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Here is There is an exhibition of new work by Stephen Haley which continues his 
interest in space and its most contemporary articulation since the digital age. An artist 
who works primarily with painting and digital media, Haley has utilised 3D modelling 
software to construct virtual, lightjet photographs which will be featured in the 
exhibition, alongside a new projected piece and wall drawing.  
 
Haley has an exhibition history, an extensive writing record, and has been the 
recipient of many residencies, prizes and awards. Since 1995 he has lectured in Art 
History and Theory and studio practice at various universities and has been lecturing at 
VCA since 2000 and is currently the Graduate Coordinator of Research (MFA 
program) at the VCA's School of Art. 
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Education notes 
Here is There is an exhibition of all new work that continues my interest in space and its most 
contemporary articulation since the digital age. A particular interest is in virtuality and 
simulation – conditions that are increasingly becoming fundamental modes for the 
construction of actual space. As rational social systems and Cartesian space advances, much of 
the world is reshaped to accord with standardized modes of being. What was once a 
particularized, individual place becomes refashioned into generic space. I think much of this is 
premised on the development of the planar glass mirror, an argument I expounded as a PhD 
thesis a few years ago. The poetics of this device now saturate Western space and social systems 
– repetition, reflection, representation, symmetry, displacement and transformation of actual 
space. It is symptom most readily seen in the ubiquitous similarities of shopping malls, airport, 
contemporary suburban housing and other examples of standardized space that now spreads 
itself with astonishing rapidity and predictability through the world.  Attendant to this is the 
increasing urbanization of the world – here is a frightening statistic - in 1900 only 10% of the 
world population lived in cities, in 2007 this was 50%, in 2050 it is expected that fully 75% 
will live in cities.  
 
3D modelling software is a key mechanism in the construction of such spaces and forms the 
basis of much of my work. Elaborate models are constructed in the software, given textures – 
skins over the wireframe constructions – lit using virtual lights and then virtually photographed 
as a raytraced image. The software calculates every light ray in the scene as it travels to the 
object and bounces back to a virtual camera to create a final image. The rendering process can 
take a high end computer many days, sometimes weeks to complete.  
 
I use the software to construct virtual, lightjet photographs. These are Type C photos 
produced by a laser exposing photographic paper and then being chemically developed. A type 
of cameraless photography then, but one whose referent does not assume the indexical link 
with an external object existing in the actual world but one whose subject is entirely virtual.  
Another outcome is ‘virtual spaces’ large scale projected animations from similar sources. Some 
even become paintings. 
 
This exhibition features two very large scale photographs that form a dyptch; one titled Here, 
the other There. These are views of an office building seen from outside looking in through the 
windows. The structures are the same but the lighting is different, one is seen as if during the 
day, the other at night. The uniform office spaces are habituated by a great number of people, 
in the case of Here, 255, and for There 107. These numbers accord with the number of 
people born per minute in the world and the numbers who die each minute (for the year 
2009.) The use of statistics in this way grows out of a show at Nellie Castan Gallery in 2010 
titled One Second More. These were lightjet photographs bassed on the number of consumer 
products produced in the world each second. The two works Here and There, feature 
photographs of individuals bought as collections from suppliers on the internet and each is an 
actual portrait of someone, somewhere.. In Here, the figures face us, in There, they are all 
turned away. There is a great number of other references and concerns in the work, but they 
are latent and there for the viewer to unearth through a long and sustained contemplation. 
 
The exhibition also features a new projected space. This is a drive along a road where all 
manner of strange objects and events glide past the viewer as they stare out the windshield. 
This is a large-scale work that immerses the viewer in its plausible virtuality and is intended to 
create a bodily sensation that accompanies the disconcerting visions that loop endlessly. 
 
There will also be a wall drawing in retro-reflective tape of a suburban house, an icon of 
standardized space and an image I have returned to throughout my practice. It also stands as a 
psychological representation of the human figure. 
Stephen Haley 2010 



Curriculum links: 
VCE ART Units 1-4 
Analytical Frameworks 
Formal Framework: used to analyse how an artwork’s formal elements 
contribute to its meanings and messages: 

• Do you consider formal elements of design e.g. colour, shape, tone, texture when composing your 
works? 

• “Absolutely. These are some of the basic elements of vision. Just as a writer or poet 
carefully selects appropriate words for their resonance, tone and colour, so does the 
visual artist – particularly painters which is the tradition I emerge from. These things 
are the building blocks of visual forms. A key element in all my work is a very smooth 
surface. This includes the paintings whose surface is rigorously and painstakingly 
brushed back to create a seamless surface with as few brush marks as possible. I call this 
smooth painting and I think there has been a lot of it going on around of late, 
especially in Australia. The reasons for this are complex but put simply – we live in a 
rather smooth context, surrounded by smooth things and confronted by smooth 
images. In the case of the video work and the prints, not only is the photographic 
surface important but the scale of the work and its framing. These allow the viewer to 
be encompassed by the work and present a more embodied experience than viewing a 
2D object from a distance. There are also a great number of details in these works so 
that a viewer is drawn to a close inspection of the surface and, in approaching the 
work so closely, has their peripheral vision saturated by the scene. In this way they 
become more immersed in the experience as if it were an actual space.” 

 

• Do the materials used or technical skills shape or affect interpretation?  

• “Yes, and this is often the real crux of an artwork. More than whatever the manifest 
content proclaims itself to be, the latent content is often revealed in the materiality of 
the work. An expressionistic painter for instance will use broad, gestural marks to 
signify directness, emotion, immediacy. Of course, being a painting, and thus 
constructed over a length of time, the work does not intrinsically have any such 
immediacy; however, these material expressions are signs whose signification is to 
suggest these things. The materiality of the art object and the way they are made are 
often of more concern to an artist than some reducible content. Indeed, for many 
artists the content, or possible contents, is only revealed after the work is completed. 

• I make paintings, photographic prints and video installations all of which often start by 
being built in 3d modelling software. 3D modelling software is a key mechanism in 
the construction of such spaces and forms the basis of much of my work. Elaborate 
models are constructed in the software, given textures – skins over the wireframe 
constructions – lit using virtual lights and then virtually ‘photographed’ as a raytraced 
image. The software calculates every light ray in the scene as it travels to the object 
and bounces back to a virtual camera in the scene to create a final image. The 
rendering process can take a high end computer many days, sometimes weeks to 
complete.  

• I use the software to construct virtual, lightjet photographs. These are Type C photos 
produced by a laser exposing photographic paper and then being chemically 
developed. A type of cameraless photography then, but one whose referent does not 
assume the indexical link with an external object existing in the actual world but one 
whose subject is entirely virtual.  Another outcome is ‘virtual spaces’ large scale 
projected animations from similar sources. Some even become paintings.” 

 
Cultural Framework 

• How do social, political, cultural or religious contexts of the artwork contribute to its meaning?  

• “All artworks dwell within a context that partially defines and shapes their 
interpretation. As these elements shift, so too do the readings of the work. The most 



interesting art works are those that over time can sustain differing reinvestigations and 
reinterpretations than those that they originally assumed. For an artwork to survive, it 
must not be fixed but be capable of reflecting back new readings and interpretations. 
Art history is littered with artists and artwork where this may happen over long 
periods of time –  or where reputations simply diminish over time but then may be 
suddenly resuscitated some where down the track – Caravaggio is a good example and 
El Greco. Both were practically forgotten and their work disregarded for many 
centuries only to be revived in the 20th century as conditions shifted and their work 
spoke in some way again. Of course, some art just sinks and never resurfaces. Fickle, 
human social frameworks. 

 
For me though, the key contemporary experiences in these realms are the increasing 
urbanization of the world and along with it, the increasing standardization of 
existence. Whilst the contemporary framework often appears as bewilderingly 
complex with increasing choice, these are often surface phenomenon of a more 
centralized mode of delivery. In this regard, the digital is central and a key 
transformative moment in Western culture.” 

 

• How have historical or contemporary events shaped the intention of the artist or understanding of 
the artwork’s meaning? 

• “No artist works in a vacuum and all art speaks of its time even when it does not set 
out to address it. These are the limitations set by our time and are often only revealed 
in retrospect, existing at the time simply as the unexamined conditionality of 
existence. Often too, events will colour the interpretation of artworks even when no 
connection was intended. Any painting featuring an aeroplane flying close to a 
skyscraper but produced prior to September 11, for instance, will be contaminated by 
that event after the fact despite its antecedence.” Again, for me there is the fascination 
with the rise of the digital in the contemporary world. This is not only transformative 
but will continue to be so at an ever increasing, exponential rate. Because it is 
exponential too, there appears to be no limits to it saturating effect. 

 

• How does the physical placement of artworks affect their interpretation?  

• “Physical location has as much to do with the context by which an artwork is read as 
all those broader elements mentioned above. The classic example is the Carl Andre 
line of bricks. If not in a gallery, they may well be just a line of bricks. Within the 
gallery itself, the space is redolent with meanings dependent on placement. If 
something is on the floor rather than the wall, it immediately occupies the space 
shared by the viewer and becomes part of general rather than a more abstracted space 
for instance. The physical condition of the gallery are just one aspect of the equation 
however, there is a broader issue of placement. Art also exists within the discourse of 
art itself. Certain works find certain frameworks that add or diminish their value (not 
economic value but that too). Work that is written about, featured in magazines, 
selected for exhibition in prestigious galleries obviously accrues worth. These are 
physical placements in an abstract sense but are physical nonetheless and very 
important to the way an artwork is interpreted. 

 
For this reason, scale is important to the works. I make the works large so that they 
envelop a viewer’s vision and they don’t simply become discrete objects to view but 
become immersive fields which encompass the viewer’s vision. In part this is an 
attempt at a kind of low grade simulation. I don’t wish to make virtual reality but 
rather to create an adjunct reality, one that presents a plausible simulation, that refers 
to the actual but does not seeks to supplant it. With the retroreflective wall drawing I 
am hoping its placement will reflect the light from the video work and in so doing 
create a kind of moving image. The image itself will stay fixed but its appearance will 



alter in time with the reflected light and the placement of the viewer. In this way it 
becomes an active image rather than a fixed one. 

 
Contemporary Framework 

• How have contemporary art ideas and issues challenged traditional understandings of artworks 
and their significance?  

• “This is a big question and very difficult to answer in a meaningful way. There are 
currently a number of ideas and issues that challenge traditional understandings of 
artworks and these include the post – post – modern era, the fashionable support of 
relational aesthetics, the return of process work and a range of other. Perhaps the 
greatest shift however for both art works and the culture at large is the emergence of 
digital technologies. This is a transformative moment, whose impact is even greater 
than the Renaissance and its impact on medieval society. It is also one that will 
exponentially continue, fundamentally transforming the whole of our society.” 

 

• What is the impact of dynamic media applications and other emerging art forms on the viewer 
such as video, digital, projection, installation, interactive, street art, sound and performance art?  

• “Of this list the key term is digital. This is the most recent and most fundamental 
influence. The others, to various extents have quite long histories in the visual arts. 
They are important but not new with long established traditions of their own. The 
digital on the other hand, is increasingly impacting on all artists – even when they 
don’t use it directly , it now creates a framework within which art is considered.” 

 

• How do these art forms differ from traditional ideas of viewing and experiencing object-based art 
in museums and galleries? 

• “All these forms have found their way into galleries and are actually subservient to the 
traditional frameworks of modern museums and galleries – that is to say of the past 150 
odd years or so. They have their own logic and demands but operate within the 
parameters of the gallery framework. If they did not, they would be considered as 
other forms of creativity. Video, for instance, is most usually a mode of television.  

 
A key difference is perhaps the wish to extend the pictorial into actual space but not to 
be congruent with it. That is, to simulate actual space while remaining pictorial.” 

 
Personal Framework 

• What relationship does the artwork have to the artist’s life and experiences?  

•  “If this is a personal question, that is, what relationship does it have to my life and 
experience, then that is easy. It is extremely central. It is exceptionally important to 
me and a part of simply living. If I am forced through circumstance not to make art for 
some time, I suffer – and so does anybody within proximity of me. I am not being 
dramatic when I say that not making art for any time is unbearable. I am thankful that 
the work has found an audience and some recognition but I would do it regardless. 

 

A key aspect of the work is that it emerges from an interest in space and the landscape. 
Hence a great deal of my earlier work deals with the localized manifestation of these 
things in my personal context which is the suburbs. Many of the works dealt with the 
suburbs as both a key personal experience and one which is the primary experience of 
most Australians (86%) and increasingly, of the rest of the world. This is in contrast to 
the usual ideologically loaded idea of Australia as an outback nation. More recently it 
has become apparent to me that the structures and conditions imported to this country 
at the time of settlement and simply overlaid on pre-existing space and conditions are 
symptomatic of a more general condition that is covering the world. This has become 
evident through my fairly extensive travels around the world so is also a personalized 
experience.” 

 



VCE STUDIO ARTS 
Units 1-3 

• What artistic influences do you have? 

• “Influences are very diverse and far ranging and they change over time. I would not 
want to limit these. The come from the world of literature and philosophy as well as 
visual art. They also come from so called low arts as much as high. There are some 
high art artists I consistently revisit though and think about their work – these include 
Ed Ruscha, Carravaggio, Perugino, Duchamp, Warhol, Max Ernst, Dale Hickey, 
Robert Rooney. More recent influences include Thomas Demand, Dexter Dalwood, 
Andres Gursky, Yayoi Kasuma, Takashi Murakami, Miwa Yanagi – and more recently 
my studio buddies – Darren Wardle, David Ralph, Tony Lloyd, Craig Easton.” 

 

• What materials, techniques and processes do you use in your artwork? 

• “I make paintings, photographic prints and video installations all of which often start 
by being built in 3d modelling software. 3D modelling software is a key mechanism in 
the construction of such spaces and forms the basis of much of my work. Elaborate 
models are constructed in the software, given textures – skins over the wireframe 
constructions – lit using virtual lights and then virtually ‘photographed’ as a raytraced 
image. The software calculates every light ray in the scene as it travels to the object 
and bounces back to a virtual camera in the scene to create a final image. The 
rendering process can take a high end computer many days, sometimes weeks to 
complete.  

• I use the software to construct virtual, lightjet photographs. These are Type C photos 
produced by a laser exposing photographic paper and then being chemically 
developed. A type of cameraless photography then, but one whose referent does not 
assume the indexical link with an external object existing in the actual world but one 
whose subject is entirely virtual.  Another outcome is ‘virtual spaces’ - large scale 
projected animations from similar sources. Some even become paintings.” 

• There are many software packages used, and pictorial resources from my own 
photographic image bank and images culled from the new. Increasingly I have begun 
to download 3D models from various model banks that provide virtual models of just 
about anything in the world.  

 

• What aesthetic qualities do you focus on in your artwork? 

• “A key element in all my work is a very smooth surface. This includes the paintings 
whose surface is rigorously and painstakingly brushed back to create a seamless surface 
with as few brush marks as possible. I call this smooth painting and I think there has 
been a lot of it going on around of late, especially in Australia. The reasons for this are 
complex but put simply – we live in a rather smooth context, surrounded by smooth 
things and confronted by smooth images.” 

• “In the case of the video work and the prints, not only is the photographic surface 
important but the scale of the work and its framing. These allow the viewer to be 
encompassed by the work and present a more embodied experience than viewing a 
2D object from a distance. There are also a great number of details in these works so 
that a viewer is drawn to a close inspection of the surface and, in approaching the 
work so closely, has their peripheral vision saturated by the scene. In this way they 
become more immersed in the experience as if it were an actual space. 

 

• How does your artwork reflect historical and cultural contexts? 

• “As mentioned above, the work has a definite interest in a number of historical and 
cultural contexts but these are perhaps best explained below. A key one though is the 
emergent world of the digital and its fundamentally transformative effects on all levels 
of contemporary existence. 



It also builds on my initial interest in landscape and the arrangement of space in 
general. As mentioned, for my PhD I investigated what I consider to be a key driver 
of these contexts, the invention of the planar glass mirror in the 16th Century, an 
invention that did not become common, or of large size until the 19th Century. There 
had always been reflections of course, but the technology to capture them as 
undistorted wholes, only comes about with the planar glass mirror rather than the 
small polished metal mirrors that preceded them. It is not accident that the 
photograph, which emulates the space of this technological device, was invented 
around the time large glass mirror became common. Nor is it an accident that 
epistemological thought centred around the mirror as a metaphor for human 
understanding during this period. I see this device then as central to many aspects of 
the work but as absolutely pivotal to modern Western pictorial and philosophical 
tradition.” 

 

• What ideas are communicated in your artwork? 

• “There are quite a few here. One is the increasing urbanization and suburbanization of 
the world. An alarming statistic is that in 1900 only 10% of the world’s population 
lived in urban centres. In 2007 this had risen to 50% and by 2050 it is estimated that 
this will rise to75%. With this comes increasing standardization and rationalization. I 
have travelled fairly extensively and seen this first hand. I also link this to the 
operations of the planar glass mirror – both as a mechanism and in its poetics. I wrote 
my PhD on this and charted the rise of the planar glass mirror (only invented in the 
15th century and only common and large by the 19th century) Much of my work 
encompasses the mechanisms and poetics of these mirrors. In particular repetition, 
reflection, a standardized representation, symmetry, displacement and virtuality and 
simulation. 

 

• Simulation is also a key idea – as 3d software becomes more and more the 
fundamental way this new world is designed, it is not the software becoming better at 
emulating the real world, it is the real world that is increasingly emulating this 
software. 

 

• I am also interested in a kind of post photography. That is using photography as the 
final output but being produced without any actual object, but rather virtual objects 
constructed in 3d modelling. In traditional photography one could always assume an 
indexical relationship between the image and the camera – that is, there was always an 
actual object the camera recorded. Now it is possible to produce photographs without 
an actual object by substituting a simulated, virtual object. This throws one of 
photography’s key functions, an assumption of a kind of objective truth, further into 
doubt. 

 

• More recently, in my last show, I have used 3d modelling to picture commodity 
production. The show One Second More pictured the number of a variety of 
commodity objects produced in the world every second (so 1,146 oil barrels per 
second for instance.) In this show Here is There, many of these themes are continued. 

 

• In the virtual photographs – Here and There – two office buildings are viewed from 
outside. In actual fact they are the same object constructed in 3d software but one is 
seen in day light, the other at night. In the office/apartments there are a range of 
figures – 255 in Here and 107 in There. This is the number of people born each 
minute in the world (Here) and the number that die each minute in the world 
(There). There is the shadow of a bridge on the outside of the building linking the 
two images that form a diptych. The paintings on the wall are Watteau’s Embarkation 
of Cythera (Here) and Bocklin’s Isle of the Dead in There. There are a number of 



associations with these images but a clear one, and for the overall work, is the 
relationship between life and death.  

 

• The Here and There, though also refers to the notion of simulation. These images 
appear ‘real’ in some sense but also speak of the function of representation, and 
photography especially, that can make the absent mysteriously present, so that ‘there’ 
can become ‘here’ in some strange way. The source material for the figures in the 
scenes are a variety of free and bought images of people posted on the internet mainly 
for use in architectural rendering to create figures in the scene. Each is therefore an 
actual person photographed somewhere and now re-presented here in a strange 
absence of context. 

 

• The Here and There also refers to the increasing standardization of building and being 
in the world. Now places that once held there own unique existence are being 
transformed into more generic, standardized spaces. Place into Space, was indeed the 
title of my previous exhibition. 

 

• The exhibition Here is There will also feature a large scale video constructed in 3d 
software and animated. This is a very complex work and overloaded with images and 
objects but is based on a drive along a road. In some ways it is a sort of history of the 
modern era but also plays with a swath of associations and imagery that is intended to 
make an ultimate reading elusive. The work does begin in a kind of forest though and 
returns to it in the end. Although it runs for 2 minutes it is designed to return to the 
starting point and to continually loop infinitely. This will be an immersive virtual 
space 8m wide and is intended to envelope the viewer as a virtual space rather than 
being a discrete video on the wall. 

 

• The source material for many of the models here is also the internet. There are now 
large banks of virtual objects that may be purchased and downloaded as a kind of 
virtual ‘readymade”. I have selected a bought a number of these in this work not 
simply because it saves me many 100s of hours in modelling them myself, but also 
because of the relationship with collage, something that has been a constant in my 
work. These are collaged virtual objects then and their source, the internet, opens up 
possibilities that were never there. I therefore have a series of collaborators that are 
unknown to me and who provide their work at a small cost or for free. This is what 
has been called elsewhere the emerging realm of dotcom, monism. 

 

• The final work is still in preparation but will be a wall drawing in retro reflective tape. 
This is an experimental new work but I wish to create an image that will be a wall 
drawing with varying viewing points. As the viewer moves in the space, the work will 
shift and change depending on the light reflections falling from the video work on the 
other wall. A key idea here is to activate the body of the viewer in the space so they 
become aware of their bodily existence at the same time as being confronted by a 
dazzling image. I say dazzling because when light hits this tape it flares up just as cat’s 
eyes on the road do and form a floating image. I am also considering issuing LED 
headlamps so that the viewer can witness another level of this variation.” 

 

• Does your art reflect particular art styles in the history of art? 

• “There is no particular style to my work but it does draw a lot on photography and 
various aspects of the history of art. I think looking at the list of artists I mention 
would give some indication. It is not photorealistic though, but retains a geometry 
which is meant to evoke the geometry of the digital.” 

 

• Do you focus on any signs, symbols or specific images in the artwork in Here is Now? 

• “Oh dear, too many – some listed above, but the mirror is a key device..” 



 
Unit 4  
Area of Study 3 
Art Industry Contexts 
Students are required to examine a variety of exhibition spaces and review the methods and 
considerations involved in the preparation, presentation and conservation of artworks. Students 
must visit at least two different exhibition spaces in the one year.  

• Discuss the intention of the artist and/or curator in displaying the works in the exhibition  
I think a key thing here is that the work is not simply pictorial but is intended to extend into 
the space of the gallery and that of the viewer. Not as sculptural or actual object but as a virtual 
simulation that extends the boundaries of the pictorial into actual space. In this sense, it is a bit 
Baroque. 
 
Interview between Stephen Haley and Helen Attrill, December, 2010. 


