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AL SP&

HAS BEEN A PROCESS

observe my paintings developing like

a conversation, wherelw each mark

influences the next. Emergent forms
oscillate in dialogue with one another, and
matifs are r|'|'-|':ll;|'|.| ACTOES |'||:1I'||.'- ‘.’q.[_'. wiolrk
ill:l.i:-l its the ¥ et i.'l!il'llﬂ-||1'||i|i||l lo rreate
visual diade IELS where petwon, CXPTICTHE,
pereeption and memory are interwoven
and folded back into one another.

| recall exactly when | realised my
exhibition “Labyrinth’ would be differcnt
froam those [ have had in the past. It was
March this year, and 1 had just received a
link in a group messenger thread tithed:
Golden Plains Music Festival Attendee
|'|":.1:_'.'I‘.1 wei] with Coronavirus”, | calld
Claire, Director of Flinders Lane Gallery,
to talk about my upcoming show and the
possibility that the COVID-19 pandemic
wortld resch Melbourne before i'!\1-| T,

Netther of us knew what to do

My original intention for “Labyrinth’
was to returm o my Black Lams’ (Black

Laminated panels), a body of work that

s besen ongoing, in some form, sinee just
after | finished art school. These works,
illusionistic lincar engravings on black
laminate panels, have remained a central
putrt |li':'|l_'| ||ri|1'|'§n' for the [t decnde,
]iII5:.I'|_l because | can create them ||'|:|i|l|'-i_1..
Az life hos taken me around the globe,

they have continued to evolve in the digital
space, peridically taking physical form
throwgh collaborations with commeercial
fabricators overseas. Thowgh my instinctual
fascination with this body of work has never
faltersd, | revcently found myself bocoming
frustrated with its progression, which fclt
stapnant and often left me staring at the

computer for hours with litthe progress,

A turning point for this work came while
traveling from Rome to Turin in 2016

1o lesed & fieddd studies trip for a group of
graduate student= (from the VOL in Qatar),
Confined to a train for most of the day,

I experimented with a new picee of code

I!hnT wisi ki .|.|li| e b I'.1|ri|.||_'. -:|':'|t||.'th'

-

OTE AU

OF ADAPTATION = AMD INNOVATICN

EMCE TO HIS OBJECTS

counthess variations of these works without
taking the time to manually desw tem.
This codde Fundamentally changed the way

1 conceived, composed, and controlled the
I:E'ai.;ili1| files that become the ‘Black Lam’
wiorks. Tt condensed all l|1'||l_'| underst itIH]iIl;.'.
-:31'1]“'|.'|||||.L|||-a|||-::-|l.'|'|:||M'|'?'11'.-:L|hw
considerations into an elegant block of code,
akin to the instructions for a Sol LeWitt
wall drewing. This gave me Lhe ability to
III:1||IH|I s TN Ll,llll ;"1.'.\ Il,'l II.I.II..! ||'|'|."'?:.:|HI'

| now necded a reason to make them.,

A seconi] major chamge in thise works
resulted from my recoent move back (o
Australia. My new proximity to the site of
the exhibition meant that 1 could prodoce
these works myvsell without the .:Il.'ljlll[-il
s writer or commencial faboicator, Hather

than sending off a single finished file for
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production, 1 coukd now make countless
tests and explore materiality in more detail.
1 could be inefficient and wdiosyneratic, 1

could try new materials and approaches,

One studio experiment bed me to try
making works from Onented Strand Board
OSE)L | found that, with some finesse,

the textured surface of this material can
be inked like an etching plate. Ink can he
forced into the rough recesses of the wood
chips and then buffed off of the higher
prvints which have been coated in sealant.
City (2020) was created by engraving lines
into one of these inked pancls, revealing
the orginal porosity of the composite
wood and allowing for matte black strokes
to interrupt the speckled, almost metallic
surface, | found that the OSB has an
interesting dialogue with machinery. The
unpredictable density of the material
leaves chips and other artifacts on the
surface, disrupting the pristine line of the
robotic cutter - a glimpse of the reciprocity

between the digital and the physical.

Through this more experimental approach,

I began to value the process of wrestling

physical works out of the digital world.

In LOS AP (9020), a unique series of
robotic drawings, | allow the precision
and repeatability of computer aided
manufacturing to expose the diosyneratic,
As a robotic arm creates the drawing,
countless unpredictable factors affect

the result. There are tiny imperfections

in peaper, changes in the humidity in the
room, dust and particles falling through
I||.|' air. 1 not H.'ul ||- M I|w r]:'nfﬂr pen |||1r
bends as it makes a turn on the paper and
how the texture of the paper draws ink

froam its capillaries al varving rates.

When I came up with the name Labwrinth’,

I emailed Claire night away. When a name
arrives to me, it is usually right when |
understand what I'm really doing. 1 looked
at v work and saw its darker side. The
noise and distortion [ was introducing
through materiality was creating
uncertainty. and by mirroring the shapes
in the composition 1 was transforming the
architectural spaces. The laneways wene
confronting, alternate realitis. Rather than
finding myvself walking through, | became
lost i|'|-'Ml|' [|}|' Speice |lrt|I|' 'nlll'lq..

An exhibition is ultimately a ot more
than art-filled walls. Whilst creating an
online 30 viewer of the space and content
fior social media goes a long way towands
communicating and promoting a show
online, we are now being asked how all of it
the diserurse, the interpersonal exchange,
the presence and phyvsical experience of
an exhibition - can be pumped into that
virtual space. ‘Labyrinth Remaote Viewer'
art= asa I |rr.-1] mtix thr' e, i1||cm g
remote viewers a view into the show in a
synchronous wav. Conversely it acts as a
recorder of the physical space, documenting
comersations and interactions between
those in the space to be compaled into an
asynchromous digital experience of the
exhibition. You Are imvited to follow the
Imk below to experence the show m thas

permanent digital form. o

™ @richardblackwell studio
richardblackwell met




