.
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Figure 20. Danae Ripley, Untitled. 2019, oil on canvas, 405 x 510mm. 

Figure 21. Danae Ripley, Untitled. 2019, oil on canvas, 405 x 510mm. 
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Figure 22. Danae Ripley, Untitled. 2019, oil on canvas, 
310 x 400mm. 

Figure 23. Danae Ripley, Untitled. 2019, oil on canvas, 
310 x 380mm. 

Figure 25. Danae Ripley, Untitled. 2020, oil on unstretched 
canvas, 420 x 520mm. 

Figure 24. Danae Ripley, Untitled. 2020, oil on unstretched 
canvas, 420 x 520mm. 
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Formlessness: Shifting from Schematic Content to 
Symbols 
 

Playing with the logic of painterly incidence and hierarchy of figures probed at Comaroff 
and Ong’s trope of the “double.” Shifting to “formlessness” (another trope) was a further 
exploration into a painting approach that is transitional and dematerialised. Embodying 
the horizontal and vertical expansion of our intensifying built environs began to translate 
into claustrophobic atmospheres. These can be seen obliquely in the varied and calculated 
forces at work in the paintings of Christopher LeBrun. In his Heartland painting Fig. 27 
of 1986, the mid-tone greys set up a ‘push and pull’ space. The spectral presence has 
a loosely constructed intensity of time and place (Robertson, 1994). The field and figure 
collide together, the image is at once ascending and disintegrating into formlessness.
 
Late German artist Arno Rink’s (b.1940) rich oil paintings have a grandiose quality from the 
Rembrandt-esque lighting modelled on the forms and surfaces. Competing for this viewing 
pleasure is the hatched colour that presents forms, fields, and surfaces as a collection of 
parts. This working of colour in contrasting tonal ranges pulls forward and pushes back 
illusory space in a highly laboured execution. In Fig 22. The bottom of the painting recedes in 
a tight range of mid-tones and the top with its harsh tones is thrust forward. 
This use of modulated colour is comparable to the work of Le Brun and Susan Rothenberg. 
Robert Hughes’ (1987) critical text of Rothenberg is applicable to the trio.  

 
 

The threat of closing the painting which Arno Rink skirts finely, results from an approach 
that is too literal or direct and limits the scope. In the painting practice, the description of 
observed reality up until this point spoke to the subject using existing images or drawings of 
disenfranchised persons in social spaces. This was a schematic representation of
the subject. 

18th century Venetian architect Piranesi’s drawings of Rome are an example of a schematic 
approach focused on an unmoving presence. Piranesi went against the urban realism 
popular at the time and omitted the quotidian spaces of Modern Rome (Aureli, 2011). “The 
city appears not as ordered by streets and squares but as an open field punctuated by 
gigantic and contrasting forms” (p. 131). 

Using his aesthetic of mass in the etching Mausoleum of Hadrian (Fig. 28) exemplifies 
foundations and anchors form to place, “A person cannot properly inhabit the edifice. We 
can merely beetle about its edges” (Comaroff & Ong, 2013, p.173). The enduring structure, 
like the structure of Rink’s paintings are heavy, colour is form, colour is space, they are 
high-risk spectacles. The schematic marvel was not akin to the deviant subject. It became 
clear the practice needed relief from pervasive spaces and to design gaps in the formation 
process, whereas the recent indistinct and simultaneous paintings were impenetrable.         

“They do breathe; light and air— of a rather claustral kind, but atmosphere just the same—
bathe the bodies and unify them as objects in the world while threatening to dissolve them 
as emblems of personality” (para. 4).
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Figure 26. Arno Rink, 2010, oil on canvas.

Figure 27. Christopher Le Brun, Heartland. 
1986, oil on canvas, 1789 x 1679mm. 
© British Council Collection.

Figure 28. Giovanni Battista Piranesi, View of the 
Mausoleum of the Emperor Hadrian (now called 
Castel S. Angelo) from the rear, from Vedute di Roma 
(Roman Views). 1756, etching, 650 x 508mm. 
© The Met Collection.

Figure 29. Martin Kippenberger, With 
the Best Will in the World, I Can’t See a 
Swastika. 1984, oil on canvas, 1300 x 
1600mm. © Estate of Martin Kippenberger, 
Galerie Gisela Capitain, Cologne.
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Australian artist and academic Helen Johnson’s book Painting is a Critical Form (2014) 
discusses the use of symbols in painting as an indirect presentation of a concept. Stating 
that intuition presents the idea, reflective judgement stops short of a conclusion, instead, it 
broadens the way of thinking about a sensory perception of the symbol. The symbol gestures 
towards a concept whereas a schematic representation describes a concept. 

Johnson describes how Martin Kippenberger’s use of provocative conventions engages 
the viewer and extends the ambitions of the work. Kippenberger’s With the Best Will in the 
World, I Can’t See a Swastika (Fig. 29) is a deliberate failure to represent a Swastika, a sign 
made illegal in Germany. Kippenberger uses a corrupted cubist style, an unformed swastika, 
to refer to the corruption of the symbol. By not attempting to resolve Germany’s history in 
paintings he resists an ultimate truth. Mountain Landscape from the series Eight Pictures 
for Pondering Whether Things Can Go on Like This (1984) is signed “Adolf 36,” painted in 
a style which would have been condemned degenerate by Hitler. His hijacking of symbols 
engages the viewer, and the irony of historical reference extends the reflective judgement of 
the work and distances itself from the prescribed narrative. 

In the studio practice small figures subsumed in fraught interiors lacked oxygen and space, 
the stillness created a barrier to entry for the viewer. The paintings were achieving an 
absolute stillness in uncertain spaces, however, they had stepped into the realm of complete 
spectacle. There was no room to be a spectator, they had found an end. Painting areas of 
non-representation and formlessness had actually filled the reverie space and perhaps too 
finitely mapped the psyche of the subject. It was evident there needed to be space for the 
spectator (not just the objective viewer - but myself included), and that the answer was not in 
non-figurative areas as expected but perhaps in a shift from scheme to symbol. 
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Figure 30. Adrian Ghenie, Stigmata 2. 2010. Oil, acrylic and collage on canvas. 2000 
x 2400mm. © Private Collection Brussels

Figure 31.  Jan van Eyck, St. Francis 
Receiving the Stigmata. 1428–1432. Oil 
on panel. 293 mm × 334 mm. 
© Creative Commons
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Foreign Parts: Introducing Devices which Pause or Move 
the Eye

“Holes” are considered as another deviance of horror taken from Comaroff and Ong. A 
gap or void with an unknown inside or contents which spill into space is “horrible”. A room 
with an extra exit or addition of a hole in the floor or similar is intriguing and terrifying. This 
section follows how interventions in the composition such as a plane or foreign form indicate 
something unfamiliar or an idea beyond the work. Holes as entries or exits suggest an 
unwelcome breach or threshold to pass through. 

Romanian painter Adrian Ghenie uses the language of breaches and tears to reveal scar 
tissues of power and material stasis of ideologies. The images are often associated with 
consequences of social tumult. Gisbourne’s (2015) essay observes how Ghenie combines 
multiple second-hand source imagery and personal idiosyncratic textures to form interiors 
that are Baroque in their vacillation between the subject and object of vision. The flow 
between material borrowed and material presented Gisbourne says has a baroque  
monad-like sense of enfolding space. In Stigmata 2 (Fig. 30), in the centre a rock is  
re-imagined from van Eyck’s St. Francis Receiving the Stigmata (Fig. 31). Ghenie uses 
a collaged image of a photographer capturing the American nuclear tests where people 
were unknowingly exposed to radiation, bearing the effects of another godly intervention. 
Using the experience of the densely painted object and contextually specific images Ghenie 
activates symbolic meanings. The paintings are enclosed spatially with pictorial layering and 
spatial inflections, “It is an interiority of space, and not yet of motion; also, an internalisation 
of the outside, an invagination of the outside that could not occur alone if no true interiority’s 
did not exist elsewhere“ (Deleuze, 1992).
                                                                                                           
After finding utter stillness in paintings that were too monumental and fixed, it became clear 
that the aesthetic experience this offered was too limited. A quality that better embodied 
neoliberal anomie and instability is a pause, which has key differences to perceptions of 
stillness. The shift from a schematic presentation of the subject to a more open articulation 
was a shift from stillness to a pause. The inquiry refocused to discover practical strategies 
which created thresholds or future conditions for each painting.      
          
In order for the paintings to access the spectator through a pause there needed to be new 
options for the eye at play; a degree of claustrophobia with just enough room for the eye to 
bounce around and through the pressurised environment. This began by looking at Giuseppe 
Bazzani’s strange apertures and consciously designing areas of access and exit; such as 
illusionary space, repetition, or doors which could offer different circumstances following 
the pause. The painter Philip Guston (2010) spoke of these pauses in relation to Piero Della 
Francesca’s The Flagellation: 

 
 
 
 
 

 
 
 
 

The mystery when you deal with forms in front of forms is paradoxical because 
something is hidden like a deck of cards. Here, it’s the unfolding of these planes on 
the picture plane so that there is a unified rhythm on the plane as well as coordinated 
depth in space. The whole question is: when does it pause? The pause in time is a 
mysterious situation, because it can’t be final. It must promise future conditions. (pp. 
149–150) 
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Figure 32. Danae Ripley, Thanking the Good Folk. 2020, oil on canvas, 250 x 300mm. 

Figure 33. Andrzej Wróblewski, Married Couple II, n.d., gouache 
on paper, 300 x 420cm.
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To suspend the painting, it was necessary to consider the structure of a pause or openness 
in relation to horror and deviance. Carefully considering how forces, traces and exits are 
programmed. Playing with the structure of these three visual ideas in an unfolding of 
information that pauses and is a symbol for the subject. 

In Thanking the Good Folk (Fig. 32) initially, different figures were painted in the centre, 
the outside frame was painted red, a figure’s double was cast into the red plane. Erasing 
the original figure and repainting it towards the edge of the painting embodies centrifugal 
forces. Symbolising the violent cyclical forces of institutions, centripetal forces acting in the 
centre pushed the human forms out. They were then cast back in to be repainted in a cool 
coloured register. Finally, opaque brown/black is applied with a dry brush to the red plane 
to bring the figures on the right to the front. The future conditions are alluded to by the 
repetition of form and ambiguous space. 
                       
The gaps in mid-century Polish painter Andrzej Wróblewski’s paintings often contain overtly 
excessive parts that accentuate gaps and interventions with the figure/(s). Wróblewksi 
began his art education in Krakow in the wake of WW2 (1945). The artist developed a 
unique style that riffed off Social Realism and Polish Colourism. A theme Wróblewski 
revisited often was waiting rooms. These waiting rooms vary from innocuous laundry 
scenes to waiting areas for executions. Wróblewski believed art should raise awareness 
about the nature of Polish society. In the catalogue for the 1st Polish Exhibition of Visual 
Arts (1950), Wróblewski writes: 

  
 
 
 
 
                                                                 
Wróblewski’s Married couple II (Fig. 33), is a fairly crude work on paper and contains 
his recurring theme of war and formal rupture. The strongest quality upon looking is 
that of confrontation. Two figures squared up to the picture plane is a straightforward 
compositional decision but an unsettling viewing experience. The red figure is too large 
to perch behind the other figure, whose abdominal tear is a landmass on the horizon. 
The soft clouds on the horizon find balance with the outline of the splintered figures. This 
flattening of space and splintering across a landscape is disorientating and beautiful.  The 
distribution of shapes and colours dilutes the presence of the two seated, allowing some 
access in the viewing experience. You can pull up a chair, bear a false grin and pretend 
floating mouths are not present. 

After this immediate acknowledgment of the language of intervention, the confrontation 
pilfers out into looming shapes. The illusion of space is disrupted by the surface, the 
fleshy tone of the lips is a shallow sticker on the work, white breast spheres may shine 
through the paper itself and the tears on the right appear as rips, more confrontations. If 
you physically use the hand to block out the three lips, the image is just as confronting. 
Perhaps they are not needed? These added props add a level of deviance. The potent 
rupture Wróblewski uses in the flattened figures is mediated by the horrible floating 
mouths. The addition of torment can potentially reduce the experience of confrontation. 
The sucker-for-punishment artists all contain a degree of explicitness. Wróblewski asserts 
the rupture of man in a shallow surface then dials up the distress in invention of foreign 
influences. 
 
 
 

“We are now overcoming the formalist and petite bourgeois encumbrances in artistic 
practice and fundamentally altering the function of art, placing the artist in front of 
multiple viewers and in the service of lively and direct participation in the current life of 
society” (Ziolkowska, 2010, p. 76).             
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Figure 35. Danae Ripley, Untitled. 2020, oil on canvas, 
260 x 300mm. 

Figure 34. Danae Ripley, Untitled. 2020, oil on 
unstretched canvas, 420 x 520mm. 
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Figure 36. Danae Ripley, Untitled. 2020, oil on unstretched canvas, 420 x 520mm. 
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A pause called for a shift in content from objective reality to combine a more subjective and 
embedded one.  The subject is pervasive and ellusive and needed to be elevated through 
the inclusion of personal memory as source material. The drawing research after all, did 
not aim to tell any one story but to follow a hunch in precarious spaces. Often banal and 
vacuous, this visual research can then indirectly slip into the paintings, harnessing modern 
psychology to bounce around fictive interior space.  
 
 
 
 
 

Taking a cue from Wróblewski led to widening the content. Obscure graphic content was 
tested in quick 8-15 minute ink drawings that unleashed new findings in picture-making. 
With figure and interior as a constant – the content in these drawings became more 
interesting than recent paintings because of the image. The hierarchy of the figure was 
employed more obliquely, In Fig. 38 the figure sits next to another, there is a mark to the 
left that echoes the form of the figure and is balanced by three rocks. In a less prescriptive 
way, there is the reference to forces between planes; the wall-like field at the back and the 
brawny marks on the outer edge congesting the receding plane. The figures’ importance is 
dispersed among pictorial objects such as the rocks and antennae shapes. Using empirical 
drawings was schematic, these ink drawings provided relief and a more engaging range of 
devices.

German contemporary painter Neo Rauch claims to discover the world through a 
concentrated flow and views himself as a filtration system in the river of time (Gingeras, 
2002). He claims his workshop to be a passenger terminal connected with a dam where 
deposits are collected and arranged to form the essence of his paintings. He claims the 
arrangements of these might identify archetypal ciphers from the collective memory. The 
artist states that in a way he opens “contamination chambers” and leads frightened “staff” 
into the fog (canvas). In this fog; pop culture, history painting, advertising and all sorts are 
combined without hierarchy or evaluation. This approach feeds into this notion of a pause, 
the artist mingles his subjectivity with catchments of history to create timeless content.
                                                                             
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

“You can only speak nearby, in proximity (whether the other is physically present or 
absent), which requires that you deliberately suspend meaning, preventing it from 
merely closing and hence leaving a gap in the formation process” (Helke, 2019, para. 7). 

Figures 37 - 40. Danae Ripley, Untitled. 2020, ink on paper, 300 x 370mm, (Figure 38. cropped).
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Figures 41 - 44. Danae Ripley, Untitled. 2020, ink on paper, 300 x 370mm.
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Figure 45. Danae Ripley, Double, Fade, Brawn and Thrust. 2020, ink on paper, 420 x 297mm.
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Holes & the Spirit: Inserting Subjectivity as Revivals  
 
          
Using three of the ink drawings as source material for oil paint studies was an investigation to 
widen the use of tools to create more varied surfaces. Testing the qualities of oil paint which 
can appear as thick fleshy walls and facades or thinly as silhouettes and bodies. It was here 
that strides were made in the visual effects of oil paint. As in Fig. 45 (top-centre) the shadow 
cast from the three-headed being is made of a thinly washed dark pigment over a bright 
colour, the effect is like a cellophane sticker. Using a stiff bristle brush to apply dark opaque 
pigment congests the surrounding space )as seen in the centre middle study).
           
In Fig. 45 (bottom-right), The shape of an interior is drawn thinly into deep illusionistic space, 
the thick opaque figure on the left is relieved by the thinner one on the right. In the top middle 
study, the field is bodily and claustral, receding and coming together, diluted by collisions 
across the whole surface. In the centre-left study, the walls are the heaviest areas and 
congest the space around the thin figures. Australian contemporary painter Helen Johnson 
regards the human body in some of her work as a sort of caretaker body or unembodied 
body, they are mostly arrested in acts without agency (Johnson, 2016). Figuration in this 
practice has a similar role; by painting mute figures and surrounding details with more impact 
it exemplifies their vacancy.

The paintings completed at the beginning of the project were concerned with banal social 
spaces such as the bank, waiting rooms, courtrooms and libraries. Each painting had 
arranged a volatile relationship between the interior space and the human inhabitants. After 
identifying a need for future conditions in the aesthetic perception through thresholds (i.e. 
atmospheres, doors and apertures), the concept of revivals or animation was introduced to 
refer to real-world interruptions and the textured way reality is experienced. Using the idea 
of light to thrust shadows down in unnatural ways from these exits/ thresholds introduced 
disharmonies to the picture to elevate the animated quality. 

The subsequent series was completed with acrylic on card, a key element in animating the 
picture with emotional range is the tempo. Setting short time intervals for figures, forces and 
thresholds achieved spontaneous reflexivity in the images and bore bold marks. The range 
in tempo allowed for an emotional character to develop as well as movement for the eye. The 
reflexive nature of the drawing gave attention to the space around figures, inventing ways 
the space can interact with forms. The interior spaces are animated by future conditions; 
screens, doors, or sudden coloured paintwork which refers back to the figure. In Fig. 52 
The initial scene is drawn in a tight tonal range of light purple and yellow, dark spontaneous 
shadows refer back to the figures and a blue window of exit is completed last. 

New Zealand artist, Lorene Taurerewa is the master exponent of coming together and falling 
apart. The drawing of compressing inwards next to gesturing outwards makes for a dizzying 
viewing experience. Even at a squint, her drawings can be identified for their serpentine forms 
in otherworldly space. As eyes adjust and begin to sort through the highest areas of contrast, 
morphing figures materialise and a strange narrative is proposed. 

Sifting through the exquisitely drafted ink has the reluctance of recalling a dream. This pulling 
away is a quality that makes Taurerewa’s idiosyncratic worlds remarkable. It would seem 
that the artist has a toolbox of inhabitants to cast into the works. Animals, toys, historical 
characters, imagined figures and stickers take on specific characters with moody stature. 
What they are doing is unclear.  
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Figure 48. Danae Ripley, Untitled. 2020, oil on 
card, 420 x 470mm. 

Figure 49. Danae Ripley, Untitled. 2020, oil on 
card, 420 x 500mm. 

Figure 47. Danae Ripley, Untitled. 2020, acrylic 
on card, 420 x 470mm. 

Figure 46. Danae Ripley, Untitled. 2020, acrylic 
on card, 420 x 470mm. 
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As in Fig. 50, there is a trickster, a comical figure derived from popular entertainment - the 
controversial Golliwog, a monkey, giant or a miniature being. The jester-type figures are 
distinguishable by their cartoon features. The trickster is dialled up and distributed in volume 
in Fig.50, the pen marks gather and the side act becomes the focus of the scene, eyes 
and striped tongue protrude up from the floor. In other works, these characters find their 
tormenting potency through duplication, mass and dilution. Connecting with personal and 
pop-cultural memory, the characters are put in the spotlight and exploited with geometry.
 
The pictorial invention in Taurerewa’s drawings has an affinity with George Baselitz’ 1960 
Hero series. Both artists use planar rendering of fields and mass, mediated by each 
invention. There are similar oddities in the images to Bosch’s bestial combo’s and the 
surrealist collages, like Baselitz, Taurerewa’s picture logic is dictated by a tempo of marks. 
The looming behemoth meets spectral haze, calculated and varied marks accelerate and 
slow to execute an intense drawing. The images already grimly mock these problematic 
icons, yet the torment value is accelerated by being partially filled up and not complete. This 
taps into the horrible traits of “holes” and “formlessness” which allow access. Taurerewa 
accesses emptiness, harassing it into the pictures.

In the studio practice “holes” pried the content open and inserting subjectivity broke 
down the structure of the painting and led to a new range of animation in the image and 
composition. These animations offered emotional significance through open circumstances 
and spaces and their internal descriptions of realities. When the project was concerned 
with describing an objective experience the figures were treated almost callously, shifting 
to sensitive use of the figure and its relation to the space better embodied the textured 
way reality presents itself. Moving from the visual banality of dislocation en masse to more 
individuated and obscure pictorial interventions created veiled moments. Each painting 
became a theatre for ideas, they became pressurised spaces that operate within their own 
internal logic. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 50. Lorene Taurerewa, Untitled. n.d., 
pen on paper, 228 x 177mm.
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Figure 51. Danae Ripley, Untitled. 2020, acrylic on card, 420 x 500mm. 
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Figure 54. Danae Ripley, Untitled. 2020, oil on 
card, 420 x 500mm. 

Figure 55. Danae Ripley, Untitled. 2020, oil on 
card, 380 x 500mm. 

Figure 52. Danae Ripley, Untitled. 2020, acrylic on 
card, 420 x 550mm. 

Figure 53. Danae Ripley, Untitled. 2020, oil on card, 
210 x 280mm. 
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Operational Significance: Articulation of a Subject Violently 
Imposed and Horribly Silent 

The practice is grounded in a belief that art can gesture towards concepts of fairness but is 
conflicted by the belief that this articulation can be so indirect that any moral realisations 
may never be of use to the viewer, or indeed be comprehended. This practice turns away and 
follows a tormenting path in a similar manner to the horrors that stalk our everyday lives, in 
order to reach a subject that does not identify with a newsfeed. 

The desire to rationalise experiences or intentions in art is absurd because the world is 
irrationally silent. Works of art mean more than they are capable of saying. The power of 
mobilising thought is met by the power of consuming silence and the result is horrible. 
 
The language of patrons in these sustained campaigns takes the form of circumstance 
and is made quiet. The arts have recently been geared towards institutional critique and 
aestheticizing the experience of others (Johnson, 2015). People operating within institutions 
were once exposed to knowledge to help them navigate the socially and politically changing 
world. Patrons of the “transformed” regimes are left in the realm of presentation, with no 
knowledge of tools to help them cope. The persecution of the arts is a leitmotif of colonising 
political agendas. 

The type of figures patronised by these campaigns is constructed within its limits. With each 
implementation of barriers to knowledge, the subsequent patron becomes less curious. 
The namelessness and placelessness of these regimes leave a fumbling citizen, whose 
connection to knowledge is torn. This numbing visual brings to mind a cultural stasis with safe 
and quiet production; the authoritarian dream, repression, fear, and economic prosperity.

Pushing hypothetical narratives of what is to become reality, rather than a representation 
of what is here and now reflects Jacques Ranciere’s concept of “Emancipation” (Bingham., 
& Biesta, 2010). It is a beautiful lie, a reconfiguring of experience in spite of actuality. It is 
a matter of poetry rather than science or truth. A spectacle or tonality which “creates some 
breathing room, to loosen the bonds that enclose spectacles within a form of visibility, bodies 
within an estimation of their capacity, and possibility within the machine that makes the 
‘state of things’ seem evident, unquestionable” (Carnevale & Kelsey, 2007, para. 7). 

Those who remove knowledge communities assume their patrons will be passive. The 
uncertainties posed by colonising political agendas are ripe with fuel to speak to and in spite 
of. The concept of repressed knowledge can be a prompt to replace the dictated structure. 
There are urgent characters to embody not just by contrasting alternatives but putting into 
language complete ruin, complete objectivity, total bliss; and refusing to separate truth 
from these illusions. The idea is romantic but needs to get off the ground in order to thrive 
alongside archetypal powers, who are showing no sign of letting up. 
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Figure 56. Danae Ripley, Untitled. 2020, oil on canvas, 410 
x 505mm. 
Figure 57. Danae Ripley, Untitled. 2021, oil on canvas, 410 
x 505mm.
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Hierarchy of Protagonists: Culminating Paintings 
 

In the studio practice, a troubling crew of figures are isolated yet appear to intervene. There 
is a formula for forces at play between planes, bizarre repetition, and a flicker of the spirit in 
the form of camaraderie or competition. These oddities chart an impregnated pause alluding 
to the play between protagonists. The explicit and deviant characteristics of horror proffer 
scores of visual opportunities for a subject that is violently imposed and experienced, yet 
mostly unseen.
                                                                                           
Human inhabitants slink about in squared-off spaces. They hold still in their positions. Limbs 
line up with the geometry of the canvas, their postures dictated by the environment. The 
content could occur from memory, dreams, or fears.       
                                                       
The colours are subdued and still, cool pigments over warm ones continue to tilt from the 
picture plane. The green surroundings in Fig. 58 are an illusory field. Shoed feet promise a 
new environment above the figure lying flat. There is variation between the large sweeping 
brushstrokes of environs and the sharp painted lines of fingers. The blur neighbouring detail 
creates deviant optics. The works are small, no figure is larger than two hand lengths and 
the surface is smooth like a stage for performers to slip in and out.  

What fascinates the practice is the way forces, human traces and foreign interventions 
can seek company in the face of depletion. This tug, a conscious lack of individualisation 
among company is one of the most alarming conditions in the paintings. The texture of 
perseverance alongside reluctance embodies futility and agency. 
 
The figurative images are cast into spatial conditions where the distinct quality of oil paint 
makes edges feather out and underlying pigment pull through. The colour holds areas of 
banality that are reminiscent of works from an earlier phase in the project. The invention of 
reluctant figures in fugitive scenes is quite horrible. Relentless dilution and reiteration imply 
consequence. Reclaiming composure and losing environments oscillates between losing 
equilibrium and finding new space. Perceiving resistance, persecution, support, or example 
keys the emotional register; and may meet bodily state shifts of unravelling, vertigo, or 
reflection.
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Figure 58. Danae Ripley, Untitled. 2020, oil on canvas, 410 x 505mm. 
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Figure 59.  Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 

Figure 60. Danae Ripley, Untitled. 2021, 
oil on canvas, 410 x 505mm. 
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Figure 61. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Figure 62 & 63. Danae 
Ripley, Untitled. 2020, oil on 
canvas, 410 x 505mm. 
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Figure 64. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Figure 65 & 66. 
Danae Ripley, Untitled. 2021, oil on 
canvas, 410 x 505mm. 
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Figure 67. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Figure 68. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Figure 69. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Figure 70. Danae Ripley, Untitled. 2021, oil on canvas, 410 x 505mm. 
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Left & Right: Installation view No Hem at Sanc Gallery, April 2021.
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