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Rebecca Ross’ Radius of Action links different 
sites and ideas including a residency in Venice, 
da Vinci’s Vitruvian Man, Malevich’s Black 
Circle, Smithson’s Spiral Jetty and ‘non-sites’, 
archipelagos or islands, organic and abstract, 
the studio and the gallery. As a contemporary 
artist, Ross has methodically accumulated a 
series of elastic genre-bending references that 
defy time and space, reflecting our experiences 
of this world. Radius of Action generates a new 
synthetic terrain, anchored by the artist’s body; 
the one constant that recollects an experience of 
continual movement and transformation.

Our thoughts rarely reside in the present. It’s hard 
to exist in the present moment. More often than 
not our thoughts and conversations dwell and 
revisit the past or anticipate the future. We are 
constantly, physically and cognitively, moving and 
transforming. From the macro to minute micro 
cells, our world is in constant motion. 

To be modern is to experience life, both 
independently and collectively, amidst disorder. 
To be part of a world in which ‘all that is solid 
melts into air’, our world and selves are in 
perpetual entropy, an irreversible conflict 
between renewal and disintegration, ambiguity 
and contradiction. To be modern, to map and 
reside in this maelstrom, is to move within 
intermediate, almost overwhelming sites of 
information overload in search of and in order 
to create forms of reality. Non-places, airports, 
freeways and supermarkets, are evidence of the 
need to order a disjointed super-modern world of 
acceleration, speed and excess. 1

The scale of Radius of Action is derived from 
Leonardo da Vinci’s Vitruvian Man (1487). One of 
the most recognisable and appropriated images 
in the world, da Vinci’s drawing simultaneously 
depicts a male figure in two superimposed 
positions: with the arms straight out and the 
feet together confined to the cube, and a more 



dynamic stance with the arms and legs apart 
inscribed within a circle. Da Vinci’s innovative 
study was based on the correlations of ideal 
human proportions with geometry as described 
by the ancient Roman architect Vitruvius. 
By extension, the drawing implies 
man’s relationship to nature and 
the universe as a whole and 
exemplifies the inter-relationship 
of art and science during the 
Renaissance. 

One of the all-time-best 
appropriations of this drawing 
would have to be by The Simpsons, 
when by accident Homer becomes a 
conceptual artist.2  Looking for inspiration at the 
Springsonian Museum, Homer falls asleep. Da 
Vinci’s Vitruvian Man, alongside other famous 
artworks and artists, rolls into Homer’s dream to 
punch and kick him. Homer awakes to ask why art 
hates him. The episode concludes when Homer 
finds success by flooding Springfield, thus creating 
a new Venice.

From the Renaissance, perception has been 
underpinned by the logic of perspective and 
the endeavor to reproduce an illusion of visible 
reality. However, by comparison, the colours 
and lines of abstraction, which forms part of our 

visual language, may exist independently 
of visual references in the world. 

Reconciling these seemingly disparate 
approaches, Radius of Action 
develops as a permutation between 
experience and abstraction.  
Re-imagining accessible ready-made 

materials, and in this case industrially-
manufactured adhesive vinyl and 

coreflute, Ross creates a new synthesised 
aesthetic and cognitive space to encounter. 

Throughout art history, the circle holds particular 
significance, especially for geometric abstraction. 
For Ross, Russian artist Kasimir Malevich’s  
Black Circle (1915)3 is notable. Typical of Malevich, 
it is entirely abstract and insists on the supremacy 
of geometric forms. This paring down of art  
to its essentials also anticipates Minimalism of  
the 1960s.

Ross’ height and proportioned arm-span, as 
officially recorded by her physician, directly 
correlates with the circumference of each circle 
and provides its physicality. This circle provides 
Ross with a reductive modular format and 
trajectory. However, like some of Malevich’s 
more theatrical references and titles, such as 
Victory Over the Sun (1913) and Two-dimensional 
painted masses in the state of movement (1915), 
the ‘action’ in Radius of Action also eludes to 
something more dramatic. In recent years Ross 
has conceptualised her practice as a kind of 
exercise in mapping. Mapping implies a sense of 
going somewhere, of movement and of direction. 

Ross’ recent installation There There (2009) 
explored the experience of making work ‘there’ in 
the studio, in preparation for installing it ‘there’, 
in the gallery.4 The process of making and the 
sense of anxiety created by thinking about and 
reconciling these interconnected dual spaces is 
both intuitive and conscious. The circumference 
also encapsulates traveling away from the studio 
to other studios and landscapes further afield, in 
Venice for example, and returning again. 
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The title, Radius of Action, borrows from military 
terminology meaning the maximum distance that 
a ship, aircraft, or vehicle can travel from its base 
and return without refuelling. However, rather 
than ‘base’, Ross prefers the more evocative 
word ‘anchor’: how particular artworks and 
sites can anchor and join memory. The modular 
coreflute surfaces, correlating with the physical 
circumference of the artist’s body and trajectory, 
operate as an anchor to multiple sites extending 
outside of the gallery. 

Grounded in Minimalism of the late 1960s, Ross’ 
extension outside of the gallery resonates with 
American artist Robert Smithson’s research into 
site, displacement and integrity. Specifically, with 
Smithson’s ‘non-sites’, earthworks consisting 
of substances from a natural landscape placed 
into modernism’s classical white cube. On the 
one hand, presented as part of a minimalist 
receptacle these works mimicked the gallery’s 
containment, yet continually transgressed the 
gallery’s borders with photographs and maps, 
which pointed out, toward the sites from which 
the natural fragments were taken. Like Smithson, 

Ross’ installation is embedded in multiple 
references and spaces that point out and extend 
beyond the confines of the gallery. Its propped up 
archipelagos are the residual of multiple personal 
and shared spaces.

The bright optical forms of Radius of Action 
intermingle, recline and proceed three-
dimensionally. The flat, floating colourful pixels 
oscillate with their complimentary atomised 
backgrounds. Braced by supporting structures 
that defer to the surrounding ply container yet 
unlike the classical white cube will record their 
markings and presence. The physical properties 
of this new sensory configuration, the carefully 
balanced composition, or angled placements, 
compel viewers to dynamically navigate its 
pulsating concentric circles. Its installation, a 
performative act, anticipates the reception that 
becomes a dynamic activity as viewers navigate 
the space. As a kind of topography, Radius of 
Action exhibits a contoured elevation of a surface, 
but as a study of a place or position, it also 
encourages the viewer to become conscious of 
this new surrounding terrain.

Similar to a map, Radius of Action presents a 
synthesis between experience and abstraction. 
It indicates something beyond, intertwining 
the ‘here’ with that which is ‘elsewhere’. To be 
modern, to map and reside in our super-modern 
world, is to move within and between transitional 
sites in search of and in order to create forms of 
reality. Anchored by the artist’s circumference, 
Radius of Action recollects an experience of 
continual transition that resides in the immediate 
present. Its synthetic terrain, its modular format 
lays out multiple trajectories and re-imagines.

Louise Rollman
Curator, Contemporary Projects

REFERENCES 
1  Marc Auge, Non-Places: Introduction to an Anthropology of   
 Supermodernity, Verso, London, 1995.
2   “Mom and Pop Art.” The Simpsons, Season 10. Wrtn. Al   
 Green, Dir. Steven Dean Moore. Fox. 11 April 1999.
3   Kazimir Malevich Black Cross, Black Square and Black Circle,   
 Maeght Foundation Exhibit of Russian Avant-Garde Artists   
 (2003). Photo: Kushlis.
4  Rebecca Ross: There There, at Boxcopy, Brisbane,  
 27 March – 24 April 2009.

http://robertsmithson.com/sculpture/nonsite_350.htm
http://boxcopy.org/there-there-new-work-by-rebecca-ross/
http://whirledview.typepad.com/photos/uncategorized/2008/01/26/maeght_fondation_kazimir_malevich_l.jpg










Museum of Brisbane presents Mezzanine

Radius of Action Rebecca Ross
26 March – 9 May 2010

Museum of Brisbane 
Mezzanine
157 Ann Street
GPO Box 1434, Brisbane Q 4001
P: 61+ (07) 3403 4355 F: (07) 3403 9583
www.museumofbrisbane.com.au

Rebecca Ross lives and works in Brisbane. She has 
completed a Masters of Fine Art at Queensland 
University of Technology (2005). Commencing 
June 2009, Ross travelled to Venice to undertake a 
residency at Scuola Internazionale di Grafica. Ross 
previously exhibited at the Museum of Brisbane as 
part of Temperature Two (2009). Radius of Action 
is the Mezzanine program’s inaugural exhibition. 
www.rebeccaross.com

For this project, the artist has been supported 
by Ironlak. The artist and curator would also like 
to thank Matthew Howland and Chris Booth of 
Flipbook Gallery.

Curator: Louise Rollman
Exhibition Designer: Carolyne Jackson
Catalogue Designer: Melanie Schafer
All images: Rebecca Ross Radius of Action (2010). 
Photo: David Sandison.

This publication is copyright. Except in the context of research,  
study, criticism or review, or as otherwise permitted by the  
Copyright Act, no part may be reproduced by any process without 
written permission.

Text for this publication has been supplied by the authors attributed. 
The views expressed are not necessarily those of the publisher.


