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transient materiality

The creati ve methodologies employed within this PhD have involved an engagement with concepts of 
physical thought from diff erent epochs and cultures in conjuncti on with the embracing of both scienti fi c and 
arti sti c investi gati ons of specifi c phenomena. This research has informed an approach to the producti on of 
art and design that derives its aestheti c power through the careful modulati on of the properti es of physical 
form and its relati onship to the phenomenal fi elds with which it interacts. The idea of being ‘between fi eld 
and form’ suggests that the creati ve act can lie within these two poles of physical descripti on, and in doing 
so may occupy a transcendent state, in which our percepti on of the physical world becomes the medium 
that is being manipulated. In this way, the shaping of light in the Spectral Shadows series can be seen as an 
interpretati on of Goethe’s approach toward the understanding of light and darkness, which was employed 
to produce works that integrated the qualiti es of coloured shadows with the aff ects of simultaneous 
contrast and aft er image. In a similar methodology, the elucidati on of the parameters of sound in the 
Resonant Objects series were established through research into the roots of arithmeti c, geometric and 
harmonic systems and the acousti c experiments of Ernst Chladni and Hans Jenny in order to explore the 
relati onship between architectonic forms and acousti c fi elds. While in the Manifold and Trajectories series, 
an appreciati on of the Cartesian coordinate system and the complex mathemati cs, geometry and physics 
that has been derived from its use, guided an approach to the shaping of sculptural form that sought to 
interact with the earth’s gravity fi eld to produce works that were imbued with a latent energy and presence. 

In the fi nal series of works, I sought to amalgamate these references, observati ons and creati ve responses 
and bring together the concepts of wave-like phenomena tested in the light, sound and form series as a 
way of conceiving of intricate fi elds of matt er. In doing this I was inspired and informed by the sublime and 
contradictory nature of twenti eth century physics and the idea that the fundamental nature of matt er is no 
longer considered from the point of view of parti cles, but is knowable only through its underlying patt ern 
of wave forms.1 In this model of the universe, matt er can become energy and energy can turn into matt er, 
while light can be understood as either a parti cle or a wave, depending on how you choose to measure 
it. The contemplati on of the counter intuiti ve postulati ons of contemporary scienti fi c thought led to the 
development of the next series of projects in which the intended aim was to conceive of material form in 
terms of the properti es of wave-like behaviour. In this schema, the ideas of structure and patt ern could 
be considered as examples of waveform, frequency, amplitude, rhythm, superpositi on and interference. 
In embracing this approach to the modulati on of form, I began to conceive of architectural elements as 
intricate three-dimensional arrays, which would work as both structural enti ti es and as oscillati ng fi elds 
of opti cal gestalt. These concerns were further contextualised through an engagement with the illusory, 
immaterial and transient nature of the glass walled architectural facades of the modern city, which seemed 
to provide the ideal backdrop for the manifestati on of works whose physical compositi on and accompanying 
percepti on hovers between fi eld and form.
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Point Source Geometries 

The initi al investi gati ons into the potenti al concepti on of form as wave-like phenomena drew from the 
earlier studies of the properti es of sound fi elds. These qualiti es were fi rst displayed in the point source 
standing wave interference patt erns shown in the Mantra project and were later used in the mapping of 
sound-fi eld patt erns conducted in the Chora project. These harmonic fi eld diagrams were generated by 
the colour coding and visual mapping of diff erent wavelengths and frequencies of musical notes which 
had specifi c origins relati ve to each other. The resultant graphical works produced not only a way of 
comprehending the nature of specifi cally calibrated sound fi elds, but also displayed these acousti c eff ects 
as overlapping moire patt erns which seemed to allude to the complex compositi ons of overtones, chords 
and beats that would occur in such an installati on. The overlapping of two circular forms in these works 
creates the shape of the vesica piscis, which has been a constant moti f in the works throughout the 
projects presented in this document. It can be seen in the plan shape of the fi breglass shell in the Vessel 
light sculpture, was used as the generator of the intersecti ng planes of colour in the Auroral wall, and is 
expressed as a result of the intertwined knot of stainless steel rod in the wire mesh form of Vesica. However 
beyond these tangible expressions, it has functi oned as an important physical and metaphorical bridge in my 
comprehension of the wave-like qualiti es of diff erent phenomena. In these investi gati ons I have been drawn 
to the fact that the vesica piscis has represented a fundamental geometric form across cultures, and as such 
has acted as a signifi er for my understanding of the archetypal geometric thinking that links the concepti on 
of mathemati cs, geometry, sound and form. 

The shape of the vesica piscis can be seen in the Tantric idea of the ‘seed-sound’, in which the universe is 
understood to propagate itself as a set of harmonic vibrati onal waves that ‘span outwards from innumerable 
centres, their overlapping and resultant interference patt erns forming nodules of trapped energy which 
became the whirling fi ery bodies of the heavens’.2 It is also present in Ancient Egypt, where it is used as 
the hieroglyphic symbol of the supreme being Re, known as ‘the solar life giving force’, ‘the emanati ng 
word’ and ‘the mouth which speaks the names of gods’.3 In this context the vesica piscis was also used as 
the symbol for the denominati on of the fracti ons, which were seen to be divided from the eternal one.4  In 
Islamic art the creati on of the vesica piscis is described as the ‘scission of unity’, which leads to the creati on 
of all known forms in the universe.5 The complexiti es of Islamic art are generated from the simple act of 
intersecti ng two adjacent circles. A traditi onal Islamic craft sman armed with a compass and a straight edge, 
is able to generate a myriad of regular polygons and complex interweaving symmetrical patt erns, which 
are used to adorn Islamic architecture while being representati ve of the principles of the universe. Seyred 
Hossein Nasr describes Islamic Art and Architecture as ‘a form Abrahamic Pythagoreanism, a way of seeing 
numbers and fi gures as keys to the structure of the cosmos and as symbols of the archetypal world’.6 With 
these geometric traditi ons acti ng as a background to the reconciliati on of wave-like phenomena and three-
dimensional form, I embarked on a series of projects that used the concept of ‘point source geometry’ as 
its basic principle. In these projects the initi al interweaving of the properti es inherent in the overlapping 
of concentric circular rings in a two-dimensional fashion, evolved into techniques for the manipulati on of 
curved structural elements into polar arrays of intersecti ng geometries that created blossoming roof-like 
forms.

 

Polarities
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Morphogeneti c Shells

The initi al diagrammati c and wire frame explorati ons of the potenti als of point source geometry became the 
foundati on for a more thorough and three-dimensional concepti on of architectonic form in the Modulati ons 
series. Using the idea of the circular array as the primary generati ve geometry, a technique was developed 
in which the overlapping of specifi c curvatures and frequencies of compositi onal elements, enabled the 
producti on of works in which the qualiti es of decorati ve patt ern and structural logic were simultaneously 
addressed. Over ti me this approach was refi ned to a point where a vast genus of diff erent profi le shapes and 
interweaving patt erns could be produced through small changes made to a limited set of parameters. The 
structures were fi rst defi ned through the parabolic curvatures of each individual rib and the properti es of 
their tapering diamond shaped profi le. These rib forms were then inclined at specifi c angles and mirrored 
in the verti cal axis, to produce the primary element of each individual structure. These fundamental 
components were then duplicated as polar arrays at a specifi c distance around a central point, to create a 
complex and integrated whole. In the slight adjustments of parabolic form, rib profi le, incline angle, number 
of elements arrayed and the radius of these arrays, it was discovered that an enormous variety of forms 
could be generated, each with their own individually entwined geometric relati onships and spati al character. 
In this methodology an approach to design evolved, in which compelling formal structures could be manifest 
through the applicati on of a set of simple rules and operati ons. The resultant forms are reminiscent of the 
rigid siliceous radiolarians and sea anemone shells that can be found at the litt oral perimeter of the ocean’s 
edge and their concepti on suggests connecti ons to the ideas of morphogenesis as described by D’Arcy 
Wentworth-Thompson7 and Ernst Haeckel8. 

In their concepti on the Modulati ons where considered to be forms that echoed the geometries of sacred 
architecture and the natural world, a cross between a cathedral and a piece of coral. As such they were 
thought of as remnants of ancient temples, architectural fragments that carried the suggesti on of vaults, 
chambers, arches and façades. These subtexts were superseded by the refi nement of the forms as pavilions 
and meeti ng places that would inhabit exterior public spaces, parks and waterfront boulevards. In this 
context the structures were designed to act as sculptures, shelters and seati ng elements that would 
respond to passage of the sun through the day and would be atmospherically illuminated at night. The 
pavilions would be constructed from precast reinforced concrete panels and as such adopt the traditi ons 
of twenti eth century structural shell architecture, as seen in the work of Pier Luigi Nervi, Felix Candela and 
Santi ago Calatrava. Their design sought to employ the repeti ti on of standard elements to create complex 
and integrated compositi ons and in doing so referenced the architectural screens of Erwin Hauer and the 
spherical secti ons of the roof of Bjorn Utzon’s Sydney Opera House. The underlying circular nature of the 
designs allowed for the geometry to be understood as a series of identi cal radial segments that could be cast 
repeatedly to form the structure’s shell.  In some cases, end segments were needed to address the specifi c 
requirements of the overall compositi on. In these elements, the curvatures of the primary ribs acted as 
the terminati ng edge of the structure. The three pavilions presented here, Iris, Pod and Portal each off er a 
diff erent interpretati on of the generati ve geometry at work and suggest the potenti als of this approach to 
the concepti on of structural form and urban transient spaces. 

Modulations
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Iris
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Pod
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Portal
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Structural Gestalt

The overlapping repeti ti on of rib-like elements in the Modulati on series, made it possible to produce 
varying layers of patt erned indentati ons and fenestrati ons in the pavilion’s surfaces. When viewed from 
diff erent angles and in diff erent light conditi ons, these relief patt erns would seem to subtly change their 
compositi on and appearance. These shift ing properti es were further enhanced by the overlaying of shadows 
across the embossed surfaces of the forms and the ground around them. In these cases the eff ects of the 
changing patt erns of the structure’s skin and their play with light and shadow, would make the pavilions 
apparently dissolve in a complex interplay of opti cal aff ects. The observati on of these properti es led to the 
considerati on of how it may be possible to begin to conceive of structures, whose compositi on would create 
perceptual gestalts which transfi gure the solid forms into overlapping fi elds of interference patt erns. This 
thought began a series of projects which sought to synthesise the essence of wave-like phenomena touched 
upon in the earlier opti c and acousti c investi gati ons, by creati ng works that seemed to hover between 
solidity and immateriality. 

The illusory qualiti es of moire patt erns were fi rst identi fi ed in the wire mesh skins of the Manifold series. In 
these pieces the layers of refl ecti ve gridded surfaces would interact with each other to create shimmering 
curving fi elds of interference that would enhance the ethereal dimension of the works. Transforming these 
serendipitous discoveries into a methodology of control and intent, involved an engagement with the 
traditi ons of the gestalt theory of percepti on and its infl uence on art and design in the twenti eth century.9 

Gestalt theory proposes that we primarily recognise patt erns and relati onships, not objects. In this thinking 
the idea of the fi eld replaces the noti on of discrete isolated parti cles. Such a fi eld is ‘a whole whose parts are 
in immediate relati onship and responsive to each other in which no part is uninfl uenced by what goes on 
elsewhere in the fi eld’.10 These precepts can be seen in the work of Bridget Riley and other Op arti sts of the 
nineteen sixti es and have been explored in more three-dimensional and sculptural terms through the work 
of Jesus Soto and Eusebio Sempere. In these arti st’s works the creati on of an illusory opti cal aff ect caused by 
the gestalt fi eld becomes the primary aestheti c concern and in doing so brings into questi on the relati onship 
between the object and its percepti on.

The initi al investi gati ons of the manipulati on of structural forms as fi elds of gestalt aff ects were developed 
as an extension of the discoveries made through the Modulati on series. The transformati on from the 
appreciati on of form as interwoven decorati ve patt erns to it’s concepti on as an illusory and immaterial 
construct began with the considerati on of the geometries of the Arc piece. Arc was fi rst conceived as a 
curving cast concrete seati ng pavilion in which two identi cal elements would be nested opposite each 
other to create an inner courtyard space defi ned by the arching roofl ines of the two elements. Through a 
process of abstracti on and translati on, the geometry of the original pavilions were reinterpreted as sets of 
radiati ng curved poles. This confi gurati on involved the alignment of the two sets of poles (with diff erent 
profi le curves) that were ti lted at opposite angles to each other. This arrangement produced a colonnade 
of curved upright components that generated subtle moire aff ects through the slight displacement of the 
two arrangements of elements. From this simple exercise it became apparent that it was possible to begin 
to think of the generati on of these architectonic structures in terms of their fi eld-like properti es and the 
conscious manipulati on of their secondary perceptual aff ects. Through the careful juxtapositi ons of both 
planar and secti onal curvatures and the setti  ng up of a harmonic relati onship between the dual layers of 
elements, it became possible to create complex rhythmic eff ects and to dissolve a form into an apparent 
immaterial essence. It was also noted that these aff ects would constantly alter as one moved past, around 
or through the structures, so that the viewer’s movement would animate the work. With this in mind the 
structures began to be considered as prototypes for the concepti on of walls, footbridges and transit spaces, 
that acted as interacti ve dynamic systems, which would set up a complex responsive relati onship between 
subject and object. 

Arc
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Opti cal Syncopati on

The work on the realisati on of structural gestalts and the desire to dissolve the percepti on of form within 
fi elds of opti cal interference, led to a considerati on of the aestheti cs of dematerialisati on and its role as one 
of the abiding conditi ons that defi ne the sensory experiences of the contemporary city. In the last hundred 
years the imposing stone solidity of nineteenth century constructi on has been replaced by the structural 
expression, minimalist detailing and transparent and translucent skin of contemporary architecture. This 
phenomena can been seen most clearly in the refracti ons, refl ecti ons and plays of light mirrored in the plate 
glass windows of retail stores and the curtain walls of the modern skyscraper. This aestheti c can be traced 
back to the seminal works of Mies Van der Rohe, that are defi ned by large frameless windows that seem to 
fl oat impossibly as wafers of refl ected light, as seen in the Barcelona Pavilion and the Neue Nati onalgalerie in 
Berlin.

This conditi on of dematerialisati on has more recently been used consciously as an aestheti c intenti on in 
contemporary art and architecture. In the works of Robert Irwin and Dan Graham, the use of transparency, 
refl ecti on and illusion are employed to destabilise one’s preconcepti ons of the physical world, in order 
to bring into questi on the relati onship of the viewer in the completi on of a work of art. Similarly, James 
Carpenter, an arti st who works closely with architects, uses such techniques to acti vate and animate the 
viewers’ experiences of architectural space. Carpenter exploits ‘the unique opportuniti es aff orded by the 
transparency, refl ecti vity and structural strength of glass, controlling the intangible force of light as it aff ects 
the spati al and temporal boundaries of architectural spaces. His goal is to animate transiti onal spaces of 
urban architecture and engage the viewers in a rich and complex understanding of their surroundings’.11 
While Jean Nouvel, in buildings such as the Carti er Foundati on in Paris, uses the materiality of the glass 
façade, to confound traditi onal noti ons of the building as defi nable object. Nouvel att empts to construct ‘a 
space that works as the mental extension of sight, performing a type of vanishing act that leaves the viewer 
wondering where the object went, the goal is to render ambiguous the boundary between materiality and 
non-materiality, between image and reality’.12 

With the advances in material technology enabling larger and larger surface areas of glass and the 
development of opti cal fi lms and fi lters that allow for the refracti on, polarizati on and distorti on of these 
surfaces, an explorati on of the immaterial and illusory aspects of the modern city seemed potent and ti mely. 
In reviewing previous projects, I realised that my approach toward design had moved from a preoccupati on 
with objects in space to the craft ing of patt erned surfaces and opti cal aff ects. This can clearly be seen In 
works such as Orchestrati on and Kotel, in which the constructi on of visual rhythms and illusions emanated 
from a systemati c applicati on of overlayed geometric orders. The resultant arrays of these pieces held 
many simultaneous aff ects that would make the percepti on of the pieces oscillate between one perceived 
conditi on and another. I termed this quality ‘opti cal syncopati on’, a conditi on in which the apparent 
dominant visual hierarchies within a piece are interrupted by the presence of other layers of patt ern, which 
in turn create apparently changing gestalts within the unifi ed whole.

Spiral Facades
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Fibonacci Sequences

The investi gati on of the manipulati on of opti cal syncopati on and its employment in creati ng acti ve and 
engaging visual conditi ons was conti nued through an examinati on of the properti es of the Fibonacci 
sequence and the various geometries that can be derived from its principles. The fi rst experimental works 
in this series involved overlaying two identi cal images of the Fibonacci Spiral patt ern (represented as dots) 
on top of each other and then slightly rotati ng one of the layers. In doing this, an amazing quality of the 
patt ern was exposed. Small changes in the alignment of the dots would produce a complete change in the 
perceived patt erns. As the alignments changed, an endless array of arrays would present themselves. It was 
then discovered that a similar aff ect could be achieved if the layers of spiral dot patt erns were aligned with 
each other but separated by a reasonable distance. In this case, when the two planes were viewed from an 
angle, their superimpositi on would seem to create a changing fi eld of moving patt erns as one’s vision moved 
across the surface. 

These observati ons were tested through the constructi on of the virtual Facade Studies in Rhino and through 
the producti on of a sculptural work made from sheets of acrylic, enti tled Plenum. In this piece, acrylic 
sheets were laser etched with the Fibonacci spiral patt ern and positi oned at ten millimetre intervals within 
a black box. Aft er a series of experiments were conducted to ascertain the best lighti ng conditi on from 
which to create a powerful eff ect, it was discovered that a carefully placed strip of LED lights along the 
edge of the assembled planes of acrylic, would cause the dot patt erns to glow brightly in contrast to the 
darkened background. This eff ect uti lised the principle of total internal refl ecti on, in which the rays of light 
emanati ng from the LEDs traverse the transparent sheets at such an angle that they refl ect off  the inside 
the polished acrylic surfaces and fi ll the acrylic sheet with light. When this light meets the etched surface of 
the spiral patt ern it is diff racted and escapes the acrylic sheet as a glowing luminance. These discoveries led 
to the considerati on of the use of such techniques in the concepti on of the design of glass walled building 
facades, in which the compositi on and the careful alignment of patt erns and planes, would seem to contain 
a changing conditi on of spiral geometries that transformed when viewed from diff erent places and diff erent 
ti mes of the day and night.

With the principles of the opti cal aff ects of layered patt erns established, I sought to develop a Fibonacci 
geometry that was related more directly to the recti linear nature of contemporary glass curtain 
wall, high rise buildings. This investi gati on began by taking the principles of the numerical Fibonacci 
sequence in which each number is added to the previous number to create an exponenti al progression 
(0,1,1,2,3,5,8,13,21,……). Using this system, a patt ern was generated that translated the numerical sequence 
into a series of geometric strips, which represented the numbers as rectangular forms. These rectangles 
were organised in a progressive arrangement which expressed the Fibonacci sequence both verti cally 
and horizontally. In creati ng this repeati ng geometric code, a periodic spiral patt ern manifest itself as a 
longitudinal wave form, reminiscent of a double helix, which ran horizontally across the frieze. With the 
principles of the recti linear Fibonacci patt ern established a series of experiments were conducted on the 
layering of these patt erns in a three dimensional array to create opti cal aff ects. As in the spiral experiments 
it was possible to achieve a fl ickering and shift ing apparent movement in the layered patt erns. The 
recti linear geometry also aff orded the creati on of dynamic perspecti ve qualiti es within the layered screens 
and gave the implied spiral form a three-dimensional quality. As in the circular spiral patt ern, as one’s vision 
moved across the design, a number of diff erent interference patt erns would become apparent. These 
secondary opti cal aff ects would manifest as star bursts and shift ing densiti es of parallel lines which when 
aligned would dissolve the percepti on of the overall confi gurati on into a fl att ened spati al illusion.

Plenum
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Transience of Light

The considerati on of the immaterial nature of the contemporary city and the desire to address the design 
of urban transit spaces in a transient manner coincided perfectly with the theme of the State of Design 
Festi val which was held in Melbourne in July 2011. The festi val’s theme was ‘Design that Moves’ and it’s 
aims were to ‘explore design in, on and around projects that are transformati ve, mobile and networked’ 
and ‘to understand how we can use design to create more acti ve citi es and present events in transiti onal 
zones: platf orms, revitalised spaces, foyers and stairs’.13 The festi val sought to examine how ‘design aff ects 
us mentally and physically’ and ‘how design infl uences our experience of objects and environments’.14 Part 
of the festi val’s program was the Look.Stop.Shop event in which a number of designers were selected to 
team up with retailers to create extraordinary in-store installati ons that responded to the festi val’s themes. 
With the work I had been doing on opti cal syncopati on in mind as an ideal response to the festi val’s brief, I 
approached Euroluce, a commercial lighti ng company, with a propositi on for an opti cal light installati on to 
be situated in the fourteen metre long prominent fl oor to ceiling glass display window shopfront of their 
Melbourne showroom. 

The original concept for the installati on involved the precise arrangement of a fi eld shimmering refl ecti ve 
strips, which would spell out Euroluce as a subtle visual illusion as one moved past the window. The design 
employed the principles of the Fibonacci series as verti cal elements (developed in previous investi gati ons) 
which were to be layered behind one another to create a compelling visual aff ect between the 
superimposed graphics. The proposal was seen to respond to the festi val’s themes of the use of transiti onal 
spaces and ideas of the transformati ve, the acti ve and the acti vati ng. It explored these themes through the 
noti on of transience, something that keeps changing within space and ti me. The work was conceived so that 
the movement of the viewer would expose an apparent movement within the graphics surfaces, a shift ing 
immaterial illusion which rendered the design diff erently from every angle viewed. The piece was designed 
to enti ce pedestrians and commuters to engage in the percepti on of a dynamic, fl ickering and spiralling 
vision as they moved past the window. In doing so it sought to amplify the beauty of the transient and the 
ephemeral that can charge our urban spaces. Rather than being ‘design that moves’ the design encouraged 
the viewer to move in relati on to the design and thus become more aware of the shift ing light fi lled tapestry 
of the city’s fabric.

The project was fi rst envisaged as being constructed from the layering of two sheets of acrylic between 
the columns that sat behind the showroom’s glass façade. In each bay of the windows the Fibonacci strip 
patt ern would be reproduced through the applicati on of vinyl lett ering on the large sheets of acrylic, while 
on the actual glass window an image of the Euroluce logo would be reproduced so that it aligned with 
the patt ern of graphic strips behind it. This concept was developed in Rhino and Flamingo and a moti on 
animati on was made to see under what light conditi ons the fl ickering eff ect would perform best as one 
moved past the window. These ideas were then tested through the producti on of a 1:20 scale model of the 
enti re showroom in which the qualiti es of the proposed vinyl lett ering on glass and acrylic was reproduced 
through the laser etching of two millimetre acrylic sheet. Through these studies, an understanding of 
the parameters of the creati on of the piece where refi ned and a sense of the variables at play upon the 
successful rendering of the visual aff ects was appreciated. However in the precise documentati on and 
costi ng of the job it became apparent that to produce the work from large sheets of acrylic would be 
preventi vely expensive for a temporal installati on and that other approaches would need to be developed to 
realise the project.

Euroluce Showroom studies
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Prototyping

Positi ves and Negati ves

At this stage of the project, I assembled a small group of third and fourth year Interior Design students to 
assist in the development and realisati on of the proposal.15 The students were introduced to the set of ideas 
behind the concepti on of the work and through the constructi on of the 1:20 scale model of the showroom, 
became inti mately acquainted with the nature of the site. Having a small dedicated group working on 
the design allowed for the explorati on of a number of possible approaches to the piece’s resoluti on to be 
investi gated. A design methodology was established in which potenti al techniques for the realisati on of 
the work were developed through the producti on of graphic opti cal illusions and the constructi on of small 
models that sought to recreate these eff ects in a three-dimensional way. From this pool of observati ons and 
ideas, two disti nctly diff erent techniques for the creati on of the fi nal installati on were adopted and taken 
through to full sized prototyping. Instead of producing the work from the use of vinyl lett ering on sheets 
of acrylic, it was decided to investi gate the possibility of creati ng a comparable aff ect through the use of 
suspended ping pong balls and alternati vely with layers of black fi breglass fl yscreen mesh. In order to test 
these two approaches, the team embarked on the prototyping of the capital lett er ‘E’ of the Euroluce logo, 
in both mediums. 16

The ping pong ball soluti on involved the redesign of the graphic strip patt ern into an arrangement of 
suspended balls. As the original design was based on fi ft y millimetre strips and the ping pong balls were 
forty millimetres in diameter. The enti re layout had to be reorganised and scaled to accommodate the 
diff erence in base unit size. The concept for the arrangement of the balls revolved around the threading 
of groups of them onto lengths of fi shing line which had a sinker att ached to one end. The separati on of 
individual groups of the balls to make the Fibonacci patt ern was achieved through the use of jewellery 
crimps. Each line of balls was then terminated by crimping the end of the line around a small nail. The 
system for hanging the lines of balls involved the producti on of a top mounti ng panel that had three 
separate rows of holes laser cut into it. The mounti ng panel would be fi rst suspended from the ceiling using 
stainless steel cables and then the nails at the end of each line could be easily slipped into the holes and 
hung from the weight of the sinker at the other end. Through this system the balls were arranged in two 
background rows in which the Fibonacci patt ern was reproduced and a front row which spelt out one of the 
lett ers of the Euroluce logo which aligned itself with the patt ern of balls behind.

The fl yscreen mesh soluti on worked in an almost opposite way to the ping pong balls. Rather than creati ng 
the Fibonacci patt ern and lett ers from solid elements, the mesh piece was created by using the geometry of 
the original design and cutti  ng it out of the sheets of fl yscreen. In this way the patt erns appeared as voids 
within the layers of mesh. The piece was produced by mounti ng the mesh to medium density fi breboard 
frames and using a template to cut out the Fibonacci patt erns. Each individual frame was then stacked 
onto the other to create a layered density of mesh. In this arrangement, it was realised that the layers with 
the lett er cut out of it needed to be at the back of the assembled frames, as the void spaces became more 
legible against the dark backdrop of multi ple screens. Ulti mately four layers of framed mesh were grouped 
inside a larger external frame that neatly unifi ed the individual elements.
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Transience of Light

With the prototypes completed, they were fi rst taken to the RMIT School of Architecture and Design Gallery 
and hung for a day in order to test their properti es in diff erent spati al and lighti ng conditi ons, and to see the 
response of people to their aff ects. It was soon realised that the ping pong balls required a black background 
in order to make the spiral geometry visible and that the lett ers needed to be of a strong colour in order 
to diff erenti ate themselves from the fi eld of balls behind them. It was also noted that the ping pong ball 
piece would appear to be almost a solid element when viewed up close, while its opti cal aff ects worked best 
when seen from a distance. In contrast to the ping pong balls, the mesh piece needed to be hung a short 
distance away from a well lit white wall in order to manifest its full eff ect. In this situati on the framed layers 
of fl yscreen transformed into a nebulous glass-like surface which contained a swirling fi eld of moire patt erns 
that would alter in compositi on and intensity as one moved around and toward the piece. In the gallery 
setti  ng the fl yscreen piece caught the viewer’s imaginati on. People were astounded at the opti cal properti es 
of the piece and would be convinced it was glass even when they stood near it. The work had the ability 
to confound the viewer’s percepti on even upon close inspecti on. Many people were startled when they 
realised they could put their hand through the cut out voids in the apparently solid surface. 

The overwhelming success of the fl yscreen piece in the gallery setti  ng came as a surprise to the design 
team, as we had up unti l then all favoured the ping pong ball piece as being the prototype that would be 
used for the fi nal installati on. It became apparent that both pieces would need to be tested in the window 
of Euroluce in diff erent lighti ng conditi ons and with diff erent backdrops. Once the pieces were transferred 
to the Euroluce showroom window, it became immediately apparent that our preference for the ping pong 
balls for the fi nal installati on was the correct one. In the large brightly lit and highly refl ecti ve environment, 
the visual strength and physical presence of the balls came into their own, while the black mesh piece 
seemed to disappear. However when placed inside the controlled lighti ng of the showroom the mesh piece 
again manifest its extraordinary visual illusions. The decision was made to conti nue with the use of the ping 
pong balls for the fourteen metre long window façade and to positi on the mesh piece within the showroom 
as an intriguing backdrop to the various imported designer light fi tti  ngs. With these decisions in place the 
team prepared themselves for what would become an intense three week producti on and installati on phase 
of the project which would involve the use of over eight thousand ping pong balls, four thousand crimps 
and one and a half kilometres of fi shing line. To achieve the opti mal visual eff ects from the installati on, 
the window façade display was precisely illuminated and the showrooms lighti ng collecti on was carefully 
composed against the showroom’s black walls. In this way the installati on, showroom space and lighti ng 
elements worked in a delicate harmony, in both the interior and exterior and during the day and night.

Once the work was installed, I visited it regularly in order to refl ect on its qualiti es and to gauge the reacti on 
of the people who saw it. A number of interesti ng observati ons arose from the contemplati on of the work’s 
characteristi cs. I became aware of its subtlety when considered as part of a busy urban environment. In the 
context of the bustling energy of peak hour traffi  c and the lighti ng and geometry of Federati on Square and 
the Forum Theatre which are adjacent to the Euroluce showroom, the piece seemed to take on a restrained 
elegance. The stunning visual aff ects that were originally sought from the work when considered in the 
studio environment were transformed into a delicate embellishment of the peripheral percepti on of the 
streetscape. While the mesh piece inside the showroom shimmered with an inti mate visual richness and 
immediate and confronti ng gestalt, the window work exposed its hidden layers in a gentle and allusive 
manner. Alternately glowing and dissolving in response to the outside world as it rushed past. 

119



Liminal Conditi ons

The design methodology employed in the development of the Transience of Light was centred on the 
manipulati on of the conditi ons that lie at the threshold of our percepti on and sought to bring these subtle 
secondary aff ects to the foreground within the concepti on of the work. The process of comprehending and 
producing such transcendent qualiti es in the installati on evolved from the development of the concept 
of opti cal syncopati on and the controlled manifestati on of surfaces acti vated through their visual aff ects. 
This bringing to prominence of the physical sti muli that unconsciously shapes our percepti on has been the 
constant aestheti c aim throughout the projects presented in this document and defi nes the essence of the 
intenti on to design works that lie ‘between fi eld and form’. In the Transience of Light, a delicate balance 
was pursued between these two extremes, as the installati on would take on an apparent solidity when 
viewed from a stati onary positi on in the interior of the showroom, yet would become more transparent and 
evanescent if one viewed the work, when in moti on and from a distance. 

It was interesti ng to note, that the understated visual kinesis of the installati on was not immediately 
apparent to many viewers, as the desire to perceive the piece as a physical three-dimensional object seemed 
to obscure the appreciati on of the work’s subtle opti cal aff ects. In considering this response to the work, 
I realised I had seen a similar reacti on to perceptual artworks before, most notably in the Rothko room of 
the Tate Modern in London. In this situati on the majority of visitors to the gallery would charge into the 
darkened space, read the writt en descripti on of the work on the wall, give the painti ngs a cursory glance and 
quickly move on to the next room. While the actual experience of the work required the viewer to take their 
ti me, let their eyes adjust to the lower light levels and to allow themselves to engage their vision in the quiet 
oscillati ons and layered movements of the painti ngs’ surfaces. In situati ons such as these, it appears that 
people are largely conditi oned to perceive the world in certain ways and that the dominance of vision and 
the desire to diff erenti ate objects in space can someti mes obfuscate our awareness of the subtle fi elds of 
phenomena that make up our percepti on of the physical world.

The reconciliati on of these two poles of percepti on was the territory that the ‘transient materiality’ series 
of works sought to investi gate. The development of projects and their public presentati on acted as a form 
of research into the nature of seeing and uncovered a range of interesti ng responses within the viewing 
public. While I appreciated the intensity and startling gestalts that the Fibonacci spirals and mesh screens 
generated and understood the immediate att enti on that they would att ract within a gallery situati on, I found 
myself more drawn to the potenti al subtleti es of such aff ects and how these may be used in architectural 
contexts as sensorial constellati ons that we would encounter and appreciate everyday. In such cases the 
intenti on would be to expose a dimension of responsive change within the fabric of the built environment 
and interweave the magic of the ephemeral within the structure of the enduring. 
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